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Tobias Frese, Kristina Kriiger
Sacred Scripture / Sacred Space

The Interlacing of Real Places and Conceptual Spaces in Medieval
Art and Architecture. An Introduction

Thinking about scripture means thinking about space: scripture in its material form
occupies space, evolves in space and is virtually bound to the concept of space. There
is no imaginable concept of scripture that is not bound to a surface and can get by
without interspaces—both are mandatory requirements for the disjunction of char-
acters and therefore necessary for their general decryption.! At the same time, scrip-
ture has always possessed a spatial and haptic dimension: scores and engravings?
are not just readable, they can also be felt and testify to an intervention by force:
in this manner homo scriptor inscribes himself into nature, thereby appropriating
and forging his surroundings. In a literal sense, homogenous natural space is trans-
formed into legible cultural space by means of markers—it is virtually molded into a
“striated space”?, characterized by specific legal demands and claims of possession,
norms and distinct boundaries. Serving as such markers of cultural space, scripture
has always possessed the ability to separate space and determine its quality. Fur-
thermore, complex scriptural systems also have the potential to link ‘real’ space to
imagined and transcendent space,* thereby sometimes reversing the hierarchical
order. This certainly can be said of writing and scripture in sacred spaces (“Sakrale
Schriftraume”): in Christianity, a so-called “book religion”, virtual space conveyed
by ‘holy scripture’ takes up the primary position and dictates the way real space is
understood.® According to biblical understanding, there are no places to which the
concept of sacred dignity applies by themselves.® All ‘holy’ locations—such as the city
of Jerusalem, the Mount of Olives or Galilee (galilaea)—are understood to be sanctified

1 Cf. Kramer 2006, 77; Frese 2014, 4f.

2 For the act of scoring, cf. Berti/Keil /Miglus 2015, 519-531.

3 Cf. Deleuze/Guattari 1987, 523-551. For the metaphorical use of “Pflugschar” (vomer) for “Schreib-
griffel” (stilus) in early medieval times cf. Curtius 1948/1967, 317f.

4 Cf. Kiening 20009, 31.

5 For virtual spaces in the Middle Ages in general, cf. Vavra 2005 and 2007. For “holy script”, cf.
Luft 2014.

6 Cf. Richter 1998, 249f.

This publication originated in the Collaborative Research Centre 933 “Material Text Cultures. Materia-
lity and Presence of Writing in Non-Typographic Societies” (subproject A05 “Script and Characters on
and in the Mediaeval Artwork”). The CRC 933 is funded by the German Research Foundation (DFG).

@ Open Access. © 2019 Tobias Frese und Kristina Kriiger, publiziert von De Gruyter. [(c) IX2X=ITW Dieses Werk ist
lizenziert unter der Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 Lizenz.
https://doi.org/10.1515/9783110629156-001
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by God.” In all of these cases the ‘fulfillment’ of the prophetic scriptures is of crucial
importance. Even the Christian places of worship, the built churches, are only holy
in so far as they are serving as a meeting place for the congregation to read the Holy
Scripture, to hear the word of God and to celebrate the presence of the divine logos.®
Therefore “sacred space” in Christianity is “Sakraler Schriftraum” sui generis.

This claim bears no problem for Christian theology, but presents new challenges to
the text-anthropological approach of the fine arts and cultural sciences. Sacred space
never occurs in an abstract singular form but is always characterized by a complex
overlap of different layers of reality, perception and historical practice. In this context
the use of inscriptions has proved to be varied, flexible and multifunctional: Inscrip-
tions can determine and establish sacred space. However, they may also profit from
the holiness of a sacred space in a ‘parasitic’ manner. They are markers and guard-
ians of the border between sacred and profane space, but they can also negate it and
make it permeable.’ Last but not least, inscriptions can underline and strengthen the
architectural skin of a church building but also ascribe a transcendent meaning to its
material.

The same can be said for the interiors of sacred space: inscriptions in medieval
churches and monasteries are never placed randomly. Their position has been calcu-
lated and designed to suit their individual purpose. Inscriptions, by means of a high-
lighted scriptural appearance, or—on the contrary—hardly visible or readable at all,
define thresholds and borderlines (portals, walls and pillars, screens, glass windows),
accentuate cultic or liturgical centres (holy graves, sanctuaries, choirs, baptisteries)
and point out altars.

The written word in the form of a codex is indispensable for carrying out the
liturgy and the reading. As a hidden authentic in reliquaries, it enables the cult and
the service at the altar. Founders’ inscriptions carry secular procedures into sacred
space, either as a narrative or as a quote taken from a document. However, script may
also shape sacred space in a nonmaterial way, as a theological concept, as cultural
knowledge, as the spoken word or as the sung verse. In this sense, places, furnishings
and imagery vested with inscriptions cannot be separated from one another: all of
them mark intersections in a complex, multilayered network of theological meaning
as well as cultural and socio-cultural actions within the sacred space and its periph-
ery. This network is in constant transition, due to the changes of liturgy on feast days
throughout the church year and also due to architectural changes and the donation
of new artefacts. Script inside of the network thus also serves to point out different

7 For Jerusalem and the Mount of Olives, cf. Kiichler 2014, especially 533-613. For galilaea as the place
of encounter with the resurrected Christ and as a theological term, cf. Kriiger 2003, especially 265-281.
8 In general cf. Czock 2012; Jaggi 2007.

9 Cf. Kendall 1994 and Gerstel 2006; as well as Favreau 1991. Bawden 2014 on the other hand treats
the threshold as a place of image (in German “Bildort”).
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areas within an architectural setting, to form new traffic routes and to accentuate
theological meaning.

Exploring “sakrale Schriftraume” means not to study script in sacred space by
itself, but instead to investigate its active role in producing sacredness and establish-
ing sacred space. However, these spaces are not to be misunderstood as “vehicles” or
“containers” that could basically exist without ‘content’. Instead, they are to be com-
prehended in their relational character'®—as a meaningful combination of material
script artefacts, human practice and theological concepts.

This publication is the result of a congress (Sakrale Schriftrdume, November 17—
November 18, 2016) and a workshop (Reliquie, (In-)Schrift, Raum, May 18—May 19,
2017), both organized by the team of the subproject A05 (“Schrift und Schriftzeichen
am und im mittelalterlichen Kunstwerk”) of the Collaborative Research Centre 933
“Material Text Cultures” at Heidelberg University and held at the Institute for Euro-
pean Art History in Heidelberg. The case studies presented in this volume offer a wide
range of topics and research areas but are, at the same time, linked by the questions
that are being examined. These are, on the one hand, the material character and the
layout of the inscriptions/scripts, their connection to artefacts, and their visibility and
legibility; and, on the other hand, the space containing script, the space referenced
by script, and the way in which script serves to generate sacred space.

The first two articles in chronological order are dealing with illuminated man-
uscripts and focus, from different perspectives, on the codex as a “Schriftraum”
(‘scripted space’). Art historical research has long since interpreted the illuminated
codex as a kind of “sacred space”, based on painted elements such as the framing
arcades of the canon tables which evoke the idea of architectural space.' In contrast,
Tina Bawden examines the method of “interlacing” as a principle of graphic design,
taking as a case study St Gallen, Stiftsbibliothek, MS 51, an Irish gospel book from the
mid-8" century. By placing illuminated double pages at the beginning and end of the
manuscript and at the beginning of each gospel, the scribe and the illuminist gave the
text a visual order. The double pages not only refer to one another, but also to textual
passages. Individual pictorial elements are charged with theological meaning. Both
referring to the text and its theological content, the illuminated double pages use the
method of interlacing to give a semi-spatial structure to the codex, thereby forming a
“Schriftraum”, even if Bawden does not use this expression explicitly.

Tobias Frese considers the sacramentary of Henry II (Miinchen, Bayerische
Staatsbibliothek, Clm 4456) from another angle. Instead of taking the entire corpus
into account, he focusses on its theological centre, the Canon of the Mass. The full-
page illumination showing the holy sepulchre, which is placed ahead of it, and the
initial page (Te igitur) define this part of the corpus as an independent, symbolically

10 Lépple 1991, 189 (in German “relationale Ordnung”).
11 Cf. Reudenbach 2009.
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protected “Schriftraum”. Frese’s analysis highlights the subtle relations between the
depicted figures, the sepulchre, the framing ornaments and the inscriptions (tituli)
and displays in which calculated manner the “script-protected” locus of the miracle of
the resurrection corresponds to the shielded “Schriftraum” of the Canon of the Mass.
The pictorial arrangement, the inscriptions, the gospel texts to which they allude, and
the text of the Canon of the Mass present in the corpus form a tightly-knit reference
system: Christ, absent from his grave, is present during the Eucharist; his absence on
Easter morning seems to be compensated for by the monumental grave stone. There-
fore, both text and image visualize the underlying complex building of theology, a
“Schriftraum” surpassing that of the codex and standing behind the process of cre-
ation of the miniature, which in fact only becomes comprehensible as a “Kanonbild”
within this theological frame of reference.

The following two submissions are dedicated to works of goldsmith’s art that are
used to store and present relics and therefore play a central role in the cult of saints. In
her study of the Borghorst cross from the mid-11* century, Elisa Pallottini examines
what functions the inscriptions have for the cross as a reliquary. While the inscrip-
tions on the front side, naming the saints and the figures in the donation scene, are
hardly visible, the inscription on the back side, made up of larger letters, runs around
the entire cross. This inscription names the relics inside of the cross and ends with an
invocation of the saints. Though being conspicuous only on the back side, the inscrip-
tions were of utmost importance in order for the cross to ‘function’: only the inscrip-
tions made the relics visible to the outside and only in naming the saints did worship
become possible. Thus, the presence generated by the inscriptions transforms a valu-
able artefact into the cross-shaped reliquary, enabling the congregation to ‘envision’
Heavenly Jerusalem in their minds. The “Schriftraum” of the artefact, visualized in
the rearward circulating inscription, intermediates with the eschatological space of
salvation, the paradise at the end of time.

Marcello Angheben deals with a group of artefacts, the Mosan reliquary shrines,
dating from the 11% to the 13™ century, thereby focusing on the relation of the shrines
to the altar behind which they were installed. Based on the representation of Chris-
tus Victor on one of the gable ends, Angheben convincingly argues that the shrines
functioned as retables. With the gable end figuring Christus Victor facing the altar, the
performance of the priest at the altar during the Eucharist was reflected by this figure
which had strong eucharistic connotations. However, for his interpretation of Chris-
tus Victor as an image encompassing the theological concept of Christ being the high
priest performing the Eucharist and the sacrifice at the same time, Angheben cannot
rely on the shrine inscriptions themselves. Instead he points out an iconographical
tradition throughout all media, beginning in the 8" and lasting until the 13 century,
and links the individual components of the image formula to the “Schriftraume” of
the Canon of the Mass and its theological interpretation. Though the shrine inscrip-
tions do not explicitly name the priestly role of Christus Victor, the shrines’ location
behind the altar with the image of Christus Victor mirroring the priest conveys the idea
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of the unification of the earthly and the heavenly church during the Eucharist, briefly
manifesting Heavenly Jerusalem within the church building.

The next set of articles are dedicated to inscriptions on the outside of and within
sacred buildings, focusing not only on portal inscriptions and facade inscriptions but
alsooninscriptions on artefacts within churches and connected areas. Kristina Kriiger
analyses the role inscriptions played in the church of St Michael’s in Hildesheim and
its furnishings dating to the 11 century, as far as they can be reconstructed. An exam-
ination of the inscriptions in the building and of the artefacts bearing script shows
that only few relate to one another. Even the manifold links between some inscrip-
tions, artefacts, and altars show no compelling correlations concerning the artefacts’
location or the theological meaning of the inscriptions. However, the significance
of single inscriptions or groups of inscriptions and artefacts is broadened substan-
tially when contextualized with the actual liturgical practice, with the Holy Scripture
and with scriptural exegesis. The “Schriftraum” of St Michael’s can therefore only be
understood when set in relation to “Schriftraume” of greater importance and contex-
tualized with the corresponding theological contents and liturgical practices.

Michele Luigi Vescovi examines five large, panel-format inscription plates that
were found hors contexte under the pavement of the crypt in the cathedral of Salerno,
in the years between 1953 and 1967. The inscriptions name the saints whose relics
were transferred to the newly built cathedral by Robert Guiscard, under the guidance
of Bishop Alfano. They date back to the year 1081. All plates, except for one, bear
round holes (fenestellae confessionis) half way up, meant to enable contact with the
relics. Due to the lack of further text sources and archaeological data, Vescovi cannot
localize the plates in the modernized interior of the cathedral. The names of the saints
carved onto the plates are arranged by category (martyrs, confessors, virgins), bearing
resemblance to litanies, and leading Vescovi to localize them near the altars of the
crypt. The litanies in honor of local saints would have been recited during a proces-
sion to the reliquaries, thereby creating a temporary, acoustic-visual “Schriftraum”.

Stefan Trinks describes two different portal arrangements, the access to the
castle church of Loarre and the entrance hall of the cathedral of Jaca. They both share
a Chrismon relief above the entrance to the sacred space, and Trinks reasons that
King Sancho-Ramirez might have been the ordering party of both buildings. As Trinks
states, the fragments of a relief frieze above the passageway of the Loarre church,
interpreted as images of salvation, the obiit inscription carved into the jambs of the
portal leading to the stairs, asking for intercession, and the Chrismon relief above the
portal to the lower church, containing several individual initials, are all elements con-
stituting a ‘triadic’ “Schriftraum”, leading to a Demetrios reliquary, which—according
to Trinks—was placed on the altar of the lower church, resulting in a sacralisation of
the entire castle.

In his study of the 12%-century cloister capitals of SS. Pietro ed Orso in Aosta,
Wilfried E. Keil deals with inscriptions on the periphery of the sacred space. Central
to his argument is a series of capitals in the southern wing, figuring prophets’ busts
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with scrolls, which differ from the capitals in the other wings iconographically as well
as in a formal manner. The inscriptions on the scrolls cite verses or parts of verses
alluding to significant actions or sayings of the represented prophet. Keil assumes
that these extracts serve to remind the reader of longer, memorated passages from the
respective writings. Notwithstanding all uncertainties concerning the original plan
of the surrounding conventual buildings, which are for the most part lost, and the
order of the capitals, which was disturbed by restorations, he plausibly argues that
the prophets’ capitals in the southern wing were not only destined for the canons’
edification but instead served for the instruction of the novices that, as far as we know
from the customs, took place in the cloister. Therefore Keil interprets the capitals with
their verses as loci according to the antique and medieval techniques of memoriza-
tion. In this perspective the southern wing of the cloister is transformed into a script-
based “space of learning”.

Stefano Riccioni concentrates on epigraphy as an artistic means to express
ecclesiastical politics. In the late 11" and 12" century, churches in Rome were enriched
by ancient spolia into which contemporary inscriptions were carved. At first, the
inscriptions were of small size, placed within the clerics’ choir or the sanctuary and
designed to be legible from up close. The typeface was adopted from manuscript pro-
ductions of the Church Reform. When inscriptions also came up on the exterior of
churches, on architraves and portal lintels that followed ancient models, the typeface
formally remained related to manuscripts and the inscriptions were still only legible
at a short distance. During the 12 century, entrance halls were added to many Roman
churches. Above the arcades of these entrance halls for the first time inscriptions with
large letters conveyed their messages to a broad public. Their typeface was that of
rich liturgical manuscripts. These inscriptions, clearly linked to the Church Reform,
enabled the supporters of the Reform to extend the “Schriftraum” of the sacred space
into the profane public sphere.

Matthias Untermann also examines inscriptions on exterior facades of sacred
buildings which sacralize their surroundings. He follows up on facade inscriptions
with large letters in the form of a frieze from the 8* century until the 15® century, also
including the special case of miniature architectures within church buildings with
inscriptions running around the edges. Inscriptions on the exterior always create a
sacralized area in front of the building. This effect can be reinforced by artistic means,
such as the use of architectural forms stemming from ancient temples, adding extra
authority to the sacred message of the text. In contrast, the miniature architectures
encircled by inscriptions are meant to ostentatiously mark a special “Schriftraum”
within the church building. However, not only do facade inscriptions bear sacred
messages, they also contain names of sponsors and mention worldly matters, often
indirectly pointing at conflicts. Untermann suggests that the execution of such
inscriptions on the exterior of churches was a kind of conflict solution strategy; one
could speak of “Schriftraume” of social self-assurance with a connotation of sacred-
ness due to their placement and appearance.
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The two next articles also deal with the merge of worldly matters with sacred
space. Wolfgang Christian Schneider examines the pictorial and scriptural pro-
gramme in the popes’ chapel of St Sylvester in SS. Quattro Coronati in Rome. The
chapel is part of a mid-13™ century construction that was built as the official residence
and ‘citadel’ for the deputy of the pope who had fled Rome. The frescos covering the
chapel’s walls were partly lost to later alterations but can be reconstructed in their
essentials. They show large-sized episodes from the legend of St Sylvester and the
so-called “Donation of Constantine”, with the intent to demonstrate the supremacy
of the papacy over the empire. Beneath the scenic frescoes a frieze of medallions rep-
resenting half-figures of the patriarchs and prophets of the Old Testament holding
scrolls is today for the most part destroyed. Schneider succeeds to reconstruct the
sequence of the busts and inscriptions by using drawings from the 17" century, and
by that enables this space of papal self-representation to revive before our eyes. At the
same time, the chapel represents a coherently composed space of interrelated script
and images, in which the painted verses facilitate recollection of the corresponding
bible passages in the mind of the observer, thereby referring to the “Schriftraum” of
the Holy Scripture as irrefutable proof of the images’ content.

Stefania Gerevini approaches the combination of worldly power and sacred
space using the example of the chapel of St Isidor in San Marco in Venice. The chapel
of the saint from the Greek island of Chios was built to substantiate Venice’s claim to
Chios, which was held by the Genovese. It was furnished with a mosaic programme
and inscriptions, the most prominent of which refers to the stately and ecclesiastical
deputies by name. However, before the consecration of the chapel in 1355, a conspir-
acy, led by the Doge Marino Falier was uncovered on the day of the translation of the
saint, changing the chapel’s meaning significantly: from this time on, a yearly proces-
sion of the highest deputies of the republic proceeded across the Piazza San Marco,
followed by a mass in the chapel, commemorating the foiled coup. Thus, the function
of the chapel was changed from being a propaganda instrument against the external
enemy to being a commemorative site of the republic’s victory over an internal enemy
of the state. Or, to say it in a more pronounced way than Gerevini does, a space dedi-
cated to a state-supporting saint’s cult was changed into a “Schriftraum” for the cult
of the Republic of Venice, forming part of the ‘stately’ church of San Marco.

In the last paper, Jessica N. Richardson examines two procession banners from
the second half of the 14" century, presenting yet another aspect of the topic. Her
focus lies on pictures that not only show figures while speaking (the so-called visibile
palare) but also reflect certain acts or call for certain acts to take place in front of the
picture. The depicted communication on the banner from Sant’Agnese in Bologna is
referred to by two painted inscriptions word-for-word. The placement of the inscrip-
tions within the picture visually indicates the speaker and the addressee. Richardson
is able to show the similarity of the painted verses to chants in liturgical manuscripts
of the Bolognese Dominicans: in all probability these verses were sung like chants by
the congregation in front of the banner. The second banner from Montemaggiore near
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Bologna, depicting St Christopher, shows a small painted note, seemingly attached
to the banner manually, containing ‘instructions’ on how to use the picture. Both
cases represent pictures with inscriptions demanding that the observer participate.
At the same time, both representations of saints painted on cloth were also made to
be moved: we are therefore faced with mobile “Schriftraume”, whose performative
presence was used to carry the sacredness of the ecclesiastical space to the outside.

The gain of substantial insights by the papers of this volume has proven the
concept of “sakraler Schriftraum” to be an efficient method of reflecting on the
closely interrelated subjects of sacred scripture and sacred space. This term, newly
introduced by this publication, is a valid instrument for describing inscriptions and
artefacts equipped with script that were consciously placed in a certain order within a
sacred space or on its periphery or that were used in performing sacred rites. The term
is deliberately chosen to designate at the same time an architectural setting or a pic-
torial space and the conceptual spaces to which the inscriptions refer—the message of
salvation laid down by Holy Scripture, the sacred acts laid down in liturgical codices
and the theological discourse manifested in the written word and handed down by
it. With this bifold character it sheds light on referencing as a main feature inherent
in each inscription, which was clearly understood by the medieval designers of the
“Schriftraume” and their contemporary observers but is not always immediately rec-
ognized from a modern perspective. Therefore, the concept of “sakraler Schriftraum”
provides a more profound understanding of sacred spaces and their liturgical fur-
nishings, allowing essential features of works of art and of the inscriptions which
accompany them to be explained for the first time.

For a medieval observer, it was not always necessary to read an inscription from
the beginning to the end; instead, it was sufficient for him to recognize individual key
words in order to remind him of the corresponding text. Neither was active reading or
even the opportunity to do so crucial in all situations; it was enough to know of the
presence of the inscriptions and to believe in their efficacy. Decisive for the inscrip-
tions’ efficacy was the essentially referential character of script in a sacred context,
always referring to Holy Scripture as the “Schriftraum” par excellence—this can even
be said of script primarily containing profane content. It is this fundamental reference
to Holy Scripture® which made script and/or inscriptions so effective for rendering
spaces and actions sacred. The advance of the use of script and literacy in sacred and
worldly affairs also promoted the extension of “Schriftrdume” into the profane space
and their connection with political messages.

12 Cf. Reudenbach 2009.
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Tina Bawden
Describing Spaces: Topologies of Interlace
in the St Gall Gospels

1 Introduction: Spaces, Pages, Sacred Sites

The ways in which ideas of the book intersect with notions of space are manifold from
Antiquity onwards. As vessels of ideas and knowledge, books and their use invited
spatial metaphors based on notions of collecting and storage which were closely
bound to the idea of memory.! The notion of the book as space surfaces in metaphors
of the book as a garden, library or building throughout the Middle Ages. For Christian
writers, notions such as the ‘inner library,” the heart as a library of Christ are central,
and they pervade patristic texts.? Accordingly, the metaphorical realm of books con-
nects the book and the body, and is not necessarily spatial in a dimensional sense. It
goes beyond the specific object of scroll or codex, aiming instead at the texts and their
use and reception.

What is striking is that the key mechanism underlying these notions and meta-
phors, the organisation of individual units into systems that are potentially extend-
able, is one that found a material and mechanical parallel in the codex format of the
book. In contrast to the scroll with its continuous and essentially linear structure,
which is only interrupted when it is in use, the codex is both materially and visually
divided into units of pages or openings (bifolia) and therefore offers a sequentiality
that can be described as stacked and structured a priori.> With the rise of the codex
format, spatial notions became potentially applicable to an understanding not only of
the conceptual, but also of the material dimension of the book.

It is this last aspect that has interested art historians most. The metaphorical-ma-
terial parallel suggests that those involved in constructing a manuscript, scribes and
illuminators, may have drawn on the notion of the book as a space, and that therefore
analysing text, image and ornament can in turn contribute to our understanding of
medieval concepts of space.

As sacred scripture, liturgical objects and occasionally as venerated relics, books
could also be involved in the construction of (sacred) space. In early medieval Lindis-
farne, the book of St Cuthbert, maybe identifiable as the Lindisfarne Gospels, was
the focus of the community on the high altar, and liturgical books generally created

1 Carruthers 2008, esp. 37-55 and 274-337.

2 See, for example, Jerome’s description of the young priest Nepotianus, who by reading has made
“his breast a library of Christ” (pectus suum bibliothecam fecerat Christi): S. Hieronimi Presbyteri 1845,
col. 595.

3 For a more detailed analysis of this contrast, see Reudenbach 2009, esp. 59-61.

@ Open Access. © 2019 Tina Bawden, publiziert von De Gruyter. [(c) ISEXIEM Dieses Werk ist lizenziert unter der
Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 Lizenz.
https://doi.org/10.1515/9783110629156-002



12 — Tina Bawden

communal spaces by acting as “spatial foci of veneration and of gatherings for wor-
ship.” For sacred scripture, biblical books such as the gospel book I will discuss, the
sacred text was housed in a material codex in a way that was similarly complex in
theological construction as the intersection between material architecture and the
divine realm in church buildings conceived as sacred spaces. While controversies
over church buildings and rights of sanctuary give an indication of early medieval
notions of sacred space,’ conceptualisations of the book as a sacred space remain
more elusive. This paper explores the graphic principles that could be employed in
the production and decoration of one particular type of book, the gospel book, in
order to present it as an organised system that can be described in spatial terms. Fol-
lowing a discussion of the architectural forms that have influenced scholarly inter-
pretation first and foremost, I consider the Irish gospel book St Gallen 51 a case study
which suggests an alternative structuring principle, that of interlace.

2 Gospel Book Approaches

One type of book in particular has been referred to as a sacred space, and that is the
gospel book. In early medieval gospel books, the fourfold structure of sacred scripture
in the gospel texts is the central theme, generally resulting in highly planned and
structured manuscripts. Aside from the four texts by the Evangelists, gospel books
typically include a variety of additional textual material. These texts are referred to as
prefatory or preliminary material because of their typical position at the beginning of
the book, and for their explanatory character relative to the content and genesis of the
Vulgate version of gospels.® Prefatory material can comprise any or several of the fol-
lowing elements: a set of canon tables,’ the letters and explanatory material that went
with both this Eusebian system and Jerome’s Vulgate,® concordances and chapter
lists.’ The programme of decoration of gospel books is more standardised than that of
any other book type of such central importance in the early Middle Ages. In a similar

4 Brown 2007, 45; Brown 2002.

5 See the comprehensive discussion of the concept of sacred space in the early Middle Ages in two
recent monographs: Collins 2012; Czock 2012.

6 De Bruyne 1920. For the period concerned in this article: McGurk 1961, esp. 110-113.

7 Canon tables are the index of gospel passages developed by Eusebius of Caesarea in the fourth
century as a means to cross-reference sections recorded by more than one Evangelist, which Jerome
included as a preface to his Vulgate gospels in the late fourth-century, thereby guaranteeing their
distribution in the West.

8 Known by their first words as Novum Opus (letter Jerome to Pope Damasus), Sciendum etiam (in-
structions for the use of the canon tables), Plures fuisse (remarks on the fourfold gospel), Eusebius-
Carpianus (letter Eusebius to Carpianus).

9 Chapter lists for each of the four gospels (breves causae), gospel prefaces (argumenta), the capitula
lectionum for liturgical use.
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way to the prefatory and explanatory text material, which centres on the genesis
of this text and the representation of a harmonious relationship between the four
gospels, the pictorial tradition likewise brought forth representations of the gospel
harmony, iconographic inventions such as the four-symbol page of Insular art, which
combines the four symbols of the Evangelists, man, lion, ox and eagle,'® the Majestas
Domini,™ the Tetramorph, or author portraits of the four combined Evangelists as
scribes more usual on the Continent.*? In addition, by means of repetition, variation
and alternation of graphic and/or figural aspects, the illumination of pages relating
to the gospel texts—evangelist portraits, incipit and initial pages—could also aim at a
visualisation of harmony. Techniques employed to this end comprise numerological,
geometrical, graphic, diagrammatic, ornamental and representational elements and
formats, of which some have captured scholarly interest more than others.

The visual format which has attracted most attention from scholars is the
sequence of canon tables. It seems that from their conception onwards canon tables
were presented in architectural frames, using colonnades and arches to subdivide the
sections. Scholars have argued that the fact that the conception of the canon tables
by Eusebius is almost contemporary with their architectural rendering in the earliest
extant gospel books is significant. It was Carl Nordenfalk who first suggested that
the gospel book in particular from its beginnings was conceived as a sacred space,
and that the canon tables prepare the encounter with Holy Scripture by providing
“a propyleum through which we approach the sanctum sanctorum of Holy Writ.”*3
Exploring this idea further with regard to early medieval examples, Bruno Reuden-
bach has argued that the canon tables function in two ways: as a coherent, often
symmetrical structural unit on one page, they visualise the harmony of the gospel
texts and the unity of the Word of God; by forming a sequence over several pages,
they reference generalised spaces, such as the colonnades and arches of a church
of the basilica type, and give someone turning the pages an impression of moving
through a space.' For Insular gospel books, Carol Neuman de Vegvar has explored
the possibility that the pictorial architecture can refer to a specific space such as the
Holy Sepulchre complex, known through pilgrimage accounts, in order to imbue the
entrance into the gospel text with further meaning.> At the same time as display-
ing a particularly broad variety of ornamentation, she observes that “the number of

10 E.g. Trier Gospels from Echternach (Trier, Domschatz, MS 61, fol.1v); Book of Armagh (Dublin,
Trinity College MS 52, fol. 32v); Book of Kells (Dublin, Trinity College Library, MS A.1.6 (58), fol. 290v).
11 On the Majestas Domini in Carolingian manuscript illumination, see most recently Kessler 2015.
12 For example in the Aachen Gospels (“Schatzkammer-Evangeliar”: Aachen, Domschatz, Inv.-Nr. 4,
fol.14v) or the First Bible of Charles the Bald from Tours: Paris, Bibliothéque nationale, MS lat. 1,
fol. 329v.

13 Nordenfalk 1982, 30. In his earlier monograph, Nordenfalk had argued that the arcades as frames
compensate for their lack of sacred status as compared to the gospel texts: Nordenfalk 1938, 125.

14 Reudenbach 2009, esp. 65.

15 Neuman de Vegvar 2007. On Insular manuscripts, see also: Mullins, Elizabeth (2001), The Insular
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intercolumniations [...] in the Insular examples is generally, though not universally,
set at a total of four or three.”*® This rule seems to have been adhered to even if it
results in having an empty arcade, and she suggests it was therefore probably seman-
tically charged, with notable parallels to representations of the Edicule and the Anas-
tasis Rotunda."”

The interpretation of sacred scripture as sacred space made accessible through
and in the gospel book, therefore, has been bound significantly to the analysis of
the pictorial repertoire of canon tables, and aided by their use of architectural forms.
Inconsequential for liturgical purposes, and therefore hardly of any practical use at
all, the functions of canon tables lie firmly in the visual realm.'® They provide an
image of the ordering of the four gospels with a combination of diagrammatic, orna-
mental and representational forms, expressing gospel harmony and presenting a
numerical overview over texts that themselves follow a linear arrangement. While no
doubt the authority of textual tradition and the practice of exemplars ensured that the
canon tables were maintained as part of gospel books throughout the Middle Ages, in
principle and practice their main visual function of conveying the interrelationships
of the fourfold gospel could be partly or fully transferred to other elements of gospel
book decoration. This is also true of their entrance function inferred from the typical
placement at the beginning of the book, and scholars have argued that carpet pages
and incipit or initial pages in Insular books served similar functions. Victor Elbern
concludes this from a comparison of their design with stonework in early churches,
and argues that carpet pages and incipit pages in Insular manuscripts perform the
same function within the space of the book as early Christian cancelli within the
church space, that is, they have liminal character, marking a boundary at the same
time as offering an invitation to enter the space beyond.* By availing themselves of
the same vocabulary of forms, Elbern argues, book illuminators were able to draw on
architectural settings in order to heighten the experience of sacred scripture.

Both scholarship on the canon tables and Elbern’s interpretation ultimately
focuse on architecture and more specifically an entrance situation in order to explain
prefatory material with regard to content of the gospels and position in the material
gospel book. The question that remains open for discussion is how central architec-
tural space is—whether it is represented, referenced or evoked—for an understanding
of gospel books as sacred spaces. Are there other methods employed by early medieval

Reception of the Eusebian Canon Tables: Exegesis and Iconography, PhD thesis, University College
Cork. As it remains unpublished, I have not been able to consult this work.

16 Neuman de Vegvar 2007, 244.

17 Like Reudenbach, Neuman de Vegvar also explores the connection with movement through these
spaces as described by pilgrims: Neuman de Vegvar 2007, 251.

18 Reudenbach 2015, esp. 356.

19 Elbern 1971.
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producers of gospel books to express this notion? I would like to explore this idea with
regard to the principle of interlace.

3 Interlace

As ornament, interlace is widely used in early Insular manuscripts, metalwork and
sculpture. Related to early cultural techniques such as basketry, netting and matting,
the act of interlacing several strands is something that makes use of three dimen-
sions, at the same time as the pattern achieved is surface-oriented. As opposed to the
textile technique of combining a number of materially separate and diverse threads
or strands, pleating or weaving, the uses of interlace in the Insular visual arts, in
stone, metalwork and manuscript illumination capitalise on surface pattern in their
templates and designs. The constructional steps used to create interlace make this
very clear, and they often remain visible in manuscripts underneath the finished
ornament or on the reverse of the page, with breaks or hole points laid out on a grid,
pricked or laid out in drypoint or ink, and sometimes lines drawn freehand or with the
aid of a straight-edge.?® Complex interlace patterns and their conceptual prerequisites
reveal a thorough command of constructional thinking. They point to the ornament’s
function as a cognitive exercise for maker and viewer, while at the same time plotting
the actual pattern could be an easy task for someone practised. It is, however, not
the ornamental motif which interests me here, but the visual or aesthetic principle of
interweaving or interlacing and its effects on an understanding of structure, percep-
tion, and meaning within the gospel book.

Like the ornamental motif, interlace as a principle has been discussed in various
different contexts. In 1993, Ernst Kitzinger referred to interlacing as “a basic tendency
in Hiberno-Saxon art.”?! He concludes that “in early Insular art such designs clearly
were a matter of preference and aesthetic delight, but they did have a magic poten-
tial and there are cases in which their potency was meant to become operative. It all
depends on the context.”* This context, according to Kitzinger, is provided more often
in items of personal armour, and sometimes in architectural sculpture, than it is in
book illumination, where interlace is used too accumulatively to be explained fully as
apotropaic device.” The movement of interlacing and the resulting stylistic structure
has been seen as an aesthetic choice that pervades visual art and texts from the British

20 On the typology of interlace, see Cramp 1991, 28-45.

21 Kitzinger 1993, 4. John Leyerle even states that “the seventh and eighth centuries might justly be
known as the interlace period”: Leyerle 1967, 3.

22 Kitzinger 1993, 6.

23 This is the conclusion drawn from the example of the carpet pages in the Lindisfarne Gospels:
Kitzinger 1993, 3f.
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Isles alike. In the context of scholarly interest in the relationship between text and
image in the second half of the 20" century, Old English poems such as The Wanderer
or Beowulf were described as “literary work parallel to the carpet pages of the Lindis-
farne Gospels,” or “like one of the great signature pages of the Book of Kells.”** Most
recently even considered as a phenomenon guiding cultural integration in the early
medieval British Isles, the interlace principle seems ubiquitous, though its power as
aesthetic or structural principle is watered down in these broad contexts.? The per-
ceptual and cognitive task of understanding interlace patterns, which can easily be
taken in as a whole but reveal the intricacy of their designs only when following indi-
vidual strands, can also be linked to the Insular riddling culture, where the solution of
ariddle is often known from the start, shifting aesthetic delight not to recognition, but
to the detection and pursuit of the route of thought that leads there.

In spatial terms, we might therefore consider looking at two ways of moving through
the space of sacred scripture: There is the goal-oriented approach and revelation implicit
in seeing the canon tables as an entrance, a way of moving closer to the inner sanctum
in agreement with the concentric arrangement of sacred spaces, and there is meditative
movement through and around a space connected to ideas not of entrance, but dwell-
ing and meditation, focusing on relational rather than hierarchical aspects of space.

4 St Gallen, Stiftsbibliothek, Cod. 51

The Gospel book in the Stiftsbibliothek in St Gallen, Codex Sangallensis 51, is the
most lavish manuscript to attest to the Irish ties of that monastic foundation.?® It
was probably produced in the Irish midlands around the middle of the eighth cen-
tury.”” The manuscript is complete and well-preserved; it contains the four gospel
texts and a comparatively high number of fully illuminated pages.*® Both the first and
the last opening are fully decorated, indicating that the illumination is central to a

24 Leyerle 1967, 7; Huppé 1970, 26.

25 Beall 2010.

26 Sankt Gallen, Stiftsbibliothek, Cod. 51, 295 x 215/220 mm, 12 quires, paginated. Duft/Meyer 1956,
69-71; Lowe 1956, no. 901, 20; McGurk 1961, no. 117, 97f.; Alexander 1978, cat. no. 44. Digital facsimile:
http://www.e-codices.unifr.ch/en/list/one/csg/0051. A concise overview over the manuscript’s schol-
arly historiography of dating and localisation (Ireland or an Irish scribe on the Continent), as well as
a characterisation of the biblical text and its relation to the Vulgate is given by McNamara 2001, esp.
191-194.

27 The most recent contribution asserts the Irish provenance on palaeographical and codicological
grounds: Joseph Flahive, who has prepared a facsimile with commentary on the St Gallen Gospels to
be published in 2018, concludes that it “was written in the Irish midlands, probably in the church of
Lorrha, Co. Tipperary, ca. 750-60 A. D.”: personal correspondence, May 2015.

28 The commentary volume of the forthcoming facsimile will contain an essay on the illuminations
by the late Jennifer O’Reilly. The date of publication of the present volume means that I have not been
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comprehension of the manuscript’s ordering. The further eight illuminated pages are
also consistently arranged in pairs across openings. The strive to keep blank parch-
ment and singletons to a minimum is evident in the physical structure, as is the need
to resort to parchment of varied quality: Towards the end of the manuscript, leaves
vary greatly in thickness, size and colour, and the amount of holes increases. Taking
these special requirements and obstacles into account, the homogeneous appear-
ance of the codex in script and image is a real achievement of planning and execu-
tion, enabled by a certain amount of flexibility of the scribe. The important breaks
between gospel texts show that the number of lines can vary, and the size of script
was adjusted according to need, for example at the end of Matthew (p. 77), where the
last words (Mat. 28, 20) have been squeezed in just below the last line.?® At the same
time, the arrangement of the illuminated pages indicates that the opening trumps the
page as the aesthetic unit.

Containing no prefatory material, the first opening of the book begins with the
portrait of Matthew and the first words of Matthew’s gospel, Liber generationis Ihesu
(Fig.1). The following opening is reserved for the genealogy of Christ. The series of
Christ’s Old Testament ancestors follows a repetitive formula, “A autem genuit B;
B autem genuit C; ...” (Fig.2). While this generally ensures a regular visual appear-
ance of the text on the page in gospel books, the scribe in the St Gall Gospels has gone
one step further: Names and words are split and spaced out in such a way that they
form six rough columns on the left, and five columns on the right, connected on the
ruled lines by scrolling in red.

In specifically Insular tradition, the mention of Christ’s name at Matthew 1,18 is
awarded an opening of its own, with the only carpet page of the manuscript facing it
on the left (Fig.3). The first two letters of the name Christ are rendered in the Greek
letters Chi and Rho on the right. The nomen sacrum functions as a second opening
for the gospel of Matthew. As Jennifer O’Reilly has pointed out, the genealogy of
Christ from Matthew 1,1-17 was treated as a separate book by Hiberno-Latin Matthean
commentaries, and could also be awarded this status within Insular gospel books.*°

able to consult her latest contribution, and therefore take into account Jennifer O’Reilly’s analysis
of St Gallen 51 as published in earlier articles: O’Reilly 2011, esp. 198-202; O’Reilly 2013, esp. 64-70.
29 Six lines remain empty at the end of Mark, p. 77, so the scribe has added finit hic liber in the centre
of the remaining space on the page; the page preceding the opening for John, p. 207, is the only one
that is empty except for the last words of Luke’s gospel (semper in templo laudantes et benedicentes
deum) which do not follow the rulings and are not placed at the top of the page as a continuation from
p- 206, but have the layout and abbreviating flourishes of a separate invocation. The final chapter of
John’s gospel stops short at verse 24 despite several lines on the page remaining, and the rest has been
added in a Carolingian hand. This scribe also added amen amen dignus est operarius mercede sua (cf.
Luke 10,7, “the labourer is worthy of his hire”).

30 O’Reilly 1998, 76-78, with reference to Aileran’s Interpretatio mystica progenitorum Christi, and
Hiberno-Latin commentaries in the manuscripts Orléans, Bibliothéque municipale MS 65 (62) and
Miinchen, Bayerische Staatsbibliothek MS Clm 6233.
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Fig.1 (both pages): Opening for St Matthew’s gospel, St Gall Gospels, Ireland, mid-eighth century.
St Gallen, Stiftsbibliothek, MS 51, pp.2-3.



20 — Tina Bawden




Describing Spaces: Topologies of Interlace in the St Gall Gospels =—— 21

Fig. 2 (both pages): Opening with the genealogy of Christ, St Gall Gospels, Ireland, mid-eighth
century. St Gallen, Stiftsbibliothek, MS 51, pp. 4-5.
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Fig.3 (both pages): Carpet page and Chi-Rho page, St Gall Gospels, Ireland, mid-eighth century.
St Gallen, Stiftsbibliothek, MS 51, pp. 6-7.
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Fig. 4 (both pages): Crucifixion and Second Coming/Last Judgement, St Gall Gospels, Ireland, mid-
eighth century. St Gallen, Stiftsbibliothek, MS 51, pp.266-267.
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Fig.5 (both pages): Opening for St Mark’s gospel, St Gall Gospels, Ireland, mid-eighth century.
St Gallen, Stiftsbibliothek, MS 51, pp.78-79.
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In the St Gall Gospels, this is evident in the layout and distinct graphic rendering
of the first three openings.>* Both page 4 and page 5 have been ruled for a regular
25 lines of text. On the right, however, the genealogy stops short at line 19, followed
by the word finit and a scribe’s statement two lines below, both elements commonly
found at the end of a text and similar to the treatment of other text endings in the
manuscript.?* Meticulous planning is also evident at the genealogy in Luke, which
like that in Matthew starts on a new page and has a columnar arrangement with red
scrolling, though here in contrast to Matthew the columns are read vertically and thus
scrolling as a signal of linearity is significant only on a visual rather than a semiotic
level (Lk. 3,23-4,4 at p. 140).

While the St Gall Gospels contain interlace panels in frames and monogrammatic
letters, the interlace patterns chosen are not complex or compelling, making full use
of motifs such as closed circuit and ring motifs that give the impression of interlace
without in fact being true interlace. We get an idea of the importance of the interlace
principle, on the other hand, in the way it is turned into a central motif in the last
miniature: In what has been interpreted as a typical Insular mannerism, an extreme
application of ornament, the four fingers of Christ’s right hand in the Second Coming
miniature have been interlaced (Fig.4).* In the most simple and effective way, this
motif epitomizes the aesthetic and structural theme of the manuscript, a four-strand
interlace pattern, the different formulations and semantics of which can be pursued
on several levels.

On the opposite page, the Crucifixion miniature shows Christ in a sleeveless
garment which consists of four strands of ribbon folds looped around his body, a ref-
erence to the four gospels.>* As Jennifer O’Reilly has observed, the folds reveal the
shape of a lozenge on his chest.** This cosmological symbol of the tetragonus mundi

31 The extant manuscripts suggest that there was no established convention for indicating the uni-
fied and autonomous status of the genealogy in graphic and material terms, as other Insular gospel
books vary in their ways of singling out this passage: The Lindisfarne Gospels (London, British Li-
brary, Cotton MS Nero D.iv) similarly reserve one full opening for Matt. 1,1-17 (fols. 27v-28r), and the
incipit for Matthew’s gospel reads Incipit evangelii genelogia mathei (fol. 271); in the Macregol Gospels
(Oxford, Bodleian Library, MS Auct. D.2.19) Matt. 1,1-2,7 is framed (fols.1v-3r); in the Cutbercht Gos-
pels (Wien, Osterreichische Nationalbibliothek, MS 1224) the genealogy (fols. 17v-18r) precedes the
portrait of Matthew and the canon tables. In the Book of Dimma it is on a framed page and limited to
the left column, the right beginning with the Chi-Rho (Dublin, Trinitiy College, MS 59, p. 2).

32 Dlejo quantum queo gratias ago meo. In a comparison drawn with Miinchen, Bayerische Staats-
bibliothek MS Clm 14080, Bernhard Bischoff designated this statement as Insular: Bischoff 1974, 184.
33 Similar evidence of the interlace principle can also be seen in the c.1000 Southampton Psalter,
where the pole with the sponge soaked in vinegar is laced through Stephaton’s own brow (Cambridge,
St John’s College MS C9 (59), fol. 35v; Alexander 1978 cat. no. 74, 88, fig. 351). For a discussion of the
way in which these kinds of instances have been interpreted by scholars and the human figure as
ornament in Insular manuscript, see Henderson 2008, 33-37.

34 O’Reilly 2013, 52-82.

35 O'Reilly 2013, 64.
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Fig. 6: Opening for St Luke’s gospel, St Gall Gospels, Ireland, mid-eighth century. St Gallen, Stifts-
bibliothek, MS 51, pp.128-129.

or four-fold world signifies Christ as divine Creator-Logos in a Christian context, used
in monogrammatic letters, frames, images and diagrams in Insular and Continental
manuscripts.*® The lozenge turns up in prominent contexts on two previous pages of
the manuscript: at the centre of the letter Chi in the monogram of Christ (p. 7; see above
Fig.3), and twice in the frame for the portrait of Mark (Fig. 5). In the frame for Mark,
the lozenge is a panel filled with trumpet spiral ornament which vertically connects
the Evangelist symbols on either side of the frame into pairs, Mark and John on the
left and Matthew and Luke on the right.* Significantly, in the Crucifixion it is the four
strands of folds which reveal the lozenge shape on Christ’s chest, meaning that the
theme of incarnation is connected with that of revelation through the fourfold gospel.

The groupings of the evangelist symbols in Mark’s frame correspond to two dif-
ferent iconographical types of author portrait used for the evangelist portraits: Mark
and John are full-length standing figures that have been fitted into the very tall space
between wide double-panel frames, while Matthew and Luke are shown sitting on
bar thrones and their surrounding space is enlarged further on the vertical axis by

36 On the tetragonus mundi in an Insular context: O’Reilly 1998, 80—94. On Carolingian examples in
manuscript illumination and on coins: Kessler 2015, 39-52.

37 O’Reilly comments on the parallel between the lozenge in the Crucifixion and the Chi-Rho page,
but does not mention the connection to the Mark portrait: O’Reilly 2013, 64.
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Fig.7: Opening for St John’s gospel, St Gall Gospels, Ireland, mid-eighth century. St Gallen, Stiftsbib-
liothek, MS 51, pp.208-209.

the recesses that have been let into the frame for the symbols and the feet of the evan-
gelists (see Fig.1; Fig.6). In this regard, St Gallen 51 is part of a tradition of visually
pairing evangelists in Insular gospel books, though it is generally more usual to find
the apostles Matthew and John associated, drawing on and referring to the emphasis
on the Word turned flesh found in the beginning of these two gospel texts.*® Here we
have Mark and John paired, however, and as I have argued, the reason might be fun-
damentally graphic rather than scriptural or exegetical (Fig.7).>

The geometric principles underlying the designs for Insular art and especially
manuscripts have been demonstrated in several ways. In a 1990 article on the geom-
etry of the St Gall Gospels, Robert Stevick was able to demonstrate that the structure
for the figures, especially the position of the large haloes was “derived by geometri-
cal methods from the frames that enclose them,” and that therefore the frames were
plotted first, followed by the figures.*® Taking into account this derivational principle
of composition, and the aesthetic priority awarded to the opening, a strong corre-
spondence between the monogrammatic initials and the miniature’s frame opposite

38 Cf. O’Reilly 2011, 189.

39 Bawden 2017, see 147-152 for the argument integrated in the following paragraph with a different
emphasis.

40 Stevick 1990, 169.
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Fig. 8: Detail of Crucifixion, St Gall Gospels, Ireland, mid-eighth century. St Gallen, Stiftsbibliothek,
MS 51, p. 266.

in the case of Mark and John in particular is significant. The monograms introducing
the beginnings of the gospel text of Mark and John are similar in shape. Moreover,
in St Gallen 51 the I/N/I and I/N/P ligatures have been rendered in a way well estab-
lished in early Insular manuscripts, by attaching the N to the letters on either side of
it, effectively pairing four letter shafts and singling out a central connecting panel,
the horizontal bar of the N derived from Insular half-uncial.** In the monogram of
Mark, correspondences between the initial ligature and the miniature concern the
distribution of ornament and relative size (see Fig. 5 above). Panels with a black back-
ground and zoomorphic ornament occupy the four corners of the monogram and its
centre on page 79 in the same way as the Evangelists’ symbols are grouped around
the central portrait of Mark in the miniature on page 78, so that panels filled with
figures on the left correspond to panels filled with zoomorphic ornament on the right.
In terms of measurements, this equivalence is reversed: The corner panels are wider
than the central panel in the initial ligature, in proportion to the way that the central
panel of the miniature is wider than the corner panels containing the symbols. While
this is not a true topological equivalence in the mathematical sense, it is evident that
it works in a similar way. The kind of spatial concept or category which applies here is
one that considers surface relations between neighbouring elements and fields. It is

41 Lindisfarne Gospels, Book of Kells, Book of Armagh.
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at the same time quite distinct from other interests in spatial extension relative to the
surface area of the page, namely a primarily ‘typographic’ concern with layout, and
an interest in the conventionally derived semantics or rhetoric of the page, both of
which use the page as benchmark.*? In the St Gall Gospels, the page is a contingent
factor.Patterns therefore form across pages or throughout the book: Visually, and in
terms of their iconographical types, the sequence of evangelists presents the shape of
a twist, with the design established by Matthew giving way to that of Mark, returning
to that established by Matthew with Luke, and John repeating that of Mark.

The cognitive conception of the particular geometric principle of composition was
applied to miniature and initial ligature alike, even if actual prickmarks and drypoint
lines only remain visible in the miniature pages. This can be seen most clearly in the
Matthew portrait page which has a central line running through the figure on the ver-
tical axis (see Fig. 1 above). An exception to the privileging of the frame over the figure
reconstructed by Stevick occurs in the Crucifixion miniature (see Fig.4 above). The
preceding text page, the reverse of the Crucifixion miniature, shows that the figure of
Christ has been strongly incised in dry point. The outline for the figure includes the
eyes, folds of the garments, toes and fingers and the lock of hair at one side of Christ’s
neck, more comprehensive and prominent than the lines for the frame and the figures
of Longinus and Stephaton. The only dry point design otherwise still visible in the
figural programme of the manuscript is the symbol of the eagle above John, which
according to the outline which only details the beak and head, was planned to be
placed slightly further to the right (see Fig. 7 above). This special treatment most likely
has a practical explanation. As the parallel to the plotting lines shows, drypoint was
reserved for stages of the design that were important to get right, so that the prelim-
inary drypoint sketches for the figure of Christ and the eagle of John seems to be a
comment on their exceptionality.

The Crucifixion miniature has probably the oldest depiction of the apocryphal
story that blood from Christ’s wound healed the spear-bearer Longinus of his blind-
ness.”® There is a wavy line of watery red flowing from Christ’s side into Longinus’
right eye which is shown with a round pupil as already healed and seeing in contrast
to his left eye which is rendered as an unseeing slit (Fig. 8). The artistic rendering of
the flow of blood is conspicuous: It issues from between the loops of the garment
at Christ’s armpit as a wavy line which in the context of this manuscript recalls the
red scrolling at the genealogy of Christ (Mat. 1,1-17 at pp. 4-5, see Fig.2 above; and
Lk. 3,23-4,4 at p. 140), but is different in shape and not executed with a quill. Whether
the waves are meant to ensure visibility, indicate the large amount of blood pulsing
out of the wound or whether this should simply be understood as an attempt to stay

42 On the former, see: Gumbert 1993. On the latter: Goehring 2013, 85 (“spatial rhetoric”); Leson 2014
(“spatial semantics”).
43 McNamara 2001, 199.
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within the overall ornamental aesthetic, must remain open. Regardless of questions
of meaning and style, we can note, however, that the wavy line recalls graphic ele-
ments of script such as line fillers, representing another instance of the intermingling
of domains of script and image. The wavy line must have been drawn before larger
areas of colour were filled in, because it stems the flow of red paint in the frame bar
of the cross, leaving a tiny area of reserve parchment at Christ’s armpit and as a result
associating the dark red/purple pigment used throughout the volume for elements of
script and miniatures with blood.** As O’Reilly and Martin McNamara have shown,
the inclusion of this story of healing draws attention to different types of bodily or
spiritual sight and understanding. McNamara notes that in the St Gallen 51 manu-
script, Matthew’s gospel contains an interpolation which introduces the opening of
Christ’s side into this gospel in addition to those of John and Luke, and O’Reilly has
shown this to be based on an early Greek harmonizing tradition.*” The importance of
the scene is therefore evident in text and image alike.

The Second Coming on the following page continues the theme of sight. All twelve
apostles apart from one lift their heads and elevate their gazes towards Christ. None of
them are identifiable, as they all hold books to their chest and have the same hair and
draped garments. The third apostle from the left in the upper row, however, has eyes
that resemble those of the angels above, and therefore rather than directing his gaze
towards Christ he appears to be looking out of the picture (see Fig. 4 above).*® While
types had been established for a few of the apostles by the eighth century, the lack of
attributes and details in the St Gall Gospels means that comparison with other exam-
ples is unlikely to help. A detail which has not been noted before is that the mantle
worn by the third apostle is the only one that is of the same pink colour as Christ’s,
both above and in the Crucifixion image opposite. In addition, all evangelists apart
from Mark wear pink, so this was evidently a colour invested with significance.*”

44 Cf. the way the cross in Christ’s hand on the opposite page stems the red paint used for the back-
ground in this panel. The identity of the pigments used has not been analysed to my knowledge, but
different shades of colour between light red, dark red and purple can be empirically observed. The
switch to a new batch is evident occasionally in the text, where the counter spaces of verse initials are
highlighted throughout in red and yellow, and the red is more or less orange in appearance, and has
oxidised to a greater or lesser extent (i. e. presumably minium and massicot). The dark red used for
the cross and the arms of Christ in the Crucifixion miniature is one that here and in other miniatures
has pooled noticeably. Generally, pigments seem coherent with those analysed in other Insular man-
uscripts. See Beeby et al. 2015 with further references.

45 Though the figure of Longinus is wide-spread in medieval iconography, the narrative of his heal-
ing might be Irish in origin, as it turns up in the apocryphal tradition (though mainly in texts of a later
date). The eighth-century Irish poem of Blathmac mentions it: Blathmac 1964. For detailed accounts
of the narrative’s genesis, see McNamara 2001; O’Reilly 2013.

46 Discussed briefly by O’Reilly 2013, 69f.

47 It could be inferred, therefore, that the third apostle is meant to be John, whose portrait on p.208
shows him with enormous eyes. As the theme of spiritual sight is important in this opening, it could
also be Thomas. In terms of sequence, this means there would be a parallel to the Trier Gospels from
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On the whole, the manuscript fits into our picture of Insular book illuminators, who
refrained from mixing pigments, with pink as the most notable exception here. Pink
was used in later Carolingian manuscript illumination to refer to Christ’s dual nature,
and due to its Christological association in the last opening, this is probably also the
case in St Gallen 51.%%

5 Conclusion: Interlacing Topologies

The idea of gospel harmony in the St Gall Gospels is developed visually and graphi-
cally, using the material frameworks of the page and opening, as well as the structure
of the whole book to forge connections between themes and different places within
the manuscript. The interlace principle is therefore evident on several levels of visual
argument: Prominent as a motif (Christ’s interlaced hand), a textile metaphor for the
fourfold gospel (the crucified Christ’s colobium), a structuring technique implemented
pictorially (evangelist types) to form an alternating pattern or twist brought together
by the four-sided lozenge which refers back to the centre, Christ (Mark’s frame). The
principle concerns script and image alike, not only in the way that Mark’s miniature
derives its compositional principles from the first three letters of his gospel or at least
forges a strong equivalence between author and word graphically, but also in the way
that columns and lines of script—i. e. the constructional basics of page layout—are
interpreted as strands weaving the genealogy of Christ. While the St Gall Gospels,
being such a meticulously planned and therefore homogeneous manuscript, might be
a particularly clear example of the way in which the interlace principle can inform the
structure of manuscripts, several points might be studied further with regard to other
manuscripts.*® In order to gain a fuller understanding of whether and how producers
and readers/viewers conceived of books as spaces, it seems promising to pay more
attention to the structure of manuscripts and the way in which geometry, construc-
tional logic, numerology and visual argument were aligned.

Echternach, where the third of the waist-length figures of the apostles included above the canon ta-
bles is designated as Thomas. On comparisons with other groupings, see Netzer 1994, 62-71.

48 On the significance of pink in later Carolingian manuscript illumination, see Kessler 2015, esp. 22-25.
49 A recent article by Heather Pulliam on the canon tables of the Lindisfarne Gospels has drawn at-
tention to the numerology behind the ornamental motifs and their distribution, mediated by colour:
Pulliam 2017. Particularly compelling from the perspective of the interlace principle: the diagonal grid
structure woven across the columns by the distribution of blue birds: London, British Library, Cotton
MS Nero D.iv, fols. 10v-11r: Pulliam 2017, 126, illustration 6.8, table 6.2.
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Tobias Frese
,Kommt und seht den Ort“ — sakrale
Schriftraume im Sakramentar Heinrichs Il.

Das in der Miinchener Staatsbibliothek aufbewahrte Sakramentar Heinrichs II. stellt
unter den vielen erhaltenen Prachthandschriften des Mittelalters ohne Zweifel eine
Ausnahmeerscheinung dar.! Es diirfte schwerfallen, ein zweites Sakramentar mit
einem vergleichbar opulent geschmiickten Messkanon zu nennen: Die auf den ersten
21 Pergamentbldttern aufgebotene Fiille, Dichte und Varianz an farbenprachtigen
Ornamenten ist regelrecht {iberwéltigend. So kann es auch nicht verwundern, dass
der Codex, der von Heinrich II., Kénig des Ostfrankenreiches und spiterem Kaiser,
in Auftrag gegeben und im Skriptorium des Regensburger Klosters St. Emmeram her-
gestellt wurde, schon friih die Aufmerksamkeit von Kunstwissenschaftlern und His-
torikern auf sich zog. Die Forschungsliteratur allein zu den beiden Herrscherbildern
am Anfang der Handschrift (fol. 11v/r) ist kaum zu tiberblicken — ist schier ,,uferlos®,
wie Elisabeth Klemm im entsprechenden Eintrag des 2004 vertffentlichten Bestands-
katalogs der Miinchener Staatsbibliothek urteilte.? Vor diesem Hintergrund mag es
erstaunen, wie wenig Beachtung bisher der Miniatur entgegenbracht wurde, die an
prominentester Stelle direkt vor dem Text des Messkanons auf fol.15v zu sehen ist:
dem ganzseitigen Bild des Heiligen Grabes (Abb. 1).

Von breiten, {ippigen Ornamentbandern gerahmt, wird hier das in den Evange-
lien geschilderte Ereignis am Ostermorgen prasentiert: Die Begegnung der Marien mit
dem ,,Engel des Herrn“ vor dem leeren Grab Christi.> Auf den ersten Blick erscheint
dieses Bild, das die christliche Botschaft der Auferstehung propagiert und altbe-
kannte Ikonographie-Muster tradiert, nicht ungew6hnlich und kaum der ndaheren

1 Miinchen, Bayerische Staatsbibliothek, Clm 4456. Pergament, 360 Blitter, 29,6 x 24,3 cm. Vgl.
Klemm 2004, Kat.-Nr.9; Gullath 2010; Dem Himmel entgegen 2012, Kat.-Nr.9; Pracht auf Pergament
2012, Kat.-Nr. 39. Der Codex wurde im Auftrag Heinrichs II. kurz nach 1002 — dem Jahr der Konigskro-
nung - in Regensburg (St. Emmeram) hergestellt, gelangte recht bald in den Bamberger Domschatz
und wurde viel spater, im Zuge der Sakularisation von 1803, nach Miinchen in die Staatshibliothek
tiberfiihrt, wo er noch heute aufbewahrt wird. Als urspriinglicher Bestimmungsort der Handschrift
wurde der Regensburger Dom, aber auch die Alte Kapelle in Regensburg in Betracht gezogen. Letztere
wurde von Heinrich II. im Jahr 1002 als Hofkirche wiederhergestellt, mit reichen Schenkungen be-
dacht und 1009 dem Bistum Bamberg zugewiesen. Vgl. Pracht auf Pergament 2012, Kat.-Nr. 39.

2 Klemm 2004, 34. Vgl. hier auch die ausfiihrliche Bibliographie.

3 Mt 27,57-28,20; Mk 15,42-16,8; Lk 23,50-24,53; Joh 19,38-21,25.

Dieser Beitrag ist im Heidelberger Sonderforschungsbereich 933 ,,Materiale Textkulturen. Materiali-
tdt und Prasenz des Geschriebenen in non-typographischen Gesellschaften“ entstanden (Teilprojekt
A05 ,,Schrift und Schriftzeichen am und im mittelalterlichen Kunstwerk®). Der SFB 933 wird durch die
Deutsche Forschungsgemeinschaft finanziert.

@ Open Access. © 2019 Tobias Frese, publiziert von De Gruyter. [(c) ISZU=RTM| Dieses Werk ist lizenziert unter der
Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 Lizenz.
https://doi.org/10.1515/9783110629156-003
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Betrachtung wert. Vordergriindig scheint die Miniatur auch nur ein Thema zu wieder-
holen, welches der Einband der Handschrift, im zentralen Elfenbeinrelief unter der
Kreuzigung, vorzeigt (Abb. 2).*

Vergleicht man die Miniatur allerdings mit diesem Relief, so fallen doch signifi-
kante Unterschiede auf: In der Malerei nimmt der Grabbau einen wesentlich gréf3e-
ren, ja zentralen, Platz ein. Das farbenprachtige Monument dominiert geradezu die
Szenerie. Zudem reduzierte der [lluminator die Zahl der Marien (zwei statt drei)® und
steigerte zugleich das hieratische, zeremonielle Moment: Die beiden Frauen stehen
in erkennbar respektvollem Abstand zum gottlichen Boten. Die Vorderste der Marien
schwenkt ein Weihrauchfass; der auf dem Sarkophagdeckel sitzende Engel hilt einen
goldenen Kreuzstab. Lingere Bildtituli in goldenen Majuskeln rahmen die Miniatur
und gliedern die Bildebenen.® Insgesamt markiert die Miniatur dem Relief gegeniiber
eine Differenz: In Pracht und Wiirde iiberbietet das Innere das Auf3ere.

Am interessantesten aber ist der spezifische Ort des Osterbildes innerhalb des
Codex selbst: Direkt am Anfang des Opfergebets platziert — zwischen Prafation und
Messkanon (Abb.4) — muss es als ,,Kanonbild“ verstanden werden. Allein in dieser
Funktion ist das Osterbild in der Buchmalerei ohne Vergleichsbeispiel und somit ein-
zigartig — ein Umstand, der in der Forschung bislang kaum gewiirdigt wurde.” Dabei
ist uniibersehbar, dass die von Heinrich II. gestiftete Handschrift mit den iiberkom-

4 Elfenbeinrelief, Lothringen (Metz?), um 980/90. Der Einband wurde mehrfach restauriert; die Gold-
einfassung ist neuzeitlich. Vgl. Gullath 2010, 13-15; Pippal 2010a; Dem Himmel entgegen 2012, Kat.-
Nr.9. Dass das Elfenbein zum Originaleinband gehorte, wird in der Forschung mehrheitlich ange-
nommen, ist aber streng genommen nicht beweisbar. Zum Verhaltnis von Vorder- und Riickdeckel des
Bucheinbandes unter besonderer Beriicksichtigung der vestimentdren Dimension vgl. Ganz 2015, 131.
5 Dies entspricht dem Bericht des Matthdusevangeliums (Mt 28,1-20).

6 Auf dem Relief wird Schrift nur ganz oben, im Kreuztitulus, présentiert: IHS NAZAREN(us) REX
IVDEORV(m). Auf der Kreuzigungsminiatur auf fol. 15r nimmt Schrift wesentlich gréfieren Raum ein.
Mehrere Inschriften in Goldbuchstaben sind dem Purpurgrund eingeschrieben. Interessant ist dabei,
dass in der Miniatur ausgerechnet die Tafel iiber dem Kreuz unbeschriftet blieb.

7 In der nach wie vor mafigeblichen Untersuchung von Rudolf Suntrup zu ,,Te igitur-Initialen und
Kanonbildern in mittelalterlichen Handschriften“ wird das Osterbild des Sakramentars Heinrichs II.
nicht thematisiert. Im entsprechenden Katalogeintrag zur Handschrift wird zwar die Kreuzigungs-
miniatur genannt, das Bild des Heiligen Grabes aber nicht einmal erwédhnt. Vgl. Suntrup 1980, Kat.-
Nr. 107. Gleiches gilt fiir den Aufsatz von Victor H. Elbern zur ,[llustration des Messkanons im friithen
Mittelalter, Elbern 1965 und fiir den Artikel ,,Kanonbild“ im Lexikon der christlichen Ikonographie.
LCI, Bd.2, Sp.492-495. Im 2010 publizierten Faksimilekommentar zum Sakramentar Heinrichs II.
wird die Miniatur zwar erschopfend beschrieben, die unorthodoxe Funktion als Kanonbild aber nicht
angesprochen. Pippal 2010b, 109-113. Dies ist umso erstaunlicher, als bereits Hans Szwarzenski vor
mehr als 100 Jahren die Miniatur im Kontext des Messkanons als ,,ganz eigenartig und meines Wissens
ohne Parallele“ charakterisierte. Vgl. Swarzenski 1901, 67. Im Ausstellungskatalog zur Regensburger
Buchmalerei ist lapidar von dem im Kontext des Messkanons ,,ungewShnlichen Thema(s) der Frauen
am Grabe“ die Rede. Diese Beobachtung wird jedoch nicht weiter erldutert, geschweige denn vertieft.
Regensburger Buchmalerei 1987, 27, Kat.-Nr. 16, 32. Garrisson konstatiert zwar die auflergew6hnliche
Platzierung der Miniatur - bringt das Osterthema aber mit den beiden vorangehenden Herrscherdar-
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Abb. 1: Bayerische Staatsbibliothek Miinchen, Abb. 2: Bayerische Staatsbibliothek Miinchen,
Clm 4456, fol. 15v. Clm 4456, Vorderdeckel.

menen Darstellungskonventionen mittelalterlicher Sakramentare bricht. So erwartet
ein mit diesen Konventionen vertrauter Rezipient nach dem Text der Prifation, die
im triumphalen Sanctus (dem ,,Dreimalheilig®) kulminiert, das thematisch passende
Bild der Maiestas Domini — direkt danach aber, zu Beginn des eucharistischen Opfer-
gebets, das Bild der Kreuzigung.® In der Heinrich-Handschrift wird diese Ordnung
nun geradezu auf den Kopf gestellt: An die Stelle der Maiestas Domini tritt das Bild
der Kreuzigung (Abb. 3). Der dadurch bewirkte Uberraschungseffekt ist umso grofer,
als diese Kreuzigung nicht einen Sieger iiber den Tod, sondern einen bereits gestor-
benen Christus prasentiert und ebenso deutlich die Trauer der Assistenzfiguren unter
dem Kreuz vor Augen fiihrt. Die Klage erhilt gar kosmische Dimensionen: Selbst die
Personifikationen von Sonne und Mond wenden sich vom gemarterten Gottessohn ab
und verdecken ihre Gesichter in Trauer. Auch wenn geldufige Zeichen der Heiligkeit
bzw. Goéttlichkeit nicht fehlen (Goldnimben, Kreuznimbus) und die Evangelistensym-
bole in den Ecken einen Hinweis auf die Maiestas des Gekreuzigten implizieren,® so
wird die zukiinftige Herrlichkeit der Auferstehung im Bild gerade nicht antizipiert:

stellungen Heinrichs II. (und inhaltlich mit dessen angestrebter renovatio regni francourm) in Verbin-
dung. Vgl. Garrisson 2012, 149.

8 Vgl. Frese 2010, 49-58; Kitzinger 2013; ausfiihrlich Frese 2013.

9 Swarzenski 1901, 67, 74. Interessant ist, dass keine Ndgel an Hdanden und Fiiflen sichtbar sind. Den-
noch ist die Einschédtzung Gude-Suckales nicht nachvollziehbar, dass die Haltung des Gekreuzigten
dadurch ,etwas Majestdtisches bekommt“ und Christus insgesamt als ,,Triumphator iiber den Tod*
prasentiert wird. Kaiser Heinrich II. 1002-1024 2002, 272, Kat.-Nr. 112; vgl. auch Pippal 2010b, 107f.
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Abb. 3 (beide Seiten): Bayerische Staatsbibliothek Miinchen, Clm 4456, fol. 14v-15r.

Im Gegensatz zum Relief des Einbandes wird Christus — mit zur Seite gesunkenem
Haupt, geschlossenen Augen und eingeschlagenen Daumen — auffallend deutlich als
Toter gezeigt. Wie die Inschrift in grof3en griechischen Lettern postuliert, ist eben ,,die
Kreuzigung® (H CTAOV/®PQPCIC, [sic!]) selbst das Thema.

Auf einer Doppelseite vereinigt, werden Sanctus-Text (fol. 14v) und Kreuzigungs-
Bild (fol.15r) einander direkt zugeordnet. Das Resultat dieses ,Diptychons‘ ist eine
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recht ungewohnliche Text-Bild-Kombination: Der Jubel und Lobgesang der eng-
lischen Heerscharen gilt nicht dem im Himmel thronenden Gott, sondern dem am
Kreuz gestorbenen Christus. Dies hat interessante Auswirkungen auf den semanti-
schen Gehalt der Passions-Ikonographie selbst: Die in den Ecken der Miniatur ein-
gestellten Evangelisten-Symbole lassen sich nun auch als die vier apokalyptischen
Wesen verstehen, die das ,,Dreimalheilig” singen. Und: Die Trauer des Bildes wird
vom Jubel der Schrift begleitet. Es steht kaum zu vermuten, dass dies das ungliickli-
che Resultat einer unbedachten Text-Bild-Redaktion war. Vielmehr kann angenom-
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Abb. 4 (beide Seiten): Bayerische Staatsbibliothek Miinchen, Clm 4456, fol. 15v-16r.

men werden, dass diese ungewdhnliche Kombination vom koniglichen Auftraggeber
durchaus so gewollt war. Die entsprechende Botschaft lautet: Erde und Himmel
mogen — wie in der Miniatur zu sehen — von Wehklagen erfiillt sein; caeli et terra
sind aber dennoch — wie im Sanctus zu lesen — von der gloria Dei durchdrungen.
Die driickende tristitia des Karfreitags wird von der ausgelassenen ,,Freude® (exsul-
tatio) der Engel gleichsam flankiert. Dem Kreuz des Todes wird imaginir der Thron
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des lebendigen Gottes zugeordnet. Oder ist das Kreuz gar selbst als der Thron Gottes
zu verstehen?

Blittert man nun weiter (Abb. 4), wird man mit der niachsten Uberraschung kon-
frontiert: Der Beginn des Opfergebets (fol. 16r) wird von der Darstellung des leeren
Grabes (fol. 15v) begleitet — wie bereits gesagt ein in der Illumination frithmittelal-
terlicher Sakramentare singuldrer Fall. Aber nicht nur der spezifische Ort, sondern
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auch die Miniatur selbst erweist sich bei ndherer Betrachtung als recht originell.'® Dies
betrifft allerdings weniger die Ikonographie als die Gestaltung des Layouts und den
spezifisch ikonischen Einsatz von Schrift. So fallt auf, dass der goldene Blattfries, der
die dufBeren Grenzen der Miniatur markiert, sich im oberen Bereich einmal horizontal
durchs Bildfeld zieht und im oberen Drittel ein querrechteckiges Feld ausspart (Abb. 5).

Hier sind die Wéachter des Grabes zu sehen, die auf dem Dach des Grabes gleich-
sam ihren eigenen Raum zugewiesen bekommen. Diese Separierung der Wachter
erinnert in auffdlliger Weise an eine spatantike Elfenbeintafel aus dem friihen 5. Jahr-
hundert, an das sog. Trivulzio-Elfenbein, das im Maildnder Castello Sforzesco ausge-
stellt wird (Abb. 6).** Auch hier erstreckt sich die Palmetten-Rahmung nicht nur am
dufBeren Rand der Tafel, sondern durchschneidet diese horizontal — in diesem Fall
auf halber H6he (wodurch ein irritierendes Moment, eine Art Kippeffekt entsteht:
ein Element der Architekturdarstellung, ndmlich das Dachgesims des Mausoleums,
fungiert zugleich als Rahmung der Tafel). Die beiden Wichter haben kurioserweise
auf dem Dach Platz genommen, nehmen aber in Gestik und Kérperhaltung deutlich
Bezug auf das darunter stattfindende Ereignis. Ganz anders die Wachter in der otto-
nischen Miniatur. Diese scheinen nicht die himmlische Erscheinung darunter zur
Kenntnis zu nehmen oder in irgendeiner Weise davon affiziert zu werden. Akkurat
halten sie ihre Lanzen in die Hohe, lehnen sich auf ihre Schilde und scheinen gelang-
weilt ins Nirgendwo zu schauen. Fast hat man den Eindruck, der Soldat links habe
die Buchstaben tiber sich entdeckt und versuche nun, diese zu entziffern und deren
Sinn zu verstehen. Dies ware insofern nachvollziehbar, als das Verstiandnis dieser
Inschrift tatsdachlich durch eine grammatikalische Doppeldeutigkeit erschwert wird.
Im Ganzen ist hier zu lesen:

CUSTODES CASSI SERUANT HIC / CLAUST / RA SEPULCHRI

In der Forschungsliteratur werden, ohne ndhere Erlduterung oder philologische Pro-
blematisierung, recht unterschiedliche Ubersetzungen dieser lateinischen Inschrift
vorgeschlagen: In dem von Gude Suckale-Redlefsen verfassten Katalogtext zur Bam-
berger Heinrichs-Ausstellung von 2002 heif3t es knapp: ,,Die Wachter des leeren Grabes
halten es in Gewahrsam“." In dem von Martina Pippal besorgten Kommentar zur
Faksimileausgabe von 2010 ist dagegen zu lesen: ,,Hier bewachen die Wachter taub
den Verschluss des Grabes“."> Was ist nun richtig? Aufgrund der grammatikalischen
Konstruktion des lateinischen Satzes ist diese Frage tatsdchlich nur schwer zu beant-
worten. Interessant ist, dass das entscheidende Wort — das Adjektiv cassi — genau

10 Fiir eine ausfiihrliche Beschreibung siehe Pippal 2010b.

11 Mailand, Castello Sforzesco. Civiche Raccolte di Arte applicata ed Incisioni, Inv.-Nr. 9. H6he: 30,7 cm,
Breite: 13,4 cm. Vgl. Brenk 2011.

12 Kaiser Heinrich II. 1002-1024 2002, 272, Kat.-Nr. 112.

13 Pippal 2010b, 113.
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Abb. 5: Bayerische Staatsbib-
liothek Miinchen, Clm 4456,
fol. 15v (Detail: Wéchter).

Abb. 6: Sog. Trivulzio-Elfenbein
(Mailand, Castello Sforzesco).
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zwischen die Lanzen platziert, und damit hervorgehoben und betont wurde. Dieses
Wort, das bereits auf semantischer Ebene alles andere als eindeutig ist, ldasst sich
potentiell sowohl auf die Wachter (im Nominativ: custodes cassi) als auch auf das
Grab (im Genitiv: cassi...sepulchri) beziehen.* Die Inschrift spricht also in gewisser
Hinsicht gleichermaflen von den ,leeren Wachtern“ (im Sinne von ,,unniitz®, ,eitel“
oder eben ,,taub*) wie auch von dem ,,leeren Grab“ — ein Wortwitz, der offensichtlich
selbst den nach oben blickenden Soldaten in Erstaunen versetzt bzw. zum Griibeln
bringt. Dass dieses Wort aber keinesfalls nebensachlich ist, verdeutlicht seine Plat-
zierung direkt iiber der Kuppel des Grabes. Die Miniatur, die von dem monumenta-
len Grabbau beherrscht wird, steht gdnzlich im Zeichen der ,,Leere“: Einerseits das
untriigliche Indiz des geschehenen Wunders, andererseits der Zustand einer beunru-
higenden ,,Absenz“ und eines spirituellen ,,Mangels*.

In unserem Zusammenhang ist aber insbesondere darauf hinzuweisen, dass
den beiden Wachterfiguren ein genauer Ort zugewiesen wird, und zwar durch das in
frithmittelalterlichen Bildtituli nicht selten gebrauchte Lokaladverb ,,hic*“: Eben hier
bewachen die Wichter (vergeblich) die Siegel des Grabes. Dabei macht die Anord-
nung der Inschrift, die an zwei Ecken umknickt und den Rahmen des Bildfeldes
bestatigt, auf fast gestische Weise deutlich, welcher Raum diesen ,,unniitzen® Figuren
zugestanden wird. Interessant, weil wiederum doppeldeutig, ist in diesem Kontext
die Verwendung des Wortes claustra, das zunachst sicherlich die Riegel des Grabes
meint, aber eben auch generell an das Eingeschlossensein, an eine Umfriedung
denken ldsst' — eine Umfriedung, die von dem Palmetten-Ornament vorgenommen
und von der Schrift verstarkt wird.

Auch das grofiere Bildfeld darunter wird von einem Titulus bestimmt. Dieser
nimmt Bezug auf den Engel des Herrn, Angelus Domini, der ,hier die Siegel des
Grabes 16st“ (hic solvit signacula busti). Im Ganzen lisst sich die deiktische Botschaft
der Miniatur auf folgende Formel bringen: Hier die Wachter, die vergeblich aushar-
ren, hier der Engel, der das Grab 6ffnet und gerade nicht hier: Christus der Aufer-
standene. Dies ist wohl die Pointe dieser Darstellung, denn die Botschaft des Engels
an die Frauen beinhaltet den Evangelienberichten zufolge gerade nicht die Prasenz,
sondern die Absenz Christi.

So heifdt es im Markusevangelium:

Iesum quaeritis |...] non est hic. ecce locus ubi posuerunt (Mk 16,6).
(,,Jhr sucht Jesus von Nazareth [...] Er ist auferweckt worden, er ist nicht hier. Seht da die Stitte,
da sie ihn hingelegt hatten.*)

14 Die mittellateinische Expertise plddiert fiir den primédren Zusammenschluss der Worter cassi...
sepulchri. Wie mir Tino Licht mitteilte, ist die Ubersetzung im Sinne von ,leeren” Wichtern eine nicht
gerade elegante ,Worterbuchiibersetzung“. Allerdings ist darauf hinzuweisen, dass nicht nur die
Alliteration der unmittelbar aufeinander folgenden Worter (custodes cassi) einen entsprechenden
Zusammenhang nahelegt, sondern auch die Platzierung der Worte direkt tiber den Wachterfiguren.
15 Esist auch an unzugéingliche Kammern zu denken. Diesen Hinweis verdanke ich Tino Licht.
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Ahnlich 14sst der Engel im Matthdusevangelium verlautbaren:

[...] non est hic. Venite videte locum ubi positus erat Dominus (Mt 28,6).
(»[-..] er ist nicht hier. Kommt und seht den Ort, wo sie den Herrn hingelegt hatten.*)

Das Lokaladverb hic wird nun durch den Zeigegestus des Engels mit dem ausgestreck-
ten Zeigefinger bildlich substituiert. Was fiir einen Ort, welchen locus sehen wir aber
nun? Wie ist dieser qualifiziert? — Es ist zundchst ein Ort, der von Architekturelemen-
ten aus edlem Gestein begrenzt und ausgezeichnet wird (Abb.7): Links und rechts
griin gesprenkelte Marmorsdulen bzw. Rundpfeiler; dariiber ein blauer, mit weif3li-
chen Querstreifen durchzogener Steinbogen.'® Darin ist nun — vor dem Purpurgrund
deutlich abgehoben — das strahlend weif3e Leinentuch erkennbar, mit dem der Leich-
nam Christi eingewickelt war und dariiber das Schweif3tuch (sudarium), das dem
Johannesevangelium zufolge ,,nicht bei dem Leinentuch (linteamina) [lag], sondern
fiir sich zusammengefaltet an einer besonderen Stelle“ (Joh 20,6f.)."”

.
IS

LR W Abb.7: Bayerische Staats-

e e

bibliothek Miinchen,
Clm 4456, fol. 15v
(Detail: Grabkammer).

16 Nicht nachvollziehbar ist an dieser Stelle die Beschreibung von Pippal 2010b, 110, die in der Grab-
kammer einen rechteckigen Sarkophagdeckel ausmacht, auf dem die Leichentiicher liegen sollen.
Es kann sich bei diesem angeblichen ,Deckel‘ nur um die (durch die Oxidation des Silbers sichtbare)
Kontur des Kreuzstammes von der Vorderseite des Blattes handeln. Der einzige Sarkophagdeckel ist
aufSerhalb des Grabes zu sehen. Er fungiert als Sitzflache des Engels.

17 Als der mit Petrus herbeigeeilte (nicht namentlich genannte) Jiinger dies sah, so bei Johannes
weiter, ,,sah und glaubte er* (et vidit et credit) — dies, obwohl sie, die Apostel, ,,noch nicht die Schrift
kannten“ (nondum enim sciebant scripturam). Joh 20,6f.
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Erstaunlicherweise bezieht sich nun die Inschrift im Inneren nicht auf diese Tex-
tilien (die als Beriihrungsreliquien ja durchaus verehrungswiirdig wéaren), sondern
direkt auf den Grabbau bzw. den ,,Grabstein® selbst. So ist von links unten im Uhrzei-
gersinn zu lesen:

PETRA SEPULCHRALIS DIGNE MERITO UENERARIS
(,Grabstein, Du wirst wiirdig zu Recht verehrt.)*®

Die Sonderstellung dieser Inschrift innerhalb der Miniatur ist evident: Nicht die
Handlung eines menschlichen oder gottlichen Akteurs wird hier schriftlich bezeich-
net. Vielmehr wird ein Artefakt, die petra sepulchralis, direkt in der zweiten Person
Singular angesprochen, der (so die wortliche Ubersetzung) ,,Grabstein“ selbst. An
dieser Stelle kommt nun explizit das sakrale Element ins Spiel. Es geht ausdriick-
lich um Verehrung, veneratio, und zwar um eine liturgisch ritualisierte Verehrung —
darauf verweist das Weihrauchfass, das die vordere Maria schwenkt. Dabei erinnert
die Wendung digne merito wohl nicht zufallig an den Anfang des Messkanons, der mit
den Worten anhebt: , In Wahrheit ist es wiirdig und recht ...“ (Vere dignum et iustum
est). Die Verehrung gilt in diesem Fall nun aber nicht der Maiestas des Herrn, sondern
einem Stein, eben der petra sepulchralis. Es kann kein Zweifel bestehen, dass damit
das gesamte Grabmonument gemeint ist: In der biblischen Vulgata wird das Felsen-
grab als monumentum excisum de petra (Mk 15,46) bezeichnet; der Stein, mit dem der
Zugang versperrt war, dagegen als lapis oder saxum.' An das ganze Grabmonument ist
also die schriftlich festgehaltene Rede der Marien adressiert. Mit diesem Wissen wird
erst die monumentale, schier riesenhafte Erscheinung des Mausoleums verstiandlich,
das eine phantastisch anmutende Kuppelarchitektur aufweist und mit seiner Vielzahl
an Geschossen, Fenster6ffnungen, Arkaden und bunten Horizontalstreifen in die
Hohe wichst und die Binnengliederung des Bildfeldes zu sprengen vermag.?° Jetzt
erst werden auch die spezifischen Blickrichtungen der Wachter ganz oben lesbar:
Trotz ihrer korperlichen Ndhe zum verehrungswiirdigen Grabbau scheinen sie diesen
gar nicht zu bemerken. Im Gegenteil: Indem sich beide davon abwenden und demons-
trativ davon wegschauen, wird ihr Mangel an Devotion und Ehrerbietung offenbar.
Der innerste Bereich, der ,,Ort“ oder die ,,Statte* (locus), ,,wo sie den Herrn hin-
gelegt hatten” wird nun zweifelsohne als der Mittelpunkt der Heiligkeit in Szene
gesetzt — wobei der spezifischen Anordnung der goldenen Unzialschrift eine wichtige

18 Kaiser Heinrich II. 1002-1024 2002, 272 und die geringfiigig abweichende Ubersetzung bei Pippal
2010b, 110, die allerdings gerade das wichtige Anfangswort petra unterschlagt: ,,Heiliges Grab, Du
wirst wiirdig zu Recht verehrt.“

19 Mt27,60: ,ein Grab, das er in den Felsen hatte hauen lassen. Da walzte er einen grof3en Stein vor
den Eingang* (monumento suo novo quod exciderat in petra et advolvit saxum magnum ...); Mk 15,46:
»legte ihn in ein in den Felsen gehauenes Grab und wélzte einen Stein vor den Eingang des Grabes“
(posuit in monumento quod erat excisum de petra et advolvit lapidem ad ostium monumenti).

20 Vgl. Pippal 2010b, 110f.



,Kommt und seht den Ort“ — sakrale Schriftriume im Sakramentar Heinrichs [l. == 49

Rolle zukommt, umschlief3t sie doch vollstdndig die Bogenstellung der Graboffnung,
die so gleichsam durch eine Buchstabenkette geschiitzt und gesichert wird. Weder der
Engel, noch die Frauen dringen in diesen Bereich ein. In gebiihrendem, respektvol-
lem Abstand stehen sie neben diesem heiligen und schriftgesicherten locus. Nur das
Weihrauchgefafl vermag es, die Buchstabenfolge aufzubrechen. Ob Zufall oder nicht:
Ausgerechnet das Wort sepulchralis wird durch dieses liturgische Gefaf3 getrennt:
SEPUL/CHRALIS. In metaphorischer und zugleich sehr anschaulicher Weise wird
hier das Losen der Siegel selbst gezeigt, iiber deren Unversehrtheit die romischen Sol-
daten vergeblich wachen.

Dabei erinnere man sich nochmals an den Begriff claustra, mit dem die ,,Riegel”
des Grabes gemeint waren und der, wie erwdhnt, an eine Umfriedung denken lasst.
Die Schrift selbst scheint nun diese Funktion zu erfiillen; die Buchstaben, so hat man
den Eindruck, fungieren als claustra des Grabes, grenzen ab, verschlief3en, sind auch
selbst verschlossen und werden erst durch eine liturgische actio getffnet: Hier die
Beweihrducherung (incensatio) durch die vorderste Maria, die das Grab wie einen
Altar zu Beginn der Messe inzensiert.?

Diese Analogie zwischen Altar und Grab ist fiir die christliche Liturgieallegorese
nun vollig geldufig und besonders in diesem Fall nicht abwegig, beriicksichtigt man
den spezifischen Ort der Miniatur innerhalb der Handschrift und wiederum deren
besondere Funktion. Wie anfangs erwdhnt, handelt es sich bei der von Heinrich II.
gestifteten Prachthandschrift um ein Sakramentar, das die priesterlichen Formeln fiir
die Messe beinhaltet. Die Miniatur mit dem Ostergrab ist genau vor dem Beginn des
Messkanons platziert, der mit den Anfangsworten ,,Te igitur” anhebt und spater in
den eucharistischen Wandlungsworten seinen Hohepunkt findet: Der auferstandene,
aber abwesende Leib Christi wird nun mit Kelch und Hostie der Gemeinde wieder
rituell prasent gemacht, wird in seiner Realprdsenz gefeiert.

Die grof3e T-Initiale des ,,Te igitur®, aus dessen Stamm goldene Ranken sprief3en,
symbolisiert das Kreuz Christi, das nicht den endgiiltigen Tod bedeutet, sondern im
Gegenteil das ewige Leben bringt (Abb. 4). Der Buchstabe T, mit dem der Messkanon
beginnt, wurde von mittelalterlichen Liturgikern aber nicht nur als Heilszeichen
gedeutet, sondern im Sinne des Alten Testaments auch als Schutzzeichen.?? Im Buch
Exodus wird davon berichtet, dass Gott den Israeliten befahl, am Pascha-Fest die
,Tirpfosten und die Oberschwelle (Ex 12,7) mit dem Blut eines Lammes zu bestrei-
chen, um von der letzten der dgyptischen Plagen verschont zu bleiben. Christliche
Theologen des Mittelalters verstanden dies so, dass die Tiirschwellen von den Israeli-

21 In diesem Sinne lassen sich auch die Tiicher im Inneren als liturgische Paramente verstehen.
Der Liturgieallegorese des Amalarius von Metz zufolge verweist das grofe Altartuch, das Corporale,
auf das Leinentuch, in das der Leib Christi gewickelt war, wahrend das kleine Altartuch, mit dem
der Kelch gehalten wird, das Sudarium, bezeichnet. Amalarius, Liber Officialis 111, 26. Ed. Hanssens
1948-1950, Bd. 2, 346.

22 Vgl. Suntrup 1980, 293; Schreiner 2000, 69f.; Dinkler 1962, 97.
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ten mit dem Zeichen des Kreuzes versehen wurden. Dieses signaculum crucis konnte
wiederum mit dem hebriischen Tav oder griechischen Tau (gem. Ez9,4) in Verbin-
dung gebracht werden. Als Illustration sei auf eine Emailtafel eines Kreuzes aus dem
12. Jahrhundert verwiesen, die Aaron, den Bruder des Moses, zeigt, der den Giebel
eines Gebdudes mit einem grof3en T-Buchstaben markiert (Abb. 8).

Abb. 8: Kruzifix, Detail: Aaron zeichnet mit
dem Blut des Lammes den Buchstaben T

auf den Giebel eines Hauses (vgl. Ex12,7-13).
12. Jahrhundert, Grubenschmelz. London,
Victoria and Albert Museum, Inv.-Nr. 7234,

Die christliche Exegese beschiftigte sich seit ihren Anfangen mit diesem mystischen
Tav, das als letzter Buchstabe des hebrdischen Alphabets als Zeichen der Vollkom-
menheit verstanden wurde und als erster Buchstabe des Wortes ,,Thora® die Summe
des gottlichen Gesetzes symbolisierte.” Folgt man dem Exodus-Bericht selbst, war
der Blutanstrich aber, wie gesagt, primér als Raum-Schutz und Grenz-Markierung
bedeutsam.

Welcher Raum wire das nun im Falle des Regensburger Sakramentars? Es ist, so
meine These, der Schriftraum des Messkanons, den allein der Priester zu beschreiten
hat. Dass diese Interpretation keinesfalls zu gewagt ist, mag ein Vergleich mit zeitge-
nossischen Messordines belegen. So wird im Ordo romanus der Ubergang von der Pri-
fation zum Opfergebet — vom Jubelgesang des Sanctus zum stillen Opfergebet — mit
den Worten kommentiert: ,,Es erhebt sich allein der Bischof und betritt stillschwei-
gend den Kanon® (Surgit solus pontifex et tacito intrat canonem).**

23 Vgl. Suntrup 1980, 290f.; Schreiner 2000, 69-72.
24 Ordo secundum Romanos (Ordo V). Andrieu 1948, Bd. 2, 209-227. Seit dem 8. Jahrhundert war es
iiblich, dass nach dem laut gesungenen Sanctus kurz vor dem Kanon allgemeine Stille einkehrte. Die
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Ganz offensichtlich wird der Messkanon hier als eine Art virtueller Raum verstan-
den, in den — wenn auch metaphorisch — der Zelebrant alleine zu schreiten hat (intrat).
In diesem Sinne ldsst sich die T-Initiale im Sakramentar als signum verstehen, das
erstens die Aufgabe hat, den Schriftraum des Messkanons als exklusiven Heilsraum
zu kennzeichnen und zweitens als Grenzmarkierung fungiert, die vor unbefugtem
Zugang zu warnen hat. Dies wird auch durch die spezifische materielle Gestaltung der
Initialzierseite nahe gelegt, die in ihrem ornamentalen Reichtum ja nicht leshar im
eigentlichen Sinne ist, sondern den Blick vielmehr auf sich zieht, diesen Blick bindet
und auch fordert — lassen doch die Goldranken, die {iber die Majuskel-Buchstaben
ausgebreitet sind, diese wie hinter einem metallenen Sperrgitter verschwinden.?
Dieser Effekt tritt noch deutlicher zutage, bedenkt man die originalen Rezeptionsbe-
dingungen der Zeit vor 1000 Jahren, die wenig mit der gleichmé&fiigen Ausleuchtung
einer ,,Grazer Buchwiege® zu tun hatten (Abb.9), sondern von den changierenden
Lichteffekten des Kerzenlichtes bestimmt wurden. Unter diesen Bedingungen domi-
nierte der metallische Glanz des Blattgoldes den #sthetischen Eindruck (Abb.10).

Abb. 9: Grazer Buchtisch. Standort: Digi- Abb. 10: Bayerische Staatsbibliothek Miinchen,
talisierungszentrum der SLUB Dresden. Clm 4456, fol. 16r.

Wahrend die grofle T-Initiale dadurch sicherlich noch mehr an Prasenz gewann, ver-
schwanden die folgenden Worte unter dem flachendeckenden Rapport des Rankenor-
naments, das sich vor die Buchstaben wie ein undurchdringliches Metallgitter legte.

Gemeinde hatte nun zu verstummen und sich zu verbeugen, das anschlielende Opfergebet wurde
allein vom Priester mit geddmpfter Stimme rezitiert. Vgl. Jungmann 1962, Bd. 2, 174f.
25 Vgl. hierzu auch Frese 2014, 4f.
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Abb. 11 (beide Seiten): Bayerische Staatsbibliothek Miinchen, Clm 4456, fol. 16v-17r.

Blatterte der Diakon fiir den zelebrierenden Priester nun weiter, hatte er den Text des
Opfergebets in grofiter Klarheit und bester Lesbarkeit vor Augen (fol. 16v-17r, Abb. 11).
Auf blankem Pergament mit Goldtinte geschrieben und in grof3ziigigem Zeilenab-
stand angeordnet, prasentierte sich ihm der Kanon in Unzialbuchstaben. Umrahmt
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von einer breiten Bordiire mit buntem, iippigem Rankenwerk wurde ihm dieser Text
zudem wie in einem Tableau prasentiert. Dabei wurde offensichtlich darauf geach-
tet, den ornamentalen Zusammenschluss der beiden gegeniiberliegenden Seiten zu
einem Doppeltableau zu wahren: So fillt auf, dass die Form der grofien Blattmo-
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Abb. 12 (beide Seiten): Bayerische Staatshibliothek Miinchen, Clm 4456, fol. 17v-18r.

tive ziemlich genau iibereinstimmt und nur in der Kolorierung variiert.?® Dies muss
umso mehr auffallen, als dies fiir die direkt darauffolgende Doppelseite wiederum
nicht zutrifft (Abb. 12). Hier sind links (fol. 17v) achtlappige Blitter in recht akkuratem

26 Diese ornamentale Angleichung bestimmt auch die prachtigen Doppelblétter im Kalenderteil des
Sakramentars (fol. 5v—10r).
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Rapport angeordnet, rechts (fol. 18r) dagegen wellenf6rmig schwingende Goldranken
vor blauen Grund.” Beim aufmerksamen Rezipienten, der nicht nur den Text liest,

27 Interessant ist allerdings, dass die schmalen Béander, die die breiten Mittelbdnder rahmen, moti-
visch iibereinstimmen, sodass der Zusammenschluss der gegeniiberliegenden Seiten — wenn auch
auf subtile Weise — gewahrt bleibt. Vgl. Pippal 2010b, 116.
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Abb. 13 (beide Seiten): Bayerische Staatsbibliothek Miinchen, Clm 4456, fol. 18v-19r.

sondern auch auf den spezifischen Einsatz des Ornaments achtet, stellt sich an dieser
Stelle ein iiberraschender Déja-vu-Effekt ein. Und richtig: Genau diese Goldranken auf
blauem Grund waren bereits auf der Seite mit dem Heiligen Grab zu sehen (fol. 15v).?
Was ist aber auf dieser derart gleichartig ausgezeichneten Textseite zu lesen? Es ist

28 Vgl. Pippal 2010b, 57, 110, 116.
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wohl nicht zufillig der mit einer Vielzahl an Benediktionskreuzen versehene Text,
der den Hohepunkt des Messkanons beinhaltet — kulminierend in den Wandlungs-
worten: ,,Dies ist ndmlich mein Leib* (Hoc est enim corpus meum). Die Fortsetzung
des Wandlungsgeschehens folgt auf der nichsten Seite (fol. 18v, Abb.13). Hier nun
wird auch der ,,Kelch des Blutes“ (Hic est enim calix sanguinis) aufgerufen und ent-
sprechend vom Priester gesegnet. Umrahmt wird der Text von langestreckten, schrag
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angeordneten Blattformen zwischen Goldknospen, wie sie ein zweites Mal nur auf
der Kreuzigungsseite zu sehen sind (fol. 15r).?° Durch diese ornamentale Einkleidung
stellt sich das Textblatt 18 in seinen beiden Seiten (recto und verso) gewissermafien
als umgekehrte ,Reprise‘ der Bilderfolge auf fol.15 dar, wobei die Kreuzesminiatur
(fol. 15r) mit dem ,,Kelch des Blutes“, das Bild des Ostergrabes (fol. 15v) mit dem Leib
Christi verlinkt wird. In einer raffinierten Referenzstruktur werden die beiden Kanon-
bilder mit dem spateren Einsetzungsbericht verbunden und damit im engsten Sinne
als eucharistische Bilder ausgewiesen — ein in der Illustration des Messkanons ein-
maliger Fall.>® Beriicksichtigt man die kodikologische Expertise, so stellt sich heraus,
dass die beiden Blatter 15 und 18 sogar direkt physisch miteinander verbunden sind:
In der Analyse des Lagenaufbaus erweisen sie sich als die beiden Halften eines Dop-
pelblattes.>* Das Ornament verdeutlicht und verstirkt diese fiir den Benutzer des
Buches kaum sichtbare, aber sehr materielle Verbindung.

Das heifdt wiederum: Der Raum des Opfergebets wird zwar durch das Signum der
Te igitur-Initiale eingeleitet und geschiitzt, steht aber mit den beiden vorgeschalte-
ten Kanonbildern in unmittelbarer Verbindung. Der Schriftraum wird hier gleichsam
;mitgesehen‘ und proleptisch erdffnet. In diesem Sinne steht auch das einzigartige
Osterbild bereits im Zeichen erfiillter Gegenwart. Schlief3lich wird das Non est hic des
Engels am Grabe virtuell vom Herrenwort Hoc est corpus meum sekundiert. Derart
sensibilisiert fillt auf, dass das von den Lanzen ausgesparte und isoliert hervorgeho-
bene Wort CASSI von der Spitze der Grabkuppel durchstoflen wird (Abb. 5). Im direkt
anschaulichen Sinne wird die ,,Leere” von dem hoch aufragenden Felsengrab selbst
durchbrochen. Das phantastisch anmutende Mausoleum fiillt mit seiner Prdasenz
gleichsam das Vakuum. Es erscheint nicht allzu kiihn, diese verehrungswiirdige petra
sepulchralis mit dem Leib des auferstandenen Christus selbst zu identifizieren. Der
Blick auf ein nur wenige Jahrzehnte jlingeres Artefakt mag diese Deutung stiitzen: Im
Regensburger Benediktinerkloster St. Emmeram befindet sich in der Mitte des Dop-
pelportals ein Relief aus Kalkstein, das in der Zeit um 1060 hergestellt wurde und den

29 Vgl. Pippal 2010b, 116f.

30 Tatsdchlich ist es bemerkenswert, dass in frithmittelalterlichen Sakramentaren die Wandlungs-
worte des Messkanons selbst niemals direkt illustriert wurden. Schon Elbern stellte fest: ,,Es ist sehr
merkwiirdig, dass der Messkanon, der wichtigste Teil der Liturgie und der Kern des Sakramentars, im
frithen Mittelalter keine weitere bildliche Ausschmiickung erfahren hat. Hitte es nicht nahegelegen,
beispielweise die in der Wandlung‘ der Messe wiederholte Einsetzung der Eucharistie mit einer ent-
sprechenden Darstellung des ,Letzten Abendmahls‘ oder der ,Apostelkommunion‘ zu begleiten? [...]
Ist es fromme Scheu, die das eigentliche Mysterium des christlichen Kultes ganz ohne Bild beldsst, es
vielmehr dem ,Worte‘ allein vorbehalt?“ Elbern 1965, 61.

31 Dieses Doppelblatt wurde zundchst aus zwei Einzelbldttern zusammengefiigt und dann in die
dritte Lage des Codex (fol. 12-21), einem Quinternio aus fiinf Doppelblittern, integriert. Vgl. Klemm
2004, 32; Gullath 2010, 11.
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thronenden Christus mit Buch und Segensgestus zeigt (Abb. 14).32 Umschlossen wird
diese Figur von folgender Schrift in Kapitalbuchstaben:

CUM PETRA SIT DICTUS STABILI P[ro] NUMINE / XPC ILLIVS / IN SAXO SATIS APTE
CONSTAT IMAGO

(,Weil Christus wegen seiner unerschiitterlichen Géttlichkeit Fels [petra] genannt wird, besteht
dieses sein Bild ganz zu Recht aus Stein [saxo]“)

Abb. 14: Salvator-Relief. Regensburg, St. Emmeram.

32 Vgl. Wittekind 2009, Kat.-Nr. 67 (Heidrun Stein-Kecks) und Kat.-Nr.186 (Matthias Untermann).
Das Relief wurde der Stifterinschrift zufolge in den Jahren der Regierungszeit des Abtes Reginward
(1048-1064) angefertigt. Vgl. Raff 2008, 57.
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Bemerkenswert an dieser lange Zeit ignorierten Inschrift ist nicht nur, dass explizit
die Steinqualitét des Artefakts thematisiert wird.>® In unserem Zusammenhang noch
interessanter ist, dass das Wort petra in gréf3itmoglicher Deutlichkeit als eine Bezeich-
nung fiir Christus herausgestellt wird — eine Bezeichnung, die fiir dessen ,,unerschiit-
terliche Gottlichkeit“ (stabili pro numine) stehen soll und mit Sicherheit auch im
eucharistischen Sinne zu verstehen ist.3

Im Sakramentar Heinrichs II. — eine Handschrift, die wohlgemerkt in St. Emme-
ram hergestellt wurde — scheint dieser semantische Bezug bereits bekannt zu sein
und fiir das Verstandnis der Miniatur auf fol. 15v vorausgesetzt zu werden: Chris-
tus, der Fels, wird hier ,wiirdig“ und ,,zu Recht® im Bild des Mausoleums verehrt.
Der locus, auf den der Engel des Herrn hinweist, mag zwar ,,leer” sein; die Miniatur
zeugt aber in ihrer Gesamtheit von der Gegenwart Gottes, konkreter: der sakramen-
talen Prasenz Christi. Die schiere Gr6f3e des alles iiberragenden Felsengrabes fiihrt
vor Augen, dass diese Prdsenz von potentiell ubiquitdarem Charakter ist: Sie allein
vermag es, Grenzen zu sprengen und geschiedene Binnenrdume miteinander zu ver-
binden. Der kalkulierte Einsatz von Ornament und Schrift verdeutlicht aber, dass die
spezifischen Grenzen zwischen Innen und Auflen, dem Heiligen und dem Profanen,
dennoch bestehen bleiben. Nicht zuletzt ist die Prominenz des Christusgrabes selbst
der beste Beweis dafiir, dass das Numinose an konkrete, als sakral ausgewiesene
Orte, Monumente und Materialien gebunden bleibt. Venite videte locum ...

33 Vgl. Raff 2008, 57f.

34 Die Vokabeln petra und saxum auf dem Salvator-Relief rekurrieren auf die in St. Emmeram geldu-
fige Exegese von Deut 32,13f. im sakramentalen Sinne. Dies konnte Michele Vescovi nachweisen. Ich
beziehe mich auf seinen Vortrag ,,Words, Images, Memory. St. Dionysius in Regensburg® (18. Mai 2017;
Heidelberg, IEK). Vgl. auch das Interview mit Nele Schneidereit: https://sfh933.hypotheses.org/tag/
relics (Stand April 2018).
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Elisa Pallottini
The Epigraphic Presence on the Borghorst
Cross (c. 1050)

Around 1050, a magnificent crucifix was donated to the former female collegiate
church of St Nikomedes (now parish church) at Borghorst, Westphalia (Fig.1-2).!
The Borghorst Cross, as this crucifix is more commonly known, is a reliquary splen-
didly decorated with gold, gems and precious stones, as was a long-standing custom
in church practice. Just like many other reliquaries of the same period, it includes
inscriptions to identify the images depicted on both sides of the cross and the
relics concealed inside. These inscriptions form the subject of this paper. Using the
Borghorst Cross as a case study, this article hopes to contribute to a better under-
standing of the interplay between inscriptions and relics, by exploring how writing,
as both a textual and visual device, interacted with the physical context in which the
relics were placed, contributed to its meanings, and engaged medieval audiences.?
The type of context that concerns us here is, first, that of the portable reliquary and,
second, the wider architectural and liturgical context in which the inscribed reliquary
was displayed and set in motion, as an object meant to be seen and contemplated by
the faithful who came to pray in the church.

Although the focus is on one case study, the methodology of this paper has been
developed on the basis of a large corpus of inscribed reliquaries from western medi-
eval Europe.? It addresses the inscriptions as material components of all reliquaries,
exploring their textual and visual functioning within the larger system to which they
belong. Using the epigraphic programme of the Borghorst Cross, I argue that the
ways in which epigraphic texts on reliquaries conveyed meanings and contributed to
these objects’ significance and functions, were inherently linked to the interactions
between the inscribed text and its context, including the inscriptions’ interactions
with the surrounding images, materials, decorations, the shape of the reliquary, the
relics concealed inside, and the faithful, the author or spectators of the epigraphic
object. The cross of St Nikomedes allows me to explore some of these interactions,

1 For further information on the church, see Jazai 1988.

2 Inrecent years, scholars have devoted considerable attention to the materiality of writing, its visual
properties and interactions with the monumental context. This is the main research focus of the Hei-
delberg Collaborative Research Center 933 “Material Text Cultures. Materiality and Presence of Writ-
ing in Non-Typographical Societies”; see, for instance, in the MTK-series, Frese/Keil /Kriiger 2014; for
inscriptions in particular, see Berti et al. 2017. See also the collection of essays on inscriptions from
a wide range of contexts across the medieval world, in Eastmond 2015a. Studies on the interactions
between inscriptions and reliquaries from the Byzantine world include Hostetler 2012.

3 This paper is a result of my postdoctoral research project on inscriptions and the cult of relics in
western medieval Europe (2014-2017), as part of the VIDI-project Mind over Matter. Debates about rel-
ics as sacred objects, c.350—c. 1150, led by Dr. Janneke Raaijmakers at Utrecht University (2013-2019).

@ Open Access. © 2019 Elisa Pallottini, publiziert von De Gruyter. [(c) ISZI=ITH Dieses Werk ist lizenziert unter der
Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 Lizenz.
https://doi.org/10.1515/9783110629156-004
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Fig.1: Borghorst (Germany), cross reliquary from St Nikomedes, obverse.
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Fig. 2: Borghorst (Germany), cross reliquary from St Nikomedes, reverse.
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focusing more on the impact of the epigraphic presence on the construction of the
reliquary than on the visual impact of the inscribed reliquary within its appropriate
context of veneration.

While the Borghorst Cross is one of the finest exemplars of reliquaries from
western medieval Europe, it has, strangely enough, received only modest attention
from scholars. The best-known studies on the cross focus on the symbolism associ-
ated with the precious materials used in its design, particularly the rock crystal, and
on the cross’s date of composition and stylistic features.* The crucifix’s inscriptions
have been all but ignored in the literature. The slight attention they have received
has been directed to their textual content only, despite the fact that the remarkable
physical appearance of the inscriptions indicates that they worked simultaneously on
multiple levels that did not necessarily require reading.’

This paper therefore constitutes a first attempt to understand the cross in its epi-
graphic dimension, and to answer the question how its inscriptions were meant to
‘work’. To be able to answer this question properly, I will look not only at the inscrip-
tions’ textual content, but also at the technique used for making them, their spatial
organization and their correlation with the adjacent images, materials, and other
inscriptions. Together, the collected observations reveal that the reliquary’s inscrip-
tions worked on many levels to construct and express the cross’s multivalent mes-
sages conveyed by its intricate relationship of texts, writing, imageries and relics.

1 Reading the Borghorst Cross

The Borghorst Cross is a Latin cruciform reliquary measuring 41.1 x 28.4 cm.® It con-
sists of a wooden core over which have been applied gold sheets on the front and
gilded copper sheets on the back. Two Fatimid rock crystal flasks, filled with relics
wrapped in red silk, are incorporated into the vertical shaft and are visible from
both sides; one flask of elongated shape is placed at the crossing of the arms, while
another smaller flask is inserted at the foot of the cross. A rock crystal cabochon is
inserted into the upper shaft, in axis with the vessels. On the obverse, the narrative

4 For a detailed analysis of the use of the rock crystal, its symbolism and interaction with the icono-
graphic programme of the Borghorst Cross, see Gerevini 2014; see also Bagnoli 2011, 138. For the
cross’s dating and stylistics, see Eickel 1968; Lasko 1994, 134-135; Reudenbach 2009, 354, Nr. 126 (An-
drea Schaller); Bagnoli et al. 2011, 174, Nr.77 (Martina Bagnoli);Althoff et al. 2012, 147, Nr.27 (Gerd
Althoff); Kurtze 2017, 70f., with further bibliography.

5 For the transcription and translation of the inscriptions, see further in this article; for other edi-
tions, see, for instance, Eickel 1968; Bagnoli et al. 2011, 174, Nr.77 (Martina Bagnoli), with further
bibliography; Kurtze 2017, 72, 77.

6 Cf. Bagnoli et al. 2011, 174, Nr. 77 (Martina Bagnoli). The reliquary was stolen in 2013 and recovered
in 2017, see Roll 2017. The current location of the cross is unknown.
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presents embossed images and inscriptions framed by multicoloured stones and
pearls set within a subtle pattern of filigree (Fig. 1). The reverse displays engraved fig-
urative motifs framed by a set of two inscriptions, all filled with a black pigment on a
gilded background (Fig. 2). The inscriptions are of two types. One comprises nominal
inscriptions that identify the images of celestial entities and of the two patrons of the
reliquary, while the other is a list of the relics contained in the cross, ending with a
prayer for intercession.

The crucifix was commissioned around 1050 by Abbess Bertha, possibly the third
of this name since the foundation of the abbey in 968,” to house a group of seventeen
relics which the Holy Roman Emperor Henry III (d. 1056) donated to the community
shortly after he ascended to the throne in 1046.% The named images of Emperor Henry
and Abbess Bertha figure on the front and the back of the cross at the bottom of the
vertical shaft, a common position for donors’ portraits on cross reliquaries.” While
the identity of the artist(s) and the exact location of the workshop responsible for
the execution of the cross cannot be determined with certainty, it has generally been
associated with Essen. Stylistically, the reliquary is indeed similar to a group of litur-
gical objects commissioned by Abbess Theophanu of the abbey in Essen around 1040,
particularly with an altar cross and a binding for a Gospel book.® This again suggests
that the crucifix was manufactured in the central decades of the 11" century.

The palaeography of the inscriptions also points towards this dating, showing
a typical eleventh-century majuscule script mixing capital letters with a few uncial
and gothic forms (H, E, OR). Despite the different aspect of letters due to the use of a
different writing technique on each side, all inscriptions seem to have been realized at
the same moment when the cross was produced, as their palaeography, textual con-
tents, and spatial distribution show. The texts are intimately linked to the reliquary’s
visual programme, in such a way that, without its inscriptions, the cross would have
had neither the same meaning nor the same appearance. Because they are conceived
as parts of a larger ensemble, these texts work in concert with the adjacent images
and materials.

On the obverse, the images and names of Saints Cosmas, Peter, Paul and Damian
are arranged in couples along the horizontal arm, on both sides of the reddened
ampulla; they are all depicted in standing position holding attributes. From the left to
the right, the texts read:

7 Kurtze 2017, 72f.

8 The dating follows Kurtze 2017, 72f.; see also Bagnoli et al. 2011, 174, Nr. 77 (Martina Bagnoli).

9 Other examples from Germany are the Cross of Abbess Mathilda of Essen and Duke Otto of Swabia
(c.980), the (second) Cross of Abbess Mathilda (beginning 11* ¢.), the Cross of Countess Gertrude of
Brunswick (c.1038), and the Cross of Bishop Herimann and Abbess Ida from St Maria im Kapitol at
Cologne (second half 11 c.).

10 Kurtze 2017, 72f.; Althoff et al. 2012, 144, Nr. 26 (Gerd Althoff).
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S(anctus) COSMAS
S(anctus) PETRVS
S(anctus) PAVLVS
S(anctus) DAMIANVS

Each nominal group consists of a single line that extends on either side or next to
the body or attribute of a saint, a common layout for nominal inscriptions identify-
ing images depicted in mural paintings and on metal works since the Carolingian
period.™ The titulus of Saint Cosmas is arranged in a horizontal line to the left and
right of the head of the saint, who is represented without the nimbus and holding
a banner, like his companion Damian on the opposite side of the row. Those of the
other three saints run perpendicularly either from the bottom to the top, in the case of
Saint Peter on the left-hand side, or from the top to the bottom, in the case of Saints
Paul and Damian on the right-hand side. We may not be able to understand entirely
the choices underlying the layout of the inscriptions, but if some common patterns
can be found, one of them is that the vertical inscriptions are arranged in such a way
that letters are always oriented towards the center of the cross, so as to emphasize
the correlation of the saints with the relics collected in the central ampulla. It has
been suggested that these gold reliefs, together with the one depicting the Crucifixion
above the central flask, were originally part of another artefact, and were incorpo-
rated into the cross at the time of its execution.’ If this was the case, the inscriptions
must have been added to the spolia intaglios at the moment of their reuse on the
reliquary. Hitherto, the images and the inscriptions have been considered by scholars
as an indistinct unit, but the layout of the scripts and their graphic analogies with the
other texts inscribed on the reliquary suggest that these nominal inscriptions have
been expressly designed for this cross.

The Crucifixion occupying the space between the upper cabochon and the central
flask is the only scene on the cross that appears to be without inscriptions (Fig. 3). The
absence of writing from this scene is all the more noticeable considering the extraor-
dinary recurrence with which the titulus of the Cross or Christ appears in the Crucifix-
ions depicted on all kinds of media since the early Middle Ages.*®

Because scholars have questioned that the relief was an original part of the cross,
it is not possible to determine whether or not there might have been an inscription to
accompany the Crucifixion in the original setting.'* Be this as it may, the absence of
writing here demonstrates that the inclusion of inscriptions was not obligatory, nor
homogeneous, but was a matter of choice. Many reliquaries indeed bear no inscrip-
tions, nor was the use of writing on a single object always consistent—note that just

11 Debiais 2017a, 28-30.

12 See the discussion in Kurtze 2017, 76, in relation also to the restoration of the cross in 1975-1976.
13 Cf. Debiais 2017a, 82-86. See also Boston 2003.

14 For instance, the titulus crucis or the (double) trigram IHS (XPS).
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Fig. 3: Borghorst Cross,
obverse, detail of the Cruci-
fixion on the upper arm.

some parts were inscribed, and others were not. Although the choices are not always
easy to reconstruct, they are different in each case and may rely on both pragmatic
and symbolic reasons. They are, as such, expressions of the significance of writing.
Inscriptions, whenever present, are never accidental or superfluous records, but con-
tribute to the creation of a meaning, even when the texts could not be easily seen or
read, or were called upon to identify images that might have been easily recognizable
in themselves.

On the lower shaft, a scene displaying a kneeling figure being received by two
angels completes the narrative (Fig.4). Two inscriptions identify the figures respec-
tively as:

HEINRIC(us) I(m)P(e)R(ator)
ANG(e)LI

Texts and figurative representations share the same background, with letters placed
between the angels’ wings, just below a red cameo, and along the outstretched arms
of the Emperor, and in contact, too, with the angels’ hands. The figure of the Emperor
is drawn in the same praying gesture as that of a second kneeling figure on the back,
both sharing the same portion of the shaft comprised between the two rock crystal
flasks. The scene features the identified image of “Bertha the Abbess” with hands
raised towards the blessing hand of God (Fig. 5). The text, engraved and filled in with
black, reads:

BERTHA ABB(atiss)A
Placed in a horizontal line at the intersection between the kneeling figure, below, and

the hand of God, above, the nominal inscription simultaneously separates and con-
nects the two portions of the space occupied by the representations of both terrestrial
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Fig. 4: Borghorst Cross, obverse, detail of the Fig.5: Borghorst Cross, reverse, detail
lower arm. of the lower arm.

and celestial entities, linking the identified image of Bertha to the entire composition.
It includes a vegetal scroll that expands on the upper and horizontal axes and alludes
to the lignum vitae, the biblical Tree of Life, symbol of Christ’s sacrifice as a source
of salvation.® Although the nominal inscription forms a syntactically independent
unity, it participates in the meaning of the lengthy inscription which revolves in a
clockwise direction around the back of the cross (Fig.2). It is a list of relics, ending
with the prayer for intercession addressed by Abbess Bertha to the whole community
of saints. The inscription can be transcribed and translated as follows:®

15 The Tree of Life appears in Rev. 22:1-2: “Then the angel showed me the river of the water of life,
bright as crystal, flowing from the throne of God and of the Lamb through the middle of the street of
the city; also, on either side of the river, the tree of life with its twelve kinds of fruit, yielding its fruit
each month. The leaves of the tree were for the healing of the nations”. As Stefania Gerevini pointed
out, the vegetal scroll and the rock crystal flasks on the Borghorst Cross replicate the relative positions
of the Tree of Life and the river; see Gerevini 2014, 96. A monumental representation of the Tree of
Life can be found in the apse mosaic of San Clemente in Rome, where the relics had perhaps been
inserted into the wall, as suggested by the text of the inscription that runs at the base of the apse, see
Riccioni 2006.

16 My transcription and translation. The slash ( / ) indicates the change of direction of the text fol-
lowing the contours of the cross. The punctuation marks (< >) indicate the letters placed below the
line of writing.
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HEC SVNT NOMINA ISTORV(m) S(an)C(t)ORV(m) DE LIGNO D(omil)NI DI SPO<N>DIA
D(omi)NI DE LECT/O MARIE MATRIS D(omi)NI DE CORPORE S(an)C(t)I PE/TRI AP(osto)
L(i) S(ancti) ANDREE AP(osto)/L(i) S(an)C(t)I BARTHOLOMEI AP(osto)L(i) S(ancti) STE-
PHANI / M(artyris) / S(ancti) NICOMEDIS S(ancti) MAVRICII S(ancti) PANCRACII S(ancti)
L/AVRENCII S(ancti) CRI/STOFORI S(ancti) CLEMENTI<S> S(ancti) NICOLAI DE SCA/
PVLA S(ancti) SIMEONIS S(anctae) MARIE MAGDAL(enae) / S(anctae) AGATHE V(irginis)
ISTI E/T OMNES S(an)C(t)I INTERCEDANT / PRO ME PECCATRICE ET PRO OMNIBVS
ILLIS QVI ALIQVID BONI AD HOC SIG/NACVLO FECERVN/T.

These are the names of those saints, of the wood [of the Cross] of the Lord, of the sponge of
the Lord, of the bed of Mary mother of the Lord, of the body of Saint Peter apostle, of Saint
Andrew apostle, of Saint Bartholomew apostle, of Saint Stephan martyr, of Saint Nicomedes,
of Saint Maurice, of Saint Pancras, of Saint Lawrence, of Saint Christopher, of Saint Clement,
of Saint Nicholas, of the shoulder blade of Saint Simeon, of Saint Mary Magdalene, of Saint
Agatha virgin. May these and all saints intercede for me, sinner, and for all those who have done
something good for this sign.

The inscription opens with the formula hec sunt nomina istorum sanctorum, asserting
the nature of list of the text which incorporates the mention of the relics and the prayer
of the faithful, all sharing the same graphic space. The layout of writing emphasizes
the unity of the textual composition: the text, written in a continuous script, both
starts and ends at the bottom left corner, revolving clockwise in a self-contained circle
that encapsulates all the other textual and visual elements featured on this side of the
cross. Their physical proximity and visual affinities (due to the use of the same colour
and engraving technique) encourage approaching them as an integrated textual and
visual programme. As a consequence, the contents that both texts and images repre-
sent are also brought together both at a physical and symbolic level.

To begin with, one should notice that, although the subject of the list is “the
names of those saints”, the itemized things are not names tout-court, but refer to relics
of identified saints. This is not an isolated case. A number of other inscriptions use
similar formulations to introduce the list of the contents of a reliquary or an altar.””
An example from Germany is the portable altar, now in the Treasury of the Residence
of Munich, which the Holy Roman Emperor Henry II donated to Bamberg around
1015-1020."® The inscription revolving around the bottom panel asserts that the altar
contains the relics of the saints whose names are written down there (hic). Similarly,

17 An earlier example can be found in the monumental relic lists of Sant’Angelo in Pescheria in
Rome (c.755), whose text begins Haec sunt nomina sanctorum quorum beneficia hic requiescunt. For
the analysis of this text and other monumental inscriptions featuring a list of relics, see Pallottini 2018
(forthcoming).

18 Pictures of the altar and its inscriptions can be found in Lasko 1994, 126-127, fig. 175-177. On the
altar and its symbolism, see also Hahn 2014, 46-47.

19 + IN HOC ALTARI S(an)C(t)ORV(m) REL(iquiae) C(on)TINENTVR / QVORVM HIC NOMINA
SCRIPTA HABENTVR / DE LIGNO D(omi)NI REL(iquiae) S(an)C(t)I GEORGII M(artyris) S(ancti)
PANCRATII M(artyris) / S(ancti) SEBASTIANI M(artyris) S(ancti) STEPHANI M(artyris) S(ancti)
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Fig. 6: Erpho Cross, reliquary, c. 1090, obverse. Fig.7: Erpho Cross, reliquary, c. 1090, reverse.
St Mauritz, Miinster. St Mauritz, Miinster.

an inscription engraved on the inferior plate of an eleventh-century purse reliquary
from Minden (Germany) introduces the list of its contents by saying that it contains
the relics of the saints whose names can be read here (hic), i. e. on the bottom of the
purse.?® On the so-called Erpho Cross at St Mauritz in Miinster (Fig.6-7), the formu-
lary that opens the relic list inscribed on the back is identical to that of the Borghorst
Cross: “These are the names of those saints” (Fig. 7). This is followed by a list of names
of saints in the genitive case, expressing the relation of dependence of the relics from
the saints to whom they belong.?

Rather than pointing to an equation between names and relics, these examples
make clear that both names and relics belong to the saints, and that the written names
identify the saints whose relics are concealed inside. The relic list inscribed on the

LAVRENTII M(artyris) DE CRATICVLA S(ancti) LAVR (entii). My transcription, based on Lasko 1994,
127, fig. 177.

20 The reliquary is housed in the Treasury of the Cathedral of Minden. The text reads (from Wehking
1997, Nr.6): [HIC LEGVNTVR NOMIJNA S(an)C(t)ORVM Q[VO]/[R]JVM / RELIQVI[E] HIC INTVS
HABE/[N]TVR DE SEPVLCHR[O] D(omi)NI DE SANGV/[IN]E D(omi)NI DE S(ancto) PANCRATI[O]
DE VESTIMENT/[O] MARIE DE S(ancto) SIGISM[VINDO DE CORPO/[RE] S(ancti) VITI DE S(anc-
to) PETRO (ET) S(ancto) ANDREA D[E] / [S(ancto) MJAVRITIO (ET) SOCIIS EIVS DE S(ancto) Y/[...]
TO (ET) DE S(ancto) [GJORGONIO DE S(ancto) LAV (rentio) +.

21 The inscription reads (my transcription): HEC SVN/NT NO(min)A / ISTOR(um) / S(an)C(t)O-
R(um)/DE LIG/NO D(omi)NI // PETRI / ANDREE /IACOBI // STEP/HANI / GEORGI // LAVRE/NCII
PANC/RACII / VITI / MART/INI / NICH/OLAI / LIVD/GERI.
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Borghorst Cross expresses the same sort of relationship between names and relics: by
mentioning the names of the saints, writing acts as a material link that allows the reli-
quary’s hidden content to emerge as a visible and identifiable presence on the surface
of the cross. In this way, the group of relics is organized, fully made part of the reli-
quary’s figural and symbolic composition, and intimately connected with the prayer
that takes place in the same text. Seventeen relics are listed in a hierarchical order:
first come two relics of the passion of Christ, then one item connected to the Virgin
Mary, followed by the relics of three apostles and those of eleven martyrs and virgins.
As Julia Smith pointed out in relation to inscriptions on altars, “this classification has
been widely (although not universally) used since c. 800 and effectively recreates the
Heavenly Jerusalem in the form of a list, exactly as litanies did”.?* The collective invo-
cation of saints that concludes the text reinforces the litany structure of the inscrip-
tion, emphasizing the intercessory function of “those saints” whose relics had been
placed in the cross, and of “all saints” to whom the prayer is addressed. The spatial
distribution of the script makes clear that the saints’ names and the prayer of Abbess
Bertha are conceived as a unique text, that is, an intercessory relic list, working in
conjunction with the inscription identifying the image of the principal intended ben-
eficiary of the prayer. The writing of the name is a means to make the content of the
figurative representation on the reliquary also present by means of letters, and to link
it to the larger artistic ensemble: so, it is not just the image of a faithful, but that of
“Bertha the Abbess”, whose name is connected to both the framing inscription and
the blessing hand of God. The image is placed just above the lower flask, in close
proximity to the relics, but it is towards her written name that God’s hand transmits
the divine grace through gesture and contact. In the interlocking texts and imageries,
the inscriptions, taken all together, reveal what is displayed on the cross, while also
asserting the saints’ presence as intermediators before God in the Court of Heaven
and performing an intercessory function for the faithful, and in particular for the
author of the pious gestures and the prayer represented upon, and made in front of,
the inscribed cross.”

All inscriptions of the cross have been realized to identify a content and to make it
part of a larger ensemble. Relics, patrons, angels, the community of the faithful and
saints—they are all named and involved in the contextual web of relationships between
the multiple components of the reliquary. The features shared by the inscriptions on
the two sides also extend to the way in which the individual textual and visual ele-
ments combine to generate further meanings. As the foregoing has shown, writing is
a material trace and a visual link that connects the identified image of Emperor Henry

22 Smith 2017. For the analysis of groups of saints in litanies from Carolingian Europe, see Kriiger
2014.
23 This interpretation complements Gerevini 2014, 96.
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to both the reliquary and the angelic figures, and that connects these latter to one
another in order to assert their identical nature and, perhaps, also to emphasize their
symmetrical display. This display, I would suggest, may evoke the golden Cherubim
of the biblical Ark, as in Exodus.?* On the horizontal arm, the orientation of the letters
is possibly a device to strengthen the connection between the identified images of
the saints and the relics collected in the central flask. Whether or not these texts and
images were originally conceived as a unified programme, the inscriptions identify
and pair the saints, with the Apostles Peter and Paul flanking the central vessel to
convey the idea of the unity of the Church in the body of Christ,? which the relic flask
intended to evoke through its shape, colour, and position.?® On the back, the set of
two inscriptions has to be seen as a coordinated attempt to make all the different ele-
ments communicate with each other, acting, as we shall see, also as a bridge between
the two sides of the cross, and between the viewer and the cross.

The inscriptions would allow a reader to recognize the images depicted on the
cross, or the relics displayed through the ‘lens’ of the reddened flasks, but they first
of all make a (textual) content present in a specific place in the act of writing, as
another means to materialize a message, a meaning, in a physical context. In this way,
even when the reliquary was concealed from the viewer’s eyes, this content persisted,
materially inscribed on the cross and therefore present through its letters, as another
meaningful component of its figural and symbolic programme. As noted above, the
use of inscriptions was not obligatory, but the inclusion of writing allows a meaning
to emerge in the sensory matter (also) through letters, adding an extra level of signif-
icance, both semantic and semiotic, to the object with which writing fuses by sharing
the same medium and location. It is only in a second moment that these identified
contents become, at least potentially, visible and legible, depending on the multiple
and simultaneous ways in which the reliquary could have been accessed, as well as on
the capacities of the viewer (close enough to the reliquary) to make sense of the text.?”

Let us now turn to the visual features of the inscriptions, as it will bring the
meaning expressed by the epigraphic presence to a further level of significance.

24 Exod. 25:18-20: “And you shalt make two cherubim of gold; of hammered work shall you make
them, on the two ends of the mercy seat. Make one cherub on the one end and one cherub on the other
end. Of one piece with the mercy seat shall you make the cherubim on its two ends. The cherubim
shall spread out their wings above, overshadowing the mercy seat with their wings, their faces one
to another; toward the mercy seat shall the faces of the cherubim be.” The idea that the presence of
angels on reliquaries suggests the Cherubim of the Ark is advanced by Cynthia Hahn; see Hahn 2012,
240-241; for portable altars in particular, see Hahn 2014, passim.

25 Cf. Thung 2007, 28-32.

26 As Stefania Gerevini convincingly proposed, the visual analogy between the rock crystal vessel
and the crucified Christ is suggested by the elongated shape of the ampulla, by its position at the cen-
ter of the cross, and by the presence of the red textile inside the flask, see Gerevini 2014, 96.

27 For the exploration of these issues, see Frese/Keil/Kriiger 2014; Keil et al. 2019.
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2 Seeing the Cross

Although all inscriptions have the primary function to identify a content, and work
together as an ensemble to generate meanings, the specific textual contents and the
visual nature of their design differs on the two sides. The letters’ size, the technique
by which the texts are executed, their content and spatial arrangement, suggest that
the two groups of inscriptions did not have the same meanings and were not intended
to be experienced in the same way. These variations were certainly deliberate and can
be found in many other reliquaries of the Western medieval world. On the Borghorst
Cross, however, they are particularly evident, raising questions about the possible
meanings that underlay the practice of writing down words on the external surface
of an artefact which not only was meant to be concealed, but also on occasions to
be displayed in many different ways within a variety of devotional performances.?®
Notwithstanding differences in contents, techniques and media, the inscriptions of
the cross are comparable in a meaningful way, for they all seem to express the same
sort of paradox: writing is present, but it does not always allow an immediate or easy
access to its textual content.

On the front, the inscriptions are composed by short texts written in small script
(ca. 3-5mm). The texts, worked in repoussé technique, are almost indistinguishable
from the embossed images with which they share the iconographical background.
Even experienced readers (close enough to the object) must examine the composition
of the front very closely to detect the minute serifed letters and separate them from
the dense repoussé reliefs with which they are interlaced. Also, the use of gold does
not facilitate the reading of the texts, working here even against their visibility, as the
background is made of gold t00.?° These features together suggest that the accessibil-
ity (visual and verbal) of the texts was not a primary concern. What mattered instead
was the placement of specific identified images on the golden decorated surface of
the cross. Medieval exegetes consistently associated gold with the splendour of the
Holy City based on the description of its streets as paved in pure gold, as in the Book
of Revelation.?® Gems and precious stones were also commonly associated with the
Holy City and, more in general, with saints and paradise, a point to which I shall
return below. In this way, the material out of which the inscriptions and the related

28 On the display and uses of reliquaries in the liturgy, see Hahn 2012, 145-160.

29 For the use of gold in inscriptions, its visual effects and symbolic properties according to Christian
tradition, see Thung 2007, 33; Thung 2011.

30 Rev. 21:19-21: “The foundations of the wall of the city were adorned with every kind of jewel. The
first was jasper, the second sapphire, the third agate, the fourth emerald, the fifth onyx, the sixth car-
nelian, the seventh chrysolite, the eight beryl, the ninth topaz, the tenth chrysoprase, the eleventh ja-
cinth, the twelfth amethyst. And the twelve gates were twelve pearls, each of the gate made of a single
pearl, and the street of the city was pure gold, like transparent glass”. On the visual representations
of the Heavenly Jerusalem in images, reliquaries, churches, and holy sites across western and eastern
medieval Europe, see Kiihnel/Noga-Banai/Vorholt 2014.
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images were made underlines and completes the meaning of the entire composition
of the front, which was intended to present a vision of heaven with Christ at the centre
as the unifying element, and with Emperor Henry as part of heaven.

The inscriptions on the back are engraved and occupy an extended portion of the
surface. The letters are twice as big as those on the front (c.10 versus c.5mm). The
contrast between the black filling and the gilded background strategically empha-
sizes the presence and visibility of writing. The same effect has the juxtaposition of
the curvilinear forms of the images and the perpendicular rows of the script. Despite
the ubiquitous and noticeable presence of writing, the cross’s most dominant visual
features are not the letters but rather the reddened relic flasks—a way to emphasize
the contiguity between the two sides of the cross.?* Writing is here more visually
imposing than on the front. Yet, the strategies of the presentation of the texts, namely
the display of letters around the cross, can both facilitate and obfuscate access to
the textual content. In other words, the valorization of the presence and visibility of
writing does not necessarily correspond to a valorization of the (immediate) legibility
of the text. One has to move the eyes across all the edges of the cross, or rotate the
object, to find the starting point of the text and make sense of its content, slowly scroll-
ing the inscription in a sort of physical and symbolic journey across the entire space
of the cross. The use of the continuous script makes it difficult to detect the single
words within the text. At the moment of the visual perception of the reliquary from
this side, the whole text takes on more importance than its single parts. However, the
clarity of letterforms and their visibility suggest an intention of legibility of the text for
those who could access it. In both its text and layout, this inscription is also performa-
tive, asking the reader implicitly to move around the cross, or to move the cross, and
mentioning the pious gestures made in front of the reliquary. By virtue of the length,
placement, and clarity of the script, the name of “Bertha the Abbess” would be the
only one immediately discernible. In this way, it can be read in concert with the relic
list and the prayer, or work separately, as an independent text, for instance as a form
of intercessory prayer which could be impressed on the viewers’ eyes and souls.*

Whether or not the inscriptions were read, they collaborate in the visual impact of
the reliquary and contribute to the spatial organization of the visual composition. In
this way, writing functions as ornament, highlighting or creating the nodal points of
the cross, its loci of meaning. The spatial arrangement of the letters around the perim-
eter of the cross is a way to reinforce its very shape, whilst the nominal inscription, in
the perpendicular orientation of the script, redirects the viewer’s attention towards
the space comprised between the two rock crystal flasks: this is the only space of the
cross in which the reddened vessels can be seen in conjunction with one another,

31 Cf. Gerevini 2014, 96-97.
32 A similar interest in the presentation of epigraphic prayers can be found, for instance, in inscrip-
tions from medieval Georgia, see Eastmond 2015h, 79-80.
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and with the images of the two patrons who are depicted on either side of the cross,
in spatial (and spiritual) relation with one another. Rather than prioritizing the visual
appearance of the text over its content, the circular inscription on the back seems to
express a sort of tension between legibility and ornament which other forms of writing
across the medieval world present as well.>* Form and content of the framing inscrip-
tion fuse with one another, shifting the balance between text, shape and meaning.
In this way, the entire composition is brought into a more intricate dynamic, aimed
ultimately at creating a portal between heaven and earth through which the faithful
can have access to salvation, in a trajectory in which both writing and relics have a
central place.

Not only does the circular arrangement of writing visually reinforce the shape of
the cross, it also creates a frame for the sacred relics within, and for all that surrounds
them on this side. Circular inscriptions can be found on many other reliquaries across
the western medieval world.>* They are particularly recurrent on relic crosses and
portable altars, two types of reliquaries that, perhaps more often than others, were
inscribed with relic lists. The circular layout of writing, however, is not specific to
relic lists,® nor to inscriptions on reliquaries. Recent studies on medieval inscriptions
have underlined the multiple symbolic meanings associated with circular alphabeti-
cal displays. They are typical of seals and, more significantly, find parallels with the
‘alphabetic belts’ which were traced on church floors during the liturgical ceremonies
of the consecration of a church.>® It seems reasonable to suppose that the inscription
on the Borghorst Cross also sought to emphasize its aura of authority, while acting as
a “marker of sacredness”, to use Vincent Debiais’ incisive formulation.?” Seen from
this perspective, the inscription is clearly much more than just a descriptive label for
the relics. It would validate its textual content and in turn the sacred content of the
magnificent container to which the text is attached and to which it refers, placing this
content in a separated space and participating in the configuration of the meaning of
the entire reliquary.

33 Cf. Grabar 1993, 45-118. Recent scholarship on medieval inscriptions has devoted considerable
attention to the ways in which texts inscribed on monumental, extensive supports could play with
the viewer, shifting emphasis between the textual content and its formal appearance. See for instance
Eastmond 2015a; Debiais 2017b.

34 Cf. Chaganti 2008, 13-14.

35 See, for instance, two crosses from Oviedo (Spain): the Cross of the Angels (808) and the Cross of
Victory (908), both presenting a circular inscription on the back; for the analysis of these crosses, see
Schlunk 1950. A circular inscription can also be found on the cruciform casket of Paschal I from the
Sancta Sanctorum, now in the Vatican Museums, see Thung 2002, 79-117.

36 On the consecrational alphabet, see Treffort 2010. For the connections between alphabetic liturgi-
cal belts and circular displays of inscriptions on monuments, see Debiais 2017b, 295-297, with refer-
ences to Christian exegesis of the alphabet. For the uses and meanings of the framing inscriptions in
the western medieval world, see also Ingrand-Varenne 2017.

37 Debiais 2017b, 295.
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The idea of the inscription as a limen, protecting an inner space from an exte-
rior one, is reinforced visually by the pairing of the text with the frame of precious
stones that encloses what could be called the ‘narrative’ on the front. Their variety,
beauty and spatial disposition around the perimeter of the cross may evoke the gems
of the wall of the Heavenly Jerusalem as described in Revelation.?® According to John’s
vision, the foundations of the city wall were decorated with precious stones and had
twelve gates, upon which the names of the Apostles of the Lamb were written.*® In
its reference to the saints (“the names of those saints” which opens the relic list, and
“these and all saints” to whom the prayer is addressed), and in the pairing of the
written names with the gems, the inscription may evoke a parallel with the Holy City’s
wall, perhaps intending to represent the earthly counterpart of the gates of the Holy
City, about which is said: “But nothing unclean will ever enter it, nor anyone who
does what is detestable or false, but only those who are written in the Lamb’s book of
life” (Rev. 21:27). As both text and framing device, the inscription delimits, encloses,
and, [ would argue, even protects*® the sacred space of the cross where the relics are
simultaneously contained and revealed through both the rock crystal and the written
names of saints, asserting the participation of the relics that the names identify in the
construction of the Heavenly Jerusalem.

The comparison with other eleventh-century cross reliquaries featuring relic lists
(which are always displayed on the back of the crosses), underlines the function of
the inscription as a device to establish a correlation between the two sides; as a frame
to delimit, strengthen or even create an interior space; as a tool to direct the view-
er’s attention towards the centre of the cross, usually staging the commemoration of
Christ’s sacrifice. The Erpho Cross at Miinster discussed above is an example for this
(Fig. 6-7). Although writing is arranged here in horizontal rows, it circulates around a
centre displaying the Lamb of God, as a counterpart to the body of the crucified Christ.
Another cross now in the Kunstgewerbemuseum of Berlin, the so-called Guelph Cross
(c.1045), bears a relic list in the form of four names of saints in the genitive case; they
are arranged, each on one arm, around a squared rock crystal window which may
suggest the table of an altar (Fig. 8-9).%*

38 Rev. 21:19-21; see above, Note 30.

39 Rev. 21:14: “And the wall of the city had twelve foundations, and on them were the twelve names
of the twelve apostles of the Lamb.”

40 The idea of a prophylactic function of inscriptions on reliquaries is suggestively reinforced by the
inclusion of anathema formulas in the texts. In Germany, for instance, formulations warning against
potential theft of the reliquary can be found in the inscription revolving around the upper panel of
the portable altar of St Andrew in Trier (977-993), and in the text inscribed on a copper plate fixed on
one of the sides of an eleventh-century portable altar from the former female collegiate church of Bad
Gandersheim.

41 See, for instance, the rock crystal ‘stone’ on the top of the portable altar of Henry II at Munich,
discussed above. This is however an exception in the large group of eleventh- and twelfth-century
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Fig.8: Guelph Cross, reliquary, obverse. Berlin, Fig.9: Guelph Cross, reliquary, reverse. Berlin,
Kunstgewerbemuseum. Kunstgewerbemuseum.

However, perhaps the most striking comparison for the Borghorst Cross is the pectoral
cross, reliquary, from St Servatius in Maastricht, executed around 1039 (Fig. 10-11).%?
The list of relics that encircles the back of the reliquary is the visual pendant to the
frame of gems on the front.

Thanks to the circular display of letters, the empty surface framed by the written
words is no longer an indeterminate space, but becomes a suggestive space oscillating
between presence and absence.*® The text suggests that this is the space of the altar,
the holy table on which the body of Christ, and perhaps of all saints, is present and
consumed.** The formulation that opens the text, sub hanc cruce continentur reliquie,

portable altars from Germany, for which see Hahn 2014. For an overview of forms and contents of
inscriptions on portable altars of the Middle Ages, see Favreau 2003.

42 The cross reliquary is now on display in the Treasury of the church of St Servatius in Maastricht.
For a detailed analysis of the cross and its content, see Koldeweij 1985, 174-194.

43 The inscription works in a way similar to the frames surrounding the table of the portable altars,
see Hahn 2014.

44 The text, in Latin, reads (my transcription): + SVB HA(n)/C CRVCE CONTI/NENTVR RELI/QVIE /
DE LIGNO D(omi)NI / DE SEPVLCHRO D(omi)NI DE [GR/ATICV/L]A S(ancti) LAVRENTII S(ancti)
FELICIS EP(iscop)I / PAVLINI EP(iscop)I / S(ancti) COR/NELII PAPE S(an)C(t)I / PAVLINI DIAC(oni).
I propose the following translation: “Under this cross are contained the relics of the wood of the Cross,
of the sepulcher of the Lord, of the grill of Saint Laurence, of Saint Felix bishop, of Paulinus bishop,
of Saint Cornelius pope, of Saint Paulinus deacon”.
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Fig.10: Pectoral cross, reliquary, obverse. Maas-  Fig.11: Pectoral cross, reliquary, reverse. Maas-
tricht, St Servatius, Treasury. tricht, St Servatius, Treasury.

echoes the account in Revelation where the souls of the martyrs are present under-
neath the altar.** The inscription steers an immediate association between the Cross
and the altar, reinforcing the idea of the participation of the relics that are contained
“under this cross”, in the sacred union of saints that is concealed under the altar.
Furthermore, the presence of writing as opposed to the empty space of the centre may
invite the viewer to see the framing inscription as the substitute of its content.*®

On the Borghorst Cross, the obscured visibility of the relics leaves the viewer only
with the inscription pointing to a content which is physically inside the frame: the
relics in the reddened flasks, the identified image of Abbess Bertha, and the figural
representation of the descent of the Holy Spirit onto human beings, a theme featured
here through the Christian iconography of the lignum vitae bringing together the Old
and New Testaments’ meaning of sacrifice. At the same time, the inscription helps
the viewer in perceiving the continuity between the front and the back through the

45 Rev. 6:9: “When he opened the fifth seal, I saw under the altar the souls of those who had been
slain for the word of God and for they witness they had borne”.
46 Cf. Chaganti 2008, 13-14.
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unifying element of the rock crystal. On this level, writing works in concert with the
transparent stones incorporated into the cross. Seeing the inscription means to move
beyond the inscription and to embrace the cross as a whole. One may assume that
the faithful’s eyes would gaze into the holiest space of the reliquary, seeing, reading,
and ultimately “imagining” the presence of the saintly court on earth through the
inscribed reliquary. If so, the inscription may work ultimately to construct the rel-
iquary as a space of imagination and salvation, a sort of passage for the faithful to
access and touch heaven through the contemplation of the reliquary.*”

Thanks to its visibility and layout, writing helped organize the reliquary’s visual
appearance, and this could affect the way in which the inscribed artifact was seen
and experienced, leading viewers through the cross in many ways. The pairing of the
two sides around a sacred centre which is defined, or reinforced, by the inscription,
may encourage the viewer to move around the cross, or to rotate the cross, and in so
doing the inscription creates a dynamic space for the faithful in which the relics were
possibly intended to be imagined in a spiritual sense, rather than physically seen, as
an image of the body of Christ, whose sacrifice was the sign of the unity of the Church.
Medieval commentators of the Old Testament texts consistently interpreted the Ark of
the Covenant described in Exodus 25 as a prefiguration of the Church.*® As Cynthia
Hahn showed, explicit references to the biblical Ark can indeed often be found on
reliquaries, particularly on portable altars with their ubiquitous angels evoking the
Cherubim, and with their golden frames for the altar stone.*® Similarly, as noted
above, it may be that the two angels represented on the front of the Borghorst Cross
should be recognized as the Cherubim that guard and protect the Ark. The nominal
inscription qualifying the two celestial figures as “angels” is probably the most unno-
ticeable text inscribed on the reliquary. Nonetheless, it exists and persists on the cross
as a graphic presence, “creating” the figure of the angels maybe as a progeny of their
biblical archetype, and in turn creating the reliquary as a space of salvation for the
Christian community.

3 Conclusions

This paper hoped to give some insight into the variety of ways in which the inscrip-
tions could contribute to the multiple functions, at once strongly pragmatic and sym-
bolic, of the reliquary. Besides their function as containers that simultaneously con-
cealed and staged the relics, reliquaries were also tools that assured the portability of
relics and their participation in the liturgy; they were devices that elicited veneration

47 Cf. Hahn 2012, 209-221.
48 Appleby 1995, 434-435. See also Palazzo 2008.
49 Hahn 2014, 47, 56; Hahn 2012, 241-242.
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through their visual and material features. In the case of the Borghorst Cross, like
in many others, the iconographic and visual programme includes inscriptions. The
recurrence and variety of forms and contents of the inscriptions which were placed
on reliquaries increasingly often with the approach of the eleventh century, testify
to the degree in which Christian patrons and commissioners exploited the multiple
possibilities of (epi-)graphic expressions to construct the forms and meaning of these
artefacts.

The inscriptions and their reliquaries were conceived together, and worked as
parts of a complex system that expanded from the reliquary to the ritual setting,
including other inscriptions, officiating priests and people attending, but also images,
materials, letters, shapes, conceptual contents, colours, light effects, gestures, the
multifarious liturgical furnishings, and so on. Within the context of the church build-
ing, all these elements worked in concert to shape the space where the holy relics of
the saints were kept and shown as a sacred presence for an audience of Christian wor-
shippers. Inscriptions took part in this process in a variety of ways, not as disembod-
ied textual contents, but as integral parts of the larger system to which they belonged.
This paper has explored some of the ways in which inscriptions could interact with
the reliquary, leaving out for the moment the question of the possible interactions of
the inscribed reliquary with the intended audiences within specific ritual contexts.

The epigraphic programme of the Borghorst Cross has been used as an example
to explore some aspects that may be meaningful also for the understanding of the
epigraphic programmes of other reliquaries of the same period, particularly those of
relic crosses. Even if each reliquary is in a sense unique, the inscriptions which are
placed on them seem to work in similar directions and on multiple levels simultane-
ously. Between presence, display, and viewer, they implicitly remind the faithful of
the ultimate purpose of the larger system of the Church to which they belong. That is,
the achievement of human salvation.
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Marcello Angheben
Christus Victor, Sacerdos et Judex

The Multiple Roles of Christ on Mosan Shrines

The Christus Victor or Christus Belliger—Christ trampling the animals of Psalm 90—
appears on the gable end of three Mosan shrines.! While the psalm evokes four animals
being trampled upon by the Lord, these works only show the lion and the dragon, or,
alternatively, only the dragon. On one of the gable ends of the Visé shrine, dated 1046,
Christ is depicted crushing both animals. This part was inserted into a new shrine in
the 1170s (fig. 1). In this composition, the counterpart of the Christus Victor, on the
opposite side of the shrine, is a standing Christ crowning St Hadelin and St Remacle.?
Both ends of the Amay shrine have also survived, but are currently separated. The
nature of the original shrine to which they belonged, however, remains unknown.
One short side presents the same symmetric composition as in Visé, but here, instead
of Christ, St Ode appears in the centre flanked by the personifications of two virtues.>
Finally, the more recent of both shrines of Stavelot, dated around 1250-1260, presents
an enthroned figure on each end: Christ with a dragon under his feet on one side and
the Madonna and Child on the other (fig. 12-13).%

In addition to these three reliquaries, it is necessary to consider the shrine
of St Eleutherius in Tournai, dated before the translation of the relics in 1247, as it
belongs to the Rheno-Mosan artistic tradition, even if it is not located in the Diocese
of Liége, which is the core region of Mosan goldsmiths’ art (fig. 9).> The shrine shows
the enthroned Christus Victor on one end, while the other end shows the titular
saint—St Eleutherius—imitating Christ by crushing a monster. The lost antependium
of St Vanne in Verdun, which predates the Visé shrine, should also be added to this
iconographic corpus. Although it is not a shrine, it should also be taken into account
because of the close cultural ties between the Abbey of St Vanne and the Diocese of
Liége. The chronicle of Hugh of Flavigny specifies that on this altar frontal, commis-
sioned by Abbot Richard (1004-1046), the Christus Victor was flanked by St Peter and
St Paul.® This passage is of crucial importance, as the iconographic scheme of Christ
between two saints was also adopted in the shrine of St Vanne, commissioned by the
same Abbot Richard, and the image is found on several other Mosan reliquaries as

1 Psalm 90, 13. Psalm 90 of the Vulgate corresponds to Psalm 91 in the modern version of the Bible.
The best study of this text and its iconography remains Verdier 1982.

2 Lemeunier/Didier 1988; Balace 2009, 236-237.

3 Verdier 1981; Lemeunier 1989; Stratford 1993, 90-97; Balace 2009, 292-293.

4 Van den Bossche 1989-1990; Van den Bossche 2014.

5 Van den Bossche, 2015.

6 Hugues de Flavigny, Chronicon, 11, 374.
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der Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 Lizenz.
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Fig.1: Christus Victor, Visé shrine, gable-end.
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Fig. 2: Liége, Archives de I’Etat, drawing from 1666, altarpiece and first shrine of Stavelot-

well, including the gable ends of Visé and the first shrine of Stavelot that we know
mainly from a seventeenth-century drawing (fig. 2).” Based on these comparisons,
it is possible to suggest that the rear gable end of the first shrine of St Remacle, not
visible in this drawing, also included an image of the Christus Victor. This hypothesis
is supported further by the adoption of this same iconography in the second shrine
of St Remacle.

The theme of Christ triumphing over the malefic animals of Psalm 90 (91) mainly
represents Christ’s victory over the devil and over death at the moment of his Resur-
rection. We might wonder, however, why this iconography was associated with the
altar. The shrines were positioned behind the altar and were consequently used as a

7 For the shrine of St Vanne, see Hugues de Flavigny, Chronicon, 11, 374. For the altarpiece of Stavelot,
see Wittekind 2004, 225-301; Lemeunier 2010; Kockerols 2016.
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sort of altarpiece. The first shrine of Stavelot, which was inserted into a huge altar-
piece, confirms this connection. However, the gable end of the shrine depicted in the
drawing is smaller than the arcade in which it was inserted, which gives reason to
believe that the insertion took place at a later stage.®

The works of art presented in this paper were part of the liturgical space where the
Eucharist took place, embedded in the sanctuary, and, at the same time, also served
within the framework of the worship of saints. Occasionally, they were removed from
the sanctuary in order to be carried in processions in and outside of the church, thus
potentially following a sacred and symbolic topography. Unfortunately, there is little
documented evidence of these processions.

1 The Resurrection of Christ as a Paradigm
for the Resurrection of the Saints

It seems, Christ’s triumph over death is echoed by the victory of the respective saints
represented in the shrines, even if they are not martyrs. This is also indicated by
the inscription on the gable end of the Visé shrine where Christ is shown crowning
St Remacle and St Hadelin: “A crown sparkling of all its lights girds these conquerors
of the world, famous by the glory of their triumph” (“Victores mundi preclaros laude
triumphi hos diadema cluens circumdat vertice candens”) (fig. 3).° Both image and text
present the saints as victorious figures who are being rewarded for their merits and
are thereby reflecting Christ’s victory over death through Resurrection.

The Resurrection of Christ can also be understood in relation to the relics pre-
served in the reliquary, as announcing the future resurrection of these saints. Several
Mosan reliquaries show the resurrection of the dead, and two of them stage, in a com-
pletely exceptional way, the resurrection of the saints contained within. On the trip-
tych of the True Cross in Liége, five haloed characters are represented as busts at the
bottom of the central wing, under an arch with an inscription indicating that they
represent the resurrection of saints at the end of time: RESVRRECTIO SANCTORVM.

The parallel with the Resurrection of Christ is particularly plausible as both trip-
tychs of the Dutuit collection, which seem to be connected to that of Liége, show
the Holy Women at the Sepulchre on an enamel occupying the same location, at the
bottom of the central wing (ca. 1160-1180; fig. 5-6). On two of the four gable ends
which originally flanked the shrine of St Servatius in Maastricht, St Monulphus and
St Gondulphus are being resurrected. At the same time, they are receiving a crown
from the Hand of God or from two angels, as is specified by the inscriptions that

8 Kockerols 2016.
9 Lemeunier/Didier 1988, 127.
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Fig. 3: Christ between Remacle and
Hadelin, Visé shrine, gable-end.

accompany the scenes. Both gables combine the topics of the saints’ coronation and
their resurrection. This leads to the possible conclusion that the Christus Victor shown
on one gable end of the Visé shrine also indicates the resurrection of St Remacle and
St Hadelin, as their coronation is shown on the other end of the shrine.

Due to the reliquaries’ association with the altars, some representations of the
Christus Victor on the Mosan reliquaries may also be assumed to be connected with
the Eucharist. As I have already suggested, this hypothesis may also apply to reli-
quaries of the True Cross and to the altarpiece of Stavelot, as they contain numerous
epigraphic and visual elements explicitly referring to the Eucharist.'® In this paper, I
would like to assess the extent to which this hypothesis applies to the Mosan repre-
sentations of the Christus Victor. In order to support this interpretation on works in
which the connection with the Eucharist is more explicit, I shall first approach the
representations of Christ the Priest in medieval art, and then explore those objects
which have been represented in the Rheno-Mosan artistic ambit. Finally, I will reflect
on the programmes that integrate the theme of Christus Victor.

10 Angheben 2016a.
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2 Christ the Priest in Medieval Art

The priestly role of Christ is directly bound to the duplication of the Eucharistic liturgy
celebrated on Earth. Every time a community of believers meets in its place of worship
to celebrate the first sacrament of the church, at the time of the Preface, in the prayer
preceding the canon, Christ descends from heaven with his angels. The latter intone
the Sanctus along with the clergy, and, during the consecration, one of them brings the
bread and the wine to the celestial altar so that they can be consecrated by Christ.'* In
this moment the Son of God completely assumes the role of the High Priest, following
the Order of Melchizedek.!? Thus, paradoxically, Christ represents the priest and the
sacrifice at the same time. He embodies both the one who sacrifices and the one who
is sacrificed, as stipulated by numerous liturgists, including Heriger of Lobbes and
Alger of Liege.” This double function is also referenced on the portable altar of Augs-
burg (1170-1180), in the inscription associated with the Crucifixion, which qualifies
Christ as both presul and hostia: IN PRECIBVS FIXVS STANS PRESVL ET HOSTIA
XPS (CHRISTVS).™ As in many inscriptions, the word presul can be read as bishop."

These various notions are clearly visualised in sacramentaries and missals. The
Preface and the Canon are illustrated by a theophany and a Crucifixion or a Tau, which
corresponds to the first letter of the Te igitur, the fist prayer of the Canon, and at the
same time to the shape of the cross. Christ suffering on the cross corresponds to the
sacrifice made during the Canon. It can be assumed that Christ depicted in Majesty, in
a mandorla, sometimes surrounded by the symbols of the evangelists, acts as a priest.
The illustration of the Preface sometimes shows the angelic hierarchies about to sing
the Sanctus, as in the Sacramentary of Charles the Bald (ca. 869-870) or the Sacra-
mentary of St Denis (mid-11" century). Conversely, Christ sometimes holds a host in
his right hand, as in the Sacramentary of Charles the Bald or in a French Romanesque
missal.’® In the second missal of the Abbey of St Vindicien of Mont-Saint-Eloi, around
1250, this role is represented even more explicitly by the blood flowing from the right
hand of Christ into a chalice placed on an altar.” It is hardly possible to envision the
double role of Christ, as the priest and the sacrifice, in a more explicit manner. While

11 Jungmann 1956-1958, vol. 3, 21-158. In the 12" century, the faithful participated less and less in the
singing of the Sanctus, cf. Jungmann 1956-1958, vol. 3, 39-40.

12 Bord 2013.

13 Heriger of Lobbes, De corpore et sanguine Domini, in: Migne, Jacques-Paul (ed.), Patrologia latina,
vol. 139, 187 B; Alger of Liége, De sacramentis corporis et sanguinis Dominici, 1, 12, in: Migne, Jacques-
Paul (ed.), PL, vol. 180, 778 B-C. See also Brigué 1936, 125-132.

14 Budde 1998, 66-73 (n° 63).

15 Angheben 2016a, 196. See also the examples of the shrine of Saint Heribertus, cf. Seidler 2016,
94, 97.

16 Missel du Maine ou de Touraine (BnF, nouv. acq. lat. 2659, f° 2r). For the interpretation of the discs
held by Christ as hosts see Schapiro 1954, 313-315; Reynolds 2013.

17 Arras, Médiathéque municipale, ms. 38 (58), f° 105v-106r (Artois, ca. 1250), cf. Descatoire/Gil (eds.)
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Fig. 4: Christus Victor, Pontifical of Chartres, Médiathéque d’Orléans, BM, Ms. 144, f° 71.

this image illustrates a prayer which is said every day, it also represents a part of the
Last Judgement in which Christ acts as the Judge, flanked by the Virgin, St John and
the other apostles, surrounded by the resurrection of the dead, hell and paradise. The
work thus combines the sacerdotal and the judicial functions of Christ and, conse-
quently, present and future times.

In the Chartres Pontifical, dating to the beginning of the 13* century, the Preface
has been illustrated by Christ standing, trampling the basilisk and the lion and pierc-
ing the first with his cross-staff (fig. 4).’® This image follows the traditional illustra-
tions of the Preface and the Te igitur, namely a Maiestas Domini and a Crucifixion. It
seems, consequently, that the Christus Victor combines the themes of Christ in Glory
and his triumph over death.

An examination of the altar decoration is also of crucial importance for under-
standing Mosan reliquaries. In altar decoration, we often find a combination of Christ
in Majesty and the Crucifixion, as in Scandinavian reredos (first half of the 12" century)
or in the altar front of Saint-Guilhem-le-Désert (first quarter of the 12 century).” For
the interpretation of Christ as a celestial priest, the most remarkable example is the

2013, 187-188. It must be noted that the two tablets of Moses are depicted on an altar on the other side
of Christ, which means that the chalice also refers to the New Testament.

18 Orléans, BM, ms. 144, f° 71.

19 Kaspersen 2006, 80; Barral i Altet/Lauranson-Rosaz (eds.) 2004.
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altar of Ratchis in Cividale del Friuli (737-744), where Christ is accompanied by two
angels. The angels’ appearance combines the six wings of the seraph and the eyes on
the wings of the cherub, and Christ wears a stole.?° This liturgical garment, worn by
the officiating priest, also appears in a double-page illumination in the Uta Codex (ca.
1025). Here, Christ wears the stole while he is nailed to the cross, before a represen-
tation of St Erhard celebrating mass.?! It is also relevant to mention the antependium
of Charles the Bald (mid-9* century), known from its depiction in a fifteenth-century
painting when it had already been transformed into an altarpiece.?” Though Christ
does not wear liturgical garments, two cherubs flying above him intone the liturgical
Sanctus, different from that of Isaiah. This inscription consequently confirms that this
celebration takes place during mass. Finally, the Catalan antependium of Ix shows
Christ holding a host, as in certain manuscripts (second quarter of the 12 century).??

3 Christ the Priest in Mosan Art

In Mosan metalwork, this Eucharistic meaning of Christus Victor can be suggested
for the reliquaries of the True Cross.?* On the one hand, the majority of those that are
completely preserved show, on the same vertical axis, the bust of Christ and the relics
arranged in the shape of the cross as in the triptychs of Liége (c. 1170), of the Guennol
collection (1160-1170), and the reliquary of Tongres (1210-1220). These works also
show some similarities with sacramentaries and altar decorations, namely empha-
sis on the Eucharist. On both triptychs of the Dutuit collection, the cross composed
by the relics is clearly assimilated with the physical cross placed on the altar either
permanently or at the beginning of mass (fig. 5-6), as both are shown above repre-
sentations of altars with three nails on the little triptych and three candelabra on the
large one.” With these candelabra and the cross composed by the relics, the altar
depicted on the large triptych seems to have been prepared for the celebration of mass
and assimilated to the tomb of Christ depicted on the enamel of the Visitatio Sepulchri
underneath.

20 Chinellato 2010; Chinellato 2016.

21 Cohen 2000, 65-75

22 Gaborit-Chopin 1991, 49-50.

23 Castifieiras 2008.

24 1discuss this topic further in Angheben 2016a.

25 Stratford 1993, 81-82, challenges the authenticity of these triptychs. This authenticity is defended
by Holbert 1995, 123-129. Then, it is demonstrated by Biron/Morel /Borel 1998. See also Descatoire/Gil
(eds.) 2013, 81; Biron 2015, 233-269. Sophie Balace has kindly pointed out to me that a sales catalogue
of the Renesse-Breidbach collection, prior to the Soltykoff sale of 1861, mentions only one triptych.
The result is that some uncertainty remains about the history of the two triptychs.
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Fig. 6: Small triptych of the True Cross, Paris, Petit Palais.
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In both triptychs, two angels located at the top of the lateral panels take part in this
celebration. We can suppose that those of the larger triptych are singing the Sanctus,
even though the inscription, contrary to what happens on Charles the Bald’s ante-
pendium, does not specify whether this is the liturgical chant: SCS SCS. The angels
on the small triptych hold small, white loaves of bread or hosts in their hands. One
might assume that these objects correspond to globes since angels often hold these
attributes, but the Rheno-Mosan goldsmiths established a clear difference between
such globes and hosts. They gave volume to the globes by means of a colour gradient
as in the shrine of St Heribert, in Deutz, while others adopted flat, white shapes for
the loaves of bread or hosts depicted in several iconographic contexts referring to the
Eucharist: the Last Supper in the portable altar of Stavelot (1150-1160), the personifi-
cation of Spes exhibiting a chalice and a host on the cross of Baltimore (1150-1175), or
the sacrifice of Melchizedek on the pulpit of Klosterneuburg (1181).

It thus seems that the angels are carrying the Eucharistic bread from the terres-
trial altar to the celestial one, so that the Christ-Priest can consecrate it, as specified
in the Supplices, one of the prayers of the Canon of the Mass:

Most humbly we implore Thee, almighty God, bid these our mystic offerings to be brought by the
hands of Thy holy Angel unto Thy altar above, before the face of Thy divine majesty; that those of
us who, by sharing in the Sacrifice of this altar, shall receive the most sacred Body and Blood of
Thy Son, may be filled with every grace and heavenly blessing.?

The function of the angel, as described in this prayer, is emphatically visualised in
the breviary of Aldersbhach, where he seizes the Christ-Child emerging from the host
raised by the priest.”’

On the triptych of Florennes (1200-1210) and the reliquary of Tongres (1210-1220),
the relics of the True Cross are arranged according to the visual framework of a Cruci-
fixion, flanked by a personification of the church holding a chalice.?® This liturgical
object is generally considered as a simple attribute identifying the church through
its first sacrament. However, as an object used during mass, the chalice clearly refers
to the community of the faithful taking part in the Eucharist. This association is also
suggested in the portable altar of Augsburg, where the Crucifixion is flanked by a per-
sonification of the church, since Christ is portayed as both priest and sacrifice. More-
over, the Mosan reliquaries of the True Cross also display angels as thurifers, probably
to signify that angels take part invisibly in the act of the incensing of the altar after the
offertory, as suggested by the wall paintings of Sant Quirze de Pedret.?

26 Deshusses 1971, 90.

27 Garhammer 2000.

28 Balace 1999; Balace 1999c, 52; Balace 2009, 371-374.
29 Angheben 2016b.
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Fig.7: Cologne, shrine of the Three Kings, main gable end and detail.

The Guennol triptych is the only one to visually suggest the role of Christ as a priest.>°
At first sight, the viewer encounters the image of Christ as a judge presiding over the
Last Judgement taking place at his feet. But when the wings are closed, that is, during
a large part of the liturgical year, Christ is the only iconic component which remains
visible. Furthermore, the vase of vinegar, one of the instruments of the Passion usually
carried by angels during the Parousia, is represented as a chalice. We can thus suggest
that here Christ embodies both roles as a priest and a judge at the same time, which
can be compared to the Missal of Saint-Vindicien.

The main gable end of the shrine of the Three Kings in Cologne leads to a similar
conclusion (fig. 7). On the upper register, Christ is flanked by two angels next to him,
and the archangels Gabriel and Raphael appear in medallions above him, formerly
accompanied by St Michael.?! Three of these angels exhibit one of the instruments of
the Passion and the inscription of the trilob arch amplifies this topic by enumerating
these signa and specifying that the one who judges the merits of each suffered from
them:

30 Monroe 1992; Holbert 1995, 140-183; Bagnoli/Klein/Mann/Robinson (eds.) 2010, 180-181; George
2013, 250.

31 For the inscriptions and their authenticity, see Kemper 2014, vol. 3, 61-62, 74-74. See also Ciresi
2003; Ciresi 2005; Lauer 2006.
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LANCEA SPINA CALIX CRUX SPONGIA SIGNA DOLORVM + QVOS TVLIT ILLE DOLENS
QVI IVDEX EST MERITORVM

The angel standing to the right of Christ holds a chalice also mentioned by this titulus,
and a paten. The inscription under the cornice confirms that the instruments of the
Passion are exhibited in the context of the Last Judgement, evoking the salvation and
the joy reaped by the righteous, and the fire into which the evil are thrown:

ADVENIO DIGNOS SALVARE FERIRE MALIGNOS + ERGO BONI METITE FELICIA GAVDIA
VITE + ITEREI VOS IRA DEI TRANSMITTIT IN IGNE QVISQ METIT QVOD PROMERVIT
SVB IVDICE IVSTO

The theme of the Last Judgement was extended on the former panels of the roof of the
shrine, and it can be assumed that the apostles aligned on the upper register of the
long sides played the role of the assessors, as can also be assumed about the shrine of
St Servatius at Maastricht, which shows a similar arrangement.>?

If the composition of the upper register of the main gable refers clearly to the
end of time, the angel holding a chalice and a paten evokes the Eucharist. The angle
seems to fulfil the role of the angel of the Supplices, who carries the bread and wine to
the celestial priest. This iconography can also be found in the breviary of Aldersbach,
mentioned before, and on the Mosan cross now in Baltimore, where an angel presents
a host and a chalice as attributes. In the latter, however, these elements signify Christ
as the sacrificed one, not Christ as the one carrying out the sacrifice.

In the case of the Cologne shrine, the theme of the Last Judgement and that of
the Eucharist are combined. This dynamic corresponds to a tendency that can be
observed in the Mosan goldsmith work of the second half of the 12" century and which
increases in the first half of the following century, as we have seen with the Guennol
triptych and the Missal of Saint-Vindicien. The portal of Saint-Sulpice-de-Faviéres,
where Christ of the Last Judgement holds a chalice, and the central stained-glass
window of the Cathedral of Chilons-en-Champagne, where he pours his blood into a
chalice placed on its throne-altar (ca. 1240-1250; fig. 8), serve as further examples.*

Thus, in these compositions, the current temporality of the performance of the
liturgical act seems to be associated with that of the Parousia, followed by eternity,
in order to show that the elect will forever celebrate the celestial liturgy with saints
and angels. In the Cologne shrine, the connection with the liturgy of the altar is visu-
ally confirmed by the “procession of the Kings”, conceived as an offertory procession
taking place in the lower part of the shrine. The Kings are indeed followed by the
Emperor Otto IV, who offers the gold used to make that particular part of the reliquary.
In this way, the Emperor is equated, as suggested by liturgists since Honorius Augus-

32 For the shrine of Maastricht, see Kroos 1985; Angheben 2016c.
33 Fusier/Philippot 2005, 74-75; Angheben 2016d, 162; Angheben 2013, 162.



Christus Victor, Sacerdos et Judex == 97

Fig. 8: Resurrection of the death, Chalons-en-Champagne, cathedral, stained-glass of the central
window of the choir, (ca. 1240-1250).

todunensis, with the first King who also offers gold.?* It is important to note that the
Eucharistic meaning of the programme emanates exclusively from the images and not
from the inscriptions.

4 The Christus Victor in the Mosan Shrines

4.1 The Gable Ends of Visé and Amay

It is now necessary to explore whether the Christus Victor assumes a priestly function.
The depiction of the Lord overcoming death relates to both Christ suffering on the
cross and triumphing at the moment of his Resurrection. The inscriptions of the shrine
of Visé confirm this double meaning by speaking of Christ suffering the Passion on
the cross as a king: “O famous warlike king, by dying on the cross, the basilisk and the

34 Honorius Augustodunensis, Gemma animae, 1, 27, in: Migne, Jacques-Paul (Hg.), PL, vol. 172, 553
A-B. Angheben 2012, 36-39.
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treacherous asp and the lion are submitted to you” (“Belliger insignis tibi sic basiliscus
et aspis subdolus atque leo subeunt rex in cruce passo”).>® The inscription thus men-
tions the cross, which is usually present on the triptychs of the Real Cross, but almost
never depicted on the gable ends of the shrines. The first shrine of Stavelot, which
was destroyed in the 18% century, contained relics of the True Cross, and the one of
Cologne hosts a Crucifixion on the rear gable, however, the subject is never depicted
on the main gable. We could thus suggest that the theme of the Christus Victor is used
to evoke the Crucifixion without representing it. A similar theme appears on the reli-
quary of the True Cross of Nantes, where the cross dominates a reptile called “snake”
(“serpens™). As Philippe Verdier clearly demonstrated, this type of Crucifixion echoes
the Christus Victor in representing the Lord victorious over the devil and over death.3¢
Furthermore, it reinforces the hypothesis that Christ trampling the malefic animals is
used to evoke the Crucifixion without representing it.

It is more difficult to establish that the evocation of the Death and Resurrection
of Christ refers to his priestly function. Like the destroyed antependium of Verdun,
the gables of Visé and Amay are connected with the holy table. And the Pontifical
of Chartres, though dated much later than the first Mosan shrines, shows that Christ
standing and piercing the malefic animals of Psalm 90 (91) can implore both scenes,
the theophany and the Crucifixion that usually decorate the texts of the Preface and
of the Te igitur, at the same time. However, the gables of those shrines do not provide
iconographic or epigraphic clues, which would allow the same significance to be
attached to them.

It seems certain that both older examples of Christus Victor refer to the Resurrec-
tion, thereby offering the faithful an image of the paradigm of the saints’ victory over
death—since they are rewarded with a crown in the Visé shrine—as well as a model
for the future resurrection of their bodies, which are partly preserved in the reliquary.
This is all the more likely since the theme is brought up on three reliquaries of the True
Cross. The triptych of Liége establishes a strong correlation between the presence of
corporal relics and a quite realistic depiction of the resurrection of the saints. As for
both triptychs of the Dutuit collection, they evoke the Resurrection of Christ in the
form of the Visit of the Holy Women at the Sepulchre.

4.2 The Shrine of St Eleutherius in Tournai

The Eucharistic interpretation can however be assumed for both more recent exam-
ples: the shrine of St Eleutherius in Tournai and the second shrine of Stavelot. Christ
is enthroned and tramples a lion and a dragon in the Tournai shrine (fig. 9) and only

35 Lemeunier/Didier 1988, 122.
36 Verdier 1982, 74.
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Fig.10: Allegory of the
Church, Tournai, cathedral,
shrine of Saint Eleutherius,
roof.

Fig.11: Allegory of the Syna-
gogue, Tournai, cathedral,
shrine of Saint Eleutherius,
roof.

Fig. 9: Christus Victor, Tournai, cathe-
dral, shrine of Saint Eleutherius,
gable-end.

a dragon in the second shrine of Stavelot. In the former, he is also surrounded by
angels; one amongst them, at the top of the composition, holds the instruments of
the Passion (fig. 9). Unlike the shrine of Cologne, this one evokes the Second Parou-
sia without representing the other components of the Last Judgement, such as the
resurrection of the dead, the weighing of the souls, the corteges of the elect and the
damned, heaven and hell. But, as for the Cologne shrine, this is not the only possible
significance of this depiction, as the animals of Psalm 90 (91) refer to the Passion and
to the Resurrection. The theme of the Last Judgement has been associated with the
Passion and, more precisely, with the Crucifixion, as suggested by the inscription of
the reliquary of Visé. This choice is in line with the iconographic tradition initiated
in the Last Judgement of the southern portal of the Cathedral of Chartres where the
Judge appears under a cross, next to both main protagonists of this event: the Virgin
and John the Evangelist.>”

On the roof of the shrine of Tournai, the theme of the Crucifixion is also referred
to by the personifications of Ecclesia and Synagogue, who very often accompany the

37 In the depiction of the Last Judgement, the link between Christ and the cross had been established
since the 10™ century, but it is on the southern portal of Chartres (ca. 1210) that it began to acquire
such an importance, cf. Angheben 2013.



100 —— Marcello Angheben

representations of this episode (fig. 10-11).3® The tie between Christ and Ecclesia is
all the more evident as she is situated on his right side while Synagogue is placed
to his left. Ecclesia holds a chalice, which is one of her main attributes. The accom-
panying inscription explicitly mentions the blood of Christ which cures the church:
“Presidet Ecclesia Christi relevata cruore”. In this context, the chalice reinforces the
link between Christus Victor and the Crucifixion, as the blood contained in the chalice
stems from the wound in the side of Jesus’ chest. More surprisingly, instead of holding
the Tablets of the Law or the instruments of the Passion, Synagogue holds an upside-
down chalice, following the example of the foolish virgins spilling the oil of their
lamps. This iconography clearly suggests that the offerings of Synagogue have been
refused (even if we ignore the contents of the chalice), while the sacrifice of Ecclesia
has been accepted. Given that the designer chose to assign a chalice to both Ecclesia
and Synagogue, which is absolutely exceptional, we can be certain that the visual pro-
gramme not only represents the Passion and the institution of the church as such, but
also places great emphasis on the Eucharist. This is all the more likely since, in Mosan
art, the representations of Ecclesia are generally connected with the sacrament.

In addition to the triptych of Florennes and the reliquary of the Holy Cross of
Tongres, mentioned previously, it is necessary to consider the portable altar of
Stavelot, where the allegory dominates a quatrefoil that evokes the cross, surrounded
by Old Testament scenes referring to the Eucharist and taken from the prayer Supra
quae: the sacrifices of Abel, Abraham and Melchizedek.>® A similar scheme can be
found in the stained-glass window of Chalons-en-Champagne that probably initially
decorated the axial window of the cathedral dedicated in 1150.%° Finally, in the cross
of Scheldewindeke (ca. 1170-1180), which we must imagine placed on an altar, the
allegorical figure of Ecclesia holds a chalice and, what is exceptional, a host marked
with a cross placed on a paten.** When she appears in the decoration surrounding the
altar, the personification of the church can consequently be interpreted as an evoca-
tion of the local community gathered around its first sacrament. And in the case of the
Tournai shrine, Ecclesia brandishes the chalice not towards the spectator but towards
Christ, making it similar to the gesture of the angel of the Supplices of Cologne, which
presents a chalice and a paten to Christ in the skies for him to consecrate the contents.

Based on this interpretation, we can understand another component of the shrine.
Its roof presents the Annunciation flanked by John the Baptist showing a medallion
with the Lamb of God. This depiction could evoke the Eucharist as hosts were often
decorated with the animal of the sacrifice. The same theme appears on the exterior of
the right wing of the triptych of Florennes. Furthermore, on the cross of Scheldewin-
deke, the medallion is held by an angel, thus associating it even more precisely with a

38 Verdier 1982 82-83; Asch 2013, 65-66.

39 Gudera 2003; Wittekind 2004, 51-172; Henriet 2016.

40 Fusier/Philippot 2005, 65-70.

41 Musées royaux d’Art et d’Histoire of Brussels, see Balace 1999b, 28.



Christus Victor, Sacerdos et Judex =—— 101

host. The most important aspect, however, is that the presence of Ecclesia and Syna-
gogue holding a chalice on either side of Christ suggests the Eucharistic interpretation
of Christus Victor, which we might then apply to other artworks.

4.3 The Stavelot Shrine

The second shrine of Stavelot does not contain epigraphic or iconic components
supporting this hypothetical priestly interpretation of Christ (fig. 12-13). The related
inscription refers to his capacity as a Creator and sovereign: SOLVS AB ETERNO CREO
CVNCTA CREATA GVBERNO. The presence of the college of the apostles might, on
the contrary, be connected to a prayer of the Canon of the Mass, the Communicantes.
This prayer invokes the intercession of the Virgin, the apostles and the saints, some of
whom are named. As rightly highlighted by Clemens Bayer, the apostles are listed in
the same order as in the Stavelot shrine, which thereby evokes precisely this specific
prayer.*? In addition, this might show specifically that the celestial church is present
in the middle of the terrestrial community at the moment of the Canon of the Mass.
In such a context, Christ might have held the role of the high priest, in addition to his
role as Creator and celestial sovereign proclaimed by the inscription.

If we consider the programme from a Eucharistic point of view, we can also inter-
pret some scenes of the life of Christ depicted on the roof in the same way. In the
Nativity, the manger adorned with filigree could have been assimilated with an altar.
In the Adoration of the Magi, the first one seems to hold a pyx, like both last kings of
the Cologne shrine. In the Presentation of Jesus at the Temple, the Virgin and Simeon
are holding the Child above an altar. Cups in the form of a chalice are laid on the table
of the Last Supper in which the Eucharist has been instituted. Finally, the personifi-
cation of the church holds a chalice in the Crucifixion (fig. 14).

4.4 The Problem of the Inscriptions

The iconographic clues provided by the shrines of Cologne, Tournai and Stavelot
suggest that their programmes refer both to the cult of the titular saint and to the
sacrament of the Eucharist celebrated on the altar for which the reliquary served as
an altarpiece. However, the epigraphy does not designate Christ as the high priest of
the celestial liturgy. The same applies to the examples in which this role is testified
to by the iconography and, sometimes, also by the context: the sacramentaries, the
missals, the Guennol triptych and the stained glass of the choir of the Cathedral of
Chalons-en-Champagne (ca. 1240-1250). The Evangeliary of the Sainte-Chapelle and

42 Bayer 2014.
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Fig.12: Stavelot, shrine of Saint Remacle.

Fig.13: Christ trampling the dragon, Stave-
lot, shrine of Saint Remacle, gable-end.

Fig.14: Crucifixion, Stavelot, shrine of Saint
Remacle.
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the northern portal of the west facade of the Cathedral of Bayeux may be added to this
list.** Only few exceptions clearly qualify Christ as a pastor or presul, as can be seen
on the lantern of Begon in Conques and on the portable altar of Augsburg, but not as
sacerdos.** Tt can thus be assumed that this function was obvious and did not need
such a specific inscription to clarify its meaning.

In the case of five Rheno-Mosan shrines, Christ is associated with generic inscrip-
tions glorifying his almighty power or his kingship. In the shrine of St Heribertus in
Deutz (1175), he holds a book quoting a passage from Exodus in which God reveals
his name to Moses, thereby establishing absolute equality between Father and Son:
EGO SVM QVI SVM.* In the shrine of Notre-Dame of Tournai (1205), the inscription,
which is only partly preserved, claims his royal status feared by the infernal world
and implored by the supernal order: REX EGO SVM ... ME TREMIT INFERNO MIHI
SUPPLICAT ORDO SVPERNVS.% The mention of hell possibly evokes the Last Judge-
ment since the angel’s hands are veiled and should therefore hold instruments of the
Passion, similar to those given to them by the restorer. In the shrine of Charlemagne in
Aachen (1215), Christ, inscribed in a medallion dominating the emperor, is presented
as the one who remains in his government and sets everything in motion: CVNCTA
REGENS STABILISQ[VE] MANENS DO CVNCTA MOVERI.*

In the shrine of Notre-Dame of Huy (ca. 1265), which is very similar to the one
of Stavelot, Christ pronounces the words of John’s Gospel (Jn 14,6): EGO S(VM) VIA
ET VERITAS ET VITA.*® And as already referred, the Stavelot shrine presents Christ
as a sovereign and as the Creator: SOLVS AB ETERNO CREO CVNCTA CREATA
GVBERNO. If we assume that Christ actually plays the role of a high priest, we must
infer from this that the designers did not find it necessary to specify this meaning
through the epigraphy. They would therefore have chosen the inscriptions to glorify
Christ’s almighty power so as not to exclude any aspect of his character and to be able
to integrate, in this manner, his power to transform bread and wine into his flesh and
his blood. This explanation is not fully satisfactory, especially since the inscriptions
of the Cologne shrine refer directly to the iconography. However, I can see no other
explanation for this divergence between image and text, unless of course the priestly
interpretation of Christ is erroneous.

This interpretation relies on three major points. Several altar decorations present
iconographic or epigraphic clues attesting to Christ’s priestly function, suggesting
that this signification can be applied to the majority of the works including a depic-
tion of Christ above the altar. The Christus Victor of the Chartres Pontifical shows

43 Gauthier 1976, p.160; Schlicht/Angheben 2016, 241-243.

44 Pour l'autel de Bégon, see Favreau /Michaud/Leplant 1984, 47-48.
45 Seidler 2013, 101.

46 Navez 2005, 124-127.

47 Deutsche Inschriften Online, DI 31 Aachen Dom (1992), n° 34.

48 Van den Bossche 2000; Lemeunier 2012, 20-23.
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that this theme was equally able to show Christ as a priest and as the crucified sacri-
fice. Finally, the Tournai shrine shows Ecclesia presenting a chalice to Christ and an
exceptional representation of Synagogue holding the same liturgical vessel upside
down. This interpretation can therefore be considered for this work and can also be
extended to the Stavelot shrine. It may also be carefully envisioned for the gable ends
of Visé and Amay, and for the depictions of Christ enthroned in the other Rheno-Mo-
san shrines.

4.5 Mosan Shrines and Sacred Space

We do not know in which direction the reliquaries set up behind the altars were ori-
ented, and, consequently, which side was visible to the clergy. The drawing of 1666,
showing the altarpiece of Stavelot, suggests that the gable end erected behind the
altar included a depiction of Christ, in this case accompanied by St Remacle. This
would mean that if the saint was not represented on the main side, he would only
have been visible from the rear, and that the faithful would have been invited to walk
around the altar, either by entering the ambulatory, if there was one, or by any other
specific device adapted to the needs of the community and to the constraints of the
architecture. For the first shrine of Stavelot, which was framed by an altarpiece, it
has been assumed that it was inserted into the wall of the ambulatory in such a way
that both gables could be seen respectively from the ambulatory and from the crypt.
However, it is however impossible to confirm this hypothesis.* Finally, it is possible
that on the occasion of the feast of the saint, the orientation of the shrine was tempo-
rarily inverted in order to make the saint’s image visible to the clergy.

Whatever the case, it can be assumed that most of the time, the main side showed
Christ in Majesty. This hypothesis can be supported in particular for the shrines of
Tournai and Stavelot as one of the two gables is occupied by an isolated saint: Eleu-
therius in the former and the Virgin in the latter. It is indeed unlikely that the sight of
the divine figure would have been denied the clergy. If we suppose that the gable end
dedicated to Christ adorned the altar in the manner of an altarpiece, it would seem
obvious that the iconography and the inscriptions of these two reliquaries establish
a correlation between the terrestrial and the celestial church, embodying the latter in
the space of the sanctuary. Christ could then be associated with the priest celebrating
mass at the terrestrial altar and also with the bread and the wine he is about to sacri-
fice at the celestial altar, once they have been brought by the angel of the Supplices.
The angels surrounding Christ would reflect the clergy singing the Sanctus, right after
the Preface. Finally, the apostles and the saints depicted on the other sides would

49 This hypothesis was supported by Lambotte 2014. Doubts were expressed by D’Hainaut-Zveny
2014, 103-104. Kockerols 2016, 217, rejected this hypothesis.
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complete the image of the celestial church and echo the local community of faithful
gathered around his clergy. This is all the more likely since the architecture of the
shrine corresponds to the forms of a gothic church in such a way that the consecrated
space echoes the Heavenly Jerusalem which houses the members of the celestial
church.

During the time of the consecration, the ecclesiastical space would temporarily
become that of the union of the two churches, the terrestrial and the celestial one,
which will be reunited at the end of time. This connection, again, explains why the
theme of the Last Judgement was linked to Christ as high priest. Through the combi-
nation of images and texts connected to both the present and the future, the sanctu-
ary appears in any case as the place of the temporary unification of the two churches,
which announces their final and eternal union.
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Kristina Kriiger
St Michael’s at Hildesheim: Scripture Networks
and the Perception of Sacred Space

1 The Abbey and Church of St Michael’s

The abbey of St Michael’s was founded by Bishop Bernward of Hildesheim (993-1022)
on a hill north of the cathedral immunity.’ The founder conceived it as a monastery
following early medieval tradition, accomodating a convent of monks and clerics.
This is indicated by the history of the foundation as well as by the architectural layout
of the abbey church and the number of altars it housed, as Matthias Untermann has
recently pointed out.” The process of foundation began in 996 with the consecration,
in the north-eastern corner of what was to become the abbey precinct, of a chapel
(sacellum) dedicated to the Holy Cross in which canons were to do liturgical service
under the conduct of a provost (fig. 1). According to the date given on the foundation
stone found in 1908 under the south-western transept arm (fig. 16), the construction of
the great abbey church was begun in 1010. In 1013, Bernward had a monastic commu-
nity installed on the site (either in a preexisting residential building or in an already
finished section of the monastic complex), in 1015 the crypt under the western sanc-
tuary with the altar of St Mary was consecrated, and in 1022 the consecration of the
church was celebrated, although the building was not yet finished. Both consecration
ceremonies, in 1015 as well as in 1022, took place on September 29, the feast day of
St Michael, patron of the church, to whom the main altar in the western sanctuary
was dedicated. In that same year 1022, Bernward appointed an abbot as head of the
entire convent, thus bringing the process of foundation to an end, before he himself
died on November 20 1022. He was buried in the crypt, in a tomb in front of the altar
of St Mary, which he had prepared for himself while still alive (fig. 2).

1 Bernward von Hildesheim und das Zeitalter der Ottonen 1993, passim, esp. 2, ch. 8; Binding 2008 and
2013; Schulz-Mons 2010, 17-144. For the history of construction see Beseler in Beseler/Roggenkamp
1954; Cramer/Jacobsen/von Winterfeld 1993; Cramer/von Winterfeld 1995; Braune 2008; Lutz 2012.

2 Untermann 2012, 53-54. Around 1078/79, contemporaries were still aware of the twofold nature of
the convent of St Michael’s, as can be seen by the entry in the Chronicon Hildesheimense concern-
ing the monastery’s foundation by Bernward: Monasterium quoque sancti Michahelis construxit et
ex parte dedicavit, in quo et abbatiam et congregationem monachorum instituit (Chronicon Hildeshei-
mense, 852; on the date of the Chronicon see Freise 2000, 240-241).

This publication originated in the Collaborative Research Centre 933 “Material Text Cultures. Materia-
lity and Presence of Writing in Non-Typographic Societies” (subproject A05 “Script and Characters on
and in the Mediaeval Artwork”). The CRC 933 is funded by the German Research Foundation (DFG).
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Fig.1: Hildesheim, St Michael’s: Plan
of the abbey in 1729 with former cha-
pel of the Holy Cross (S. Lamberti
Pfarrkirche).
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Fig. 2: Hildesheim, St Michael’s: Plan and longi-
tudinal section of the church: crypt and altar of
St Mary consecrated in 1015 (red arrow); main
altar of St Michael consecrated in 1022 (green
arrow); tomb of Bishop Bernward (1022) (blue
arrow); original position of monks’ choir (green).

The convent had a hard time under Bernward’s successor, Bishop Godehard of Hil-
desheim, who—probably in an attempt to separate monks and clerics—transferred
the monastic community of St Michael’s to a place outside Hildesheim, and alienated
monastic property. Due to protests, the monks were called back after only a short
time, but a part of the alienations persisted® and we have no proof of what became of
the canons of the Holy Cross. They simply disappear from the sources, and from the
12® century onwards, the chapel in the north-eastern corner of the cloister is called
St Lambert’s church (fig. 1). However, the construction of St Michael’s carried on

3 See the letter of the second abbot, Adelbert, to Godehard’s successor, Bishop Thietmar, in Urkun-
denbuch, vol.1, 79-82.
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and the church was consecrated on September 29" 1033. The damage of a lightening
induced fire in 1034 is reported to have been repaired one year later.*

During the Reformation, the Protestants, with the support of the city council
gradually took possession of the church until the part of the church belonging to the
monastic community was restricted to the western crypt alone.” As a consequence
of this takeover and the ensuing disputes, the building and its liturgical furnishings
suffered severe losses due to deliberate destruction and lack of maintenance during
the 16t to 18t century (fig. 1).¢ After campaigns of reconstruction in the 19* and early
20™ centuries, the church was heavily damaged by bombs in 1945. Today it has in
many aspects been restored to its original form. It is a large basilica with transepts of
identical shape in the east and west, which finishes in the east with three short apses
and in the west with a deep sanctuary that rises above a crypt which is surrounded
by an ambulatory (fig. 3-4). Most of the columns and capitals of the nave, the upper
parts of the western sanctuary and the annex rooms above the ambulatory date from
the end of the 12% or the beginning of the 13" century.” With the exception of the
crypt, the apses, and the chapels at the outer end of the transept arms, the building is
unvaulted. Part of its former, rich liturgical furnishings and a comparatively import-
ant number of liturgical objects donated by the founder, Bishop Bernward, are still
preserved in situ or in other places in Hildesheim.?

2 Inscriptions and Artefacts in St Michael’s from the
Time of the Foundation to the 12" Century

In the following I will briefly review the inscriptions, artefacts, and liturgical fur-
nishings from the time of the foundation up to the mid-12* century, that subsist in
St Michael’s or are known to have been there, proceeding in a roughly chronological
order.? As there has been extensive publishing on many of the works of art in question
here, I have limited myself to the essential information on the artefact, the inscrip-
tion, the dating, and what we know about the original destination and function.

4 Chronica episcoporum et abbatum, 788 (15" c.); see also Schulz-Mons 2010, 161-162.

5 Alphei 1995, 45-47; Otte 2012, 315-323. This repartition of the church—with the crypt belonging to
the catholic parish, the rest of the building to the protestant one—still continues today.

6 Alphei 1995; Otte 2012; Bernward von Hildesheim und das Zeitalter der Ottonen 1993, vol. 2, 523-526.
7 Cramer/von Winterfeld 1995; Lutz 2012.

8 Bernward von Hildesheim und das Zeitalter der Ottonen 1993, passim, esp. vol. 2, ch.9; Brandt 2012;
Lutz 2012.

9 The stucco figures in the south aisle, which extend scrolls that originally were inscribed with the
Beatitudes, and the painted wooden ceiling of the nave are not included in this presentation, because
they postdate Bernward’s time. We have no indications about the original 11®-century ceiling, which
might also have had figural painting.



112 — Kristina Kriiger

Fig.3: Hildesheim, St Michael’s from the south-east.

Fig. 4: Hildesheim, St Michael’s:
Interior looking West.




St Michael’s at Hildesheim: Scripture Networks and the Perception of Sacred Space = 113

Bernwardkreuz: The so-called “cross of St Bernward” is alleged to be the one which
Bernward donated to his chapel of the Holy Cross founded in 996. According to his
Vita, he received three particles of a relic of the true cross as a gift from the emperor
Otto III, while the fourth particle was miraculously brought to him by an angel when
he was working on the fabrication of the cross. A strip of parchment inclosed with the
wooden particles has the words “lignu(m) d(omi)nicu(m)” written on it. The metal-
work of the cross dates to the mid-12" century, but includes earlier elements (i. e. from
before 1022). It has no inscription.*®

Foundation stones (fig.16): The foundation stone was discovered during reconstruc-
tion work under the south-eastern corner of the western transept in 1908. It bears the
names of one of the twelve apostles (s. Matheus) and of one of the twelve tribes of the
people of Israel (s. Beniamin) as well as the initials of Bernward (B Ep), a cross, and
the date 1010 (MX). A fragment of a second foundation stone found nearby is lost.™

Kostbares Evangeliar: The Kostbares Evangeliar is the most famous and perhaps the
most important among several illuminated liturgical books donated by Bernward to
St Michael’s. It is a Gospel book with a dedication verse to St Michael (on f. 231v°)
written by Bernward himself. The back cover (with an inscription and a Madonna in
silver repoussé work) and the double-page painting with the scene of the donation
of the book to the Virgin lively illustrate that it was destined for use at the altar of
St Mary in the crypt (fig. 5)."2

66 relics laid down in the crypt: According to the Vita Bernwardi, during the con-
secration of the crypt in 1015 66 relics were laid down, but we have no indication
concerning their location.*?

Inscription of consecration (see fig.12): A painted inscription reporting the con-
secration of 1015 was located on the inner ambulatory wall opposite to the modern
portal at the west end of the crypt. It was documented in an already fragmented state

10 Bernward von Hildesheim und das Zeitalter der Ottonen 1993, vol. 2, 588—589 (Martina Pippal). On
the legend of its miraculous fabrication and the altar and veneration of the Holy Cross in St Michael’s
see Gallist] 2012.

11 Bernward von Hildesheim und das Zeitalter der Ottonen 1993, vol. 2, 533-534 (Christine Wulf); Wulf
2003, 185-187; Biinz 2012; Untermann 2012, 43. On foundation stones in a wider perspective see Un-
termann 2003 and Keil 2014.

12 Bernward von Hildesheim und das Zeitalter der Ottonen 1993, vol.2, 570-578 (Michael Brandt;
Ulrich Kuder); for the inscriptions on the front and back cover see Berges 1983, 47-49; Wulf 2003,
181-183; on the manuscript in general Brandt (ed.) 1993; Kingsley 2014. See also, with special atten-
tion to the rendering of architectural space in the double-page dedication miniature, Wolter-von dem
Knesebeck 2016.

13 Vita Bernwardi, ch. 47, 778.
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Fig.5: Kostbares Evangeliar: double page with donation scene.
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Fig. 6: Bronze doors of Bishop Bernward (since 1035 installed in the west portal of Hildesheim
Cathedral).
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in 1939 and was lost due to war or reconstruction. According to Berges and Wulf, it
can be dated to the 11* or 12 century. Both think that it was probably executed in or
shortly after 1015. However, due to the inscription’s poor state in 1939, a firm dating is
no longer possible.™

Bronze doors (fig.6): A number of scholars consider the famous bronze doors of
Bishop Bernward, which were installed in the west portal of the cathedral in 1035, as
a work originally designed for St Michael’s. This is due to the door’s inscription which
reads:

AN(NO) DOM(INICE) INC(ARNATIONIS) MXV B(ERNWARDUS) EP(ISCOPUS) DIVE ME-
M(ORIE) HAS VALVAS FUSILES // IN FACIE(M) ANGELICI TE(M)PLI OB MONIM(EN)
T(UM) SUI FEC(IT) SUSPENDI

“In the year 1015 of the incarnation of the Saviour, Bishop Bernward, of blessed memory, had
these cast doors hung up in the front of the angelic temple for his remembrance.”

The location for which the bronze doors might have been destined in St Michael’s
church, however, is a question that is still under discussion.”

“Silbernes Bernwardkreuz” (fig.7): The “Silbernes Bernwardskreuz” is a smal-
ler crucifix of high quality, executed in silver and partly gilded. On its back, it
bears the names of the saints whose relics were deposited in it and the inscription
BERNVVARDUS PRESUL FECIT HOC. It is dated to 1007/22.1¢

Pair of candlesticks (see fig.14): A pair of exquisite candlesticks made of silver and
partly gilded carry both the same enigmatic inscription saying that they were cast on
demand of Bernward but are neither of gold nor of silver:

14 Berges 1983, 54—62; Bernward von Hildesheim und das Zeitalter der Ottonen 1993, vol. 2, 534-535
(Christine Wulf); Wulf 2003, 192-195; for a dating around 1150 see Ueffing 1996.

15 On the inscription see Berges 1983, 109-116; Wulf 2003, 189-192; on its technical execution Dre-
scher 1988, 71-75. For its interpretation see esp. the most pertinent remarks by von der Nahmer 1988.
The vast literature on the doors and their location has been summarized by Schulz-Mons 2010, 280—
352. For a possible location of the doors in St Michael’s see Untermann 2012, 62. Recently, Brandt 2017
has pleaded for St Michael’s as the doors’ original destination, while Lutz 2017 left the question open.
As a result of his recent excavations in the cathedral Kruse 2017, 204-206, proposes that Bernward
had the west end of the cathedral reconstructed—prior to Godehard who is credited with this by his
Vita—in order to locate the bronze doors in a newly created western portal—even if his Vita does not
attribute any building activities at the cathedral to Bernward. However, on the basis of the evidence
published, which rests largely undescribed in detail and open to interpretation, it seems difficult to
follow Kruse’s argumentation.

16 Bernward von Hildesheim und das Zeitalter der Ottonen 1993, vol. 2, 578-581 (Michael Brandt); Wulf
2003, 202-205; see also Lutz 2012, 221.
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Fig.7: Silver Cross of Bishop Bernward, obverse and reverse.

BERNVVARDVS PRESVL CANDELABRVM HOC //
+ PVERVM SVVM PRIMO HVIVS ARTIS FLORE NON AVRO NON ARGENTO ET TAMEN
VT CERNIS CONFLARE IVBEBAT

The candlesticks are similar to the ones seen on the dedication page of the “Kostbares
Evangeliar” by the side of the altar, but much smaller in height (42 cm). According to
Joseph Braun, the use of candlesticks on the altar is exceptional before the end of the
11" century. The Hildesheim sticks might also belong to the category of akolyths’ can-
delabra that were carried before the priest when he came to the altar in a procession
with his ministers in order to celebrate mass.'” However, with their exquisite tripods
in the form of lions’ paws or griffins’ claws and their shafts surrounded by vine which
delicate figures are climbing in, they seem to be made for standing rather than for
being carried.

17 Bernward von Hildesheim und das Zeitalter der Ottonen 1993, vol.2, 581-584 (Michael Brandt);
Kingsley 2012; Frese 2015. For the inscription see Wulf 2003, 183-185; Wulf 2008, 8-9. For the place
of candlesticks in use at the altar see Braun 1924, 173-174; for the different types of candlesticks and
candelabra Braun 1934.
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Relics deposited in the capitals of the nave columns (fig. 8): Relics of diverse saints
were deposited in the capitals of the 12 columns of the nave. The relics were recorded
by inscriptions on the impost blocks above the capitals as can be seen in the two
eastern columns on the north side, where the original capitals subsist. When new
columns and capitals were executed in a restoration carried out before 1186, the relics
were transferred to the new capitals, and painted inscriptions probably replaced the
original engraved ones. The inscriptions were erased after the Reformation, but have
been documented in an early 16"-century manuscript.*®

Bronze column with monumental cross (fig.9): The famous bronze column depict-
ing Christ’s Passion in reliefs, arranged in a spiral around the shaft in the manner of
Roman triumphal columns, originally supported a monumental bronze crucifix. The
crucifix (and later also the capital of the column) was melted down by the Protestants.
There is no inscription on the column. However, there certainly was an inscription
on the crucifix, as on all crosses, crucifixes, and surviving metal works donated by
Bernward.”

Marble column with (bronze?) figure of St Mary (lost): A column of marble from the
island Prokonnesos in the Marmara Sea, not far from Istanbul, had its place in the
nave of St Michael’s up to the Reformation. Today, it belongs to St Magdalene’s church
in Hildesheim.?® A 16"-century document states that the column carried a figure of
St Mary, donated by Bernward. This figure was later melted down by the Lutherans in
1543.%* The wording of the document (conflaverunt) and the fact that the figure is men-
tioned along with the bronze Crucifix imply that it might have been a cast metalwork,
too, and not a wooden sculpture with silver or gold fittings.

18 Bernward von Hildesheim und das Zeitalter der Ottonen 1993, vol. 2, 538-540 (Hans Jakob Schuf-
fels), based on a record by Henning Rose, a monk of St Michael’s in the early 16" century (Hildesheim,
Dombibliothek Hs 123b); on the inscriptions see Berges 1983, 62-64 and 173; Wulf 2003, 200-202. For
the relics found in a capital from c. 1186 see Beseler/Roggenkamp 1954, 102, note 226.

19 Bernward von Hildesheim und das Zeitalter der Ottonen 1993, vol. 2, 540-548 (Rainer Kahsnitz).
The bronze column is first mentioned c. 1510 in a chronicle written by Henning Rose (see preceding
note), stating that it was “erected by St Bernward”, see Giese 2012, 263-264, note 41. The crucifix
was destroyed in a protestant iconoclasm in 1543 (Giese 2012, 252), the capital melted down in 1650
(Schulz-Mons 2010, 481).

20 Bernward von Hildesheim und das Zeitalter der Ottonen 1993, vol. 2, 549-550 (Arne Effenberger).
21 The figure of St Mary is known from an addition by Henning Rose (see note 19) to ch. 8 of the Vita
Bernwardi in which he extends the list of artefacts donated by Bernward according to his own knowl-
edge, see Giese 2006, appendix III. 3., 114: Imagines quoque diversas [...], de quibus in ecclesia sancti
Michaelis imagines crucifixi necnon sanctissime dei genitrice reperiuntur [...]. A later marginal note
to this states: S(ancti) Barw(ardi) b(eatae) virg(inis) imagi(nem) cives Lutera(ni) 1543 confla(verunt)
(Hildesheim, Dombibliothek, HS 123b, f. 8v°). On the iconoclasm of 1543 see Otte 2012, 318. According
to documents of the 1618 century, the marble column then had its place in the nave to the west of
the altar of the Holy Cross.
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Fig. 8: St Michael’s: Inscription naming the Fig.9: Bronze Column of Bishop Bernward
relics deposited in one of the capitals of the (capital dating from the 19* century; monu-
nave columns. mental crucifix on top lost).

Wheel-shaped chandelier (lost): A chandelier donated by Bernward, like the one he
had executed for the cathedral, is attested to have hung in the nave. It disappeared
during the Reformation.*?

Tomb and tomb slab (fig. 10; see also fig.13): Bernward’s tomb in front of the altar
of St Mary in the crypt carries several inscriptions which he himself conceived during
his lifetime and in which he speaks to us. On the tomb slab, he complains about the
narrowness of the grave, his being reduced to ashes and not having well discharged
his duties as a bishop, and asks for intercession on his behalf. In the inscription on
the sarcophagus, which paraphases a passage of the book of Job, on the contrary, he
shows himself confident of salvation.??

Venite concives-inscription (see fig.13): An inscription on a stone slab, executed in
tall letters, exhorts the citizens of Hildesheim to come and pray and remember their
Bishop Bernward (i. e. his tomb in the crypt of St Michael’s):

22 Gallistl 2004, 275-277, based on abbot Johann Jacke’s report about destructions in the church from
1662, and on a manuscript from 1768 (Dombibliothek Hs 114b), which refers to the chandelier as hang-
ing above the bronze column.

23 Berges 1983, 90-100; Bernward von Hildesheim und das Zeitalter der Ottonen 1993, vol. 2, 590, 604
(R. Kahsnitz); for the dating 1022 see Wulf 2003, 195-200. On the interpretation of these inscriptions
see, among others, von der Nahmer 1988; Wulf 2008, 13-16; Frese 2015.



120 — Kristina Kriiger

VENITE CONCI/VES NOSTRI / DEUM ADORA/TE VESTRIQ(UE) / PRAESULIS / BERN-
WARDI / MEMENTOTE
“Come our citizens, pray to God, and remember your Bishop Bernward”

By virtue of its message and the size of the letters, its original location is likely to
have been on the outside of the building, near the church portal or maybe even at the
monastery gateway. On epigraphical grounds it may be dated to the first half of the
11™ century.*

Choir screen (fig.11): The choir screen, of which only the northern part survived,
was executed after the sanctuary platform had been extended into the crossing in
order to house the monks’ choir, probably at the end of the 12® century. It is deco-
rated with stucco reliefs of apostles and saints, which are a common decor for choir
screens. Therefore, it is very well possible that the 11™-century screen, which must
have existed in the same place but at nave level, had a quite similar appearance.?

3 Artefact Networks

What picture emerges from this overview? First of all, most of the inscriptions are not
elaborate verse tituli, but just give some rather plain information. The most ambitious
as to form and content are the tomb inscriptions. The more elaborate inscription on
the candlestick we do not fully understand.

There are a number of recurrent themes that are addressed by the inscriptions.
These are the consecration of 1015 (fig. 12: inscription of consecration, bronze doors,
Kostbares Evangeliar), Bishop Bernward as a founder (all inscriptions, foundation
stone, cross, liturgical books, candle sticks, door + artefacts with lost inscription), and
his tomb in the crypt (fig. 13: tomb slab + sarcophagus, Venite concives-inscription,
door). However, even inscriptions of similar content are little related to one another in
form and wording. Saints and objects of veneration that are addressed by the inscrip-
tions several times or represented by painting and sculpture are St Mary (Kostbares
Evangeliar, lost figure on marble column, door, relic inscription, inscription of conse-

24 Today, the stone slab measuring 107.5x 89 cm is inserted into the south wall in the interior of
the south arm of the eastern transept. The letters have a height of almost 10 cm and originally had
some kind of (coloured?) inlay. On the inscription see Berges 1983, 102; Bernward von Hildesheim
und das Zeitalter der Ottonen 1993, vol. 2, 13-14 (Christine Wulf); Wulf 2003, 206-207; Schulz-Mons
2010, 270-275. Wulf’s arguments for Bernward himself as the author and for a date before 1022 seem
not altogether plausible. Instead, the convent of St Michael’s might very well be the ‘speaker’ of the
inscription and have ordered the execution of the slab.

25 For former choir screens with reliefs of saints standing under arcades, dated to the 11%-century, see
Bale and Trier. On the location of monks’ choirs in general see Untermann 2009, 57-59.
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Fig.11: St Michael’s: northern part of 12t century choir screen.
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Fig.13: St Michael’s: artefacts relating to the tomb of Bishop Bernward.

cration), the Holy Cross (Bernwardkreuz, silver crucifix, bronze column (crucifix lost),
door), and the archangel Michael as well as other angels (Bernwardkreuz (indirectly),
inscription of consecration, door). Saints and themes are—at least partially—related
to each other, and they are related to the architectural space by their permanent or
temporary location, thus forming various flexible and interchanging networks. For
example, the inscriptions and images each point to the altars of the saints they are
naming or representing (fig. 14), and in doing so, they establish specific spacial rela-
tions. Moreover, we observe that the inscribed artefacts are more numerous in certain
areas than in others—especially in the crypt with the altar of St Mary and the tomb of
Bernward, and along the nave with the relics deposited in the columns. If we suppose
that the relics deposited in the crypt were arranged in a similar way as in the nave, i. e.
along a major route of circulation, they may have been located in the series of niches
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Fig.15: St Michael’s: axes of circulation and highlighted cult areas.

that are situated in the outer wall of the crypt ambulatory (fig.15). However, they
may, on the contrary, also have been assembled in one place—in an altar of All Saints
established in an axial chapel at the west end of the church, to which the ambulatory
originally may have led.?® Thus we can say that the inscriptions highlighted the main

26 Brandt 2017, 246247, believes that the relics were laid down in the altar of All Saints. However,
this altar is not explicitly mentioned in the note on the consecration of the crypt (Vita Bernwardi, 778).
According to the Chronicon coenobii S. Michaelis (16™/17" century) the abbots Segebert (d. 1079) and
Conrad (d. 1124) had their tombs ante altare omnium sanctorum sub choro fratrum. This means that the
altar was situated in the 12"-century extension of the crypt below the crossing with the monks’ choir.
In 1015, it would not have been situated in the crypt, but in the monks’ choir. Therefore, it either was
established only after the extension of the crypt or transferred there from another place in the crypt.
Since burial in the middle of the choir usually is only accorded to abbots known as reconstructors
or renovators of the sanctuary, the choir area or the church in general, the tombs are likely to have
been transferred, too. There are two possibilities for the location of an altar of All Saints. If it had
been situated in the western part of the crypt, its translation might have been caused by the new altar
dedicated to Bernward that was erected to the west of his tomb after his canonisation in 1192. Or it
might have had its place at the west end of the church, in an axial chapel to which the ambulatory
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axis of circulation, the main points of veneration and cult, and, maybe, also in a way
encircled the architectural space. However, all this does not convey a broader, more
profound meaning to the inscriptions themselves. Nor does a holistic pattern of inter-
pretation show up in the networks of relations and the possible arrangements of the
inscribed artefacts within the sacred space. It is therefore probable that we do not see
the whole picture but only a part of it. In order to make sense of the inscriptions and
works of art that seem to be yielding only fragments of meaning, we have to look for
sources providing us with complementary information.

4 First Source, First Step: Liturgy

Liturgy and liturgical activities such as divine office, lecture of the Holy Script, mass
celebration, processions, prayers, and chants, may add further layers of meaning to
artefacts involved in these activities as well as to the architectural setting in which
they take place. I will illustrate this by using the example of the commemoration of
Bernward on the day of his death.

As we have no records of how Bernward was commemorated before his canon-
ization in 1192, we are not informed about specific services, practices, and prayers
that may have been performed at St Michael’s according to Bernward’s will. But we
know what monastic communities usually did for a founder or abbot that was buried
in the church. On the anniversary day of his death, the two conventual masses in
which the whole community took part—morning mass and the main mass around
mid-day—were especially dedicated to his memory by prayers recited on his behalf.?”
At St Michael’s, main mass was usually chanted at the main altar, that of St Michael,
situated in the sanctuary just above Bernward’s tomb in the crypt (fig. 2), thus estab-
lishing a clear spatial relationship. On this occasion, if not generally so, morning
mass may have been performed at the altar of St Mary in front of Bernward’s tomb,
making the spatial relationship become even closer. But most important, on this day
the convent came to visit the tomb.?® The monks left the choir and took part in a pro-

originally had given access, as was the case in the cathedral of Hildesheim itself and in most other
churches with comparable crypt ambulatories. In this case, a large time frame for the destruction of
the axial chapel and the translation of the altar and the burials would open up, between the extension
of the crypt into the crossing prior to 1186 (Lutz 2012, 216) and the restriction of the convent’s area to
the crypt in the 17" century.

27 For the prescriptions concerning liturgical intercession for a deceased member of the community,
see the Cluniac customs of the 11" century, esp. the Liber Tramitis (1* half of 11 century), 276-277.

28 Such processions to the grave of a commemorated dead are modeled on the processions to the
altar of a venerated saint which were performed on his feast day after Vespers and Matins, see Rauwel
2014, 381. Since the vast majority of monastic or canonical customs which are preserved date from
after Bernward’s death, there is only written testimony of this practice from later times. Processions
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cession to the crypt where they assembled around the tomb and rehearsed psalms
and intercessory prayers on behalf of Bernward (e.g. Psalm 130, De profundis). In
doing so, they responded to the urgent request expressed by the inscription on the
tomb slab (fig. 10): “for the peaceful rest of my soul, (I beg) you to chant amen” (sit pia
pax aminae, vos et amen canite)! And as an answer to the intercessory prayers of the
convent on his behalf, the inscription on the sarcophagus hidden by the sepulchral
vault echoes Bernwards firm belief in his resurrection to eternal life: “For I know that
my redeemer lives ... and resurrected in my flesh, I shall see God, my saviour” (scio
enim quod redemptor meus vivit [...] et in carne mea videbo deum salvatorem meum).*
When connected by the intercessory action at the tomb, the two inscriptions, which
seem contradictory at first sight, reveal themselves as outlining a coherent sequence
of events. Bernward clearly conceived them in order to function in this very way.

5 Second Source, Second Step: Sacred Scripture

In the metaphorical language of the New Testament there are a number of allusions
to the church building. Saint Peter is addressed as “the rock on which the church will
be built” (Mt 16,18), the prophets and the apostles are called the foundation of the
church (Eph 2,20), and in the epistle of Paul to the community of Galata the apostles
John and James are referred to as columns (Gal 2,9). These passages have been inter-
preted as a direct reference to the church building since late antiquity and through-
out the Middle Ages, as has been shown in detail by Reudenbach.?® At St Michael’s,

to the grave on the anniversary day are documented for the Augustinian canons of Marbach, see Con-
suetudines Marbach, 250. At Marbach these processions are performed for each member of the com-
munity who is buried in the canons’ cemetery or elsewhere in the convent. The grave is also visited
in procession after morning mass on the 30 day after the burial, ibid., 247.—See also the additional
prescriptions for the commemoration of a dead monk introduced by abbot Isembert of Saint-Martial
de Limoges (1174-1198), which include a procession to the grave (“Chroniques Saint-Martial”, 335—
337; see on this Becquet 1986).—A close parallel to Bernward’s case is provided by the chronicle of
the Cluniac priory of Montierneuf at Poitiers (written 1101/07), where the anniversary of the abbey’s
founder is described in the manner of a saint’s feast, with the convent assembling for Vespers at the
founder’s tomb and celebrating the officium there (Recueil Montierneuf, 435); see on this Sauer 1993,
150-152.

29 See also Frese 2015. As Wulf 2003, 196, pointed out, these words, going back to Job 19,25-27, were
part of the office for the dead in the breviary and used for funerary inscriptions since late antiquity.
However, instead of belonging to the first reading of the first nocturn, they occur on two different
occasions in the officium mortuorum: as a response sung in the first nocturn (Credo quod redemp-
tor meus vivit: et in novissimo die de terra surrecturus sum: Et in carne mea videbo Deum salvatorem
meum.), and as the eighth reading of the third nocturn (Job 19,20-27), see: http://medievalist.net/
hourstxt/deadmatb.htm; http://medievalist.net/hourstxt/deadmatd.htm (last accessed 16.03.2018).
30 Reudenbach 1980. For relics deposited in architecture see Keller 1975, 105-108. Relics laid down in
the nave capitals of St Benedict in Montecassino are described in the Chronica monasterii Casinensis,
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Fig.16: St Michael’s: foundation stone.

the metaphor of the apostles as the foundation of the church was obviously decisive
for the conception of the foundation stone that was found in 1908 (fig. 16). However,
in inscribing not only the name of the apostle Mathew, but also that of Benjamin,
one of the twelve sons of Jacob after which the twelve tribes of Israel were named,
on the stone, Bernward chose an explicitly typological perspective.> This typologi-
cal approach interprets figures and events of the Old Testament as prefigurations of
figures and events in the New Testament, i. e. the tribes of Israel as precursors of the
apostles, and, in doing so, serves to incorporate the Old Testament into a Christian
eschatological view of salvation. Thus, by placing the inscription on the foundation
stone, Bernward opened up a category of space different from the ones we have been
dealing with so far—the history of salvation—in order to firmly root his foundation—
materially as well as spiritually—in this eschatological perspective of time and space.

6 Third Source, Third Step: Exegesis

There is not much exegetical literature dealing with architecture and sacred space in
any other than a metaphorical sense. De templo Salomonis liber by Bede the Venerable
(673/74-735), that was written around 730 and widely read during the Middle Ages, for
the most part, is not an exception to this rule. In his exegesis of the two records of the
construction of the temple by Solomon according to the vulgate (1K 6—7 and 2 Chr 3-7)

111, ch. 29, 401: In singularum columnarum eiusdem basilicae capitellis, tempore constructionis in aereis
pixidulis reliquiae [...] locatae sunt. We do not know if the description of the deposits (the relics were
inclosed in a small metal box which was inserted into a cavity operated into the top of the capital)
corresponds to what was found at St Michael’s in 1951 (see note 18), since there seems to have been no
documentation. Relics were also found in the nave capitals of St Godehard at Hildesheim in 1962; they
were inserted into small clay pots instead of metal boxes, see Engfer 1965.

31 This was also seen by Berges 1983, 51-52 and Biinz 2012, 82. However, they centered more on for-
mal aspects than on the question what idea guided this typological reference.
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Bede analyses the different meanings of the features of the building, its furnishings,
and the sacred vessels without regard to questions of space. In one passage, however,
in which he speaks about the different courts surrounding the temple (which are not
mentioned in 1 Kings, but only in later texts and by Josephus Flavius),?* he suddenly
insists on spatial relations and questions of access. His interest centers on the inner
atrium that was called the “court of the priests” (atrium sacerdotum) because the
priests and Levites performed their services there. This inner atrium surrounded the
temple on all sides but was most spacious in the east, in front of the temple (in faciem
templi), where the sacred sacrifices took place. Here, the bronze altar of burnt offer-
ings was located, here stood the ten bronze lavers for cleansing sacrificial offerings,
and here was the large Brazen Sea for the priests’ ritual purification. The atrium sac-
erdotum had an enclosure with a height of three cubits in order to deny access to the
temple to all except the priests, and only one door on the eastern side:*

Atrium ergo interius, quod vocatur sacerdotum, eo quod sacerdotes et Levitae in eo ministrarent,
ex omni parte erat templo circumdatum, sed ab oriente, unde templi ingressus, multo longius a
templo, quam a ceteris tribus plagis secretum, quia nimirum in ea plaga, id est in facie templi,
fiebant ministeria sanctorum. Ibi altare aeneum ad hostias Domino offerendas, ibi decem luteres
ad lavandas easdem hostias, ibi mare aeneum erat positum ad lavandas manus pedesque sacer-
dotum, cum ad ministrandum intrarent.>*

Bede explains how access to the different areas of the temple is related to the status
of the person and his or her purity: The Holy of Holies is accessible only to the high
priest and the temple itself only to ritually purified priests and Levites. Purified and
unpurified priests alike, Levites, and singers, stay in the atrium sacerdotum. Purified
Jewish men have their place in the inner portico of the outer court (in intimum atrium
basilicae maioris) and purified Jewish women in the outer portico (in exterius atri-
um).* In resuming the results of his interpretation of the temple’s courts, Bede then

32 On the complex questions related to Bede’s sources see Meyvaert 1996.

33 On the historical and archaeological reality of the Jerusalem Temple with its different courts and
forecourts and the regulations of access to them see Branham 2006 (with all relevant literature on the
subject).

34 Beda, De templo, 192 (see also PL 91, col. 775). “But the inner court, which is called the court of the
priests because the priests and Levites ministered in it, was completely surrounded by the temple but
on the east, from where one entered the temple, it was much further removed from the temple than on
the other three sides, because, of course, it was on that side, i. e. at the front of the temple, that the sa-
cred functions were performed. There it was that the bronze altar for offering victims to the Lord was
situated, there the ten wash-basins for washing these victims, and there the Bronze Sea for washing
the hands and feet of the priests when they went to perform their duties.” (Bede: On the Temple, 65).
35 Beda, De templo, 193 (see also PL 91, col. 775): Namque in sancta sanctorum ingrediebatur pontifex,
in ipsum templum sacerdotes purificati una cum levitis; in atrium sacerdotum sacerdotes purificati et
non purificati una cum levitis et cantatoribus; in intimum atrium basilicae majoris viri Judaei purificati
stantes et orantes sub divo, si serenum esset; si tempestas, in porticus proximas sese recipientes; in
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switches from the wording of the Vulgate to architectural terms applying to the church
and no longer speaks of the atrium exterior or the porticus but instead only of the
basilica grandis, thereby conceptually merging the temple and the church building
into one:

Unde apte basilica haec grandis, etsi plurimos capit, non eos tamen in interiora templi deaurati,
non ad altaris officium, non in ipsum saltim atrium sacerdotum intromittit, quia carnales quique
atque infirmi adhuc in ecclesia, etsi ob meritum castae fidei ac pietatis Deo devotae ad electorum
sortem pertinent, longe tamen abest ut illis aequentur qui cum fiducia probantur.>¢

Bede’s account of the courts of the Jewish temple thus ends in a statement on the
necessity of separating—Christian—priests from the faithful in the church, which is
backed by the authority of sacred Scripture. In this way, the atrium sacerdotum is
transformed from a forecourt of the temple of Jerusalem into a part of the church
building, from an area located in the open in front of the facade of the temple—in facie
templi—into a space reserved for clerics in the church’s interior.

After all we know about Bernward, there can be no doubt that the Liber de Templo
Salomonis was known to him and that he was familiar with Bede’s exegetical ideas
about the temple and its courts and their relation to the church building. What is the
outcome when we apply Bede’s interpretation to the church of St Michael’s?

If we set the atrium sacerdotum and the monastic choir—i. e. the western cross-
ing with the monks’ seats, closed off by screens—in one, as did Bede, the elevated
western sanctuary becomes the equivalent of the temple. The main altar dedicated to
saint Michael, which is housed by this sanctuary, is, according to Bede, to be equated
with the golden altar of incense situated in the main room of the temple in front of
the door to the Holy of Holies. The Holy of Holies itself, however, is no place on earth
but a metaphor for heaven—the superna patria, where God shall be revealed to the
blessed in the presence of the angels—, as Bede explains.>” The eucharistic sacrifice

exterius atrium mulieres Judaeae purificatae; in extremum atrium gentiles et Judaei qui nuper venerant
ex gentibus usque ad sextum purificationis diem. “For the high priest used to go into the Holy of Holi-
est, the purified priests together with the Levites into the Temple itself, the purified and non-purified
together with the Levites and cantors into the court, the purified men of Juda into the innermost court
of the greater hall, standing and praying in the open air, if it was fine, it not going into the colonnades
nearest them, the purified women of Juda into the outer court, the gentiles and the Jews who had
recently come from the gentiles, into the outermost court until the sixth day of purification.” (Bede:
On the Temple, 66—67).

36 Beda, De templo, 194-195 (see also PL 91, col 776). “Hence it is fitting that this great hall, even
though it holds the majority, does not, for all that, admit them to the inner parts of the gilded temple,
or to the service of the altar or even to the priests’ court itself, because even though all the carnal and
weak who are still in the Church have a share in the lot of the elect through the merit of pure faith and
of piety which is dedicated to God, nevertheless, they are far from being fit to put on a par with those
who have convincingly proved their fidelity.” (Bede: On the Temple, 69).

37 Beda, De templo, 177 (see also PL 91, col 762).
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Fig.17: St Michael’s: possible locations of bronze artefacts and relations among them (with the
Essen Madonna as a model for the lost bronze(?) Madonna).

performed at the altar functions as a connection to this heavenly sphere. Finally, the
nave is equated with the interior and exterior forecourts of the temple to the east of
the atrium sacerdotum, i. e. the monastic choir, which form the basilica grandis that
is destined to the ordinary faithful. All this is absolutely coherent and comes as no
surprise.

More interesting is what becomes of the artefacts in this scheme. If we assume
that the sanctuary is the counterpart of the temple, the western arch of the cross-
ing marks the facies templi. Furthermore, all bronze artefacts are likely to have been
located within the area of the monks’ choir in the western crossing (fig.17). The two
monumental columns carrying the crucifix and the lost figure of the virgin would
therefore correspond to Jachin and Boaz, the columns in front of the facade of the
temple. The lost wheel-shaped chandelier would have had its place in the crossing,
thus hanging “in facie templi”, that is in the same place where Bernward’s chande-
lier in the cathedral is reported to have had its place.?® And finally, the bronze doors
would have to be located, according to the inscription which they bear, in that same
“facie templi”, i. e. installed between the western piers of the crossing above the west
wall of the crypt, matching the engraved date of 1015, which was the year the crypt
was consecrated (fig. 18).*

What insights do we gain by considering St Michael’s church and its liturgical
furnishings as conceived according to the model of the Jerusalem temple? Does this

38 Vita Bernwardi, 761.

39 Several authors dealt with the expression in facie(m) templi of the doors’ inscription, coming to
different results concerning its meaning and a possible location of the bronze doors—or denying that
it had any topographical relevance at all, see Berges 1983, 115-116, Gallistl 2007/2008, Brandt 2010,
11-12, Gallistl 2015, esp. 83, and Lutz 2017, 180-181. So far, none turned to Biblical exegesis.
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approach shed new light on the artefacts and their inscriptions, does it provide us
with a better understanding of their meaning?

First of all, it transforms individual artefacts without any relation to each other
into an ensemble which is united by the same material—cast bronze—and destined
for a common location—the part of the church reserved for clerics or monks—, and
which, by referring to the temple of Solomon, gives meaning to the sacred space of
the church as a whole. Furthermore, the bronze artefacts display a variety of icono-
graphic relations, both among themselves as well as to other works of art and altars
in St Michael’s (fig. 17). This is especially true of the two bronze works placed on top
of a column, the crucifix and the figure of saint Mary, which, by their mediating role,
establish a close connection among two important altars situated on the main axis
of the church, the altar of St Mary in the crypt and that of the Holy Cross in front of
the eastern crossing. While the bronze and marble columns might represent Jachin
and Boaz erected in front of the facade of the temple, the crucifix and the Madonna
would be pointing—in an impressively monumental manner—to the central doctrines
of Christian faith, the incarnation of the son of God and the redemption through his
death on the cross. However, it is difficult to imagine them set up in facie templi,
i. e. within the monks’ choir in the western crossing: On the one hand, there would
hardly have been sufficient space, and on the other hand, the symmetrical disposi-
tion would have highlighted the inequalilty of the ‘pair’ with regard to the material
of the columns and their height. If the original arrangement indeed consisted of the
marble and bronze columns alone,*® an axial disposition with one of the columns
at the entrance of each of the two choirs would seem aesthetically more satisfying.
At the same time, it would also be more convenient in regard to the location of the
respective altars—St Mary in the western crypt and the Holy Cross at the east end of
the nave. Integrated into the front of the choir screens, they would have been very
well visible to monks and laymen alike.

The bronze doors were tightly linked to the crucifix and the Madonna on the two
columns—visually as well as theologically—by their material and their images. Due to
the iconography of their reliefs and the theological message conveyed by them, close
connections also existed to the main altar dedicated to the archangel Michael and all
the angels, as well as to the altar of St Mary in the crypt. In fact, the full impact of the
theological meaning of the bronze doors as a symbol of the door of paradise that was
sealed off by the original sin and re-opened by the incarnation of Christ, only unfolds
if they are located in front of the main altar, where the sacred space of the church and

40 The late medieval German Vita Bernwardi also attributes the donation of a calc-sinter column in
the cathedral, the so-called “Irmensul”, to Bernward, see Giese 2012, 252, 257 (appendix 3.3.). Since
late medieval times it had its place in front of the stairs leading up to the canons’ choir, see Kratz
2013, 260-265. The report on the 1543 iconoclasm in St Michael’s mentions a marble column, which
was removed (“weggenommen”, see Otte 2012, 318). It is unclear, if this column is identical to the one
that has been preserved.
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Fig.18: St Michael’s: Bronze doors between the western piers of the crossing.

the heavenly sphere—the superna patria—establish a salvific communication during
the celebration of the Eucharist in presence of the monastic community. The doors’
location above the altar of St Mary would not only show their intimate connection
with Mary, whose role as the mother of God is fundamental to the story of salvation
which is recounted on the doors’ reliefs; but the doors’ position above the altar would
also translate their theological relation to St Mary into a stringent spatial relation.
If the doors were once installed in facie templi, the dedication page of the “Kostba-
res Evangeliar”—showing the Madonna enthroned behind her altar and framed by
two door wings—has to be understood as representing the bronze doors which, while
actually situated immediately above the altar, were projected on crypt level with their
wings wide open in a spatial arrangement not far from reality (fig.5).** And finally,
when set up in front of the sanctuary, i. e. between the piers of the crossing above the
crypt, the doors’ inscription would for the first and only time be completely coherent
with regard to its content, its figurative meaning and its dating to the year of the con-
secration of the crypt.

41 For the dedication page, the spatial relations represented in it, and the architectural space of
St Michael’s, as well as its relationship to the bronze doors, see also Wolter-von dem Knesebeck 2016,
164-172.
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Fig.19: St Michael’s: inner sides of the western piers of the crossing with Bronze doors (drawing by
Christoph Forster).

There is no question that the outcome of applying Bede’s exegetical interpretation
of the temple to St Michael’s is contrary to our usual ideas about the appearance of
a medieval church interior. However, it seems premature to dismiss the relevance
of Bede’s interpretation for the internal organization and liturgical furnishing of
medieval sacred spaces without thorough further examination. On the one hand,
this applies to the material setting of the doors’ proposed location: The pilaster-like
wall piers regarding each other on the inner sides of the western crossing piers show
marks of repair at a height that corresponds to that of the bronze doors when installed
on the original level of the sanctuary (fig.19).#* On the other hand, this applies to
textual sources dealing with the church interior: Descriptions of works of art and
liturgical furnishings that refer to the front of the temple or the temple itself are not at
all rare during the 11" and 12" century—even if in most cases we only have the textual
sources while the artefacts themselves have perished.** Nevertheless, from this same
period monumental columns, menorah-like chandeliers with seven branches, and
bronze artefacts that are bearing evident similarities to the furnishings of the Jeru-

42 The actual (post-war) floor is about 18 cm higher than the original floor level, which is indicated
by the bases of the wall piers.
43 See e. g. the examples cited in Lehmann-Brockhaus 1938.
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salem temple are preserved not only in Hildesheim but also in Essen, Braunschweig,
Wiirzburg, Liittich, and Milan; such temple-related artefacts are also known to have
once existed in a number of further places, among which Corvey, Lorsch, and Saint-
Benoit-sur-Loire can be counted.** It is therefore very well possible that the temple as
a model—not for the architectural features of the church, but for the spiritual concep-
tion of the church interior as a sacred space and for its perception, its subdivision,
and its liturgical furnishings—was much more present in the minds of Bernward’s
contemporaries than we are accustomed to suppose.* If this is correct, scripture and
inscriptions had a four-fold role in constituting sacred space: Holy Scripture served
for laying out the foundations, exegesis for the conception of models, inscriptions for
creating an enclosure, marking the ground, and setting up barriers within and around
the sacred space; and, in conclusion, liturgy served as the enactment of the sacred.
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Michele Luigi Vescovi
Inscribing Presence

Script, Relics, Space in Salerno Cathedral

In Messages de Pierre, Vincent Debiais suggests that the “context” is one of the cru-
cial elements of the study of epigraphy and its mise en place. Semantically and con-
ceptually context could have different meanings. In the case of inscriptions, it could
be understood in the first instance from the perspective of space: the context of an
inscription is very much the space in which it is located—the space it occupies, its
support—and its visual, structural and topographical environment. Yet context cannot
be understood exclusively as the material setting of script: it could also be impalpable
referring, for example, to the cultural milieu, in terms of ideas or concepts embedded
within the script.! In epigraphy, script and space are strictly intertwined. Letters and
words populate a defined surface, for instance a slab, creating an inscribed space. At
the same time, the built environment is activated by these words. Words and inscrip-
tions have the potential to determine and characterise the viewing experience and,
through it, the functions and meaning of a given space.

The relationship between text and context takes on a specific connotation in rela-
tion to saints and their mortal remains. For example, painted or carved texts narrate
saints’ lives, often complementing hagiographical visual cycles; inscriptions mark
saints’ burials and celebrate their memory, sacralising and transforming monumen-
tal cityscapes.? Relics and holy bodies, as Patrick Geary argues, carry “no fixed code
or sign of its meaning” by themselves, therefore inscriptions, either on altars, church
walls or in the shining tesserae of mosaics, identify these remains, and through the

1 Debiais 2009, 65-91.
2 Favreau 1995; Damasus of Rome 2015, 39—-47.
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act of identification they validate their sacred nature.? The bond between words and
relics, however, is significant not only on a semantic level, as a mere tool for identifi-
cation. Ontologically, the saint’s inscribed name reveals its real presence—otherwise
invisible—through the medium of the relics. These, however, are only some of the
aspects of the “context” of inscriptions referring to saints. We might pursue further
questions related to the spatial and topographical dialogues created between the
inscribed words and the mortal remains. In terms of space and location, how and to
what extent do inscriptions interact with relics?

This article explores the above issues focusing on five inscribed slabs found in
the twentieth century in the crypt of Salerno Cathedral, which list the names of more
than fifteen saints whose mortal remains had been concealed in that space in March
1081. Exploring the ways in which these objects might have defined the topography
of the built environment and the relations between the inscribed names and relics, it
considers how script could have enhanced the presence of these holy figures, acting
as proxies for their mortal remains.

1 Salerno Cathedral as Inscribed Space

The cathedral of Salerno, constructed following the conquest of the city (1077) by
the Norman duke Robert Guiscard (1015-1085), can be defined, for the number and
quality of the inscriptions, as a Schriftraum, an inscribed space. As discussed by
Dorothy Glass, Valentino Pace, Francesco Gandolfo, Giuseppa Zanichelli and Chiara
Lambert, amongst others, these inscriptions reveal in the first instance a complex
network of patronage.* A twelfth-century viewer moving from the streets of Salerno
into the cathedral atrium would have first encountered on the portal lintel an inscrip-
tion mentioning a certain (unnamed) Duke and Jordan, prince of Capua, a likely cele-
bration of the peace reached between Robert Guiscard (Dux) and Jordan of Capua in
July 1083 (Fig.1):

May the Duke and the noble Prince Jordan of Capua rule with the people dwelling in a Salerno
ever-enduring.’

3 Geary 1990, 5; Cuscito 2012; Gagné 2010; Thung 2015, 172-205.

4 Glass 1991, 18-27; Gandolfo 1995; Gandolfo 1999, 20-27; Pace 1997; Braca 2003, 13—-49; Zanichelli
2012; Pace 2016; Zanichelli 2017; Lambert 2017.

5 DUX ET IORDANUS DIGNUS PRINCEPS CAPUANUS REGNENT ETERNUM CUM GENTE CO-
LENTE SALERNUM. Trans. by Bloch 1986, 87, note 1. For this interpretation see, most recently, Pace
2016, 11. Alternatively, if the prince is identified with Jordan II of Capua, who held the title between
1120 and 1127, the dux might refer to William, the last heir of Robert the Guiscard and duke of Apulia,
thus the inscription might date to the first half of the twelfth century (Braca 1994, 190-191). Gandolfo
1999, 24-25 instead has suggested that, while the inscription dates from the early phases of the Cathe-
dral, the lintel was inserted in its position only around 1130.
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Fig.1: Salerno, Cathedral Atrium, portal, detail of lintel and inscription.

After passing under this inscription and standing in the space of the atrium (Fig. 2),
the viewer would have been captured by another monumental inscription on the ped-
iment of the church’s facade (Fig. 3):

To the patron of the city Matthew, Apostle and Evangelist, the Dux of the Roman Empire Robert,
triumphant, at his own expenses.®

In this inscription, Robert Guiscard is directly referenced by his name and title, a
monumental proclamation of the legitimacy of his new rule in the city. Furthermore,
as highlighted by Armando Petrucci, this inscription “marks a new use of monumen-
tal writing for the conveying of a political message [...] expressed through innovative
aesthetic-formal solutions”.” The inscription affirms the recently established dyad of
power in the city: the terrestrial ruler, Robert, and the celestial patron, Matthew.® The
apostle is also mentioned in a third inscription on the lintel of the main portal (Fig. 4):

A church has been given to thee, O Apostle, by Duke Robert. In return for his merits, may he be
granted the kingdom of heaven.’

Other inscriptions populate this space, adding to the dense textual network of patro-
nage, such as those on the bronze door, attesting that it was donated by Landolfo and
his wife, and on the bell tower, which carries the name of Bishop Guglielmo (1137-
1152).1° Once at the interior of the church, the viewer would have encountered in the
apse a lengthy inscription celebrating Bishop Alfanus (r. 1058-1085) made in the third

6 M(ATTHAEO) A(POSTOLO) ET EVANGELISTAE PATRONO URBIS ROBBERTUS DUX R(OMA-
NI) IMP(ERII) MAXIM(US) TRIUMPHATOR DE AERARIO PECULIARI. Lambert 2017, 35 noticed
that in this inscription Matthew is elevated to the role of patron of the city.

7 Petrucci 1993, 3.

8 Pace 2016, 11.

9 A DUCE ROBBERTO DONARIS APOSTOLE TEMPLO / PRO MERITIS REGNO DONETUR ET
IPSE SUPERNO. Trans. by Bloch 1986, 83, note 2.

10 Braca 2003, 6473, 75-77.



140 —— Michele Luigi Vescovi

Fig.3: Salerno, Cathedral, facade, inscription.
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Fig. 4: Salerno, Cathedral, portal, detail of lintel and inscription.

decade of the twelfth century, as recently argued by Zanichelli.'* Only a few decades
later, Bishop Guglielmo added an inscription on the new choir screen that stated that
he raised the altar and enclosed it in order to prevent people from entering into the
sacred area.™

These inscriptions have long attracted the attention of scholars, as they evoke
networks of patronage, celebration and commemoration, populating and determin-
ing the sacred space of the cathedral, at both its interior and exterior. An additional
five marble inscriptions located in the crypt enrich our understanding of Salerno
Cathedral as a Schriftraum. Since their discovery in the second half of the twenti-
eth century under the floor of the crypt, their inscribed surfaces facing downwards,
they have attracted the attention of scholars.” On the one hand, these inscriptions
constitute a precious source for reconstructing hagiographical traditions in Saler-
no.’ On the other, each explicitly dated 1081, they are often discussed as the earliest
archaeological elements that can be linked to the reconstruction of the cathedral.”
However, many more issues still remain open to discussion, starting with their origi-
nal intended visibility. Were these inscriptions intended to be buried, exactly as they
had been found in the twentieth century, as recently suggested?*® If this is the case,
what implications might this have had on their visual appearance, that is, on the ways
in which the text is articulated on the written surface? And finally, whether visible or

11 Zanichelli 2012. The inscription and the apse decoration mosaic are the result of the restorations
of the mid-twentieth century.

12 Longo/Scirocco 2016, 199-204.

13 Carucci 1974.

14 Lambert 2017, 36.

15 Braca 2003, 17; Vaccaro 2017, 21.

16 Lambert 2017, 36.
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invisible, how might these inscriptions have related to the space of the crypt and to
the presence of the saints’ mortal remains it contained?

In what follows, the five inscribed slabs will be considered firstly in their textual
dimension, as the identificatory tool for the relics concealed in the crypt. This includes
an assessment of their relevance in the redefinition of the landscape and geography
of sanctity of Salerno. Secondly, I will explore the mise en espace of these inscrip-
tions, considering the spatial and topographical nexus between words and relics, and
how the slabs themselves could have embedded the memory of the consecration of
the crypt. Finally, I will turn to their iconic dimension, questioning how, through their
visuality, words made palpable the praesentia (presence) of the saints listed on the
marble surface, that is, the relationship between the physical, inscribed word, and
the sacred organic remains.

2 Inscriptions, Saints and Hagiographical Traditions

The five marble slabs are currently preserved in the crypt. The crypt itself, while
substantially modified at the beginning of the seventeenth century and re-vested in
marble around 1732, still maintains its original medieval footprint." After their re-dis-
covery, three of the inscribed marble slabs were installed in the Cappella delle Reli-
quie, a chapel in the north wall of the crypt built on that occasion. The first inscription
(75 x130.8 cm), mounted on the west wall (Fig. 5), reads:

+ HIC REC(ON)DITE SUNT R(ELIQUIAE) * S(AN)C(T)O/RU(M) - C(ON)FESSORUM EL/-
PI/DII * /CIO/NII / ELPI/TII - /| ET-AY/STERH / A DOMNO ALFANO AR/CHIEP(ISCO-
P)O * TE(M)PORIBUS / DO(MI)NI ROBB(ERTI) * EXIMII DUCIS / ANNO D(O)M(IN)ICAE
INCARNATIO/NIS - MLXXX¥ - M(EN)SE M(A)R(TIO)

Here are concealed the relics of the holy confessors Elpidius, Cionius, Elpitius and Austerius by
the lord Alfanus archbishop at the time of the Lord Robert distinguished duke. In the year of the
incarnation 1081, in the month of March.

All the inscribed slabs present a similar text. In March 1081, the archbishop Alfanus,
in the presence of Robert Guiscard, placed the remains of the saints in the cathedral
crypt. These inscriptions are remarkably different from the epigraphic corpus at the
exterior of the building. The role of Robert has shifted from donor and patron to a
simple witness; moreover, in their textual composition, they do not show the liter-
ary complexity and sophistication of the inscriptions discussed above. Instead, they
echo the formulary used in contemporary documents.*® The only major textual varia-
tions amongst these inscriptions relate to the names of the saints. The first function of

17 For the transformations of the crypt: Restaino 2012.
18 Lambert 2017, 37.



Inscribing Presence = 143

Fig.5: Salerno, Cathedral, crypt, slab of the
Confessors (Elpidius [...]).

these texts was indeed to identify the holy mortal remains, connecting semantically
the relics with their respective saints. However, the inscriptions do not provide any
further details about these holy figures. For this reason, in order to reconstruct their
hagiographical traditions, following the work of Amalia Galdj, it will be necessary to
refer to what is recorded in the Chronicon Salernitanum, written in the second half of
the tenth century, and in the so-called Breviarium, a liturgical collection attributed to
the bishop Romuald II Guarna (1152-1181), transmitted in a fifteenth-century manu-
script.”®

The first inscription mentions the name Elpidius, traditionally identified as a
bishop of Atella, a site between Naples and Capua. His cult was associated with those
of the presbyter Cionius and the deacon Elpicius. While it is not known when the
bodies of the three saints were translated to Salerno, this slab is the earliest evidence
of their cult in the city.?® In the same inscription we find also Austerius (or Eusterius),
whose name was later removed from the slab, mentioned in the Breviarium as bishop

19 Galdi 1994; Galdi 1996; Galdi 2000; Galdi 2002-2003.
20 Carucci 1974, 50; Galdi 2000, 118-122.
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of Salerno.”* The cult for this saint predates the eleventh-century reconstruction of
the cathedral, as a 1056 donation mentions a church dedicated to his memory, identi-
fied with a chapel in Valle di Olevano, 30 km east of Salerno.?

On the floor at the centre of the chapel, the second inscription (69.3 x 138.6 cm)
presents the names of six holy confessors (sanctorum confessorum): Cirinus, Val-
entinianus, Quingesius, Bonosus, Priscus and Grammatius, the latter has been sub-
sequently deleted (Fig.6).2> According to the Chronicon Salernitanum, the bodies
of Cirinus and Quingesius had been translated in the mid-ninth century by Bishop
Bernard (849-860), from Faiano, located 20 km east of Salerno, to the church ded-
icated to their memory in the city.?* Furthermore, while the Breviarium does com-
memorate them as confessor saints from Salerno, it does not mention whether they
were bishops.? Conversely, the same manuscript explicitly commemorates the other
three saints mentioned in this inscription (Valentinianus, Bonosus, Grammatius) as
bishops of Salerno.?® Finally, while the inscription does not mention explicitly the
origin of Priscus, in the local liturgical tradition he is commemorated as the first
bishop of Nocera, but the circumstances in which his remains were translated to
Salerno are still unknown.?”

On the east wall of the same Chapel, a third inscription (71.1x 124 cm) lists the
bodies (corpora) of the virgins Marina and Constance, and of the sisters of saint
Priscus, here explicitly called bishop of Nocera (Fig. 7).?® These saints do not have a
proper hagiographical tradition, the sole information transmitted by the Breviarium is
the day of their liturgical commemoration (28 January).*® A fourth inscription is found
in a caveau in the central apse of the crypt, visible through an iron grille (Fig. 8). It

21 Galdi 2000, 101.

22 Carucci 1974, 51; Galdi 2000, 108-109. Another donation to the bishop of Salerno, apparently dated
968, mentions the church “in onorem Sancti Eusterii martiris”. This document, however, is a forgery
(Giordano 2014, 8-11).

23 t HIC REC(ON)DITE SUNT R(ELIQUAE) S(AN)C(T)ORU(M) / CONFESSORUM - CIRINI -/
VALENTI/NIANI / ET QUINI/ESI -/ A DOMNO ALFANO ARCHIEPIS/SCOPO - TEMPORIBUS
DOM/NI ROBBERTI EXIMII DUCIS -/ ANNO AB INCARNATIONE DOMI(NI) - MLXXXI * M(EN)-
SE M(ART)I / S(ANCTUS) BONOSUS / S(ANCTUS) PRI/SCUS / EFSANETYS) /| GRAAMATHES).
24 Galdi 1994, 9-10.

25 Galdi 2000, 101-102; Carucci 1974, 49.

26 Galdi 2000, 101; Carucci 1974, 48-49.

27 Galdi 2000, 114-117; Carucci 1974, 50.

28 + HIC REQUIESCUN(T) / CORPORA S(AN)C(T)ARU(M) / VIRGINUM MA/RI/NE :/ CON/
STAN/TIAE * / ET SORORU(M) S(ANCTI) PRI/SCI NUCERINI EPI(SCOPI) -/ REC(ON)DITAE A
DO(MI)NO / ALFANO ARCHIEPI(SCOP)O / TE(M)PORIBUS DO(MI)NI / ROBBERTI EXIMII /
DUCIS - ANNO D(OMI)NI/CE INCARNATIONIS * M/LXXXI ‘M(ENSE) M(A)R(TIO). The unusual
ductus of AE of reconditae might suggest that it is a mistaken E which has been subject to an attempt-
ed correction (recondita). Furthermore, the passage soror(um) s(ancti) could be read as soror v(irgo):
for this interpretation see Lambert 2017.

29 Carucci 1974, 50; Galdi 2000, 124.
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Fig. 6: Salerno, Cathedral, crypt, slab of the Fig.7: Salerno, Cathedral, crypt, slab of the
Confessors (Cirinus [...]). Virgins.

lists the names of the martyrs Fortunatus, Caius, Anthes.?° The Chronicon Salernita-
num attests that Bishop Bernard (849-860) translated their remains, from a suburban
church dedicated to them near the river Irno, to the church of San Giovanni (whose
construction started at the time of his predecessor Pietro) inside Salerno’s city walls.>*
Following this translation, there is no evidence for the cult of these saints until they
appear again in this inscription.?? The identification of the fourth saint listed in this

30 + HIC REC(ON)DITE / S(UNT) - R(ELIQUIAE) S(AN)C(T)ORU(M) - MAR/TIRU(M) - FOR/TU-
NA/TI/GAII*/ AN/THES * / ET FE/LICIS:/ ADO(MI)NO ALFANO / ARCHIEP(SCOP)O * TE(M)-
PO/RIBUS DO(MI)NI ROBB/(ER)TI EXIMII DUCIS ANNO DOMI/NICE INCARNATIONIS -
MLXXXI / M(ENSE) M(A)R(TIO).

31 Galdi 1994, 10-12. A different tradition is suggested by the Breviarium, according to which the
translation was carried out at the time of prince Gisulf, that is, at the same time of the translation
of Matthew, in the mid-tenth century. However, it is more likely that the translation was carried out
during the ninth century. Carucci 1974, 32-35.

32 Galdi 1994, 17.
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slab, Felix, is unclear. In an anonymous hagiographical narration, a bishop of Thib-
iuca (Carthage) with this name is associated with the three patrons of Salerno, For-
tunatus, Caius and Anthes.®® But Felix could be also identified with the priest and
confessor whose body had been translated by Bishop Bernard, mentioned above, to
the church of San Salvatore, Salerno.

The fifth inscription, located within the tomb of St Matthew at the centre of the
crypt, is currently not visible. The wording follows the same structure as the other
inscriptions, presenting only minimal variations and explaining that the body
(corpus) of Matthew was concealed by the archbishop Alfanus in the presence of
the august emperor Michael and the duke Robert.>® The emperor mentioned here is
likely an imposter, claiming to be the former Byzantine emperor Michael VII, deposed
during a military coup in March 1078.3¢ In the inscription on the facade of the cathe-
dral, Matthew is mentioned as the patron, while the text in the crypt attests to the
presence of his body. According to his translatio, contained in a manuscript dating
from the second half of the eleventh century, Matthew’s body was found in 954, after
the saint appeared in vision to a woman living not far from Paestum, and it was subse-
quently obtained by the prince Gisulf of Salerno.*” The presence of the saint is attested
to in a 1032 document, addressed to the cathedral, “the church of the blessed apostle
and evangelist Matthew, whose body we truthfully believe to possess”.>® The body
was then found again during the Norman reconstruction of the crypt, as attested to by
a letter dated 18 September 1080.%°

The similarities between the five inscriptions do not relate exclusively to their
textual components. The slabs have been carved out of precious marbles and stones,
probably spolia, thus reusing materials from earlier monuments, a practice employed
elsewhere in the church during the Norman reconstruction. Similar in dimensions,
all but one slab contain at their centre a fenestella confessionis, that is a circular or
square hole with a diameter of circa 16 cm. Furthermore, the script on the different
slabs is very similar, and presents many epigraphic connections also with the inscrip-
tion of the church portal. Thus, the crypt inscriptions were likely carved when the

33 Galdi 1994, 20-29; Galdi 2000, 155.

34 Galdi 2000, 103-104.

35 + HOC CORPUS GLO/RIOSISSIMUM MA/THEI APOSTOLI ET / EVANGELISTAE EST / HIC
RECONDITUM / AB ALFANO ARCHI/EP(ISCOP)O PRE/SENTE MIC/HELE IMPERATO/RE
AUGUSTO / ET DUCE ROBBERTO / ANNO DOMINICAE INCARNATIONIS / MLXXXI IV IND.
M. M.

36 The Emperor, after his deposition, joined the monastic community of St John Studios in Constan-
tinople, ending his life as archbishop of Ephesus (Loud 2000, 213-214).

37 For a critical discussion of the hagiographical traditions related to St Matthew in Salerno, see
Galdi 1996.

38 “in ecclesia Beati apostoli et evangeliste [M]athei, cuius corpus veracissime optinere credimus”
(Giordano 2014, 31-32); see also Vaccaro 2017, 22.

39 Galdi 1996, 71.
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Fig. 8: Salerno, Cathedral, crypt, slab of the
i Martyrs.

relics were concealed in that space (or shortly beforehand), probably in the year 1081
as reported on the slabs themselves.*°

The combined analysis of the inscriptions and the hagiographical traditions not
only offers significant insights into the location, transfers and displacements of these
holy bodies and relics before and after the reconstruction of the cathedral; it suggests
a rationale for the arrangement of the saints’ material remains within the space of
the crypt. Of the five inscriptions, four are related to at least three saints simultane-
ously buried underneath each of them: two are dedicated to the confessors, one to the
martyrs, and one to the virgins; the fifth slab refers to Matthew alone. Furthermore,
understanding these inscriptions as hagiographical sources themselves allows us to
formulate a working hypothesis related to the shifting definition of sacred geography
in Salerno between the ninth and the eleventh centuries. Of the relics and bodies of
the sixteen saints listed, at least six had been translated into the city during the ninth
century (but not to the cathedral) by Bishop Bernard.** Furthermore, seven of these
saints, namely Cirinus, Quingesius, Felix, Fortunatus, Caius, Anthes and Austerius,

40 All the inscriptions present the following similarities: A with straight or angular medial crossbar;
vertical short strokes at the extremities of T; short horizontal strokes at the top of A. Furthermore,
uncial and/or square E appear in all the inscriptions with similar ductus. The shapes of G, A and T in
the crypt inscriptions and on the portal present many similarities.

41 For these translations, see Galdi 2003.
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previously buried at other sites, are related for the first time to the cathedral through
these inscriptions. Due to lack of documentation, it is difficult to ascertain beyond
any reasonable doubt whether these inscriptions attest to the situation before the
Norman reconstruction of the cathedral, or if all these saints were translated to it by
Bishop Alfanus around 1080. However, if the latter proves correct, these translations
would have reshaped dramatically the sacred topography of the entire city, consoli-
dating it within the cathedral crypt. Secondly, the inscriptions themselves dedicated
to the confessors, in addition to what can be argued in relation to the translation
and deposition of their mortal remains, suggest that Alfanus, in this instance at least,
re-defined episcopal commemoration in Salerno.*? If the hypothesis presented here
proves correct, the case of Salerno would not be an isolated case and it should be
inserted into a wider tradition attesting to the dynamic reshaping of the sacred topog-
raphy of a city within the episcopal see. For example, in the mid-tenth century, the
archbishop of Ravenna, Peter IV, translated to the city’s cathedral the body of one of
its first bishops, Probus, from the church dedicated to his memory, together with the
remains of seven other bishops. Also in this case the bodies were located in a crypt,
built specially for that occasion.*?

3 Relics and Bodies

The inscriptions do not only name and identify the saints present in the crypt through
their relics, they also define and clarify the nature of their mortal remains. In rela-
tion to Matthew, Marina, Constance and the sisters of Priscus (Fig. 7), the inscriptions
mention their bodies (corpora), while the remains of all the other saints are defined
as relics (reliquiae). Considering that the textual structure of the different inscriptions
presents only minimal variations, is this distinction between relics and bodies a con-
scious decision? In a text written to celebrate the arrival of relics at Rouen, sent by
St Ambrose, the bishop Vitricius (393-407) stated that “there is nothing in these relics
that is not complete”; furthermore “Let no one, deceived by vulgar error, think that
the truth of the whole of their bodily passion is not contained in these fragments”.*
From the theological perspective evidenced in these words, each part of the body of
a saint is the whole body. If this is the case, is the semantic variation between relics
and bodies in the inscriptions significant? Across time, different terms have been
adopted to refer to the remains of saints, reflecting the shifting attitude towards these
very materials. When Constantina, wife of the emperor Maurice, requested the head
of St Paul, Gregory the Great replied in a letter (594) explaining that the Romans

42 Galdi 2002-2003, 14.
43 Tosco 2016, 60-61.
44 Quoted and discussed in Bynum 1995, 107.
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never disturb the tombs of saints and that they do not distribute corporeal relics. In
his missive, the pope refers to reliquiae as both corporeal remains and objects that
had come in contact with bones and bodies of saints. As argued by John McCulloh,
“reliquiae were spiritually, if not physically, equivalent to bodily remnants”.** Relics,
whether physical remains or objects invested by contact with saints’ bodies could be
moved and translated, carried to gain personal protection, offered to reinforce links
between religious and lay communities.*® Furthermore, early medieval sources, as
highlighted by Caroline Goodson, suggest the idea of a “rhetorical fluidity of words
like corpora, ossa, reliquia and membra, used with only minimal distinction in guides,
epigraphy and references to relics”.*” Can we attribute the variation between corpora
and reliquiae in the Salerno inscriptions to such a “rhetorical fluidity”? In other
words, are these terms invested with the same substantial meaning?

Another inscription, found in 1948 in the atrium of the cathedral, might suggest a
potential solution to these questions. The inscription dates from 1078 and attests that
the relics of the saints Fortunatus, Gaius, Anthes, John, Paul, Cosma and Damian were
concealed by the archbishop Alfanus.“® This inscription does not belong to the cathe-
dral. Instead, its provenance has been traced to the destroyed church of San Fortu-
nato in Salerno, where it was discovered in 1629.*° Predating, by at least two years, the
cathedral inscriptions, it testifies that Alfanus has concealed relics of the same saints,
Fortunatus, Gaius and Anthes, but arguably different relics, in both San Fortunato and
the cathedral. Thus, the simultaneous presence of relics of the same saints in two dis-
tinct sites—and the fact that the cathedral text uses the word reliquiae in relation to
them—might suggest that in distinction between the terms relics and bodies, reliquiae
and corpora, might have been a deliberate decision. While from a spiritual or theologi-
cal perspective relics are the bodies of the saints, in their material essence they are
fragments, the result of a process of division of the material wholeness of the body of a
saint and, as such, they can be duplicated and multiplied. Thus, the relics of the three
martyrs could be, at the same time, in both the cathedral and in San Fortunato. In con-
trast, a body is defined by its uniqueness and can be present, in its entirety, in only one
place. Itis certainly not a matter of coincidence that, in his letter sent to Alfanus (1080),
pope Gregory VII emphatically celebrates the invention of the remains of St Matthew,
explicitly referring to his body (tanti corporis inventione), and not to his relics.*°

45 McCulloh 1976, 181.

46 Boesch Gajano, 1999.

47 Goodson 2007, 55.

48 MLXXVIII / ANNO D(OMI)NICAE INCARN(ATI)O(N)IS / RELIQUIAE S(AN)C(T)ORU(M)
MART(YRUM) / FORTUNATI GAII ET ANTHES / IOH(ANN)IS ET PAULI COSMAE ET / DAMI-
ANINAZARIIET CELSI/ HIC REC(ON)DITAE SUNT / AB ALFANO ARCHIEP(ISCOP)O / TE(M)-
P(ORE) ROBBERTI P(ER)CELLENTIS/SIMI DUCIS.

49 Balducci 1957.

50 Galdi 1996, 71.
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4 Words and Space

The Salerno slabs make the mortal remains of the saints recognisable through their
identification. From this perspective, they share many similarities with lists of relics
carved in stone or written on parchment that identify and preserve the memory of
the saints. However, the Salerno inscriptions cannot be understood exclusively as
relic lists, as they call attention to space and location. Each inscription starts with
the adverb hic (here) or the demonstrative adjective hoc (this), suggesting they could
have been intended to be linked, spatially and physically, with the remains of the
saints whose names they carry. Debiais has suggested that in funerary epigraphy the
expression hic iacet could have been used simply as a textual formula, without neces-
sarily referring to the location of the burial.>* In order to discuss whether the Salerno
inscriptions suggest an intimate, spatial, material and substantial connection with
the saints they name, it will be necessary to consider other examples where epigraphy
has been used as a vehicle for showing the presence of saints’ remains.

Despite the relatively distant chronology and geographical location, the compar-
ison of the Salerno slabs with a ninth-century inscription from San Primo and Feli-
ciano in Leggiuno (Varese) proves useful in understanding the relationship between
relics, words and space. This inscription attests that in this place (hic) lays the body
(corpus) of the martyr St Primus, that the pope Sergius conceded to Erembertus to
translate from Rome; the body was subsequently concealed (reconditum est) with the
relics (reliquis) of St Feliciano.*> While there are many textual resonances between
this inscription and those in Salerno, such as the distinction between relics and body,
or the use of reconditum, it served a clear function. Probably linked, perhaps even
physically, to the remains of the saints, the inscription traces the saints’ story and pro-
vides details of their translation. Other inscriptions, such as in San Vincenzo in Galli-
ano near Cantui (Province of Como), simultaneously commemorate the translation of
the remains of the titular saint and the dedication of the church (1007).> These com-
parisons show the relative lack of information contained in the Salerno inscriptions.
Not only is there no mention of the histories of the relics, but it is not even suggested
whether their deposition was accompanied by the dedication (or consecration) of the
altars. Furthermore, the inscriptions in Salerno can be compared only superficially
with the long and often monumental lists of relics carved on stone (often marble) and
found, for example, in Roman churches between the eight and the ninth centuries,

51 Debiais 2011.

52 + HIC S(AN)C(T)I PRIMI MARTYRIS CORPVS / VENERANDVM IN CHRISTO HVMATV (M)
QVIESCIT / QUOD D(E)O DIGNVS SERGIVS PAPA IVNIOR / EREMBERTO INLVSTRI VIRO
CONCESSIT - AB VRBE ROMA [...] RECONDITVM EST CORPVS BEATI PRIMI MARTYRIS /
CVM RELIQVIS S(AN)C(T)I FELICIANI [...]. For the inscription see: Petoletti 2001.

53 + VI - NO(NAS) - IVL(II) - TRANSLACIO / S(AN)C(T)I - AD(E)ODATI - ET DEDIC(ATIO) - ISTIVS
/ ECCL(ESI)E [...]. For the inscription see: Petoletti 2007, 123-127.
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Fig.9: Gazzo Veronese, Santa Maria, inscription.

such as those in Sant’Angelo in Pescheria, San Silvestro in Capite or Santa Prassede.
The latter presents the names of eighty-six saints in types, such as popes, bishops,
priests, martyrs, female martyrs, virgins; in the final line it declares that the remains
belong to 2,300 saints.”* Similarly, also the inscription in Santo Stefano in Verona
mentions all the relics contained in the entire church.” Lists of relics could be carved
also on altars (or on slabs attached to the altar), usually commemorating not only the
names of the saints but also the date of consecration or dedication of the altar itself,
such as in Santa Maria in Gazzo Veronese, near Verona, now walled at the exterior of
the building (Fig.9), or in Rome, in the altar of Santa Galla (1073) or the inscriptions
in Santa Pudenziana (1077), San Lorenzo in Lucina (1112), San Salvatore in Primice-
rio (1112), Santa Maria in Cosmedin (1123) or San Tommaso in Parione (1139).°° All of
these inscriptions serve the primary function of identifying the relics by carrying the
respective names of the saints. Furthermore, they link relics with the altars within
which they are preserved (Gazzo Veronese or Santa Galla), commemorate translations

54 Goodson 2010, 204-211, 228-234.

55 Tosco 2016, 75-76.

56 Santa Galla and Santa Pudenziana: Riccioni 2008; Claussen/Mondini/Senekovix 2010, 280, 307;
San Salvatore in Primicerio, San Tommaso in Parione: Koch 2007, 171-173; Santa Maria in Cosmedin:
Riccioni 2000, 143-145; Gazzo Veronese: Bottazzi 2012, 104-107, 127 note 102.
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(San Primo in Leggiuno, San Vincenzo in Galliano, Santa Prassede) or provide a list of
the feast days associated with the relics (San Silvestro in Capite).

Despite the chronological, geographic and epigraphic differences, all of these
inscriptions share a common, substantial aspect, as the names of the saints are listed
in one stone slab, that is, in just one inscribed space. Something distinct is at play
in Salerno, as here what could have been easily confined to a single inscription has
been multiplied, keeping the same textual formulary, with only minimal variations,
across the different slabs. This textual re-iteration calls attention to the multiplication
of the slabs, which, in turn, can be understood only by considering the inherent idea
of space, that is, their mise en espace, the function and the presence of these physical
objects within the built environment of the crypt. The hypothetical reconstruction of
the location of these inscriptions within the space of the crypt raises immediately a
crucial question related to their visibility. Were the inscriptions intended to be seen,
and was their text readable? Or, on the contrary, were they intended to be buried, as
they had been discovered in the twentieth century? In order to approach this issue, it
is necessary to trace their material history, beginning with their discovery.

5 Tracing a Sacred Topography

The first inscription was unexpectedly discovered in 1953. While moving the altar in
the central apse of the crypt (Fig. 10, b), the archbishop ordered the exploration of
this area in order to search for the relics that the local ecclesiastical tradition associ-
ated with it. During this work, a recess (170 x 73 cm) was found 1.80 meters under the
floor, covered with a marble slab containing a fenestella on its upper surface.”” Once
removed, this slab revealed, on the surface facing downwards, the inscription refer-
ring to the martyrs Fortunatus, Gaius, Anthes et Felix (Fig. 8). An alabaster amphora
was also found in this recess without any other authentica or inscription. A few years
later, in 1957, underneath the floor of the south apse of the crypt the two inscriptions
of the confessors were found (Figs. 5, 6), one (Elpidius etc.) above the other (Cirinus
etc.). In the following decade, the inscriptions related to St Matthew (1961) and to the
Virgins (1967) were discovered, respectively in the tomb of the patron and in the north
apse of the crypt (Fig. 7). The former was not removed, serving still today as the ceiling
of the loculus of the patron saint. Thus, all the inscriptions were found under the floor,
their surface carrying the inscriptions facing downwards.

Before their discovery, the slabs and their inscriptions had probably not been
visible for a long time. It is certain that they were not visible after the seventeenth-cen-

57 For the discovery of the inscriptions: Bergamo 1972, 22-30, and the detailed official report in the
Diocesan Archive of Salerno, collected in the folder Curia Arcivescovile Salernitana, Verbale di ripo-
sizione delle reliquie nella cripta del Duomo, Salerno 27 Giugno 1970.
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Fig.10: Salerno, Cathedral, schematic plan of the crypt: (a) Virgins, (b) Martyrs, (c) Confessors,
(d) Matthew.

tury restoration of the crypt, as they are not mentioned by Antonio Mazza, who tran-
scribed all the inscriptions of the cathedral (1681).58 Even before this date the inscrip-
tions were probably not visible. In the acts of the 1575 pastoral visit, the archbishop
Colonna mentions tabellae carrying the names of saints, but these lists as reported by
the archhishop differ from what is carved on the slabs. It should be noted, however,
that even if the inscriptions were not visible, the memory of the sacred burials was
transmitted across time. Colonna mentions, in addition to the altar of the patron, the
altars of the Virgins with the remains of Marina and Constance, that of the crucifix,
where the bodies of Fortunatus, Caius and Anthes are preserved, and that of the Holy
Spirit, with the bodies of the saints Austerius and Grammatius.”® Furthermore, the
prelate mentions that the crypt houses the burials of fifteen saints in total, that is
what is listed in the eleventh-century inscriptions.®°

Thus, the memory of burials and of relics was transmitted, even if the inscriptions,
at the time of the pastoral visit, were not visible. The invisibility of the inscriptions
in the sixteenth century, however, does not necessarily imply that this was what was
intended at the time of their creation. Documentary evidence suggests that the burials

58 Mazza 1681.

59 Balducci 1963-64, 120-124.

60 Columnae 1580, 80-81: “In quo quidem specu [...] sunt etiam quindecim sanctorum corpora re-
condita”.
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of some of the saints were modified as early as the thirteenth century, probably affect-
ing also the inscribed slabs. Bishop Caesarius of Alagna (r.1225-1263), in fact, col-
lected the bodies of the saints Quingesius, Cirinus and all the other confessors under
the altar with the same title (Holy Confessors) in the crypt (inferior basilica).®* Unfor-
tunately, this source does not explicitly mention the provenance of these remains,
whether they were originally located in two different altars in the same crypt, or if
they were moved from another area of the cathedral.®* However, the testimony might
explain the very unusual setting of the inscriptions of the confessors as found in the
twentieth century, one above the other, in the very same space under the floor.

The documentary evidence discussed thus far suggests that, whether visible or
invisible, these inscriptions were likely associated from their conception with dif-
ferent altars in the crypt. While inscriptions on altars referring to relics are indeed
common, rarer is the case, as in Salerno, when multiple coeval inscriptions are asso-
ciated with different altars in the same space.®® A similar example can be found in
the church of St Peter in Petersberg near Fulda, where three inscriptions were discov-
ered in the crypt at the beginning of the twentieth century, all but one subsequently
reused as altar frontals (Fig. 11). Dating from the ninth century, these inscribed stones
also contain a small fenestella confessionis at the centre. One (62 x 70 cm) mentions
that the altar is dedicated in honour of the Virgin Mary, mother of the Lord, and to
all the holy virgins; the second (64 x 80 cm) explains that in the altar are contained
the relics of the Lord, of the place of his Ascension and of the twelve Apostles; the
third, fragmentary as it was reused already in the mid-twelfth century, suggests that
an altar was dedicated to the Choir of Angels.®* These inscriptions were originally
associated, respectively, with the central altar of the main choir (in honour of Christ);
in the crypt, with altars in the south and central apses, dedicated to the Angels and to
the Virgin Mary. Probably, according to Gregor Richter, these inscriptions were origi-
nally intended to serve as altar stones, and not as altar frontals, as they have been set
after their rediscovery.®

Another example of multiple inscriptions referring to relics in one space can be
found in the former collegiate church, now cathedral, of Essen, where four inscribed
slabs are preserved above the capitals of the crypt (Fig.12). These slabs are smaller
than those in Petersberg (ca. 38 x40 cm) and do not have fenestellae confessionis, as

61 “Sanctorum Confessorum Quinigesii, Cirini et aliorum insuper confessorum corpora simul colle-
git et in altari sub eodem vocabulo in Inferiori ipsius Ecclesiae Basilica recondidit.” (Musca 1594, 44).
62 Musca 1594, 15, 21-22.

63 For altar inscriptions referring to relics, see: Michaud 1999.

64 The inscriptions read: HOC ALTARE DEDICA(TUM) E(ST) IN HONORE SCAE MATRIS D(O-
MI)NI ET OMNIVM S(AN)C(T)ARUM VIRGINUM; IN HAC ARA CONTINENTVR RELIQ(UIAS)
S(AN)C(T) I SALVATORIS. DE LOCO ASCENSIONIS EIVS ET RELIQ(UIAS) XII APOSTOLO-
RUM; HOC ALTARE DEDI ... CORV(M) ANGELORV(M) (Kenner 2014, 285-293).

65 Richter 1907.
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Fig.11: Petersberg, St Peter,
altar frontal.

Fig.12: Essen, Cathedral, crypt, inscription.
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the text covers their entire surfaces. The first inscription attests that the oratory (hoc
oratorium) was dedicated in 1051 by the archbishop Herimannus.®® The other three
inscriptions list the relics contained in each altar, without mentioning their respective
dedications.®” In this case a connection between the inscriptions and altars might be
suggested by the textual emphasis on proximity (in hac ara; in ista ara; in hoc altari).®

The examples of Petersberg and Essen are of crucial importance in the analysis
of the Salerno inscriptions. What could have been a list of relics, contained in just
one place, has been spread across different slabs, thus generating inscribed objects
which can be located in different places within the built environment. In the first
instance, it appears that the Salerno inscriptions could have been originally linked
with the different altars in which the relics and bodies were concealed. If this was
the case, the text, with its emphasis on hic and hoc, would correctly point, through
the altars, to the proximity between the inscriptions and the actual remains of the
various saints listed. However, ascertaining how these inscriptions were displayed
and if they were intended to be visible prove extremely difficult. The inscriptions at
Petersberg likely served, originally, as altar stones, each slab forming the horizontal
element of the altar. It is unlikely that the Salerno slabs would have had a similar
function, as the text is laid out vertically in the rectangular space of the stone. More
likely, if used as altar stones, the inscription would have been carved horizontally.
Thus, is it possible that they could have been originally intended as altar frontals, as
the Petersberg inscriptions were used after their rediscovery? In this case, again con-
sidering the vertical development of the slab, the altar would have been quite high,
exceeding ca. 130 cm.

A further aspect calls attention to the idea of proximity. While the Essen inscrip-
tions refer explicitly to the altars (in hac ara; inista ara; in hoc altari), those in Salerno,
instead, mention only relics and bodies. In other words, in Essen the inscriptions ref-
erence the material remains through an altar. In Salerno, instead, the inscriptions

66 ANNO INCARNACI/ONIS DOMINICAE MIL(LESIMO) / - LI/ - INDICT(IONE) * IIII - V - ID(VS)
SEP(TEMBRIS) / DEDICATV(M) E(ST) HOC ORATORI/V(M) A VENERABILI ARCHIEP(ISCO-
P)O / HERIMANNO P(RE)CATVNO/BILISSIMAE SORORIS / SVAE THEOPHANV ABB(ATIS-
S)AE (Hermann 2011, 29, Nr. 13).

67 The inscriptions read: IN HAC ARA HA/BENTVR RELIQVIAE / S(AN)C(T)ORV(M) * (CHRIS-
TO)PHORI / CYRICI - CYRIACI / CORNELII * CY/PRIANI * PAN/[C]RACII * [N]EREI / [ACHIL-
LEII] (Hermann 2011, 30f., Nr.14); IN HOC - ALTARI CONTI/NENTVR RELIQVIAE S(AN)C-
(T)O/RV(M) IOH(ANNIS) BAPT(ISTAE) - IOHANN(IS) / EVVANG(ELISTAE) * MA[THEI] E[VV]
ANG(ELISTAE) / QVINTIN[I M(A)R(TYRIS) -DIOMISII] / RVSTICI GEORGII CLE/MENITIS]
BLASII -INNO/CENTIV(M) GORGONII (Hermann 2011, 31f., Nr.15); IN * ISTA - ARA HA/BENTVR
RELIQVIAE / S(AN)C(T)ORV(M) - IOHANNIS / PAVLI - MAVRICII / EXVPERII LAND/BERHTI
* CRISPINI / CRISPINIANI * SE/BASTIANI + ALBANI (Hermann 2011, 32f., Nr. 16). For the inscrip-
tions see also: Klinkhammer 1972.

68 These inscriptions are relevant also in relation to the grouping of saints, as here those originating
from Rome are clustered in one slab: Bodarwé 2000, 352-354.
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point directly to the relics or bodies, suggesting proximity between the script itself
and the relics. The closeness between the inscribed stone and the material remains of
the saints is strengthened by the presence, in all but one of the slabs, of the fenestella
confessionis. This feature, usually found in the side of the altar facing the nave, per-
mitted contact, from the exterior, with the relics contained within itself.®® That the
fenestellae of the Salerno slabs are original and coeval with the inscriptions is proven
by examination of the one dedicated to the confessors (Fig. 6): here the name Bonosus
has been carved, in its entirety, taking into consideration the gap of the fenestella. Yet
if these slabs were made with the intention of being buried, what is the purpose of
including the fenestella?

These slabs, through the identification of the saints, on the one hand call atten-
tion to the proximity between script and material remains; on the other, they empha-
sise the sacred bond between these holy figures, implicitly offering an explanation
for why they were clustered according to their category (virgins, martyrs, confessors).
Together with the main altar of St Matthew at the centre (Fig. 10, d), these groups served
to define (from North to South) the altar dedications of the crypt.”® Unfortunately, it
is not possible to determine, due to the lack of documentary evidence, whether such
a configuration of altars and burials was planned during the eleventh-century recon-
struction of the cathedral, or if it was inherited from the pre-existing building.” Nev-
ertheless, the altar dedications in Salerno would not have been unique, as this type
of arrangement finds correspondences north of the Alps. For example, the church of
St Arnulf in Metz presents a similar situation, as in addition to the altar of the titular
saint (Arnulf), and the main altar (St John the Evangelist), the dedications of the
other four altars have been grouped according to the types of saints, namely, martyrs,
virgins, confessors, monks, and holy innocents (consecrated 1049).”? A similar situ-
ation is recorded also in relation to the 1148 consecration of the Euchariuskirche in
Trier by Pope Eugene II1.72

The similarities in the altar dedications between Salerno, Metz and Trier probably
do not relate to a direct contact between the three sites; rather, they would seem to
refer to common sources or practices. The Ordo ad Benedicendam Ecclesiam (ordo 40)
of the Romano-German Pontifical—the dedication rite of churches transmitted in
many manuscripts, such as the so-called Pontifical of Henry II (Staatsbibliothek

69 De Blaauw 2001, 982-983 suggests that at the time of Pope Simmacus (r. 498-514) and immediately
afterwards, the fenestellae show the complete integration between altar and confession.

70 Mazza 1681, 55-59. The altar dedications appear in the acts of the 1575 pastoral visit (see Balduc-
ci 1963-64, 120-124), and their location corresponds to where the inscribed slabs have been found.
The altar of St Matthew is described before the sixteenth-century modifications in Balducci 1963-64,
120-121.

71 For the Cathedral preceding the Norman reconstruction: Vaccaro 2017.

72 “Dedicationes Ecclesiae S. Arnulfi” (1879), 547.

73 Braun 1924, 1, 727.
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Bamberg Msc.Lit. 53, fols. 31r.-31v.)—might suggest a potential explanation. During
the ritual of the consecration, the celebrating bishop invokes the intercession of
saints through a litany.” The order of the litany is particularly relevant here: the invo-
cations to the Saviour, Virgin Mary and angels are followed by those to the apostles,
the martyrs, the confessors and the virgins. Obviously the two sequences of saints,
those in the litany and those in the Salerno slabs, differ substantially, as in the latter
exclusively local saints are enumerated. However, it might not be a coincidence that
the saints are grouped according to the same categories, and these very categories
are explicitly mentioned in the inscriptions: confessorum, virginum, martirum. Fur-
thermore, the progression of the litany could be pursued, mentally or physically, in
the space of the crypt, from the altar of St Matthew (one of the apostles, Fig.10,d)
to that of the martyrs in the central apse (Fig. 10, b), from the altar of the confessors
(Fig. 10, c) to that of the virgins (Fig. 10, a) on the two minor apses from south to north.
In this case, the progression of the litany, if not its ritual performance, would trace an
ideal cross in the space of the crypt, a cross with a vertical arm that extends the west-
east axis, and the horizontal arm that connects the two altars in the two minor apses
(south-north). The placement of bodies and relics, clustered according to the same
categories as in the consecration litany, through their location in different altars could
have recalled and fixed in time the performance of the consecration.”

6 Script as Presence

The analysis of the Salerno slabs reveals how their mise en espace would have
shaped the built environment of the crypt, defining its sacred topography through
the memory of the bodies-relics and, potentially, the consecration of the space itself.
However, the extent to which this memory would have been visible is still open to
discussion. It has recently been suggested that, from the very beginning, these slabs
were intended to be buried, and that these inscriptions are, following the terminology
of Cecile Treffort, endotaphs, inscriptions, usually associated with burials, visible and
legible only from the interior.”® Inscriptions hidden from plain sight do not relate only
and exclusively to burials: invisible, for example, was the inscribed stone attesting
the consecration of the altar from the destroyed church of Saint-Cybard-du-Peyrat,

74 Iogna-Prat 2006, 260-277; the different sources are analysed in Méhu 2007.

75 The Salerno slabs cannot be easily classified as “inscriptions of consecration”, as they do not ex-
plicitly refer to altars, to their dedications, or to the fact they have been dedicated. The only element
commemorated and emphasised in these inscriptions is the concealment of bodies-relics themselves,
which could be indeed part of the ritual of dedication. For inscriptions related to consecrations see
Treffort 2007b. It should also be highlighted that these inscriptions present many anomalies vis-a-vis
altar dedicatory inscriptions. For the latter: Favreau 1995, 77-79.

76 For endotaphs: Treffort 2007a, 23-42. For the hypothesis in relation to Salerno: Lambert 2017.
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contained within the altar itself.”” In this and similar examples, the importance of
the text lies not in its readability, but in its presence—a presence that, in this case, is
restricted (restringierte Prdsenz).”®

The conceptual paradigm of restricted presence can be further nuanced, as
recently suggested by Wilfried E. Keil, through consideration of temporality and
audience. In relation to the latter, inscriptions can be in plain sight, but their visibil-
ity can be restricted to a particular audience, such as the individuals allowed in the
choir of Worms Cathedral. Other artefacts, such as the inscribed foundation stone of
St Michael in Hildesheim, have been only temporarily visible to human eyes, before
being buried or hidden (tempordr sichtbar).” The Salerno slabs can indeed be inves-
tigated from the perspective of tempordr sichtbar: while their presence was restricted
(from an undermined time) until their discovery, at the very least, these inscribed
words would have been themselves visible at the time of their inception, even if only
temporarily. More problematic, however, is to understand for how long they would
have been visible, as documentary evidence does not offer any clear indication; we
cannot argue with absolute certainty one way or the other whether the slabs were
originally intended to be visible or invisible, and if the inscriptions they carry were
intended to be read. This issue is even more complex in the context of the cathedral
as a Schriftraum, with its coeval (or slightly later) inscriptions, where the graphic ele-
ments are carved to be explicitly visible, such as on the facade and on the portals,
where the public nature of script functions only through the act of seeing and reading.

Whether their own presence was restricted or not, the crypt slabs would have
been linked with another presence, that of the organic remains of the saints. Thus,
even if invisible in their carved letters, the slabs and their inscriptions were inextri-
cably attached to the holy individuals they list. Names do not only make relics rec-
ognisable, they affirm the material presence of the saints themselves. This might be
suggested through analysis of the conscious erasure of the names of Austerius and
Grammatius. It is possible that the relics of these two saints eventually never reached
the cathedral: the only church dedicated to St Austerius in the area, at Olevano sul
Tusciano (40 km south-east of Salerno), attested to for the first time in 1056, was prob-
ably the first burial site of the bishop.8°An even stronger case can be suggested in rela-
tion to Grammatius. When the Salernitan church dedicated to him, already attested in
the eleventh century, was demolished in the seventeenth century, a wooden urn was
found under the altar, containing the mortal remains of the saint. Furthermore, his
funerary inscription, dating between the fifth and the sixth century, was discovered

77 Treffort 2007b.

78 Hilgert 2010, 99 note 20; Frese/Keil /Kriiger 2014.

79 Keil 2014a; for foundation stones: Keil 2014b; for patron inscriptions: Keil 2018.
80 Giordano 2014, 8-11; De Simone/Rescigno/Manzione/De Mattia 2001, II, 252.
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in the same place.?! Unfortunately, documentary evidence does not allow us to follow
the history of the relics-body of St Grammatius. It is not possible, therefore, to posit
whether he was buried in the cathedral when it was consecrated (as suggested by the
eleventh-century inscription in the crypt) to then be translated (certainly before the
seventeenth century) to his titular church, or if his translation to the cathedral was
never performed. Equally problematic is how the memory of the burial of these two
saints in the crypt was transmitted until the sixteenth century, when it is recorded
by Colonna (1575). Neither is it possible to suggest when, and under which circum-
stances, the name of the saint was deleted from the inscription in the crypt. However,
despite all these uncertainties, the conscious and voluntary erasure of the names of
the saints, on the one hand, implied that when this act was performed these slabs
were visible; on the other, it should be linked to the absence of their mortal remains
at the site, offering new insights in the relationship between script and relics. The
saint’s name does not only identify the mortal remains, but links them in its substan-
tial materiality and presence.

The connection between names, relics and presence, rather than relating to the
slabs’ visibility, can be explored by focusing on their visuality, defined by Dider Méhu,
as “the potential of imagination and conceptualization provoked by the visible char-
acters of the script”.®? The potential of imagination in these inscriptions is enhanced
and expressed through their peculiar mise en page, as the linear succession of words
and letters is here modified and interpolated. The inscriptions are visually articu-
lated, breaking the linearity of the text. The letters forming the name of each saint
are clustered in specific parts of the available writing space, producing a peculiar
effect. The names themselves are carefully orchestrated, clustered and grouped on
the support, breaking the linearity of the text, and leaving empty space on the plain
surface which could, on occasion, take the shape of a cross (as in the inscriptions of
the confessors and of the martyrs). Script can here be explored in its iconic dimension
and treated like an image, with the saints’ names defining the Sakralen Schriftraum of
the support itself. While many factors could have influenced the dynamic interaction
between script, space and presence, we might suggest that the names are located in
correspondence with the remains of the saints.®> Here script maps relics and bodies
on the marble surface, defining their physical presence through the materiality of the
letters themselves. The erasure and the spatial articulation of the script in the written
space suggest that in this example the names of the saints do not only have a mere
textual component, and they do not only identify relics and remains. Rather, these
names seem to show the presence of the saints to which they refer. Visually, the letters

81 + DEP(OSITIO) S(AN)C(TAE) M(EMORIAE) GRAMMATII EPI(SCOPI), SUB DIE VIII KA-
L(EN)D(AS) FEBR(UARIAS), CON(SULE) PROBO V(IRO) C(LARISSIMO) IUN(IORE), QUI VI-
XIT IN PACE ANN(OS) XLI (Lambert 2008, 143-144; Galdi 2002-2003, 16-18).

82 Méhu 2016, 259.

83 Carucci/Pecoraro 1984, 61.
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articulate the space of the burial; substantially, they create a link between text and
remains: the inscribed names acted as a proxy for the relics of the saint.
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Stefan Trinks
San Pedro de Loarre als triadischer Schrift-,
Bild- und Zeichenraum

Mit der Unterkirche der aragonesischen Burg von Loarre (Abb.1) ist der Sonderfall
eines ,segmentierten‘ sakralen Schriftraums gegeben,' der in ein Kirchenportal,
das zugleich den Zugang zur Hauptburg darstellt, eine tonnengewdlbte Treppe mit
Inschrift an der Seite und eine liminale Situation am Ubergang in die Unterkirche
gegliedert ist. Alle drei Rdume sind jedoch eng aufeinander abgestimmt und bilden
eine Einheit. Dieser Sakralschriftraum von Loarre hat bislang in der Forschung kaum
Beachtung gefunden, so dass selbst zwei auflergewOhnliche figiirliche Reliefs aus
dieser Raumstaffelung noch unpubliziert sind. Dieser Sonderfall wird sodann mit dem
mutmafllichen Vorbild des ungleich bekannteren Schriftraums der zu Loarre nahege-
legenen Bischofskirche von Jaca verglichen, um inshesondere die Unterschiede her-
auszuarbeiten. Abschliefiend folgt der Versuch, diese Innovationen in einen breiteren
Kontext von Schriftraumen der Iberischen Halbinsel einzuordnen und eine Interpre-

Abb. 1: Loarre, Burg S. Pedro, Gesamtansicht von Siiden.

1 Die Genese der vielschichtigen Austauschverhéltnisse zwischen Schrift und Bild seit dem frithen
Mittelalter zeichnet Diebold 2000 nach. Basale Uberlegungen zu mit Bild und Schrift versehenen Réu-
men finden sich in Assmann 2012; Giersiepen/Kottje 1995 sowie bei allen Beitragern des Heidelberger
SFB 933 ,,Materiale Textkulturen®.

@ Open Access. © 2019 Stefan Trinks, publiziert von De Gruyter. Dieses Werk ist lizenziert unter der
Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 Lizenz.
https://doi.org/10.1515/9783110629156-008
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tation der miteinander eng vernetzten Bedeutungsschichten des sakralen Schrift-
raums von Loarre zu geben. Die These lautet dabei, dass Loarre auf bestimmten, im
Folgenden vorzustellenden Innovationen von Bild-Schriftraumen aus der Kathedrale
San Pedro de Jaca aufbaut, um die Triade Raum sowie die Bilder und die Schrift darin
zusdtzlich mit Zeichencharakter aufzuladen. Das chronologisch vorgangige Vorbild
Jaca wird dadurch an Komplexitdt noch gesteigert.

1 Loarre — Schrift-bildlich fixierte Heilserwartungen

Mit der auf einem Felssporn auf 1071 m Hohe {iber dem damaligen Feindesland der
weit einsehbaren Ebene Plana de Huesca thronenden Grenzburg von Loarre als einer
der besterhaltenen Burgen des elften Jahrhunderts hat sich in den vergangenen Jahr-
zehnten vor allem die Burgenforschung intensiv beschiftigt.? Fiir den Hollywood-
Blockbuster Kingdom of Heaven® war sie die Vorausschau und Spiegelung fiir das
im Kreuzzug zu befreiende irdische Jerusalem, in deren Schatten der Filmprotago-
nist Orlando Bloom metaphorisch seine Waffen fiir die Verteidigung der Stadt gegen
Sultan Saladin schmiedete. Neben der unleugbaren Tauglichkeit als Idealkulisse von
Burg ist daran wahr, dass sich tatsdchlich ein Teil der Burgbesatzung nicht nur an der
Riickeroberung der Iberischen Halbinsel von den Arabern beteiligte, sondern auch an
der Befreiung des Heiligen Landes von diesen.*

Ko6nig Sancho Ramirez von Aragdn liefy die Anlage in ihren wesentlichen Teilen
in den Jahren 1071 bis 1095 errichten. In der Zeit des Hochmittelalters hatte die Burg
von Loarre gegeniiber der unweiten maurischen Stellung von Bolea in der Ebene eine
grundlegende strategische Bedeutung im Verteidigungssystem von Aragon, um das
handelswichtige Ebrotal freizukdmpfen. Als méachtigste Festungsanlage in einem
Ring aus insgesamt sieben Burgen nahm sie eine Schliisselstellung bei der christli-
chen Wiedereroberung Aragons, der Reconquista,’ im elften und zwélften Jahrhun-
dert ein, weshalb die kanadische Forscherin Janice Mann im Jahr 2009 ihrer grundle-
genden Arbeit zur romanischen Architektur und speziell auch zu Loarre zu Recht den
Untertitel Exploring Frontiers and Defining Identities gab.®

Die Burgkirche San Pedro de Loarre, deren Oberkirche aufgesockelt iiber einer
Unterkirche die ohnehin schon méchtige Burganlage noch tiberragt (Abb. 2), hat bei
Kunsthistorikern Beachtung aufgrund ihrer offensichtlichen stilistischen Nahe als

2 Siehe z. B. von deutscher Seite aus GrofSmann 2005, 96 oder Leonardy/Kersten 2002, 54-56 und von
spanischer Guitart Aparicio 2004 oder Poza Yagiie 2009, 51-81.

3 Kingdom of Heaven (dt. Konigreich der Himmel) US/GB/ES/DE/MA 2005, R: Ridley Scott.

4 Zur spanischen Beteiligung an den Kreuzziigen im Heiligen Land vgl. v. a. Jaspert 2014 und 2015.

5 Hierzu v. a. Bronisch 1998 und Poza Yagiie 2009, v. a. 80-81.

6 Mann 2009, v. a. 115-116.
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1 ] Abb. 2: Loarre, Querschnitt: Ober-
kirche auf Unterkirche.

Folgeauftrag der beriihmten, 1076 gegriindeten und damit am Anfang der romani-
schen monumentalfigiirlichen Kapitellskulptur stehenden Stiftung desselben Konigs
Sancho Ramirez, San Pedro de Jaca, gefunden.” So gut wie nie aber wurde die buch-
stablich das Fundament fiir diese Burgkirche San Pedro de Loarre bildende krypta-
artige ,Unterkirche‘ mit ihrem eigenen Patrozinium Santa Quiteria beachtet, obwohl
diese in mehrfacher Hinsicht einen interessanten Sonderfall innerhalb der spani-
schen sakralen Schriftraume darstellt.

Doch ndhern wir uns diesen Schrift-Bildraumen sukzessive: Selbst aus kilome-
terweiter Entfernung ist das vorspringende Blockportal nach dem Vorbild antiker
Triumphbégen (Abb. 3) als dunkle Offnung in der michtigen Schauwand der Burg-
kirche zu sehen, da es nie von einer Wehrmauer verdeckt war.® Die Burg kann nur
durch diesen Eingang betreten werden. Uber dem Rundbogenportal befindet sich
ein heute stark durch einen brachialen Dacheinbau des 18. Jahrhunderts zerstor-
ter Relieffries, wie eine Zeichnung vor dem Umbau zeigt (Abb.4).° Im Zentrum des
oben gerade abschliefienden Frieses ist die Hélfte eines in der Mandorla thronen-
den Parusie-Christus zu erkennen, flankiert von zwei monumentalen Erzengeln mit
Schriftbandern; das Philaktet des linken Engels ist noch zu entziffern als GAB/RIE/L-

7 Trinks 2012, z. B. 239-240 und 310-311. Dort auch die umfangliche Literatur zum Thema.

8 Seehausen 2017, 220.

9 Espaiiol Bertran 2005-2006, 9. Die erstaunlich genaue Zeichnung aus dem Jahr 1637 im Codex Va-
lentinus ms. 3610 des Conde de Guimera in der Madrider Biblioteca Nacional, hilt auf Folio 197r das
zu diesem Zeitpunkt noch vollstdndig erhaltene Portal fest und benennt durch Beischriften die Iko-
nographie der Skulpturen.
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Abb. 3: Loarre, Portal. Abb. 4: Loarre, Portal, Alter Zustand
18. Jahrhundert.

FO/RTI/TU/DO/DEI, das des anderen ausgewittert und unleserlich. Damit wird
hier dem Verkiindigungsengel Gabriel nach dem Bibelwort in Offenbarung 7,12 — im
Rahmen einer Grenzfestung konsequent — inschriftlich die Starke im Kampf fiir Gott
und gegen potentielle Angreifer der Burg zugeordnet.'® Dieses fast apotropdische
Zeigen von Starke findet sich ebenfalls iiber dem Portal in einer weiteren Inschrift,
die nur wenige Jahrzehnte nach dessen Erbauung, aber offenbar bereits nach Abzug
und Verlegung der arabischen Truppen stolz verkiindete: Schiitze diese unbesieg-
ten Mauern — 1103, AEDES HAS MUNIAS INVICTAS - MCIIL.** Auf dem Relief zur
Rechten Christi, in der christlichen Ikonographie der Ort der Seligen, reihen sich
Menschen hinter Tiichern, die sie aufspannen, offensichtlich die Szene der in rein-
weifde Tiicher eingekleideten Auserwdhlten beim Weltgericht nach Offenbarung 6,11
und damit eine Verheiflung des Paradieses.!> Uberraschenderweise findet sich aber
auch auf der gegeniiberliegenden Friesseite noch im urspriinglich Bauzusammen-
hang, wie ein Vergleich mit der Zeichnung des 17. Jahrhunderts erweist, eine nahezu
identische Darstellung ohne abwertende Attribute. Somit liegt hier neben dem spé-
teren Pértico de la Gloria-Haupttympanon in Santiago von 1188 der so weit zu sehen

10 Espafiol Bertran 2005-2006, 15 und starker noch Poza Yagiie 2009, 73.
11 Leonardy/Kersten 2002, 56.
12 Trinks 2010, 15-16.
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einzige Fall vor, in dem keine Verdammten, sondern ausschliefllich Selige bei der
Parusie zugegen sind.” Méglicherweise war diese vorgezogene Paradiesesgewissheit
ein polemisches Zeichen in Richtung der nur wenige Kilometer entfernt in der Ebene
stationierten Araber, denn das Hauptportal der Burg in Richtung des gefahrvollen
arabisch besetzten Siidens auszurichten und nicht in den abgesicherteren christli-
chen Norden, ist aus verteidigungstechnischer Sicht nicht zu erklaren. In jedem Fall
aber sakralisiert diese iiberdeutlich formulierte Heilserwartung des Relieffrieses
inhaltlich die gesamte Burgkirchenanlage, da sie deren Bewohner, seit ihrer Einset-
zung durch den aragonesischen Kénig im Jahr 1071 vor allem eine Gemeinschaft von
Chorherren, sich ihrer Sache felsenfest sicher erscheinen lisst.

Rechts neben dem Portal, das zugleich den Haupteingang der Hauptburg bildet,
ist eine leicht hochrechteckige Inschriftentafel in den Bauverband eingelassen
(Abb.5).% Die Inschrift nennt zu Beginn der dritten Zeile einen ansonsten in den
Quellen unbekannten Tulgas, der am 30. November 1095 verstorben sei und sehr
wahrscheinlich als einer der aragonesischen Augustinerchorherren der Burgbesat-
zung die Memorialinschrift vor seinem Tod zumindest noch selbst vorformulierte.*®

IN DEI N[OMIINE: HIC RE
QUIESCIT FAMVLVS DE

I TVLGAS QVI OBIIT PRI

DIE K[ALEND]IS DECE[M]BRIS IN E
RA[M?] MCXXXIII [30.11.1095]: QVI
LEGERIT ISTAS LI[T|TERAS

ORET PATRVM E[I]VS VT DO

NET ILLI VITAM SEMPITERNAMY

Abb. 5: Loarre, Tulgas-Inschrift.

13 Trinks 2010, 17-19.

14 Durliat 1999, 125.

15 Einige Forscher mahnten an, dass es fiir die eintretenden Besucher aufgrund der Anbringungsho-
he kaum eine Moglichkeit gegeben habe, die Bilder des Tympanons und die Inschrift tatsdachlich zu
lesen, vgl. z. B. Kendall 1998, 94. Diese Bedenken scheinen angesichts des gebauten Plateaus direkt
vor dem Burgtympanon sowie der selbst aus Fernsicht guten Sichtbarkeit der — urspriinglich wohl
zusatzlich farbig gefassten — Skulpturen nicht nachvollziehbar.

16 Cristobal Guitart Aparicio bezeichnet sie als ,,Grabinschrift“, vgl. Guitart Aparicio 2004, 20.

17 Whitehill 1928, 254, liest ,,requiem serenam* statt ,,vitam sempiternam®.
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Tulgas’ Selbst-Bezeichnung als FAMVLVS DEI - ,,Knecht Gottes®, die Dritte kaum
ungefragt iiber ihn vorgenommen hétten, ist unter anderem von dem ikonischen Ber-
liner Moses-Thomas-Diptychon vertraut;'® es handelt sich um die Stelle in Hebréer 3,5
des ,,Knechtes Gottes“, wobei die im Mittelalter vielverwendete Formel insbesondere
am Hauptportal einer Kirche mit Ernst Robert Curtius vielleicht eher als ,,affektierte
Bescheidenheit* gelesen werden sollte.”* Wie in der berithmten Tympanoninschrift
der nahegelegenen Kathedrale von Jaca wird mit dem Wort LEGERIT ein Apell expres-
sis verbis an einen Leser gerichtet, der im Fall der Besatzung der Burg von Loarre
mit grofler Wahrscheinlichkeit ein literater Augustinerchorherr war. Betont werden
zudem mit LITTERAS die Lettern der Inschrift, was den Leser bereits aufmerksam
macht auf diese und etwaige weitere eingemeifielte Inschriften der Burg. Ebenfalls
wie in Jaca schlief3t die Inschrift mit der expliziten Nennung Gottvaters als PATER ab;
im Text des Chrismonrings von Jaca (Abb. 11) steht das griechische Rho-,,P“ zugleich
fiir das lateinische Pater, das heif3t, es wird in zwei der drei heiligen Sprachen der
Bibel mit v6llig unterschiedlicher Bedeutung aufgeladen. Die Tulgas-Inschrift schlief3t
mit der Bitte, den Verstorbenen Gott anzuempfehlen, damit dieser ihm ewiges Leben
schenke. Aus heutiger Sicht wirkt die Betonung der erbetenen Vermittlung selbstver-
standlich, in den nordspanischen Konigreichen jedoch ist sie von grofier Bedeutung,
da beispielsweise in Aragon erst an Ostern des Jahres 1071 in der vom selben Konig
Sancho Ramirez gegriindeten Klosterkirche San Juan de la Pefia der erste lateinische
Gottesdienst in diesem Konigreich zelebriert wurde und die vom K6nig im selben Jahr
auf der Burg eingesetzten Chorherren direkt dem Heiligen Stuhl in Rom unterstellt
waren.?° Damit war der alte westgotische Ritus mit seiner abweichenden Auffassung
von Fiirsprache bei Gott abgelost.?! Die fast durchgingig dem rémischen Apostelfiirs-
ten Petrus geweihten Kirchengriindungen Kénig Sancho Ramirez’ mit ihrer wieder-
holten Anrufung der Dreifaltigkeit sind daher kein Zufall, vielmehr kirchenpolitisches
Kalkiil, seit der aragonesische Kénig 1068 den Papst personlich in Rom aufsuchte.?
Die Schrifttafel erweist sich damit als mehrfach interessegeleitete Memorial-Grabin-
schrift unmittelbar unterhalb der Paradiesesdarstellung des Tiirsturzreliefs.

Nach Durchschreiten des Portals mit seiner buchstablich erhebenden Heilsver-
heilung dariiber setzt sofort eine weitere Elevation ein. Ohne Zwischenpodest, das
heiflt ohne die bauliche Moglichkeit zum Innehalten, steigt eine Treppe derart steil

18 Frese 2014, v. a. 11 und Trinks 2002, 37.

19 Der antike Topos der ,affektierten Bescheidenheit” findet sich exemplifiziert bei Curtius 1948,
93-95 und 410-415. Interessant scheint, dass der wiederkehrende Topos den eigentlichen Anspruch
in das sprachliche Gewand vorgeblicher Selbstbeschrankung einhiillt, und dies bedeutet auf Kunst-
werken oder im Rahmen von Architektur konkret immer die Schriftform. Unterschiedliche Félle dieser
unbescheidenen Selbstentlarvungen in schriftbildlicher Form durch eben ihr Erscheinungsbild bei
Trinks 2013.

20 Durliat 1999, 125.

21 Vgl. z. B. Bartal 1987, 299-315 sowie Bronisch 2005, 161-189.

22 Die ausufernde Diskussion hierzu fasst biindig zusammen Garcia Garcia 2011 und 2012.
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Abb.7: Loarre, Treppen-

Abb. 6: Loarre, Treppe. ausgang und Weg zur
Oberkirche.

Abb. 8: Loarre, Unterkirche, Portal.

nach oben (Abb. 6), dass sie den Besucher der Burg wie eine Jakobs- oder byzanti-
nische Himmelsleiter des Johannes Klimatikos geradewegs aus dem dunklen Gang
zur lichtdurchfluteten Oberkirche fiihrt (Abb.7).2 Die Burgkirche wiederum auf
einem Tafelberg ist mit ihrem Peterspatrozinium nicht nur symbolisch auf Petros-Fels
gegriindet, sondern auch buchstdblich, da im Westteil der Kirche Fels steinsichtig
stehen gelassen wurde.?*

23 Zur Ikonographie der Himmelstreppe vgl. Schmidt/Schmidt 1984, 254-255.
24 Der Architekturhistoriker Jestis Maria Caamafio Martinez hat festgehalten, dass bereits auf dem
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Abb. 9b: Byzantinisches Bleisiegel des Eire-
naios, kaiserlicher Spathar und Vorsteher
Abb. 9a: Chrismon, isoliert. der kaiserlichen Stallungen.

Anstatt allerdings nahtlos dem Sog nach oben zu folgen, unterbricht eine schmale,
hochgezogene Tiir6ffnung auf der rechten Seite mit einer in die Wand eingelassenen
und neugierig machenden Rundform (Abb.8) die direkte Elevation des Besuchers.
Indem die Tiir erst eine Steinlage iiber der Treppenstufe beginnt, muss dessen Kérper
eine relativ weit ausholende Bewegung vollziehen, um den Fuf} {iberhaupt auf die
Schwelle dieser Raumoffnung setzen zu kdnnen. Es gilt, ein Hindernis zu iiberwinden.

Uber dem Rundbogen der Tiir ist ein kleines Chrismon (Abb. 9a), das antike Chris-
tuszeichen Kaiser Konstantins aus den griechischen Anfangsbuchstaben Christi Chi
und Rho, dergestalt in die Wand eingetieft, dass es wie eingestempelt wirkt.” Die
tiefe Einprdagung in die Wand und das beinahe Verschwinden in dieser macht bereits
auf den ersten Blick neugierig, die schemenhaft von der Seite bereits zu erkennen-
den Zeichen zu entziffern.?¢ Dazu kommt, dass sich abweichend von den iiblichen

Weg zur Oberkirche ein Wendepodest nach der ,,Johannes Klimatikos“-Himmelstreppe und Voraus-
schau auf ,,Sankt Petros“-Felsen sichtbar als Teil der Treppe stehen ldsst, was aus konstruktiven Griin-
den nicht nur unnétig, vielmehr geradezu stérend ist. Wie aufwendig ansonsten an einer makellosen
Asthetik der Burg gearbeitet wurde zeigt die hallenhohe, sehr sorgfiltig aus Hausteinen gefiigte Quer-
tonne iiber dem Treppengang, die zwischen dem etwa fiinf Meter differierenden Hohenniveau des
Treppengang-Wendepodestes und der Treppe Richtung des Eingangs der Oberkirche vermittelt. Vgl.
Caamarfio Martinez 1993, v. a. 107.

25 Zu dem meist nach Eusebs Beschreibung gestalteten Konstantinischen Christogramm, das in Eu-
ropa von Konstantins viertem Jahrhundert an nirgendwo so weit verbreitet ist wie auf der Iberischen
Halbinsel, vgl. Ostermann 2017, 255-257.

26 Balke, Keil, Opdenhoff und Stroth betonen an ihrem Fallbeispiel der Kapitell-Monogramme der
Hagia Sophia zu Recht: ,,Die Namensinschriften der [byzantinischen; ST] Stifter sind nicht linear
auf Zeilen angeordnet, sondern die Buchstaben werden als Monogramme miteinander verschmol-
zen (Ligatur, Involution, Juxtaposition). Das Byzantinische Monogramm nimmt, anders als die uns
heute geldufigeren Initial-Monogramme alle Buchstaben eines Wortes samt Kasus-Endungen in sich
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verschriankten Charakteren eines Christogramms Chi und Rho hier noch zusatzli-
che Buchstaben finden, namlich neben den beiden das Chrismon konstituierenden
weitere sieben. Fiir die Deutung dieser sieben Lettern konkurrieren mindestens drei
Lesarten. Wahrend das X und P sowie das A[lpha] und Q[mega] unumstritten sind,
entziindet sich der Streit an den beiden Buchstabengruppen SRE und DNIH. Vorge-
schlagen wurde beispielsweise mit der Auflésung ,,Spiritus Ecclesiae et Rex, Dominus
Noster, Impellere Hostes“, ,Jesus Christus, Anfang und Ende, Spiritus Rector der
Kirche und Konig, unser Herr, vertreibe die Feinde!“ eine explizit politische Lesart,*
die Christus als K6nig anspricht und seinen kdmpferischen Beistand gegen die Araber
fordert. In Analogie mit — allerdings jiingeren — Chrismones des Valle del Esera wurde
das besonders in Rede stehende DNIH auch weniger Reconquista-betont als Dominus
Noster IH[e]sus“, ,,Unser Herr Jesus Christus* gelesen.?®

Die Auslegung, die sich in der Forschung inzwischen mehrheitlich durchge-
setzt hat, liest das auffillige SRE als Sanctius Radimiriz/Rex Ecclesiae, also Sancho
Ramirez, zu erganzen ware vielleicht noch ,,Stifter” dieser Kirche, aber vielleicht als
Kampfer der Reconquista auch ,Schiitzer der gesamten Kirche in Aragén. Damit
traut die Lesart dem Erbauer dieser und der anderen sechs Burgkirchen sowie einem
der fithrenden Strategen gegen die Araber diese selbstbewusste Einschreibung in
das Zeichen des konstantinischen Chrismon-Kreuzes zu. Dies ist, wie Heinrich Klotz
bereits 1976 gezeigt hat,? eine der elegantesten und unverfinglichsten Moglichkei-
ten, sich unter Berufung auf das Pauluswort im Galaterbrief 6,14 ,,Ich wolle mich nicht
rithmen, es sei denn im Zeichen des Kreuzes unseres Herrn“, an zentraler Stelle unter
den direkten Schutz Gottes zu stellen und sich — haufig in ,,affektierter Bescheiden-
heit“ — eben doch zu riithmen.

Nachdem die Tulgas-Inschrift einen terminus ante quem 1095 fiir den gesamten
Bereich der Treppe und den Raum hinter der Tiir setzt, ist dieses Chrismon aus den
1080er bis frithen 1090er Jahren eines der dltesten Spaniens im Bauverband; in jedem
Fall scheint seine Form und sein Buchstabenreichtum in dieser Zeit einzigartig zu
sein, weshalb geradezu zwangslaufig die Frage gestellt werden sollte, ob es nicht
doch mogliche Inspirationsquellen gibt.

Als eine neue These sei hier vorgestellt: In der auffalligen Kleinheit des Loarre-
Chrismon mit nur etwa 30 Zentimeter Durchmesser und seinen deutlich artikulier-
ten additionalen Lettern, vor allem dem SRE, die hier offensichtlich keine Christus-
namen sondern Namensinitialen verkérpern, dhnelt es byzantinischen Bleisiegeln

auf. Diese besondere Schreibweise behindert den ,Lesenden Blick‘ und so kann eine diskursive Re-
zeption nur als ,Entziffern‘ erfolgen. Als retardierendes Moment der Rezeption beférdern Monogram-
me die dsthetische Wahrnehmung ihrer artefaktischen Prasenz“. Vgl. Balke/Keil/Opdenhoff/Stroth
2015, 264-265.

27 Diese stammt von Francisco Matarredona Sala, vgl. Matarredona Sala 2003, 55.

28 Matarredona Sala 2009, 18.

29 Klotz 1976, 302-312.
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(Abb.9b).2° Auf diesen sind in ein zentrales Kreuz oder Chrismon Namensinitialen
und Abkiirzungen ihrer Wiirdendmter oder Funktionen eingehingt,** wie auf dem
abgebildeten Siegel beispielsweise das griechische I und ein K bei Eirenaios, dem
kaiserlichen Spathar und Vorsteher der Stallungen. Derartige Bleisiegel kursierten zu
Hunderten noch lange nach der byzantinischen Herrschaft auf der Iberischen Halbin-
sel und wurden bis ins hohe Mittelalter teils als entindividualisierte Siegelringe weiter-
verwendet oder als wertvoll erachtete Grabbeigaben den Verstorbenen mitgegeben.*

Der Charakter eines Siegels wird insofern betont, als das Chrismon nicht — wie in
Spanien iiblich - ein glattes Randprofil aufweist, sondern von einem breiten, leicht
unregelmafliigen Wulst gerahmt wird, wie er sich erfahrungsgemaf; beim Einpragen
einer Petschaft in Siegelwachs aufwirft. Bei dem Chrismon der Unterkirche von Loarre
handelt es sich um eines der wenigen Chrismon-Darstellungen, die nicht im Hochrelief
von einer Flache abstehen, vielmehr tief in eine Wand eingepragt sind. Zusatzlich sind
die neun Lettern jeweils noch in die Nullebene eingetieft, indem anscheinend ein drei-
ecksformiger Grat in den Stein eingeschlagen wurde. Die Perfektion des Steinschnitts
und die Anmutung des anscheinend nicht von Menschenhand Eingepragten besitzen
durch den Zwang zum Hochblicken etwas Dignifiziertes und Erhaben-Gottliches, so
dass der Chrismon-,,Stempel* wie ein Acheiropoieton wirkt, mit dem der Eingang zur
Unterkirche von gottlicher Hand markiert wurde,* dhnlich wie Aaron in Agypten mit
einem Taph-Kreuz die Hauser der Israeliten schiitzte und die Israeliten zum Heilszei-
chen Eherne Schlange am Kreuz aufblicken miissen, um zu gesunden.?*

30 Vgl. Das byzantinische Bleisiegel 1997, 71 und 81-82.

31 Das Abhdngen von Namensinitialen findet sich auf der Iberischen Halbinsel spatestens seit den
asturischen Gold-Edelsteinkreuzen des neunten Jahrhunderts, vgl. Castro Valdés 2013, 103-124.

32 Insbesondere der Byzantinist Philipp Schweinfurth richtete friih sein Augenmerk auf die weite
Verbreitung der byzantinischen Siegel ab etwa 1050 bis zum Beginn des 13. Jahrhunderts, auf ihre
antike Abkunft und Rezeption. Als plastisches Beispiel dient ihm ein Bleisiegel des Klosters Daphni
bei Athen, das auf seiner Vorderseite die Blacherniotissa zeigt, auf der Riickseite aber in wohlgesetz-
ten Worten ,,Sphragis proedra Paulu poimnes Daphniu®, ,Dies ist des Abtes Paul von Daphni Siegel
hier“ das Siegel hervorhebt. Dabei betont Schweinfurth, dass der angewandte Justinische Trimeter,
der als {ibliches Versmaf der ,,griechischen Tragddie im Amphitheater am Abhang langst verstummt*
sei, auf den mittelbyzantinischen Monchssiegeln weiterlebt. Die byzantinische Schriftfixiertheit und
-verliebtheit erklart und charakterisiert er als ,,Herrschaft der schonen Linie“ insbesondere unter den
Paldologen. Vgl. Schweinfurth 1943, v.a. 33 sowie generell zu gelehrten Versformen in Inschriften
Christian 2015.

33 Schreiner 2003, v. a. 95-97.

34 Fiir den quasigottlichen Zwang zum Aufschauen siehe den Katalog Der himmelnde Blick 1998.
Fiir Schrift als Heils-Zeichen Becht-Jérdens 2015, fiir den Vergleich eines Chrismon mit der Ehernen
Schlange siehe Trinks 2012, 51-56. Die Anregung, dass mit dem Einstempeln des Namens des Gottes-
sohnes und mit Alpha und Omega auch apokalyptischen Opferlamms ebenfalls ein eucharistischer
Gehalt der Pragung einer Wand aus den lebendigen Steinen der Glaubigen alludiert sein kann, ver-
dankt sich Tobias Frese. Fiir die theologischen Konzepte hinter den bildhaften mittelalterlichen Hos-
tienstempeln vgl. Frese 2013.
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Abb. 10: Loarre, Lowe mit erhobener
Pranke.

Den Schriftzeichen auf Siegelsteinen wurde in Antike und Mittelalter oft eine magi-
sche oder schadensabwendende Wirkung zuerkannt.>® Die apotropiische Wirkung,
die das Kreuzeszeichen des Chrismon,*® noch verstirkt durch die eingehéngten Invo-
kationslettern,? seit Alters her besitzt, setzt sich in zwei figiirlichen Darstellungen an
diesem Portal fort, die bislang nicht publiziert sind.

An der rechten Tiirbogenwange ist etwa auf HiifthGhe ein Vierbeiner in Flachre-
lief zu sehen (Abb. 10), der die rechte Pranke erhoben hat und — wenn man sich die
Portalwange Richtung Scheitelpunkt der Tiir eingeklappt imaginiert — dem Chrismon
mit gedffnetem Maul und heraushdngender Zunge entgegentritt. Um den Hals tragt
das Tier ein diinnes glattes Band, sein Schwanz mit leichter Quaste fillt in einem
Bogen bis auf das Niveau der im Vergleich zu den vorderen Pranken leicht erhGhten

35 Der Einsatz von Schrift als Schutz insbesondere in islamischen, d.h. grofitenteils ehemals by-
zantinischen Einflussgebieten ist gut aufgearbeitet in Power and Protection 2016, z. B. 38. Aber auch
an die Austauschprozesse und das Einwandern islamischer Artefakte mit Schrift in den christlichen
Bereich ist zu denken wie etwa an das Siegel mit dem Namen Allahs in einem Goldkreuz aus Irland
des 9. Jahrhunderts, die Gemme mit Anrufung Allahs auf dem Deckel des Perikopenbuchs von Kaiser
Heinrich II., den mit spiegelbildlicher Schrift versehenen Gemmenring der Ermesenda im Kathedral-
schatz von Gerona des 11. Jahrhunderts oder die Sakralisierung von eingravierter Schrift auf fatimidi-
schen Kristallgefaf3en desselben Jahrhunderts, die haufig als christliche Reliquiare in Kirchenschét-
zen genutzt wurden.

36 Das wohl dlteste, von Ende des 8. oder Beginn des 9. Jahrhunderts stammende, Kreuz mit un-
missverstandlicher apotropdischer Inschrift ist abgebildet im Codex Salem X. 12a der Heidelberger
Universitatsbibliothek, vgl. Bischoff 1967, 284-285, mit ausfiihrlicher Diskussion der Datierung iiber
die Schrift und einem weiten Ausgriff auf die Kreuzes-Ikonographie.

37 Zu den spanischen Invokationslettern vgl. Eisenlohr 1994.
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Abb. 11: Jaca, Tympanon.

Hinterlaufe. Aufgrund des Schweifes, der gedrungenen Kopfform sowie der runden
Ohren scheiden Wolf und Hund wohl aus; es wird sich um die stark vereinfachte
Darstellung eines weiblichen Léwen handeln, wie sie gleich mehrfach im nidheren
Umbkreis der Burg von Loarre in vergleichbarer Form erscheint (Abb. 11). Meist im Por-
talbereich und dort hdaufig im Tympanon haben diese Loéwen, oft wie in Jaca oder im
nahen Santa Cruz de la Seros durch Inschriften unzweifelhaft als solche benannt, wie
ein iibergrofles antikes Cave Canem, ,Vorsicht vor dem (bissigen) Hund!“, apotropa-
ische Wirkung insofern, als sie Ubelwollende oder Ungldubige vom Eintreten in den
Sakralraum abhalten oder diese gar vernichten sollen.

Gegeniiber der Raubkatze hingegen ist ebenfalls in die Tiirwange das Brusthild
eines Mannes mit enorm kantigem Kinn, fliehender Stirn, kaum artikuliertem Strich-
mund und schulterlangen Haaren in einen Steinquader gemeif3elt, die sich im Nacken
aufwerfen (Abb. 12a). Seine markanten Ziige finden eine Parallele auf den Silbermiin-
zen Aragons in dieser Zeit, die K6nig Sancho Ramirez in der nahen Hauptstadt Jaca
prégen lie8 (Abb. 12b). Zusammen mit der von den meisten spanischen Forschern vor-
geschlagenen Lesart des Chrismons als Erweiterung auf Sancho Ramirez iiber dieser
Reliefdarstellung wire eine den Schwellenraum sichernde Trias aus Wachtertier,
Stifter und Christus gegeben, weil letzterer symbolisch in den aufgeladenen Schrift-
zeichen des Christogramms verkoérpert ist. Durch den bereits im Chrismon ebenfalls
prasenten Stifternamen von Sancho Ramirez und das offenbar von einem auf das
Wesentliche stilisierten Miinzbild iibernommene, in den Stein gravierte Bildnis des
Ko6nigs im Profil, wird dieses gleichsam ,mit-sakralisiert‘. Inshesondere aber werden
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Abb. 12b: Miinze Sancho Ramirez.

Abb. 12a: Loarre, Tiirwangenrelief, Sancho
Ramirez.

Ritzzeichnung und Namens-Chrismon durch den Inhalt des Raumes hinter dem drei-
fach markierten Portal ausgezeichnet:

Tritt man in diesen bereits im Aufienbereich mehrfach sakralisierten Raum,
erkennt man im Halbdunkel des in raffinierter Lichtregie nur durch drei Schlitzfens-
ter beleuchteten Kuppelraumes einen Altar mit glatter Mensa, wobei die Halbkuppel
wie ein Trichter nicht nur fiir eine herausragende Akustik sorgt, sondern auch den
Blick wiederum in Richtung des Chrismon am Portal zuriickfiihrt. Auf der Altarmensa
wurde wohl zumindest an hohen liturgischen Festen ein byzantinisierendes Reliquiar
aus vergoldetem Silber présentiert (Abb. 13b).3® Eindrucksvolle 61 mal 30 Zentimeter
lang,* barg es die Reliquien des neben Georg zweitbedeutendsten ostkirchlichen Rit-
terheiligen Demetrios, die Konig Sancho Ramirez von Aragon vielleicht als Dank fiir
Waffenhilfe fiir den byzantinischen Kaiser gegen muslimische Truppen direkt aus der
Hauptstadt Byzanz erhalten hatte.“° Unter Arkaden, die zwischen Pilaster mit Ranken-

38 Vgl. den ersten ausfiihrlicheren Eintrag zu diesem ansonsten kaum bekannten Reliquiar in Signos
1993, 109.

39 Vgl. Durliat 1999, 125.

40 Da Konig Sancho Ramirez durch die Heirat mit der franz6sischen Adeligen Felicia von Roucy in
der friihen Reconquista enge Beziehungen zu der franzdsischen Kreuzzugsbewegung iiber Byzanz
hatte, kann der Weg der Demetrios-Reliquien als Entlohnung fiir Waffenhilfe ein dhnlicher wie der in
St-Sernin de Toulouse von Partikeln von nicht weniger als sechs Aposteln sowie der Gemma Augus-
tea, einer kaiserlich-romischen Grofigemme wohl aus Konstantinopel, gewesen sein, die ebenfalls
als Kriegssold Eingang in den Kirchenschatz der Pilgerwegskirche fanden. Vgl. Trinks 2012, 302-305.
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Abb. 13a: Loarre, Unterkirche mit Altar .

Abb. 13b: Demetrios-Reliquiar.
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werk eingestellt sind und deren Zwickel mit durch Schattierung plastisch gestalteten
Quadern graviert sind, stehen vor einem mit Tremolierstrich dunkel-flirrend gemus-
terten Grund die zw6lf Apostel. Sie sind derart bewegt gezeigt, dass sie wie der rechts
zu sehende teils zu tanzen scheinen. Sie bilden symbolisch die tragenden Saulen des
Reliquiargebaudes, das von einem Walmdach mit Christus in der Mandorla, umgeben
vom Tetramorph und weihrduchernden Engeln, bekront wird. Mit den ungew&hnli-
cherweise in das obere Drittel der Mandorla eingehédngten apokalyptischen Zeichen
Alpha und Omega wird eine wesentliche Aussage des Eingangs-Chrismon durch das
Reliquiar aufgenommen. Vor allem aber greift es mit der verdoppelten Darstellung
von Christi Wiederkehr mit Tetramorph und der durch den Gottessohn vorvollzogenen
leiblichen Auffahrt in den Himmel die klar formulierte Verheifiung des Hauptportals
der Kirchenburg mit seiner Konzentration allein auf die Seligen auf: Als Belohnung
bei Wohlverhalten ist fiir die Regularkanoniker der Hohenburg das ewige Leben, um
das Tulgas in der Inschrift am Eingang bat, in Reichweite geriickt.

Der Schrein kann anhand stilistischer Vergleiche mit siidfranzésischen, vor
allem aquitanischen Handschriften und seines byzantinischen Einschlags in das aus-
gehende elfte Jahrhundert datiert werden.** Damit stammt er aus der Erbauungszeit
der Burgkirche von Loarre, so dass die Unterkirche tatsdchlich bewusst als zweite
bauliche Hiille fiir diese kostbaren und wahrscheinlich schon vorhandenen Reliquien
geschaffen worden sein kann.*> Dieser mit seinen nur drei Schlitzfenstern betont
dunkel gehaltene Raum um den architektonisierten Goldschrein mit seinen Quadern
herum sakralisiert mit dem zu seiner zumindest partiellen Beleuchtung unabdingba-
ren Fackellicht die Prasentation des Demetrios-Reliquiars auf dem Altar zusatzlich.
Bekront wird die stark betonte Prasenz des Schreins dieses ostkirchlichen Ritter-
heiligen in seiner Alteritdt durch das byzantinisierende Siegel iiber dem Eingang zu
diesem Sakralraum.*®

Wie gesehen, biirgt an dem der Wand wie eingepragten Schwellensymbol Chris-
mon der Stifter mit seinem Namen und mit seinem Konterfei fiir den Schutz dieser
Reliquien wie auch des materiell wertvollen Schreins. Das animalische Apotropeion
des Lowen an der Tiirwange mit abwehrend erhobener Pranke besitzt die Zwiegestalt
eines ,mehrdeutigen Symbols‘:** Er ist abschreckender Wichter, Cave Canem und
herrscherliches Symbol zugleich. In seiner Polyvalenz scheint er wie auch das Chris-
mon von dem zeitlich vorausgehenden Kathedralportal in Jaca gepragt.

41 Durliat 1999, 125.

42 Das gleichsam friihchristliche Element dieses gebauten Reliquienumgangs betont Marta Poza
Yagiie, vgl. Poza Yagiie 2009, 68.

43 Zur weiteren Sakralisierung dieser Burgkapelle der Heiligen Quiteria beispielsweise durch das
bautechnisch aufwendige Kuppelgewdlbe vgl. Matarredona Sala 2003, v. a. 52-54.

44 Gier 1985, 189-200.
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2 Jaca - Sehen und Lesen

Die ab 1076 von Konig Sancho Ramirez errichtete Kathedrale San Pedro de Jaca als
erste Station des spanischen Pilgerweges nach Santiago wird durch eine monu-
mentale Vorhalle im Westen betreten.*> Als erster Teil der Bischofskirche entstand
das madchtige trichterartige Portal mit dem &ltesten teilfigiirlichen Tympanon der
Romanik auf der Iberischen Halbinsel (Abb. 11). Flankiert von zwei Christus symbo-
lisierenden Lowen — der linke legt seine Pranke schonend auf einen sich niederwer-
fenden Biifler im hdrenen Gewand mit der Schlange der Erbsiinde in der Hand, ist im
Zentrum ein Chrismon zu sehen. Auf den Zeilen*® {iber dem links schreitenden Léwen
steht zu lesen: PARCERE STERNENTI LEO SCIT XRISTVSQVE PETENTI, das heif3t:
Der Lowe weif3 den sich vor ihm Niederwerfenden zu verschonen wie Christus den
Bittenden. Dies ist eine von mehreren auf dem Tympanon zu findenden Paraphrasen
aus den Tierbeschreibungen der spitantiken Etymologiae Isidors von Sevilla,*” der
seinerseits Plinius mit der Naturalis Historia zitierend schreibt: , Patet enim eorum
misericordia exemplis assiduis. Prostratis enim parcunt [...]%,*® also, dass der Lowe
dem Menschen gegeniiber in wiederholten Beispielen Milde gewdhrt hat und den
sich vor ihm Niederwerfenden schont. Wie es vor dem Adamsportal von St.-Lazare in
Autun mit der nach dem Siindenfall kriechenden Eva nachweishar ist,*® diente auch
dieser durch Chrismon, Bilder damals sicherlich furchteinfl6f3ender Léwen und Buf3-
anleitungs-Inschriften hochsakralisierte ,Vor-Raum‘ fiir 6ffentliche Buf3gottesdienste
Ko6nigs Sancho Ramirez und seines gesamten Gefolges. Erst nach vollzogener Bufle
durfte die Schwelle unter dem Chrismon wieder iiberschritten werden. Der Christus-
Lowe rechts fungiert als iibergrof3es Animal-Apotropeion insofern, als er, wie es in
der Inschrift {iber ihm beschrieben wird, die Vertreter des Bosen als Gegenbild zum
Verschonen des Bufifertigen gemaf} Psalm 90,13 mitleidlos zermalmt und allein durch
seine monumentale Prisenz Ubelwollende vom Betreten des Sakralraums abschre-

45 Zu den Spezifika von Inschriften an Pilgerwegen vgl. Diinne/Doetsch/Liideke 2004, hier v. a. den
Abschnitt zu Rdumlichkeit und Schriftkultur.

46 Obwohl im Grunde iiberfliissig, zitiert der Schrifthauer bei den Inschriften {iber den Lowen mit der
genauen Linierung unter den Lettern das Ordnungsgeriist der antiken Quadratarii.

47 Die Bedeutung Isidors als neben Jakobus zweitem ,,Nationalheiligem“ Nordspaniens wie auch im
Rahmen einer ,kulturellen Reconquista“ kann kaum hoch genug eingeschitzt werden. Selbst fiir die
Auswahl der kiinstlerischen Themen spielt die inhaltliche Auseinandersetzung mit diesem wichtigs-
ten Enzyklopadisten des Mittelalters, der um 620 das gesammelte Wissen der Antike in den zwanzig
Bénden seiner Etymologiae iiberliefert, eine entscheidende Rolle. Vgl. Trinks 2009, hier v. a. 220-221.
Die Etymologiae sind inzwischen auch in einer sehr guten deutschen Ubersetzung leichter zuging-
lich, vgl. Die Enzyklopddie 2008, 455-456. Dort findet sich im zwdlften Buch ,.Von den Tieren“ das
Kapitel zum Léwen.

48 Plinius, Naturalis Historia 19, 48ff. Hier zitiert nach der unverdndert mafigeblichen Edition von
Wallace M. Lindsay, vgl. Etymologiarum 1911, XII, 2, 6.

49 Vgl. Werckmeister 1972, 18.
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cken kann. Das im Tympanonzentrum stehende, monumentale Christuszeichen der
von gebildeten Augustinerchorherren gefiihrten Kirche in Jaca ist im mehrfachen
Augustinischen Wortsinn aufgeladen, denn durch eine Inschrift auf dem Rad ist es
sowohl um eine trinitarische Komponente erweitert (die das P als Pater und das VNVS
ET QVIDEM erldutern),*® als auch durch die zwischen die Speichen gesetzten Mar-
geriten und die auf dem Horizontalbalken eingehdngten Lettern Alpha und Omega
um apokalyptische Konnotationen.>® Wesentlich erscheint jedoch seine urspriingli-
che Abkunft von dem Siegeszeichen Kaiser Konstantins,”? mit dem der aragonesische
K6nig Sancho Ramirez I., der die Kathedrale stiftete und seinen Bruder Garcia als
Bischof investierte, in der beginnenden Reconquista offensichtlich ein politisches
Zeichen setzen wollte.

Allein in das Rad dieses Chrismons hat der Schrifthauer 97 Lettern derart prazise
eingemeif3elt, dass die Inschrift punktgenau vor dem griechischen Kreuz als Start-
punkt endet. Kaum glaubwiirdig erscheint bei dieser Uberfiille an Schrift, dass der
Kiinstler ohne eigene Durchdringung nur Vorgaben oder Vorzeichnungen umgesetzt
hitte. Insbesondere die direkte Aufforderung an den ,Leser‘ der Inschrift, das, was
in der Skulptur verborgen sei, mit Sorgfalt wahrzunehmen und zu erkennen (HAC
IN SCVLPTVRA LECTOR SI C[OG]NOSCERE CVRA), kann als explizite Leseanlei-
tung seitens der vermeintlichen theologischen Urheber des komplexen Programms
von Jaca gewertet werden.”> Es handelt sich um einen Ubertrag der Sprechakt-Theorie
als agierendes und Anweisungen gebendes Bildwerk innerhalb einer sprachfdhigen
Ecclesia als allegorischem Gesamtorganismus.>* Bei einer derart unaufloslichen Ver-
zahnung von Bild und Schrift ware zuvorderst an den Schrifthauer und den Bild-
hauer zu denken, die erkennbar des Lateinischen méchtig waren und stolz ihr — bei
dieser inhaltlichen Komplexitdt unabdingbar gemeinsam mit Theologen entwickel-
tes — Schrift-Bild-Programm prasentieren, mithin ein veritabler Schriftakt, wie Tobias
Frese und Wilfried E. Keil pointierten.”® Obwohl es auf dem Tympanon keine nament-
liche Nennung gibt,’® hat der Schrifthauer mit dem selbstbewussten HAC IN SCVLP-

50 Zur Geschichte und institutionellen Verfassung von Jaca vgl. Garcia Garcia 2012, v. a. 123-126. Zu
den Inschriften z. B. Favreau 1996 und Oc6n Alonso 2004, v. a. 218. Dort auch in den Fufinoten 2 und 3
eine Literaturiibersicht der reichen Forschung zu diesem ersten monumentalen Figurentympanon
Europas.

51 Zum apokalyptischen Gehalt des Tympanonprogrammes, vgl. Caldwell 1980, 25-40.

52 Den bewussten Riickgriff des Jaqueser Chrismon auf das friihchristliche Siegeszeichen hat Dulce
Ocon Alonso herausgearbeitet, vgl. Ocon Alonso 2004, v. a. 223-224.

53 Insbesondere Caldwell 1980, 29-32. Inzwischen vgl. auch Kingsley 2012, 171-184.

54 So beispielsweise Kendall 1998, 408 sowie Kendall 1996, v. a. 117.

55 Frese/Keil 2015.

56 Hingegen existiert auf einem besonders prachtigen ornamentalen Kapitell der dem Westportal
ndchsten Sdule der nordlichen Langhausseite eine Kiinstlerinschrift. Vollkommen {iberraschend hat
ein passionierter spanischer Photograph Ende 2009 bei einer extremen Vergréfierung dieses Kapitells
nicht nur eine bislang unpublizierte, unter einem Kapitellblatt hervorkriechende Schlange entdeckt,
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TVRA - sicher im Auftrag des Kathedralstifters Sancho Ramirez — das zur vollendet-
symmetrischen Kreuzform erweiterte Chrismon zu einem unverwechselbaren Zeichen
gemacht.’” Wer Sancho Ramirez’ Namens-Chrismon in Loarre kannte, verstand auf
Anhieb dasjenige von Jaca, und vice versa.

3 Triadische Deutungen

Die gesehenen Inschriften respektive Schriftzeichen-Eintragungen im Fall des Loarre-
Chrismonsiegels markieren mit ihren je inhdrenten theologisch-politischen Konzep-
ten Knotenpunkte in einem vielschichtigen Geflecht von Bedeutungen und liturgi-
schen Handlungen im Sakralraum, der Oberkirche, und bereits in ihrem Vorfeld, vor
dem Betreten der Raume selbst, am Portalrelieffries. Die Inschriften dienen ebenso
der Binnendifferenzierung des architektonischen Raums, der Akzentuierung theolo-
gischer Bedeutung und der Betrachterlenkung. Wahrend aufien auf dem Relieffries
dem Besucher der Burg, der notwendigerweise durch diesen Eingang treten musste,
die feste Heilserwartung ,plakativ‘ vor Augen gestellt wurde und Tulgas mit seinem in
der Inschrift unmissverstdndlich vorgebrachten Anliegen den Leser geradezu frontal
angeht, wird im Inneren subtil bis uneindeutig in Form der zeichenhaften Chrismon-
Lettern und Relief-Bilder der Tiirwangen eine Hoffnung auf Heil fiir den Stifter der
Anlage und des Demetrios-Reliquiars, Konig Sancho Ramirez formuliert, sowie Apo-
tropdisches, das am Portalfries des Auf3enbaus fehlt, nach Innen geholt.

Der sakrale Schriftraum der Burg von Loarre kann als ein doppelt triadischer
beschrieben werden: zum Einen werden kulturell heterogene Konzepte zusammen-
gebracht, indem Romisch-Katholisches dltere westgotisch-mozarabische Traditionen
ersetzt und sich in Form des Demetrios-Reliquiars mit Ostkirchlichem mischt. Zum
Anderen sind in der Triade Bild-Schrift-Zeichen die Heilsbilder der Seligen des Portal-
frieses ebenso eindeutig formuliert, wie Tulgas unmissverstandlich seine Erwartung
direkt unterhalb des Frieses in der wortreichen Inschrift dufiert, wiahrend die Schrift
des Chrismon im Innern in ihrer extremen Verknappung auf die Anfangsbuchstaben
fiir Heutige nicht mehr ohne Weiteres lesbar ist; die Schriftzeichen-Lettern werden

welche sich zu den ohnehin zahlreichen Schlangen in Jaca gesellt (Vgl. Trinks 2009, 226-231), sondern
auch den in das Kapitell eingemeifielten Namen BERNARD[US]. Diese aufsehenerregenden Funde
sind im Forum auf der Seite der sehr engagierten Amigos del Romdnico in exzellenten Aufnahmen
dokumentiert: http://www.amigosdelromanico.org/phpBB/viewtopic.php?f=1&t=1017 (15.9.2017).

57 Dabei spielen sie bewusst oder unbewusst mit der multisensorischen Erscheinung des konstanti-
nischen Siegeszeichens ,,in Wolken®, bei der die Stimme Gottes Kaiser Konstantin mit den Worten IN
HOC SIGNO VINCES ebenso zum Sieg aufforderte, wie in Jaca zum richtigen Erkennen der Bilder und
Zeichen. Die Schrift auf dem Chrismonrad wird damit als quasi-gottliche Erscheinung legitimiert, wie
dies Klaus Schreiner auch fiir andere eigenhédndige ,,gottliche* Aufzeichnungen und deren Verwen-
dung in heilsgeschichtlichen Kontexten zeigen konnte. Vgl. Schreiner 2003.
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dekontextualisiert und funktionieren in ihrer Bildlichkeit vollstdndig erst im Ver-
gleich mit anderen Letter-Bildern auf Chrismones desselben Stifters wie Jaca oder
Santa Cruz de la Seros.

Auf all diesen Ebenen hingegen greift eine Sakralisierung: Tulgas befindet sich
mit seiner Toten-Inschrift gleichsam ad sanctos, raumlich nur wenige Meter von den
Reliquien des Ritterheiligen Demetrios entfernt und direkt unter dem visualisierten
Himmel der Seligen in Tiichern, mit denen vermutlich die Besatzung der Burg aus
Augustinerchorherren aufgewertet wurde. Nicht zuletzt fiihrt die rdaumliche wie bild-
theologische Pathosformel der steil aus dem Dunkel der Unterkirche nach oben in
das Licht fithrenden ,Himmelstreppe‘ zu einer Sakralisierung der profanen Vertei-
digungsanlage in Richtung einer festen Burg als irdischer Vorausschau des Himm-
lischen Jerusalems, womit dessen assoziative Vorwegnahme in Gestalt der Burg von
Loarre im Film Kingdom of Heaven gewissermafien intuitiv erfasst ware.
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Wilfried E. Keil
Schrift und Bild zur Bildung?

Die Kapitelle im Kreuzgang von SS. Pietro ed Orso in Aosta

Kreuzginge sind nicht nur Verbindungswege zwischen an sie angebaute architektoni-
sche Raume, sondern auch von sakralen Rdumen wie der Kirche zu sozialen Raumen
wie den Konventsgebduden, die in Teilen zugleich auch sakrale Riume sein konnen.
Zudem sind sie selbst architektonischer und sozialer Raum, der ephemer durch Pro-
zessionen zu einem Sakralraum und liturgischen Raum werden kann. Ein Kreuzgang
ist also nicht nur ein Verkehrsweg von Klerikern. Ublicherweise sind Kreuzginge
durch baugebundene Skulpturen geschmiickt, manche sogar mit figiirlicher Baus-
kulptur. Einige Kreuzgédnge weisen auch Inschriften auf, die nicht auf eingebauten
Grabplatten und Grabmadlern stehen, sondern an Portalen, Reliefplatten, Pfeilern
oder Kapitellen. Hierbei kommt es in vielen Faillen zu einer Verbindung von Schrift
und Bild. Die Inschriften sind hierbei nicht isoliert zu betrachten, und auch nicht nur
gemeinsam mit den Bildwerken, sondern auch die Anordnung im Raum ist zu beriick-
sichtigen, da diese entscheidend fiir die Funktion, Wahrnehmung und Bedeutung der
Inschriften und Bildwerke ist.

Wieso wurden in manchen Kreuzgidngen zusdtzlich zur Skulptur Inschriften
angebracht, die iiber Beischriften hinausgehen und hiermit mehr als das Dargestellte
zum Thema haben? Folgt die Anordnung der Inschriften einem bestimmten Konzept,
das in die Verkehrswege und Raumfunktionen eingebunden ist?

Fiir erste Uberlegungen zu Kreuzgingen als Schriftraum dient im Folgenden der
romanische Kreuzgang der Stiftskirche SS. Pietro ed Orso in Aosta mit seinen Kapitel-
len, die teilweise mit Inschriften unterschiedlicher Art verstehen sind (Abb. 1).2

1 Fiir die Wichtigkeit der Anordnung von Inschriften siehe: Debiais 2009, 65-91. Auch innerhalb der
Rédume ist die topologische Anordnung der Inschriften zu beriicksichtigen. Siehe hierzu: Dickmann/
Keil /Witschel 2015. Auch eine abgestufte Sakralhierarchie innerhalb eines Sakralraums ist moglich.
Zu Uberlegungen hierzu anhand von FuBbodenmosaiken im Friihchristentum siehe: Jiggi 2007, 80-89.
2 Die Aussage von Joachim Poeschke, dass der Kreuzgang von Aosta neben dem von Monreale der
einzige romanische mit figiirlichem Kapitellschmuck in Italien sei, trifft nicht zu. Siehe: Poeschke
1998, 97. Zum Kreuzgang von SS. Pietro ed Orso in Aosta siehe vor allem: Berton 1956; Barberi 1988;
Barberi 2001. Die Kapitelle des Kreuzgangs wurden im Rahmen des CENOBIUM-Projekts in 3D ge-
scannt. Siehe hierzu: Dercks 2012.

Dieser Beitrag ist im Heidelberger Sonderforschungsbereich 933 ,,Materiale Textkulturen. Materiali-
tat und Prasenz des Geschriebenen in non-typographischen Gesellschaften“ entstanden (Teilprojekt
AO05 ,,Schrift und Schriftzeichen am und im mittelalterlichen Kunstwerk®). Der SFB 933 wird durch die
Deutsche Forschungsgemeinschaft finanziert. Alle Transkriptionen und Ubersetzungen stammen vom
Verfasser.

@ Open Access. © 2019 Wilfried E. Keil, publiziert von De Gruyter. Dieses Werk ist lizenziert unter der
Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 Lizenz.
https://doi.org/10.1515/9783110629156-009
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Abb. 1: Aosta, Santi Pietro ed Orso, Kreuzgang, Sicht nach Westen.

Aosta im Aostatal in Oberitalien liegt an einer alten Romerstraf3e. Die heutige Stadtan-
lage beruht immer noch auf den rémischen Strukturen. Aosta war seit dem Frithmit-
telalter eine bedeutende Station auf dem Pilgerweg nach Rom, der Via Francigena, die
von Canterbury iiber Reims kommend, iiber Pavia und Lucca nach Rom weiterfiihrte.

Unter der Kirche von Santi Pietro ed Orso wurden zahlreiche Bestattungen in den
Resten friihchristlicher Vorgidngerbauten gefunden. Hierbei kam ein Inschriftenfrag-
ment zu Tage, das zu einer Bestattung eines Bischofs im Jahre 522 gehorte.? Auch von
einem karolingischen Bau sind Mauerreste und Relieffragmente erhalten. Vom 10. bis
12. Jahrhundert wurde die Kirche mehrfach erweitert und umgestaltet.*

1133, nach heutiger Zeitrechnung 1132, wurde das Kapitel reformiert und durch
Papst InnozenzII. als Augustinerchorherrenkonvent bestitigt.” Treibende Kraft hier-
bei war der damalige Bischof von Aosta, Aribert (1132-1139), der selbst ein Augustiner-
chorherr war und aus der Abtei von Sainte-Marie-d’Abondance im Chablais (Dépar-
tement Haute-Savoie) kam. Der erste Prior, Arnulf von Avise, wurde spéter selbst
Bischof von Aosta (1149-1159).°

3 Bonnet/Perinetti 2001, 15f.

4 7u einem Uberblick von den antiken Funden bis zu den Umbauten im 13. Jahrhundert siehe: Bon-
net/Perinetti 2001.

5 Bonnet/Perinetti 2001, 23.

6 Barberi 2001, 49.
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Der romanische Kreuzgang liegt siidlich der Kirche. Die Datierung des Kreuz-
gangs und seiner Kapitelle ist umstritten. Ein Teil der Forscher ist der Meinung,
dass die Kapitelle direkt nach der Ubertragung an die Augustinerchorherren 1132
entstanden sind;” andere datieren sie nach der Mitte des 12. Jahrhunderts, als der
frithere erste Prior Arnulf Bischof von Aosta war. Fiir die Spatdatierung gibt es zwei
Argumente. Das eine beruht auf stilistischen Vergleichen und das andere auf dem
Kapitell, das die Ubergabe der Augustinusregel zum Thema hat. Francesco Gandolfo
will die Inschrift EPISCOPVS, die sich auf der Kapitellseite mit Augustinus befindet,
dem Prior Arnulf, der fast auf der Ecke, am Ubergang von der einen zur anderen Seite
steht, der zum Prior gehorigen Inschrift auf der anderen Kapitellseite zuordnen, um
seine Spdtdatierung zu rechtfertigen.® Diese Argumentation ist nicht nachzuvollzie-
hen, da die Bezeichnung klar auf den im Bischofsornat dargestellten Augustinus, der
Bischof von Hippo Regius war, zu beziehen ist.” Wenn die Kapitelle zur Zeit Arnulfs
als Bischof entstanden waren, ware dies in der sonst im gesamten Kreuzgang ange-
wandten Weise mitgeteilt worden: Die Beischriften stehen immer auf der Seite, auf
der das Benannte dargestellt ist; also wird es in diesem Fall auch so sein. Zudem ware
dem Konzepteur damals klar gewesen, dass man daher das EPISCOPVS auf Augusti-
nus bezogen hitte.

Charles Bonnet und Renato Perinetti ordnen unabhéngig von Francesco Gan-
dolfo die Kapitelle in das fiinfte Jahrzehnt des 12. Jahrhunderts ein.'® Joachim Poe-
schke datiert die Kapitelle auf Grund stilistischer Ahnlichkeiten mit Saint-Trophime
in Arles und der Kathedrale von Avignon um 1150/60.* Nach Poeschke gibt es bis
auf einige Fragmente im Dom von Aosta im ganzen Aostatal und im benachbarten
Piemont keine Vergleichsbeispiele.!? Insgesamt kénnen die Versuche der Forschung,
die Kapitelle von Aosta stilistisch einzuordnen, alle nicht wirklich iiberzeugen. Einzig
René Jullians Zuweisung der im 19. Jahrhundert im Baptisterium von Saint-Martin
d’Ainay in Lyon wiederverwendeten Kapitelle an die Werkstatt des Kreuzgangs von
SS. Pietro ed Orso in Aosta erscheint einleuchtend.?®

Im Laufe der Jahrhunderte kam es immer wieder zu Restaurierungen und Veran-
derungen am Kreuzgang. Die holzernen Dacher der Kreuzgangfliigel wurden Quel-
lennachrichten zufolge unter Prior Jean de Champvillar im Jahre 1364 durch steinerne

7 Barberi 2001, 57f. Zu weiteren stilistischen Einordnungen mit weiterer Literatur siehe: Barberi 2001,
58-64. Zur Datierungsproblematik und weiterer Literatur hierzu siehe: Barberi 1988, 29f. Zum Stil der
Kapitelle und weiteren stilistischen Vergleichen siehe: Barberi 1988, 35-83.

8 Gandolfo 1999. Lucy Donkin folgt der Argumentation von Francesco Gandolfo. Siehe: Donkin 2008,
78.

9 Diesen logischen Bezug hatte bereits Arthur Kingsley Porter gemacht. Siehe: Porter 1915-1917, Bd. 2,
58.

10 Bonnet/Perinetti 2001, 23, 30.

11 Poeschke 1998, 98.

12 Poeschke 1998, 97. Zu den Beispielen siehe: Barberi 1988, 41-46.

13 Jullian 1964.
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Gewdlbe ersetzt.** 1419 ordnete Bischof Oger Moriset eine Restaurierung des verfal-
lenen und ruindésen Kreuzgangs an. Bereits 1427 mussten die Dacher neu gedeckt
werden. 1644 wurde das Kollegiatsstift sikularisiert.’® Ende des 17. Jahrhunderts
mussten die Dicher des Kreuzgangs wiederum erneuert werden.'” 1778 wurden die
beiden Architekten Albertolli und Franchino damit beauftragt, ein grofieres Gebdaude
an der Stelle zu errichten, an der frither das Dormitorium der Kanoniker im Ostfliigel
lag.’® Dieses Gebdude wurde im Jahre 1826 wieder abgerissen und ein neues Gebiude
fiir die Kanoniker errichtet. Dabei wurden die Gewdlbe des Kreuzgangostfliigels
erneuert.’ Nur das mittlere Kapitell des Ostfliigels mit vegetabilen Formen ist noch
urspriinglich.?® Von den nicht wiederverwendeten Kapitellen gelangten einige im
Laufe der Zeit iiber Umwege ins Museo Civico di Torino.*

Weitere Restaurierungen fanden im 19. und 20. Jahrhundert statt. Ein Hinweis
hieraufist z. B. eine Bodenplatte in der Nordostecke des Kreuzgangs, in die die Jahres-
zahl 1905 eingehauen ist. Die Platte wurde spdter teilweise tiberbaut.

Von den urspriinglich 52 Kapitellen im Kreuzgang blieben 42 erhalten. Vier davon
kamen Ende des 19. Jahrhunderts in das Museo Civico di Torino.?? Durch die vielen
Restaurierungen und Umbauten sind weder die Frage, inwieweit der heutige Zustand
dem urspriinglichen entspricht, noch die urspriingliche Anordnung der Kapitelle wie
bei vielen anderen Kreuzgingen ohne eine genaue Untersuchung zu kliren.?* Aller-
dings finden sich auf einigen Basen, Sdulen, Kapitellen und Kampferplatten Versatz-
marken. Ob diese dem urspriinglichen Steinversatz dienten oder von Restaurierungs-
arbeiten stammen, konnte bisher noch nicht geklart werden.

Allerdings wurden die Kapitelle bei Umbauten wohl nicht weit entfernt deponiert,
und es ist recht wahrscheinlich, dass die eines Kreuzgangfliigels gemeinsam gelagert
wurden. Zumindest bilden die Kapitelle der einzelnen Fliigel eine Einheit. Daher ist
anzunehmen, dass nur Kapitelle innerhalb eines Kreuzgangfliigels vertauscht oder
gedreht und in verdnderter Ausrichtung wieder eingebaut wurden.

Die Kapitelle sowie ein Teil der Basen wurden aus weiflem Marmor gefertigt und
die Schifte sowie die meisten Basen aus Bardiglio-Marmor aus Aymavilles, der grau-
griin marmoriert ist.>* Die Kapitelle wurden nachtréglich schwarz gefasst. Dies war

14 Barberi 2001, 50.

15 Barberi 1988, 22; Barneri 2001, 51.

16 Barberi 1988, 22; Barberi 2001, 51.

17 Barberi 1988, 22; Barberi 2001, 51.

18 Barberi 1988, 23 u. Anm. 16; Barberi 2001, 51.
19 Barberi 2001, 51.

20 Barberi 2001, 55.

21 Barberi 1988, 19; Barberi 2001, 52.

22 Barberi 1988, 23; Baberi 2001, 50.

23 Siehe hierzu auch: Barberi 2001, 50-52.
24 Barberi 1988, 23; Barberi 2001, 50.
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Abb. 2: Aosta, Santi Pietro ed Orso, Kreuzgang, Westfliigel, Doppelkapitell Nr. 16, Siidseite, Szenen
aus dem Leben Jakobs.

den Quellen zufolge bereits im 2. Viertel des 17. Jahrhunderts der Fall.”> Nach dem
Diebstahl eines Kapitells im Jahr 1997 wurde von der Denkmalpflege nach Fotos eine
Kopie in Auftrag gegeben. Um dem heutigen Besucher einen Eindruck des urspriing-
lichen Zustands zu vermitteln,?® verzichtete man bei der Kopie auf die nachtrégliche
schwarze Fassung und hob die Inschriften mit roter Farbe hervor (Abb. 2).

Die urspriinglich mit roter Paste gefiillten Inschriften lassen sich z.B. am Kapi-
tell mit der Griindungslegende im Siidfliigel belegen. Dort ist bei den Inschriften an
einigen Stellen die schwarze Farbe abgeblattert. Darunter kam eine rétliche Farbpaste
zum Vorschein mit der die Inschriften verfiillt waren (Abb. 3).>”

Bevor auf die drei Kreuzgangfliigel mit den romanischen Kapitellen eingegangen
wird, muss auf eine allgemeine rezeptionspraktische Problematik bei Kapitellen in
Kreuzgidngen verwiesen werden. Man kann alle vier Seiten eines Kapitells mit ihren
Darstellungen und ihren eventuell umlaufenden Inschriften nicht auf einmal wahr-
nehmen, da man nicht einfach um die Sdule herumlaufen kann. Hierzu miisste man
iiber das Bankett steigen, auf dem die Arkaden des Kreuzgangs stehen, oder immer

25 Barberi 2001, 50.

26 Barberi 2001, 52. Kapitell Nr. 16. Den urspriinglichen Eindruck der weiflen Marmorkapitelle kann
man auch bei den im Zuge des Kreuzgangumbaus ausgebauten Kapitelle, die sich heute im Museo
Civico di Torino befinden, nachvollziehen.

27 Siehe hierzu auch: Barberi 1988, 24; Barberi 2001, 50 u. Anm. 4.
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Abb. 3: Aosta, Santi Pietro ed Orso, Kreuzgang, Sudfliigel, Kapitell Nr. 32, Kapitell mit der Legende
des heiligen Ursus, Nordseite, Inschrift, Fassungsreste.

wieder durch einen der Durchgédnge in den Innenhof gehen und dann wieder zuriick-
laufen. Bei dem Kapitell, das die Legende mit dem heiligen Ursus illustriert und das
oben auf der abgeschragten Abakusplatte eine zweizeilige Umschrift und zudem Bei-
schriften in den einzelnen Szenen aufweist, miisste man das Kapitell sogar mindes-
tens zweimal umrunden. Daher sind die Darstellungen und Inschriften der Kapitelle,
je nach Standpunkt des Betrachters, in ihrer Wahrnehmung und Sichtbarkeit und
umlaufende Inschriften auch in ihrer Lesbarkeit eingeschrankt: Sie haben somit eine
restringierte Prisenz, und zwar in rdumlicher Hinsicht.?® Zudem ist, aufgrund ihrer
Anbringung innerhalb eines Kreuzgangs, der nur oder jedenfalls zuallererst den Mit-
gliedern der Gemeinschaft zugénglich ist, auch eine Einschriankung auf personeller
Ebene gegeben.?

An den Kapitellen des Nordfliigels sind keine Inschriften vorhanden. Die Kapi-
telle sind durch alttestamentliche Szenen und Szenen aus der Kindheit Jesu, oder
einfach vegetabil oder zoomorph geschmiickt. Die Kapitelle des Westfliigels sind his-
torisierende Kapitelle, die die Geschichte des alttestamentlichen Patriarchen Jakobs
darstellen (Abb. 2). Es wechseln sich immer Doppelkapitelle mit einfachen Kapitellen

28 Zur restringierten Schriftprasenz siehe: Frese/Keil /Kriiger 2014; Keil et al. 2019.
29 Zur restringier Prdsenz von Inschriften auf personeller, zeitlicher und rdaumlicher Ebene siehe:
Keil 2014. Fiir Stifterinschriften in gleicher Hinsicht siehe: Keil 2018.
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ab. Die Inschriften an den Kapitellen dienen nur zur Identifizierung des Abgebilde-
ten. Es handelt sich also nur um Beischriften.3°

Die meisten Inschriften befinden sich auf den Kapitellen des Siidfliigels. Das
erste Kapitell von Westen ist ein Adlerkapitell, das keine Inschriften aufweist. Das fol-
gende Kapitell ist mit Widderképfen und Rankenwerk geschmiickt.?* Die umlaufende
Inschrift steht auf der Abakusplatte und beginnt auf der Siidseite: MARMORIBVS -
VARIIS - HEC - / EST - DISTINCTA - DECENTER - / FABRICA - NEC - MINVS - EST -
DISPO/SITA CONVENIENTER -.32 Zu dieser Inschrift gibt es in der Kirche selbst ein
Pendant. 1999 wurde unter dem Fuf3boden des Kanonikerchors ein Fuf$bodenmosaik
aufgedeckt.?® Es handelt sich um ein quadratisches Feld, in das ein Kreis eingeschrie-
ben ist. In den Zwickeln sind Tiere und ein Hybridwesen dargestellt. Im Kreis sind
mehrere Kreise so angeordnet, dass runde Bander entstehen. Innen ist ein Mann auf
einem Léwen sitzend dargestellt, der gerade den Rachen des Lowen aufreifdt. Da der
Mann lange Haare hat, diirfte es sich nach der Darstellungstradition um Samson han-
deln.?* Dann folgt eine Inschrift, die oben und unten mit kleinen Dreiecken verziert ist.
Der Text ist ein bekanntes Palindrom aus der Antike: ROTAS OPERA TENET AREPO
SATOR.* Danach folgt ein Band mit Knotenmuster und zum Abschuss wieder eine
Inschrift: + INTERIVS DOMINI - DOMVS - HEC - ORNATA - DECENTER - + QVERIT -
EOS - QUI - SEMPER - EI - PSALLANT - REVERENTER - .3 Die Inschrift ist zweige-
teilt, wobei der erste und zweite Teil jeweils die Halfte des runden Bandes einneh-
men. Der zweite Teil der Inschrift ist gespiegelt geschrieben. Die Inschrift thematisiert
sowohl die Dekoration als auch den Gesang.”” Lucy Donkin hat dies mit der Sicht-
weise der Chorherren und ihrem Status in Verbindung gebracht, denen die aktuelle
Debatte iiber Kunst und Psalmengesang bekannt gewesen sei.?® In einer anonymen
Auslegung der Augustinusregel mit dem Titel Expositio in regulam beati Augustini, die
wohl in der ersten Hélfte des 12. Jahrhunderts entstand, wird unter den Aktivitdaten

30 Zu Beischriften siehe: Feraudi-Gruénais 2017.

31 Kapitell Nr.25. Die Nummerierung der Kapitelle erfolgt nach Robert Berton und Sandra Barberi.
Siehe die Pldne bei: Berton 1956, 11; Barberi 1988, 101.

32 ,Mit verschiedenem Marmor ist dies anstdandig unterschieden. Die Kunst ist auch nicht weniger
angemessen verteilt“. Das M und N von MINVS sind Unziale.

33 Zu dem Mosaik siehe: Papone/Vallet 2001; Perinetti 2005; Donkin 2008. Die Kirche war auch mit
Wandmalereien geschmiickt. Diese sind in Teilen wieder freigelegt worden. Zu den romanischen
Wandmalereien siehe: Segre Montel 2001.

34 Siehe hierzu auch: Papone/Vallet 2001, 36f.

35 Zu den antiken Sator-Inschriften siehe: Hofmann 1978.

36 ,,Dieses Haus des Herrn ist im Inneren anstdandig geschmiickt. Er sucht diejenigen, die ihm immer
ehrfiirchtig vorsingen®.

37 Lucy Donkin setzt den Gesang bereits in ihrer freien Ubersetzung mit Psalmengesang gleich.
Siehe: Donkin 2008, 75. Sie argumentiert dies spater mit der Ahnlichkeit von Psalm 25, 8: Domine dile-
xi decorum domus tuae et locum habitationis gloriae tuae, und mit der Verwendung des Verbs psallare.
Siehe: Donkin 2008, 83f.

38 Donkin 2008, 75.
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der Regularkanoniker das Darbringen von Psalmen, Hymnen und spirituellen Gesan-
gen betont.?® Fiir Sandra Barberi hingegen sind Inschriften dieser Art ein stereoty-
pes Formular, das die Kunst lobt und an verschiedenen Monumenten des 11. und
12. Jahrhunderts zu finden ist.*® In beiden Inschriften, Kapitell und Mosaik, wird von
wanstdndigem Schmuck® geschrieben. Vom Inhalt her vermutet Lucy Donkin, dass
beide Inschriften ungefihr zur gleichen Zeit entstanden sind.** Charles Bonnet und
Renato Perinetti haben dies bereits vor ihr so gesehen und datieren beide Bildwerke
in das fiinfte Jahrzehnt des 12. Jahrhunderts.*?> In der Augustinusregel steht nur im
allegorischen Sinn etwas iiber die Ausschmiickung der Ecclesia als Gemeinschaft der
Gldubigen, aber nicht als Kirchenbau. Zur Ausschmiickung der Kirche gibt es aber
Textpassagen in Schriften von Augustinerchorherren. Diese stehen dem Schmuck
jedoch meistens ablehnend gegeniiber. Deswegen wurden bei den Inschriften die
Worte ,,anstindig“ bzw. ,angemessen geschmiickt“ verwendet.*3

Das ndchste Kapitell hat keine Inschrift und zeigt Atlanten bzw. Eckfiguren mit in
Vasen befindlichen Pflanzen, an denen sich diese festhalten.

Nach einem Durchgang vom Kreuzgang in den Kreuzgarten folgen fiinf Kapitelle,
die auf jeder Seite in einem Medaillon einen mit Nimbus versehenen bartigen Prophe-
ten als Bruststiick zeigen. Die Propheten halten in ihren Hinden Rotuli. Alle Prophe-
ten sind auf dem Medaillon mit Namen bezeichnet. Auf dem Rotulus steht ein Teil
eines Verses des dargestellten Propheten, der haufig auf den Medaillons fortgesetzt
wird. Die Kapitelle werden ausgehend von der Siidseite beschrieben, einmal da dies
die Sicht vom Kreuzgang aus ist und zum anderen, da diese Anordnung der Abfolge
der Prophetenbiicher in der Bibel entspricht. Im Anschluss an die Siidseite wird ent-
gegen des Uhrzeigersinns weiter vorangegangen, entsprechend der Leserichtung bei
den anderen Kapitellen mit umlaufenden Inschriften.

Auf dem ersten Prophetenkapitell sind die letzten vier Propheten (Malachi, Sofo-
nias, Aggeus, Zaccharias) aus dem Zwolfprophetenbuch dargestellt.** Da das Kapitell
im Siiden mit Malachias, dem zwolften der zwolf kleinen Propheten beginnt, konnte
das Kapitell bei einem Wiedereinbau um 90 Grad verdreht worden sein. Eigentlich

39 Donkin 2008, 84f. In psalmis, hymnis et canticis spiritualibus coelesti Domino deservire. Siehe:
»Exposito“ (1854), 885A-B. Der Text wird in der Quellenausgabe noch Hugo von Sankt-Viktor zuge-
schrieben.

40 Barberi 2001, 49.

41 Donkin 2008, 78.

42 Bonnet/Perinetti 2001, 23.

43 Donkin 2008, 80f. Zur Augustinerregel siehe: Balthasar 1980, 158-171. Auf die Bildkritik vom Zis-
terziensermdnch Bernhard von Clairvaux, die sich priméar gegen Bilder im monastischen Bereich rich-
tete und die Unterschiede zu den Bildkritiken der Augustinerchorherren kann hier nicht eingegangen
werden. Zur Bildkritik Bernhards siehe: Frese 2006.

44 Kapitell Nr.27. Die Namen der Propheten und die Bibelbelege entstammen der Vulgata. Alle In-
schriften sind in romanischer Majuskel geschrieben. Auf die nicht in Kapitalis geschriebenen Buch-
staben wird in den Fufinoten hingewiesen.
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miisste, wenn man die meisten anderen Kapitelle von der Anordnung her betrachtet,
die heutige Ostseite urspriinglich nach Siiden gerichtet gewesen sein, um das Kapi-
tell mit dem neunten der zwolf Propheten beginnen zu lassen. An den Kapitellecken
befinden sich vegetabile Formen und Végel. Oben am Medaillon auf der Siidseite
steht MALA/CHIAS -.%° Der Vers beginnt auf dem Schriftband: MALEDICTVS -%¢ und
wird unten auf dem Medaillon weitergefiihrt: DOLOSVS -.#” Es handelt sich um den
Vers Malachias 1,14, der das Darbringen von falschen Opfern (geraubte, lahme oder
kranke Tiere) thematisiert, was zur Verfluchung der Betriiger fiihrt. Auf der Ostseite
ist oben der Prophet SOPHO/NIAS - benannt.*® Auf dem Spruchband beginnt der
Vers mit LAVDA - FILIA, der unten auf dem Medaillon mit SVON - (fiir Sion)*® wei-
tergefiihrt wird.>® Den Zusammenhang verdeutlicht Sofonias 3,14: Israel kann sich
freuen, da der Herr Israel befreit hat, indem er die Machthaber beseitigt hat, und da
er nun mitten unter ihnen weilt. Auf der Nordseite beginnt der Vers auf dem Rotulus
mit EGO - MOVEBO - und unten auf dem Medaillon steht: AGGEVS : CELVUM :.>
Hier wird also der Spruch nicht zusammenhangend geschrieben, sondern durch den
Namen des Propheten geteilt. In den Versen um Aggeus 2,22 wird dieser vom Herrn
aufgefordert, zum Statthalter von Juda zu gehen und diesem auszurichten, dass er den
Himmel bewegen werde. Dies stellt die Verheifiung der Befreiung dar. Auf der West-
seite ist Zaccharias zu sehen, der ausnahmsweise wie sonst nur AGGEVS unten am
Medaillon bezeichnet wird: + ZACHARIAS : (Abb. 4). Auf dem Spruchband beginnt
der Vers: IRATVS - E(ST) - D(OMI)N(V)S,>? der oben am Medaillon weitergefiihrt

45 Zwischen MALA und CHIAS ist eine Liicke gelassen, in der der Nimbus ist. Diese Liicke wird in der
Transkription durch einen Schragbalken angezeigt. In dieser Liicke wurde bei Malachias nachtraglich
das Wort LONGIS eingeritzt.

46 Das A und L und T und V bilden jeweils Ligaturen.

47 Ubersetzung der Inschrift: ,,Malachias: Verflucht ist der Betriiger“. Vulgatatext: Mal 1,14: maledic-
tus dolosus qui habet in grege suo masculum et votum faciens immolat debile Domino quia rex magnus
ego dicit Dominus exercituum et nomen meum horribile in gentibus.

48 Das h ist ein unziales H.

49 Statt ein I steht in SVON ein V.

50 Ubersetzung der Inschrift: ,,Sofonias: Jubel, Tocher Zion“. Vulgatatext: So 3,14: lauda filia Sion
iubilate Israhel laetare et exulta in omni corde filia Hierusalem. ,Jauda“ oder/und ,,exulta® ,filia Sion“
ist auch an Stellen anderer Propheten zu finden: Za 9,9: exulta satis filia Sion iubila filia Hierusalem
ecce rex tuus veniet tibi iustus et salvator ipse pauper et ascendens super asinum et super pullum filiam
asinae; Za 2,10 (14): lauda et laetare filia Sion quia ecce ego venio et habitabo in medio tui at Dominus;
Is 12,6: exulta et lauda habitatio Sion quia magnus in medio tui Sanctus Israhel.

51 Ubersetzung der Inschrift: ,,Ich bewege den Himmel“. Vulgatatext: Agg 2,22: loquere ad Zorobabel
ducem Iuda dicens, ego movebo caelum pariter et terram. Bei Aggeus selbst gibt es noch eine Stelle,
die nahezu gleich lautet: Agg 2,7: quia haec dicit Dominus exercituum adhuc unum modicum est et ego
commovebo caelum et terram et mare et aridam.

52 Das T und V von IRATVS bilden eine Ligatur. Oberhalb des E von EST steht iiber die ganze Lange
ein waagrechter Strich zur Kennzeichnung der Suspensionskiirzung. Das D und N von DOMINVS bil-
den eine Ligatur.
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Abb. 4: Aosta, Santi Pietro ed Orso, Kreuzgang, Siidfliigel, Kapitell Nr. 27, Westseite, Prophet
Zacharias.

wird: - SVO -/ POPVLO.* Das SVO POPVLO steht auf dem Kopf und die Leserichtung
scheint von rechts nach links zu gehen. Die Inschrift verlduft also im Rund des Medail-
lons weiter. Daher scheint der obere Teil fiir einen Betrachter von oben geschaffen zu
sein. Das gespiegelte L ldsst vermuten, dass der Stein beim Behauen nicht gedreht
wurde, sondern die Inschrift verkehrt herum eingehauen wurde. Vielleicht ist diese
besondere Anordnung hier bewusst gewahlt worden, damit auffallt, dass bei diesem
Medaillon etwas anders ist als bei den iibrigen. Die Textpassage stammt namlich
nicht von Zaccharias, sondern gibt einen Teil des Psalms 105 (106),40 wieder.* Der
Herr ist wegen Israels Schuld durch ihre Siinden und den G6tzendienst erziirnt. Im
Anschluss daran zeigt er aber Erbarmen.

Am nichsten Kapitell sind die vier Propheten aus den Prophetenbiichern (Isaia,
Hieeremia, Hiezechiel, Danhiel) wiedergegeben.>® Die Reihenfolge gleicht der in
der Bibel, wenn man im Siiden mit Isaia beginnt. Auf der Siidseite steht oben am

53 Die Inschrift verlduft auf dem Kopf von links nach rechts. Das L von POPULO ist dabei gespiegelt.
54 Ubersetzung der Inschrift: ,,Zaccharias: Der Herr ist gegen sein Volk aufgebracht“. Vulgatatext:
Ps 105, 40: et iratus est furore Dominus in populo suo et abominatus est hereditatem suam. Der Vers
entspricht auch dem Anfang von Is 5,25: ideo iratus est furor Domini in populo suo et extendit manum
suam super eum et percussit eum et conturbati sunt montes et facta sunt morticina eorum quasi stercus
in medio platearum in omnibus his non est aversus furor eius sed adhuc manus eius extenta.

55 Kapitel Nr. 28.
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Medaillon der Name des Propheten: + YSA/YAS -.°¢ Auf dem Spruchband steht:
EGREDIETUR -.*” Die zitierte Stelle bei Isaia 26,21 spricht vom Jiingsten Gericht, zu
dem der Herr seine himmlische Stitte verldsst. Auf der Ostseite ist Jeremias darge-
stellt. Er wird oben am Medaillon mit HI + hIERE/MIAS : bezeichnet.’® Der kurze
Vers steht vollstindig auf dem Spruchband: hIC : EST : DEVS : NOST(ER).*® In der
Textstelle Ieremias 3,22 kommen die reuigen Siinder, die S6hne des Volkes Israel, zum
Herrn. Sie sind zur Erkenntnis gelangt und zeigen Reue. Auf der Nordseite steht oben
am Medaillon der Name des Propheten: + IEZE/ChIEL®® und der Vers beginnt auf
dem Rotulus mit PADRES - COMEDE® und wird unten am Medaillon weitergefiihrt
mit RVNT - VVAM - ACERBAM : (Abb. 5).5? In den Versen um Hiezechiel 18,2 fragt der
Herr, warum es in Israel den Spruch gibe, dass die Viter unreife Trauben df3en und
den S6hnen die Zahne stumpf wiirden. Sie sollen diesen Spruch nicht mehr verwen-
den. Nur die Personen, die gesiindigt haben (also die Viter und nicht die unschul-
digen Sohne), sollen sterben. Auf der Westseite steht oben DANI/HEL .. Auf dem
Spruchband steht: ASPICIEBAM - IN. Der Vers wird unten auf dem Medaillon fortge-
setzt: VISV NOCTIS.% Die Vision in Danhiel 2,13 ist eine Vision des Jiingsten Gerichts.

56 Uber dem Y steht ein Punkt. Das zweite A hat links einen gebogenen Schaft der in einen geboge-
nen Deckbalken iibergeht. Es handelt sich bei dem zweiten um ein pseudounziales A.

57 Das erste E ist eine Unziale, das zweite eine Kapitalis und das dritte wieder eine Unziale. Das G hat
eine eingerollte Cauda. Das U ist ebenfalls eine Unziale. Ubersetzung der Inschrift: Er wird ... verlas-
sen. Vulgatatext: Is 26,21: ecce enim Dominus egreditur de loco suo ut visitet iniquitatem habitatoris ter-
rae contra eum et revelabit terra sanguinem suum et non operiet ultra interfectos suos. Bei Is 11,1 steht
die gleiche Verbform, aber der Inhalt mit der Wurzel Jesse passt nicht in den Gesamtzusammenhang
der Kapitelle. Beim Propheten Ieremias findet sich die Verbform auch in gleichem Zusammenhang
wie bei Is 26,21: ler 25,32: haec dicit Dominus exercituum ecce adflictio egredietur de gente in gentem et
turbo magnus egredietur a summitatibus terrae.

58 Das erste HI ist zwar eingehauen, aber es ist ohne jede Betonung und Zierde und unterscheidet
sich so deutlich von den mittelalterlichen Inschriften. Es ist daher hdchstwahrscheinlich erst spater
hinzugefiigt worden. Das h ist eine Unziale. Die E sind auch unzial. Das M ist ebenfalls eine Unziale.
Am Schluss des Namens stehen drei Punkte tibereinander.

59 Das H und die E sind Unziale. Das N ist ein rundes N. Vom T ist nur der Schaft gut sichtbar. Die
Worttrenner bestehen aus drei iibereinander liegenden Punkten. Ubersetzung der Inschrift: ,Hier ist
unser Gott“. Vulgatatext: ler 3,22: convertimini filii revertentes et sanabo aversiones vestras ecce nos
venimus ad te tu enim es Dominus Deus noster.

60 Die E und das H sind Unzialen.

61 Die ersten beiden E sind Kapitale und das dritte eine Unziale.

62 Zwischen RVNT und VVAM steht ein Zeichen, eine liegende Acht, an die links noch ein Halbkreis
angesetzt ist. Ubersetzung der Inschrift: ,Die Viter haben saure (unreife) Trauben gegessen®. Vulga-
tatext: Ez18,2: quid est quod inter vos parabolam vertitis in proverbium istud in terra Israhel dicentes
patres comederunt uvam acerbam et dentes filiorum obstupescunt. Die Passage der Inschrift steht auch
bei Ieronimus: Ier 31,29: in diebus illis non dicent ultra patres comederunt uvam acerbam et dentes
filiorum obstipuerunt.

63 Der Abstand zwischen VISV und NOCTIS ist uniiblich grof3. Dies kann daran liegen, dass der
Bogen des Medaillons sich unten verschmilert. Ubersetzung der Inschrift: ,Ich sah in einer Vision
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Abb. 5: Aosta, Santi Pietro ed Orso, Kreuzgang, Sudfliigel, Kapitell Nr. 28, Nordseite, Prophet
Hiezechiel.

Danach folgen zwei Kapitelle mit Propheten aus dem Zwolfprophetenbuch. Zuerst
sind die mittleren vier dargestellt (Abacuc, Iona, Micha, Naum).** Da das Kapitell
im Siiden mit Abacuc, dem achten der zwdolf kleinen Propheten beginnt, kénnte
das Kapitell bei einem Wiedereinbau um 90 Grad verdreht worden sein. Eigentlich
miisste, wenn man die Anordnung der anderen Kapitelle betrachtet, die heutige Ost-
seite im Siiden sein, um das Kapitell mit dem fiinften der zwd6lf Propheten beginnen
zu lassen. Oben am Medaillon auf der Siidseite steht: ABA/CVC -. Der Vers beginnt
auf dem Spruchband: VE - QVI - POTV(M) - DAT® und wird unten auf dem Medail-
lon weitergefiihrt: AMICO - SVO -.° Durch die Passage um Abacuc 2,15 wird deut-
lich, dass man seinen Zorn nicht weitergeben soll, da man sich sonst um seine
Ehre bringt. Auf der Ostseite steht oben am Medaillon mit ION/AS : der Name des

der Nacht“. Vulgatatext: Dn 7,13: aspiciebam ergo in visione noctis et ecce cum nubibus caeli quasi filius
hominis veniebat et usque ad antiquum dierum pervenit et in conspectu eius obtulerunt eum.

64 Kapitell Nr.29.

65 Das Q ist kleiner als alle anderen Buchstaben und der danach folgende Buchstabe, das V steht
iiber der Cauda des Q. Das T und V bilden eine Ligatur. Am unteren Ende des Schaftes des T fiihrt ein
Strich nach schrag oben. Dies ist ein Kiirzungszeichen.

66 Ubersetzung der Inschrift: ,Wehe dem, der seinem Freund das Getrdnk gibt“. Vulgatatext:
Hab 2,15: vae qui potum dat amico suo mittens fel suum et inebrians ut aspiciat nuditatem eius.
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Abb. 6: Aosta, Santi Pietro ed Orso, Kreuzgang, Siidfliigel, Kapitell Nr. 29, Ostseite, Prophet lonas.

Propheten (Abb. 6). Der Vers beginnt auf dem Rotulus mit DE - VENTRE - INFE® und
wird unten auf dem Medaillon weitergefiihrt mit der Endung RI-.°® In den Versen um
Ionas 2,3 erfdhrt man, dass der Herr ihn erhort und befreit hat, indem er dem grof3en
Fisch geboten hat, ihn auszuspeien. Auf der Nordseite steht oben auf dem Medaillon
der Name MICh/EAS :% und der Vers auf dem Rotulus beginnt mit PERIIT - S(AN)C-
(TV)S - DE,” und endet unten auf dem Medaillon mit TERRA :.”* In der Stelle um
Micha 7,2 gehen die Frommen weg aus dem Land wegen all der Untreue im Staat und

67 Das V und E bilden eine Ligatur. Das N, T und R ein nexus litteratum. Es handelt sich um eine
Zusammenfiigung von drei Buchstaben. Das letzte E ist im Gegensatz zu den anderen eine Unziale.
68 Ubersetzung der Inschrift: ,,Aus dem Bauch der Unterwelt“. Vulgatatext: Ion 2,3: et dixit clamavi
de tribulatione mea ad Dominum et exaudivit me de ventre inferni clamavi et exaudisti vocem meam.
69 Das hist eine Unziale. Nach dem Doppelpunkt am Ende des Namens folgt eine Schlangenlinie um
den Platz auf dem Medaillonrand bis zum Beginn der Schriftrolle zu fiillen.

70 Das zweite I ist dem T unterstellt. Das D besteht rechts aus einem geraden Schaft. Uberleitend zum
Bogen des D befinden sich gebrochene Bogen, die eindeutig auf eine spatere Entstehung hinweisen.
Das DE scheint daher spater hinzugefiigt worden zu sein.

71 Das E ist eine Unziale. Bei dem A ist der linke Schrdgschaft geschwungen und der rechte Schrag-
schaft nahezu gerade. Es handelt sich daher um ein pseudounziales A. Nach dem Doppelpunkt am
Ende des Wortes folgt eine Schlangenlinie bis zum eingerollten Ende des Spruchbandes. Ubersetzung
der Inschrift: ,,Der Fromme verschwindet aus dem Land“. Vulgatatext: Mi 7,2: periit sanctus de terra et
rectus in hominibus non est omnes in sanguine insidiantur vir fratrem suum venatur ad mortem.
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Abb. 7: Aosta, Santi Pietro ed Orso, Kreuzgang, Sudfliigel, Kapitell Nr. 30, Nordseite, Prophet
Amos.

in den Familien und hoffen auf den Herrn. Auf der Westseite steht oben NA/VM -2
und auf dem Spruchband SOL - ORTVS - E(ST) -.”> Unten auf dem Medaillon ist eine
Schlangenlinie eingehauen. Die Verse um Naum 3,17 beziehen sich auf Ninive. Die
Wachter und Beamte sind nach Sonnenaufgang verschwunden. Die Herrschaft des
Ko6nigs von Assur iiber die Stadt kann also nicht mehr ausgefiihrt werden.

Beim nédchsten Kapitell sind die vier ersten Propheten aus dem Zwdlfpropheten-
buch wiedergegeben (Osee, Ioel, Amos, Abdias).” Im Siiden ist mit Osee der erste der
Zwolfpropheten dargestellt und in Leserichtung die drei nachsten. Oben auf der Siid-
seite steht der Name des Propheten + OSE/E :.”> Der Spruch beginnt auf dem Rotulus
mit ET - ERIT - QVASI”® und wird unten auf dem Medaillon mit OLYUA - GL(ORI)A -

72 Das M ist eine Unziale. Vor dem Anfang des Namens beginnt eine Schlangenlinie, die um den
ganzen restlichen Rand des Medaillons bis zum Ende des Namens verlauft.

73 Das T und V bilden eine Ligatur. Uber dem E befindet sich iiber die gesamte Breite hinweg ein
waagrechter Strich, der die Suspensionskiirzung anzeigt. Ubersetzung der Inschrift: ,,Die Sonne geht
auf®. Vulgatatext: Na 3,17: custodes tui quasi lucustae et parvuli tui quasi lucustae lucustarum quae
considunt in sepibus in die frigoris sol ortus est et avolaverunt et non est cognitus locus earum ubi fu-
erint.

74 Kapitell Nr. 30.

75 Das erste E ist eine Kapitale und das zweite eine Unziale. Am Ende des Namens liegen drei Punkte
iibereinander.

76 Das erste E ist eine Unziale. Das V und A von QVASI bilden eine Ligatur.
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EIVS - weitergefiihrt.”” In der Stelle um Osee 14,7 wird Israel aufgefordert nur dem
Herrn zu huldigen. Oben auf dem Medaillon der Ostseite steht der Namen des Prophe-
ten: + IO/EL :.”® Sein Vers befindet sich fast ganz auf dem Spruchband: PL(A)NGE -
QVASI -VIRGO.” Unten auf dem Medaillon steht nur ein Buchstabe: A(CCINCTA).°
Nach Ioel 1,8 sollen die Altesten iiber die Auswirkungen der Heuschreckenplage
klagen. Auf der Nordseite wird oben der Prophet + AM/MOS - genannt (Abb.7).8!
Das letzte Wort des im Rotulus mit D(OMI)N(V)S - DE SYON - RV# beginnenden
Vers wird unten auf dem Medaillon mit GIET - beendet.®? In Amos 1,2 droht der Herr
Israel und seinen Nachbarn. Der Herr verzeiht nicht, er fordert Stihne. Auf der West-
seite steht oben auf dem Medaillon der Name des Propheten: + ABDI/AS -.2* Der Vers
beginnt auf dem Spruchband: P(ER)DA(M) - SAPIENTES - DE®* und wird unten auf
dem Medaillon fortgesetzt: IDUMEA.®¢ In den Versen um Abdias 1,8 wird die Schuld

77 Oberhalb des Y ist ein Punkt. Das U ist nicht als V, sondern als U wiedergegeben, dessen lin-
ker Schaft gebogen ist und unten in einem Bogen zum rechten geraden Schaft iiberleitet. Das L ist
durchgestrichen und hat oben einen kleinen Deckbalken. Dies sind Zeichen fiir eine Kontraktionskiir-
zung. Ubersetzung der Inschrift: ,,Und dessen Ruhm wird wie der des Olivenbaums sein“. Vulgatatext:
Os 14,7: ibunt rami eius et erit quasi oliva gloria eius et odor eius ut Libani.

78 Am Ende des Namens stehen drei Punkte iibereinander.

79 Fiir das A ist kein Kiirzungszeichen zu erkennen. Das G hat eine eingerollte Cauda. Das Q und V
von QVASI bilden eine Ligatur. Das V von VIRGO sieht aus wie ein U, in das das I eingestellt ist, da
das U und das R eine Ligatur bilden.

80 Das alleine stehende A steht an einer Position, bei der man vermutet, dass noch weitere Buchsta-
ben ausgefiihrt werden sollten. Da die Schragschifte des A unten breiter auslaufen als sonst {iblich,
konnte es sich auch um eine spitere Zutat handeln. Ubersetzung der Inschrift: ,,Klage wie eine Jung-
frau im Trauergewand*. Vulgatatext: Ioel 1, 8: plange quasi virgo accincta sacco super virum pubertatis
suae.

81 Ublicherweise wird Amos nur mit einem M geschrieben, aber vielleicht wurden zwei M wegen der
Trennung des Namens in zwei Hélften um den Nimbus gewdhlt. Interessanterweise ist das erste M
eine Unziale und das zweite eine Kapitale.

82 Uber dem N befindet sich ein kleiner Schrégstrich als Kiirzungszeichen. Er ist anders als bei den
anderen Kapitellen. Er ist deutlich kiirzer und auch diinner. Es kénnte sich daher auch um eine spa-
tere Erganzung handeln. Die beiden Buchstaben des DE sind Unziale. Das O und N von SYON bilden
eine Ligatur.

83 Das G hat eine eingerollte Cauda. Ubersetzung der Inschrift: ,,Der Herr briillt vom Zion her*. Vul-
gatatext: Am 1,2: et dixit Dominus de Sion rugiet et de Hierusalem dabit vocem suam et luxuerunt spe-
ciosa pastorum et exsiccatus est vertex Carmeli. Die Passage der Inschrift ist auch bei loel wiederge-
geben: Ioel 3, 16: et Dominus de Sion rugiet et de Hierusalem dabit vocem suam et movebuntur caeli et
terra et Dominus spes populi sui et fortitudo filiorum Israhel.

84 Das erste A ist ein pseudounziales A. Der linke Schragschaft ist geschwungen und geht in den
Deckbalken iiber.

85 Der Schaft vom P ist durchgestrichen. Dies stellt ein Kiirzungszeichen dar. Oberhalb des A ist ein
waagrechter Strich, der ebenfalls ein Kiirzungszeichen bildet. Das T und das E von SAPIENTES bilden
eine Ligatur.

86 Ubersetzung der Inschrift: ,,Ich vernichte die Weisen von Edom“. Vulgatatext: Abd 1,8: numquid
non in die illa dicit Dominus perdam sapientes de Idumea et prudentiam de monte Esau.
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Abb. 8: Aosta, Santi Pietro ed Orso, Kreuzgang, Siidfliigel, Kapitell Nr. 31, Ost- und Nordseite,
Prophet Moses und Prophet Natan.

Abb. 9: Aosta, Santi Pietro ed Orso, Kreuzgang, Sudfliigel, Kapitell Nr. 31, Nordseite, Prophet Natan.
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Edoms aufgefiihrt und die Strafe angekiindigt. Auf dem Berg Sion hingegen wird man
gerettet werden.

Das letzte Prophetenkapitell zeigt vier Propheten, die nicht mit eigenen Schriften
in der Bibel vertreten sind (Elias, Moses, Natan, Balaam).?” Oben am Medaillon auf der
Siidseite steht: hELY/AS :.%8 Der Spruch auf dem Rotulus: FACIAMVS - hIC -% wird
unten auf dem Medaillon fortgesetzt: TRIA - TABERNACVLA.*® Der Text aus Mat-
thdus 17,4 ist kein Spruch des Propheten Elias, sondern ein Ausspruch von Petrus
anldsslich der Verklarung Christi in dem er sagte, dass er drei Hiitten bauen wolle, je
eine fiirihn, Moses und Elias. Auf der Ostseite wird oben auf dem Medaillon der Prophet
MOY/SES -°! benannt (Abb.8). Der Vers beginnt mit CANTEMVS - DO%* auf dem
Spruchband und wird unten auf dem Medaillon weitergefiihrt: MINO -.*> Unten links
und rechts von MINO ist das Medaillonband geschmiickt. Links ist eine Lilie unter-
halb des eingerollten Ende des Schriftbandes eingehauen und rechts eine Wellenli-
nie mit zusatzlich eingerollten Ausldaufern, die gemeinsam eine Blattranke darstellen
sollen, die in einer Bliite endet. Der Versteil der Inschrift kommt sowohl in Exodus 15,1
als auch in 15,21 vor. An der ersten Stelle singen Moses und die Kinder Israels zu Ehren
des Herrn, da er Résser und Wagen der sie verfolgenden Agypter ins Meer geworfen
hatte. An der zweiten Stelle wiederholt Miriam den Gesang, nachdem der Pharao mit
Wagen und Pferden im Meer versunken war. Auf der Nordseite des Medaillons steht
mehr als nur der Name des Propheten: NA/TAN - SIR (Abb. 8, 9). Die drei Buchstaben
RIS stehen auf dem Kopf. Sie sind die Endung des Bibelverses, der von der unteren
Halfte des Medaillons fortgefiihrt wird. Auf dem Spruchband beginnt dieser Vers mit
D(OMI)N(I)S - TRANSTVLIT -.°* Dieser wird unten auf dem Medaillon fortgefiihrt:
PECCATVM - TVVM - N(ON) - MORIE/RIS -.>* Die Stelle bei 2 Samuel 12,13 sind die

87 Kapitell Nr. 31.

88 h und E sind Unziale und iiber dem Y steht ein Punkt.

89 Das M von FACIAMVS und das h von hIC sind Unzialen.

90 Das E von TABERNACVLA ist eine Unziale. Ubersetzung der Inschrift: ,,Wir machen hier drei Hiit-
ten“. Vulgatatext: Mt 17,4: respondens autem Petrus dixit ad Iesum Domine bonum est nos hic esse si vis
faciamus hic tria tabernacula tibi unum et Mosi unum et Heliae unum.

91 Uber dem Y steht ein Punkt.

92 Das A und N und das T und E in CANTEMVS bilden jeweils eine Ligatur.

93 Ubersetzung der Inschrift: ,Wir singen dem Herrn“. Vulgatatext: Ex 15,1: tunc cecinit Moses et filii
Israhel carmen hoc Domino et dixerunt Cantemus Domino gloriose enim magnificatus est equum et as-
censorem deiecit in mare. Die beiden Worter der Inschrift kommen kurz spater erneut vor: Ex 15,21:
quibus praecinebat dicens cantemus Domino gloriose enim magnificatus est equum et ascensorem eius
deiecit in mare.

94 Das D und N von DNS hilden eine Ligatur. Uber dem N ist ein waagrechter Strich, der die Kiirzun-
gen anzeigt. Das Tund R, A und N und T und V von TRANSTVLIT bilden jeweils eine Ligatur. Das I ist
etwas kleiner und steht unter dem linken Deckbalkenende des T.

95 Das T und V von PECCATVM bhilden eine Ligatur. Uber dem N zeigt ein waagrechter Strich die
Suspensionskiirzung an. Das O und R von MORIERIS bilden eine Ligatur. Das letzte Wort ist durch
das eingerollte Ende des Schriftbands unterbrochen in die Teile MORIE und RIS. Das RIS steht oben
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Worte Natans. David zeigte Reue und sagte zu Natan, dass er gegen den Herrn gesiin-
digt habe, woraufhin ihm Natan sagt, dass der Herr die Siinde vergibt und er nicht
sterben miisse. Auf der Westseite wird oben am Medaillon der dargestellte Prophet
mit BALA/AM : bezeichnet.®® Der Vers beginnt auf dem Rotulus mit MORIATVR -
ANIMA®” und wird unten am Medaillon mit MEA - MORTE - IVSTORVM - beendet.*®
Vor dem Vers Numeri 23,10 opferte Balac auf Geheifd Balaams fiir den Herrn. Balaam
sollte fiir Balac mit dem Herrn sprechen, der ihn aber zuriick zu Balac schickt. Darauf-
hin ,,segnet® Balaam das Volk (Israel), das er eigentlich verfluchen sollte und mochte
wie diese den Tod der Gerechten sterben.

Die Verse der Prophetenkapitelle betonen mehrere Themen: den Zorn Gottes
aufgrund der Siinden des Volkes Israel; man soll keine Siinden begehen; die Strafen
Gottes fiir die Unterdriicker und die Freude dariiber; reuige Siinder haben Hoffnung
auf Erbarmen; Hinweise auf das bevorstehende Jiingste Gericht. Die Themenkom-
plexe laufen auf ein belehrendes und moralisierendes Programm hinaus. Um dieses
zu konzipieren, wurden von den einzelnen Propheten pragnante Textpassagen aus-
gewdhlt, die ohne Wiederholungen einen beziehungsreichen Gesamtzusammenhang
zu bilden scheinen. Da einige Versteile auch von anderen Propheten bekannt sind,
lasst sich ein hoch komplexes Programm mit vielschichtigen Verweisen auf einer
zweiten Ebene vermuten, das aber vielleicht auch wegen des potentiellen Vertaus-
chens und Verdrehens mancher Kapitelle bei Restaurierungen heute nicht mehr
einfach zu erschlief3en ist.”

Das ndchste Kapitell, das grofier als alle andere ist, zeigt die Legende des Hei-
ligen Ursus (Abb.10).1°° Durch seine runde Grundform gibt es keine eigentlichen
Schauseiten, sondern die einzelnen Szenen der Legende gehen ineinander iiber. Bei
jeder Einzelszene gibt es Beischriften, die diese und die einzelnen Personen und teil-
weise die wichtigsten Objekte benennen. Auf diese Szenen und Beischriften kann in

nach dem Namen des Propheten. Ubersetzung der Inschrift: ,Der Herr hat dir die Siinde vergeben, du
wirst nicht sterben“. Vulgatatext: II Sm 12,13: et dixit David ad Nathan peccavi Domino dixitque Nathan
ad David Dominus quoque transtulit peccatum tuum non morieris.

96 Das mittlere A ist ein pseudounziales A. Der linke Schragschaft ist geschwungen und geht in den
Deckbalken des A iiber und der rechte Schragschaft ist gerade. Die beiden A, die durch den Nimbus
getrennt sind, werden jeweils in unterschiedlichen Schriftarten ausgefiihrt. Dies scheint eine Spiele-
rei zu sein, da dies auch bei den Buchstabendoppelungen an anderen Kapitellen vorkommt.

97 Das T und V von MORIATVR ist eine Ligatur und das A und N von ANIMA ebenfalls.

98 Mit dem M von MEA und dem M von IVSTORVM sind das erste und das letzte M auf der unteren
Medaillonhélfte Unzialen. Ubersetzung der Inschrift: ,Meine Seele mdchte den Tod der Gerechten
sterben”. Vulgatatext: Nm 23,10: quis dinumerare possit pulverem Iacob et nosse numerum stirpis Isra-
hel moriatur anima mea morte iustorum et fiant novissima mea horum similia.

99 An einigen Stellen konnte der Verfasser Zusammenhénge eines geplanten Systems vermuten. Hier
ist nicht der Raum, um dies auszufiihren.

100 Kapitell Nr. 32. Zur Legende und ihrer bewussten Darstellung im Zusammenhang mit der Uberga-
be der Augustinusregel an den Konvent siehe: Ferrari 2015, 121f, 137-148.
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Abb. 10: Aosta, Santi Pietro ed Orso, Kreuzgang, Siidfliigel, Kapitell Nr. 32, Kapitell mit der Legende
des heiligen Ursus, Nordseite.

diesem Zusammenhang nicht eingegangen werden. Oberhalb der Szenen verlauft auf
der abgeschrigten Abakusplatte eine im Westen beginnende zweizeilige Inschrift
(Abb.11):

ECCE - D(E)I - S(A)C(RAMENTV)M - Q(V)IA - FALLERE - N(ON) - TIMVISTI - DEMONIIS -
ES - P(RE)DA - MISER - Q(V)IA - SIC - MERVISTI - PRESVLIS - EXEMPLO - SVBEANT -
NIGRA - TARTARA - LVSI - QVI - NOS - I(TEM) - PVGNANT - CECA - FORMIDINE - FUSI.*!
Sieh das Sakrament des Herrn: Weil du keine Angst hattest zu tduschen, bist du, Ungliicklicher,
die Beute von Ddmonen, da du es so verdient hast. Das Beispiel des Bischofs zeigt, dass diejeni-
gen die finstere Holle erleiden, die uns ebenso durch Furcht getduscht und getrieben, bekdmpfen.

Die belehrende und ermahnende Inschrift betont das Dargestellte, indem in der
Inschrift auf die am Kapitell wiedergegebenen Graueltaten des Bischofs Ploceano
Bezug genommen wird, und zudem das Programm der Prophetenkapitelle.

Danach folgen zwei Kapitelle mit Szenen aus dem Leben Jesu, die mit Beischriften
versehen sind. Das darauf folgende Kapitell zeigt eine Szene aus der Geschichte des
Konvents, ndmlich die Ubergabe der Ausgustinerregel, auf die bereits im Zusammen-

101 Kiirzungszeichen in Form eines waagrechten Strichs sind auf dem I von DEI, dem C von SACRA-
MENTVM, dem N von NON und dem P von PREDA. Ligaturen sind das F und A von FALLERE, das N
und A und N und T von PVGNANT und das O und R von FORMIDINE. Die M von TIMVISTI, DEMO-
NIIS und FORMIDINE sind Unzialen. Bei den beiden QVIA ist das I iiber das Q gestellt.
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Abb. 11: Aosta, Santi Pietro ed Orso, Kreuz-
gang, Sidfliigel, Kapitell Nr. 32, Kapitell
mit der Legende des heiligen Ursus,
Siidostseite.

Abb. 12: Aosta, Santi Pietro ed Orso, Kreuzgang, Siidfliigel, Kapitell Nr. 35, Kapitell mit der Ubergabe
der Augustinerregel, Ostseite, Der heilige Ursus mit dem ersten Prior Arnulf von Avise.
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Abb.13: Aosta, Santi Pietro ed Orso, Kreuzgang, = Abb.14: Aosta, Santi Pietro ed Orso, Kreuzgang,
Siidfliigel, Kapitell Nr. 35, Kapitell mit der Uber- Siidfliigel, Kapitell Nr. 35, Kapitell mit der Uber-
gabe der Augustinerregel, Westseite, Bischof gabe der Augustinerregel, Westseite, Bischof
Aribert von Aosta. Aribert von Aosta, Buch.

hang mit der Datierung eingegangen wurde.'°? Die dargestellten Personen sind durch
Beischriften mit Namen und Funktion bezeichnet. Auf der zum Kreuzgarten gerich-
tete Nordseite steht der Apostel Petrus mit zwei Schliisseln in der Hand. Auf der Ost-
seite sieht man den heiligen Ursus stehend, wie er als Fiirsprecher mit seinen Hinden
auf den Schultern des ersten Priors Arnulf von Avise, diesen in ehrfiirchtiger Haltung
zu Augustinus schiebt (Abb. 12). Auf der Siidseite hilt der heilige Bischof Augustinus
mit seiner rechten Hand, die demiitig gefalteten Hande des ersten Priors Arnulf. Mit
seiner linken Hand hilt Augustinus einen Bischofsstab. Im Westen ist Aribert, der
Bischof von Aosta mit Bischofsstab und einem Buch in der Hand dargestellt (Abb. 13).
Auf dem Buch steht eine Inschrift, die verdeutlicht, dass Augustinus den ersten Prior
Arnulf segnet: BENE/DICIT(VR) - / PRIORE (Abb. 14). Die Darstellung der Ubergabe
an die Augustinerchorherren ist nach Léon Pressouyre in einer Art reprdsentiert, die
er als ein Ergebnis der Kontroverse zwischen dem ordo monasticus und dem ordo
regularis sieht, die im 11. und 12. Jahrhundert stattfand, in der beide Parteien fiir sich
in Anspruch nahmen, dass ihre Art von Gemeinschaft der des apostolischen Modells

102 Kapitell Nr. 35.
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Abb. 15: Aosta, Santi Pietro ed Orso, Kreuzgang, Sudfligel, Kapitell Nr. 36, Kapitell mit der Griin-
dungsinschrift, Westseite, Inschrift.

entspriche.'® Das Auftreten des Apostels Petrus ist hierbei entscheidend, da er an
die Rolle des Papstes bei der Ubergabe der Regel erinnert.!** Sandra Barberi sieht in
Bischof Aribert den Entwerfer des Programms und ist der Meinung, dass er dem ersten
Prior Arnulf bei der Organisation und Kontrolle der Arbeiten half.'*> Das Kapitell, das
den heute verkiirzten Kreuzgangfliigel abschlieft, ist durch Blattwerk geschmiickt.'°¢
Auf der Abakusplatte steht die Griindungsinschrift des Augustinerchorherrenstiftes
im Jahre 1133 bzw. nach heutiger Zeitrechnung 1132. Die umlaufende Inschrift be-
ginnt auf der Nordseite (Abb.15): ANNO - AB INCARNA/TIO(N)E - D(OMI)NIM - C -
XXX - /II-IN h(OC) - CLAUSTRO - REGVLAR(I)S / - VITA - INCEPTA - EST -,-.1% Die

103 Pressouyre 1973, 72-74.

104 Die Bedeutung dieser Rolle kdnnte auch ein Grund fiir das zweite Patrozinium San Pietro sein.
Siehe hierzu: Ferrari 2015, 143f.

105 Barberi 1988, 30; Barberi 2001, 58.

106 Kapitell Nr. 36.

107 ,,Im Jahr 1133 nach der Inkarnation des Herrn hat in diesem Kreuzgang das regulierte Leben
begonnen“. Das N und A bei INCARNATIONE bilden eine Ligatur. Das dritte N fehlt und ist durch ein
Kiirzungszeichen iiber dem O angezeigt. Uber dem N von DOMINI zeigt ebenfalls ein waagrechter
Strich die Kontraktionskiirzung an. Bei der Jahreszahl ist das M eine Unziale. Oberhalb des M, C und
des mittleren X und I ist ein kleines O fiir die Kiirzung der Ordnungszahlen angegeben. Das h von hOC
ist eine Unziale und iiber diesem ist als Kiirzungszeichen ein Punkt angegeben. Bei CLAUSTRO ist das
A leicht hochgestellt iiber dem L und S und dariiber nochmals das runde U. Das T und R bilden eine
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Inschrift ist im Zusammenhang mit dem daneben stehenden Ubergabe-Kapitell zu
betrachten. Hier wird noch einmal die Auswirkung der Ubergabe der Augustinerregel
verdeutlicht.

Auf der Nordseite des Kreuzgangs gibt es auf den Kapitellen keine Inschriften. Ob
es im Ostfliigel Inschriften gab, ist nicht bekannt. Zumindest die ausgebauten Kapi-
telle, die im Museo Civico di Torino erhalten sind, haben keine Inschriften. Im Westen
sind die Szenen auf den Kapitellen nur mit Beischriften versehen. Im Siidfliigel sind
die meisten Kapitelle sogar mit langeren Inschriften versehen. Es gibt drei Kapitelle
mit umlaufenden Inschriften und die fiinf Prophetenkapitelle mit ihren Spruchban-
dern.

Es fragt sich, wieso dies der Fall ist. Sind die Kapitelle etwa zu unterschiedlichen
Zeiten entstanden und hat man sich vielleicht erst im Laufe des Baus entschieden,
Kapitelle mit Inschriften anzufertigen? Oder gab es zwei Gruppen von Bildhauern, von
denen eine Kapitelle ohne und eine mit Inschriften hergestellt hat? Oder stammen alle
Kapitelle aus einer Bildhauerwerkstatt und hat der Auftraggeber bewusst entschie-
den, in einigen Fliigeln Kapitelle mit und in anderen ohne Inschriften anzufertigen?

Um mogliche Antworten zu finden, muss man zunéchst auf die Lebensweise der
Augustinerchorherren eingehen. Im 11. und 12. Jahrhundert kam es zu einer Kanoni-
kerreform, einer ,,Regulierung®“ der Chorherrenstifte. Entscheidend war hierbei das
Laterankonzil von 1059, bei der die Kleriker an ihre Lebensweise, die vita commu-
nis, das apostolische Leben, erinnert wurden. Regulierte Kanoniker sollten in einer
gemeinschaftlichen Form leben und auf personliches Eigentum verzichten. Ein Leben
in der vita communis umfasst auch ein gemeinsames Schlafen im Dormitorium und
ein gemeinsames Essen im Refektorium. Zuvor war dies bei Kanonikern nicht mehr
der Fall gewesen. Am Anfang des 12. Jahrhunderts wurden Consuetudines, Regeln
und Statuten, eingefiihrt, die nicht nur die Pflichten und Aufgaben der Kanoniker
und deren Tagesablauf regelten, sondern auch andere Fragen, wie z. B. die Wahl des
Priors.1%8 Die Consuetudines machen deutlich, dass nicht die monastische Askese ent-
scheidend ist, sondern die apostolische Gemeinschaft. Ein Konvent eines Augusti-
nerchorherrenstiftes machte also fast alles gemeinsam in unterschiedlichen gemein-
schaftlichen Raumlichkeiten.

In der Augustinerregel sind wie in der Benediktinerregel, Lesungen beim Essen
und eine abendliche Lesung vor dem Komplet bestimmt.'°® Wo die Lesung vor dem
Komplet stattfand ist nicht bekannt. Aus den Consuetudines der Augustinerchorherren

Ligatur und das O befindet sich iiber dem Worttrenner in Punktform. Das G von REGVLARIS ist ein
eingerolltes G mit eingerollter Cauda. Das A und R bilden eine Ligatur und das I liegt wie ein waag-
rechtes Kiirzungszeichen oberhalb des R. Bei VITA ist das I in das V eingestellt und das A ist etwas
kleiner wiedergegeben.

108 Zur Kanonikerreform des 11. und 12. Jahrhunderts siehe: Heim 2003b, 137-144. Zu Augustiner-
chorherren siehe: Heim 2003a.

109 Untermann 2016, 92.
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in Rolduc (Klosterrath) wissen wir, dass es im Kreuzgang, wohl auf der Kirchenseite,
entlang der Mauer Sitzbdnke gab und dass Gegeniiber an den Gittern zum Kreuz-
hof sich die Kanoniker rasierten und zur Fufiwaschung Platz nahmen. Zudem wird
vom Kreuzgang berichtet, dass es dort andere Bereiche gab, in denen der Konvent
bei der Fufiwaschung Psalmen sang oder die Novizen safSen und Unterricht erhalten
haben.™®

Lesegidnge mit Sitzbanken waren in Kreuzgidngen meistens im Norden an der
Kirchenmauer untergebracht.'™ Im Augustinerchorherrenstift auf dem Petersberg
bei Halle stehen im Nordfliigel die Pilaster an der Wand auf einer durchlaufenden
Bank, die sicherlich als Sitzbank diente.'*? Die Lage des Lesegangs im Norden wird
auch praktische Griinde gehabt haben, da dort die Sonnenstrahlen einmal warmen
und vor allem genug Licht zum Lesen geben. Kam es in Aosta also bewusst zu einem
Verzicht von Inschriften im Lesegang, damit die Kanoniker nicht durch Inschriften
abgelenkt wurden?*3

Nicht nur in den Consuetudines von Rolduc kommt eine Bezeichnung eines
Gemeinschaftsraums vor, der in benediktinischen Konventen nicht existiert.!'* Dieser
Raum, der sich am Kreuzgang befindet, wird als conventus bezeichnet und dient den
Kanonikern zum Lesen und Schreiben oder zum Warten bis sie durch die Glocke zum
Chorgebet gerufen werden.'** Auch fiir das Augustinerchorherrenstift auf dem Peters-
berg bei Halle ist ein conventus belegt, den die Kanoniker fiir die abendliche Lesung
benutzt haben.'*® Aus den Consuetudines von Rolduc wissen wir auch, dass im con-
ventus nicht gesprochen werden durfte und daher der Unterricht fiir die Novizen im
Kreuzgang stattfand. Fiir Rolduc sind die sonst iiblichen Raume um den Kreuzgang
iiberliefert. Zudem wird betont, dass es neben dem Kapitelsaal ein auditorium geben
soll, in dem man alles Notwendige besprechen kann.'"’

110 Untermann 2016, 94.

111 Dadie Sitzbédnke nur selten gemauert, sondern meistens aus Holz waren, sind sie in vielen Fallen
nicht mehr nachweisbar. Siehe hierzu: Untermann 2009, 115f.

112 Krause 1967, 66.

113 Dieser Gedanke erinnert an die Aussage von Bernhard von Clairvaux, der in der Apologia von
der Gefahr spricht, dass die Monche in mit figiirlichen Bauskulpturen geschmiickten Kreuzgdngen
lieber in den mamora als in den codices lesen. Dabei sollen diese nicht die Artefakte bewundern,
sondern iiber das Gesetz Gottes meditieren (,,in lege Dei meditando®). Siehe hierzu: Frese 2006, 31f.
u. 100. In Aosta gibt es im Lesegang keine Inschriften, aber angemessenen Schmuck durch vegetabile
und figiirliche Bauskulptur. Es fragt sich, ob hier ein Einfluss des Zisterzienserménchs Bernhard von
Clairvaux denkbar wire oder eher einer durch die kritischen Schriften von Augustinerchorherren, die
dem Schmuck ablehnend gegeniiber standen.

114 Untermann 2016, 96.

115 Untermann 2016, 94.

116 Untermann 2016, 94.

117 Untermann 2016, 95.
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Schwierig ist es vor allem bei einem Kreuzgang wie bei SS. Pietro ed Orso in Aosta,
bei dem nahezu keine urspriinglichen Anbauten iiberliefert sind, zu vermuten, wo
sich die Raumlichkeiten urspriinglich befunden haben.!'®

An der Stelle des heutigen Durchgangs zum Kreuzgang sieht man in der Nord-
mauer eine vermauerte Pforte, die wohl in der zweiten Hilfte des 13. Jahrhunderts
eingebaut wurde. Im Westfliigel des Kreuzgangs sind in der Wand drei kleine Schacht-
fenster eingelassen, von denen eins eventuell aus dem 11. oder 12. und zwei eventu-
ell aus dem 13. oder 14. Jahrhundert stammen.!® Das dahinter befindliche Gebdude
wird heute ,sagrestia delle messe“ bezeichnet und in das 11. oder 12. Jahrhundert
datiert.””® Im Norden des Westfliigels sieht man den vermauerten fritheren Zugang
zum Kreuzgang,** der sich zwischen der Kirche und diesem Gebiude befand. Aus der
Zeit der Entstehung des Kreuzgangs sind als anliegende Gebdude nur noch die Kirche
und die sogenannte ,,sagrista delle Messe“ erhalten.

Die beiden Portale im Westen und Osten des Nordfliigels, die in die Kirche fiihren,
sind wohl an der gleichen Stelle eingebaut worden, an denen friiher die Zugange zur
Kirche waren.'?? Uber die anderen Tiiren und die heute vermauerten Durchginge
lassen sich schwer Aussagen treffen. Allerdings konnte der vermauerte Durchgang in
ungefdhr der Mitte des Siidfliigels noch bauzeitlich sein.

Der Kreuzgang von SS. Pietro ad Orso in Aosta wurde also zwangsldufig haufig
durch die Kanoniker aufgesucht und das nicht nur als Verkehrsweg, sondern auch
zu Prozessionen, Waschungen, Lesungen und auch zur privaten Andacht und Medi-
tation. Daher waren auch die Kapitelle mit ihrem bildlichen Schmuck und ihren
Inschriften im taglichen Blickfeld der Kanoniker.

Der Zugang zur Kirche im Westen des Kreuzgangnordfliigels wird wohl den Kano-
nikern gedient haben. Am Ostfliigel lag wohl wie sonst auch iiblich das Dormitorium,
da wir wissen, dass es in spdterer Zeit umgebaut wurde und wieder als Dormitorium
diente. Im Erdgeschoss kann man den Kapitelsaal und das Auditorium vermuten. Der
Zugang im Siidfliigel kénnte der Zugang zum Refektorium gewesen sein.

Durch die Consuetudines von Rolduc wissen wir, dass es im Kreuzgang einen Ort
gab, an dem die Novizen unterrichtet wurden. Die Unterweisung fand sicherlich nicht
nur mit Biichern und durch Erzdhlungen statt, sondern sicherlich wurden auch die

118 Zu den Schwierigkeiten von Raumzuordnungen bei Regularkanonikerstiften siehe auch: Unter-
mann 2016, 96-98.

119 Orlandoni 2001, 113-115.

120 Orlandoni 2001, 115 (Name); Zur Datierung siehe die Pldne 33 und 34 bei Bonnet/Perinetti 2001
zwischen den Seiten 32 und 33.

121 Orlandoni 2001, 113-115.

122 Auch vom Stift auf dem Petersberg bei Halle wissen wir von der Existenz von zwei Tiiren, die
den Kreuzgang mit der Kirche verbanden. Hierdurch konnten auch die Laienbriider den Kreuzgang
problemlos aufsuchen. Siehe: Untermann 2016, 104.
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Kapitelle mit ihren figiirlichen Szenen und Inschriften des gesamten Kreuzgangs ein-
gebunden. An diesen lassen sich die Geschichten zeigen und erklaren.

Die belehrende Funktion von Bildwerken haben bereits viele mittelalterliche
Autoren wie Theophilus Presbyter, Honorius Augustodunensis oder Sicardus von
Cremona beschrieben.'?® Dass Bilder nicht nur der Belehrung dienten, wird durch
den Kirchenlehrer Sicardus von Cremona deutlich, der in der Erinnerungsfunktion
den eigentlichen Zweck der Bilder gesehen hat.'** So erinnerten die Kapitelle mit
ihren Bildwerken sicherlich nicht nur Novizen und Kanoniker bei ihren taglichen
Gangen und Aufenthalten im Kreuzgang, sondern auch Besucher an die entsprechen-
den Bibelstellen und die Geschichte des Konvents. Besonders eindriicklich diirfte es
gewesen sein, wenn einem Novizen das erste Mal die Geschichte des heiligen Ursus
beim Legendenkapitell erklart wurde und plétzlich Wasser aus dem Loch des Brun-
nenreliefs floss. Hierzu war ein kleiner Kanal gebohrt worden und oben am Kapitell
konnte man auf der anderen Seite Wasser in ein Loch eingief3en.'*

Auch die Inschriften werden die Novizen und Kanoniker an die entsprechenden
Textpassagen bei den Propheten erinnert haben. Anhand der Prophetenkapitelle ist
zu vermuten, dass die Mnemotechnik, die aus der Antike bekannt war, verwendet und
gelehrt wurde.'?® Eine Inschrift mit einem Auszug eines Bibelverses ruft die gesamte
Bibelstelle in Erinnerung und die folgenden Inschriften genauso, sodass der gesamte
Ablauf einer Geschichte in Erinnerung gebracht wird. Entscheidend ist hierbei die
raumliche Anordnung der Bibelverse. Die Reihenfolge der Propheten auf den einzel-
nen Kapitellen entspricht der Reihenfolge in der Bibel. Bei der Mnemotechnik wird als
Erinnerungshilfe ein imaginéres Gebdude mit Orten (loci) und Bildern verwendet.'*”
,Ein locus ist ein vom Gedéachtnis leicht zu erfassender Ort, wie etwa ein Haus, ein
Zwischenraum zwischen Siulen, eine Ecke, ein Bogen oder etwas Ahnliches. Bilder
sind Formen, Zeichen oder Abbilder (formae, notae, simulacra) dessen, was erinnert
werden soll.“*?® Die Saulen mit ihren Kapitellen in Aosta kann man sich hiernach als
loci vorstellen und die Bilder bzw. Inschriften entsprechen den inneren Bildern im
Gedéachtnis und dienen somit als Einstieg zur Erinnerung der einzelnen Geschichten.
Bei den Prophetenkapitellen in Aosta kdnnten zuséatzlich die ausgewahlten Versteile
Hinweise auf eine Merkkette sein, bei der eventuell die ersten Buchstaben der einzel-

123 Theopilus Presbyter 2013, 246 (De diversis artibus, Prol. 3); Honorius Augustodunensis 1854,
col. 586 (Gemma animae 1, CXXXII); Sicard von Cremona 2008, 50 (Mitralis de officiis, lib. 1, cap. 12)
124 Siehe hierzu: Boerner 2008, 39.

125 Dass solche Spielereien zumindest im spéteren Mittelalter durchaus {iblich waren, konnte Johan-
nes Tripps nachweisen. Siehe: Tripps 2000.

126 Zur Mnemonik im Mittelalter siehe: Yates 2012, 54-101; Boerner 2008, 49-52.

127 Yates 2012, 14-20.

128 Yates 2012, 15.
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nen Worter wiederum andere Texte ins Geddchtnis rufen. Vielleicht mussten deswe-
gen die besonders ausgewdhlten Versteile teilweise sogar verandert werden.

Somit ist es also durchaus wahrscheinlich, dass beim Kreuzgang von SS. Pietro
ed Orso in Aosta Schrift und Bild der Bildung dienten.
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Stefano Riccioni

From Shadow to Light

Inscriptions in Liminal Spaces of Roman Sacred Architecture
(11t—12t Century)

In ecclesiastical buildings, the door and its decoration have a specific symbolic
meaning as a threshold, a place of passage from the outside to the inside, from
mundane to sacred space;’ they thus reinforce the distinction of ecclesiastical spaces
and act as a border between the sacred indoors and profane outdoors.? The inscrip-
tions on the portals often emphasize this passage between the two dimensions;? fol-
lowing St John, they refer to Christ,* the door to salvation and, or more generally to
the porta coeli (door of Heaven).?

Inscriptions, the so-called “public lettering”,® were mostly placed inside chur-
ches, displayed on liturgical furniture or marking sacred spaces. In Italy, from the
eleventh century onwards, they became increasingly common on liturgical furni-
ture in churches and monuments, but also in open spaces. The so-called “Gregorian
Reform”” marks a turning point in this development. Especially in Rome, public let-
tering, with a specific script derived from manuscripts, moved from internal to exter-
nal spaces. In doing so, such inscriptions became symbols of authority and were used
to renew not only ancient objects, but also buildings and public places.?

Portals of Roman churches essentially started to repeat an “ancient” system, a
rectangular structure consisting of two monolith door jambs and an architrave, as can
be seen in public buildings of classical Rome.’ In this system of three blocks, however,
writing is rarely used and only a few examples of inscribed doors can be found.

1 Barral i Altet 2005.

2 Debiais 2006; Debiais 2017a, 285.

3 Favreau 1995.

4 Ioh. 10, 9: Ego sum ostium. Per me, si quis introerit, salvabitur, et ingredietur et egredietur et pascua
inveniet.

5 Favreau 2010, 170-172; Bawden 2014; more specifically on doors, see Verzar 2004.

6 For inscriptions executed with a refined calligraphy or on a monumental scale designed to be legi-
ble to a broad but targeted public, see Petrucci 1993. For a broad and recent discussion of inscriptions
and images during the Middle Ages, see Debiais 2017b.

7 For a critical discussion of this term, see below.

8 Riccioni 2007.

9 Pace 1994; Barral i Altet 2015, 29.

| am grateful to Herbert Leon Kessler, Wilfred E. Keil and Jessica N. Richardson for reading the text and
the useful suggestions. Of course, any mistake is my responsibility.
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In Rome, no facade is decorated with sculptures, as is typical of the European
Romanesque, but in the twelfth century, the porticoed atrium appears; as we shall
see, it is a significant element for the artistic strategies of the reformed Church.

1 Inscriptions Inside Buildings

The first-century roman ara, reused as an altar in the church of Santa Maria in Portico
during the first year of Gregory VII’s pontificate (1073-1085), marks the starting
point of this phenomenon (Fig. 1).° The altar was adapted to its new use and setting
through a sophisticated graphic project in which writing played the major part. The
ancient inscriptions were replaced by a list of relics, with the addition of Gregory VII’s
dedication on three sides of the epistyle. The lettering of the two inscriptions displays
notable affinities with captions on the front folio and incipit of the first Giant Bibles.*
As is well known, the conception and execution of these manuscripts belongs to a real
propaganda campaign, set in motion by ecclesiastical reformers.” A similar strategy
was adopted shortly later by Pope Paschal II, who consecrated a Roman ara, reused
as an altar in San Pantaleone.*

Rome flourished during the papacy of Paschal II. San Adriano al Foro, Santi
Quattro Coronati, San Clemente, San Lorenzo in Lucina and San Bartolomeo all’Isola
were all restored or entirely rebuilt under his reign.’ In San Lorenzo in Lucina the
most important inscription is placed on the papal throne, situated in the centre of the
apse wall (Fig. 2).” The inscription on the front side of the backrest refers to the con-
secration of the church and the placing of relics in the main altar in 1112.2° A contem-

10 Giornata di studio su Santa Galla 1991; Riccioni 2005, with bibliography. The altar is now in the
parish church of Santa Galla in Rome.

11 In the Admont Bible, the inscription employs capitals which are well aligned and uniform in two
modules (sizes), characterised by the letters E; G; Q; R; and W. The serifs of the letters are pronounced;
“OR” is used as an abbreviation for orum; unions and ligatures are common, see Admont, Stiftshib-
liothek, C-D, in Maniaci/Orofino 2000, 107-11. See also the Bible of Frederic of Geneva Genéve, Biblio-
théque publique et universitaire, lat. 1, in Maniaci/Orofino 2000, 111-114.

12 Ayres 1991; Maniaci/Orofino 2000; Condello 2005; Riccioni 2011b, 325f.

13 Riccioni 2005, 195f. The altar is now in the Capitolini Museum, see Manacorda 1978/80.

14 Claussen 2002a, 157-159; Hamilton 2010; Claussen 2016, 277-281.

15 Riccioni 2006, 3f., note 23; Claussen/Mondini/Senekovic 2010, 290-295, with bibliography.

16 ((signum crucis)) TEMPO/RE DOMNI PAS/cALIS Il PAPE ANNO / EIUS XIII MILLESIMO / CEN-
TESIMO XII INDICTIONE / V VI KALENDAS FEBRUARII P(ER) / MANUS EIUSDEM PONTIFICIS / CRA-
TICULA SUPER QUAM PRO/CUL DUBIO BEATUS LAURENTI/US EMISIT SPIRITUM DE QUODA(M) /
ALTARI VETERI EDUCTA EST CU(M) / DUAB(US) AMPULLIS VITREIS ME/DIIS SANGUINE EIUSDEM /
MARTIRIS QUE CUM NON/NULLIS DIEB(US) VIDERETUR / A ROMANO POPULO CORAM / EIUS MUL-
TITUDINE P(ER) MA/NUS LEONIS HOSTIENSIS EP(ISCOP)I / SUB HOC NOVO ALTARI NONO / K(A)-
L(ENDAS) FEBRUARII RECONDITA EST. Translation: “At the time of Pope Paschal II, in the year thir-
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Fig.1: Santa Maria
in Portico, Altar of
Gregory VII.

porary inscription, which contains the same information, is now placed in the porch
built by Leo of Ostia, but was originally situated close to the altar.’” The structure
of the throne and the way the script on it is displayed are of particular interest. Two
reused slabs, decorated with putti in tendrils of vine, which, according to Christian
iconography, signify Jesus as a life-giving vine, serve as the arm rests.’® The script
completely covers the graphic space offered by the backrest of the throne, making it
invisible when the pope was seated on the throne. It was only visible in his absence,
and likely only readable to those located close to the choir, i. e. the priests. From afar
the text embodied a symbolic presence.*®

teenth year of his (pontificate), (year) 1112, the sixth day before the calends of February, the grate on
which St Lorenzo was martyred along with two ampules of his blood were taken from an old altar in
San Lorenzo. After being on display to the Roman people for a few days, Leo, cardinal bishop of Ostia,
placed these relics in public under this new altar on the ninth day before the calends of February.”
17 On the two inscriptions and their chronology, see Gandolfo 1974/1975, 212f.; Stroll 1991, 111f.; Ric-
cioni 2006, 3f., note 23; Claussen/Mondini/Senekovic 2010, 278.

18 Ioh. 15, 1-8; Mt. 21, 33-41; Leonardi 1947.

19 For the discussion of a restricted presence of scripture and inscription see Frese / Keil / Kriiger (2014).
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Fig.2: San Lorenzo in Lucina.
Papal throne, backrest.

Fig.3: San Clemente. Papal throne.

Quite the same strategy was carried out on the throne of San Clemente, commissioned
by Anastasius, the cardinal who oversaw the building of the new church (1102-1125)
(Fig.3). However, instead of reusing images, the artist chose to reuse an inscribed
stone slab. The dedication is displayed around the circular frame of the backrest
(which has the same form as the throne of San Lorenzo in Lucina): ANASTASIUS
PRESBITER CARDINALIS HUIUS TITULI HOC OPUS FECIT ET PERFECIT.? When the
pope sat down, his back rested on the word MARTYR, a classical inscription, selected
and reused on the back of the chair. The inscribed slab suggests a connection between
Anastasius, the pope sitting on the throne, and the martyr, Clement, to whom the
church was dedicated.

These inscriptions located in liturgical spaces inside dim, candlelit churches
could only be seen by relatively few people. And they were most likely only read by
members of the clergy.”* Twelfth century Roman mosaics show the same tendencies

20 Translation: “Anastasius, cardinal presbyter of this titulus, has begun and finished this work.”
Riccioni 2006, 4 (note 25-27), 5, 8.

21 For building inscriptions with restricted presence in terms of space, time or person, see Keil 2014.
For patron inscriptions, see Keil 2018.
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to refer to antiquity and to use inscriptions to exalt the ideals of the church on a large
scale.?? Here again it seems clear that ancient images were selected consciously, and
inscriptions were used to give them new meaning and to provide new functions and
references that directed the viewer/reader. At San Clemente, for instance, the papal
throne was also connected to the meaning of the apse mosaic.??

The majority of these texts were placed inside of the church, primarily in the choir
or close to the sanctuary. They commemorated the consecration of the altar or the
church, and sometimes referred to relics. In fact, throughout the city, the inscriptions
seen most frequently were dedications of churches and lists of martyrs written on
stones. These kinds of inscriptions increased significantly during the twelfth century.?*

In Santa Maria in Cosmedin, consecrated by Pope Callixtus II in 1123, all the in-
scriptions are located in the symbolic area of the apse, in the presbiterium and the
sanctuary (Fig. 4).” They are clustered around the papal throne with script on its cir-
cular back, similar to the throne at San Clemente but honouring the patron: ALFANUS
FIERI TIBI FECIT VIRGO MARIA.?® Unlike the throne at San Clemente, however, the
throne in Santa Maria in Cosmedin shows Roman imperial symbols. The back with the
porphyry disc is typical of the solium, and the leonine heads are from late antique
Roman sellae. The altar consisted of a great marble stone posed on a labrum—a bath
tub—of oriental granite, dated to the time of Hadrian I (772-795). The dedication of the
altar, recording the consecration of the church, is written on the altar table’s fillet.*”
Here the arrangement of the epigraphic texts is closely linked to the liturgical spaces
that marked the separation between the laity and the clergy. As in San Clemente, these
inscriptions were only accessible to a small number of people; the relationship between
the distance at which they had to be viewed and the form of script makes them a sort
of private prayer. Moreover, the exposure of these inscriptions perfectly corresponds
with the conceptual paradigm of “restricted presence” as Keil has pointed out.?®

22 Riccioni 2011a.

23 The literature on the mosaic is vast. For a comprehensive bibliography, see Riccioni 2006; Croiser
2006; Riccioni 2011b, 341-344.

24 Favreau 1999. On lists, see the forthcoming publication of the first workshop of the project POLI-
MA (Pouvoirs de la liste au moyen dge), directed by Laurent Chastang and Laurent Feller, also contain-
ing Riccioni forthcoming.

25 Riccioni 2000.

26 Translation: “Alfanus did make (this work) for you, Virgin Mary.”

27 ((signum crucis)) ANNo ML C XX III INDICTIONE I DEDICATUM EST HOC ALTARE PER MANUS
DOMINI CALIXTI PAPAE II V SUI PONTIFICATUS ANNO MENSE / MAIO DIE VI ALFANO CAMERARIO
EIUS DONA PLURIMA LARGIENTE. Translation: “In the year 1123, first indiction, this altar was dedi-
cated by the hand of Callixtus II pope, the fifth year of his pontificate, on the sixth day of the month of
May. The chamberlain Alfanus made many gifts.” See Riccioni 2000, 145f., with bibliography.

28 Keil 2014. More exactly, this case corresponds with the concept of “restricted presence in term of
person”.
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Fig. 4: Santa Maria in Cosmedin. Papal throne.

2 Inscriptions on the Architrave: Santa Pudenziana
and Sant’Apollinare

In Rome, the first inscribed doors, more precisely the door frames of Santa Pudenzi-
ana and Sant’Apollinare (now in the Vatican Grottoes), display a sophisticated visual
language. These are works that can only be compared to one another and manifest
an evident renewal of antiquity. Shortly thereafter, the doors of San Bartolomeo
all’Isola and San Lorenzo in Lucina are already devoid of figurative elements. The first
two examples are the most discussed, as their decoration has given rise to different
hypotheses.

The marble frieze belonging to the entrance of the medieval church of Santa
Pudenziana is today located on the architrave above the main entrance, as a result of
areworking by Francesco da Volterra in the sixteenth century, and was again modified
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during the restorations of the nineteenth century.?® The portal frame is surrounded by
vine scrolls and displays the images of St Pastor, St Pudentiana, the cross-bearing
Lamb, St Praxedis and St Pudens, each inserted in a clipeus. The imagines clipeatae
of Pudentiana, Praxedis and the Lamb have been placed above the door, in a position
not too different from the original disposition, while Pastor and Pudens, as indicated
by the direction of the flower clusters, were placed on the jambs on either side of the
door. The border of each clipeus contains a rich epigraphic commentary in leonine
hexameters.
In the border of the clipeus of St Pastor:

((signum crucis)) S(AN)C(T)E PRECOR PASTOR P(RO) NOBIS ESTO ROGATOR.
((signum crucis)) HIC CUNCTIS VITE PASTOR DAT DOGMATE S(AN)c(T)E.* (Fig.5)

In the border of the clipeus of St Pudentiana:

((signum crucis)) P(RO)TEGE PRECLARA NOS VIRGO PUDENQ(UE)TIANA.
((signum crucis)) VIRGO PUDENQ(UE)TIANA CORA(M) STAT LA(M)PADE PLENA.> (Fig.6)

In the border of the clipeus of the Lamb:

((signum crucis)) MORTUUS ET VIVUS IDEM SU(M) PASTOR ET AGNUS.
((signum crucis)) HIC AGNUS MUNDU(M) RESTAURAT SANGUINE LAPSUM.* (Fig.7)

In the border of the clipeus of St Praxedis:

((signum crucis)) Nos P1A PRAXEDIS PRECE SA(N)C(TA) S(AN)C(TI)FERA DEDIS.
((signum crucis)) OCCURRIT SPONSO PRAXEDIS LUMINE CLARO.* (Fig.8)

In the border of the clipeus of St Pudens:

((signum crucis)) TE ROGO PUDENS S(AN)C(T)E NO(S) PURGA CRIMINA TRUDENS.
((signum crucis)) ALMUS ET ISTE DOCET PUDENS AD SIDERA CAELES.>* (Fig.9)

29 Parlato/Romano 2001, 125f.

30 Translation: “We pray to St Pastor, that he be intercessor in our favour. This Pastor/Shepherd (of
life) give to everyone his holy precepts of life.”

31 Translation: “Protect us, eminent Pudentiana. The virgin Pudentiana stands before us with a full
lamp.”

32 Translation: “Dead and alive I am at the same time Pastor/Shepherd and Lamb. This Lamb re-
deems the world fallen (in sin) with his blood.”

33 Translation: “Pious Praxedis, bearer of holiness, through your holy prayer give us (salvation).
Praxedis goes to receive the groom with the lamp on.”

34 Translation: “Please, St Pudens, purify us by removing the sins. This magnificent Pudens teaches
the route to heaven.”
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Fig.5: Santa Pudenziana. Architrave.
St Pastor.

Fig. 6: Santa Pudenziana. Architrave. St Pudentiana.

Fig.7: Santa Pudenziana. Architrave. Lamb.
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Fig. 8: Santa Pudenziana.
Architrave. St Praxedis.

Fig.9: Santa Pudenziana. Architrave.
St Pudente.

Pudentiana and Praxedis are portrayed as the wise virgins of the Gospel of St Mat-
thew,* who maintain full lamps. The allusion to the parable also extends to the sym-
bolic meaning of the doors that remain open only to the virgins with lighted lamps,
but closed to the foolish virgins, that is, the faithful who have not been diligent.

Bruno of Segni quoted the parable in his commentary on the Gospel of St Mat-
thew,?® connecting the virgins to the Kingdom of Heaven but also to Ecclesia. He con-
siders the lighted lamps as bona opera, because in the Church the wise virgins mean
prudentes et iustos, but the foolish virgins mean vanos et fatuos.>”

35 Mt25,1-13.

36 Bruno Signinus, Commentaria in Matthaeum, CI, Patrologia Latina 165, cc.277A-279B; Bruno
Signinus, Sententiae, 1I, De ornamentis ecclesiae, c.Ill, s.1V, De virginibus, Patrologia Latina 165,
cc.1073B-1075B; Bruno Signinus, Expositio de muliere forte, Patrologia Latina 164, 1231B.

37 Bruno Signinus, Commentaria in Matthaeum, CI, Patrologia Latina 165, c.277C.
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A marble strip below the upper frame of the architrave contains the inscription:

AD REQUIE(M) VIT(A)E CUPIS O TU Q(U0)Q(UE) VENIRE

EN PATET INGRESSU(S) FUERIS SI RITE REVERSU(S)

ADVOCAT IPSE Q(UI)DE(M) VIA DUX ET IANITOR IDE(M)
GAUDIA P(RO)MITTENS ET CRIMINAQUE Q(UI) REMI(T)TENS.>®

The text is a learned and sophisticated composition, inspired by the example of the
classics, as is also evident from the use of the leonine hexameter. Moreover, and not
marginal for the historical artistic issues, here we find the use of metaplasm, not the
tmesis (parts of a compound word separated by another word) that Ferrua noted.>® In
the classical conception of the figures of discourse, the application domain of meta-
plasm is above all the poetic one: metric needs or poetic license motivate such pho-
nological graphic transformations to which the lexical unit could be submitted in the
literary code.*®

In the case of the second verse, metaplasm is used to isolate the present participle
pudens within the name Pudentiana, which is an epithet perfectly matching the noun
virgo, referring to the Madonna. The Madonna is virgo preclara, Pudentiana is virgo
pudens. The metaplasm is also used to allegorize the name of Pudentiana as used in
classical and medieval literature.**

The metaplasm occurs twice: cardiq(ue)nalis; Marcelliq(ue)ani, on the inscription
mentioning the consecration of the Chapel of St Pastore (Fig. 10).*> The epigraph refers

38 Translation: “Even you, who wants to come to the peace of life, enter here, the door is open if you
return ritually. The one who calls is himself the way, the guide and the guardian who promises joys
and forgives sins.” Crimina qui(que) instead of criminaque q(ui).

39 Ferrua 1996, 494, 499.

40 Giannini 1994.

41 Curtius 1953, 459-500; Mastandrea (2011), 147-156. Thanks to Claudio Mastandrea for his sugges-
tions on this topic.

42 TEMPORE GREGORII SEPTENI PRAESULIS ALMI, / PRAESBITER EXIMIUS PRAECLARIS VIR BE-
NEDICTUS / MORIB(US) AECCLESIAM RENOVAVIT FUNDITUS ISTAM / QUAM CONSECRARI SACER
IDEM CARDIQ(UE)NALIS / EIUSDEM SAN<CT>AE FECIT SUB TEMPORE PAPAE / AUGUSTI MENSIS
SEPTENO NEMPE KALENDIS / NOMINE PASTORIS PRECURSORISQ(UE) IOHANNIS. / {F} DE CRUCE
VESTE DEI LOCUS HIC EST S(AN)C(TU)S HABERI / CUI PARS DE SANCTI SOCIATUR VESTE lo-
H(ANN)IS EV(AN)G(E)L(ISTAE) / MARTYRIS ET STEPHANI PAPALI NOMINE PRIMI / MARTYRIS ET
PAPAE FELICIS HONORE SECUNDI / NEC MINUS HERMETIS PREFECTI MARTIRIS URBIS / ET TRAN-
QUILLINI, MARCI, MARCELLINI MARCELLIQ(UE)ANI / vac. 2.r / HORU(M) RELIQUIS CONSTAT
LOCUS ISTE CELEBRIS HINC ET MULTOR(UM) POSSEMUS NOTA QUOR(UM) / DICERE SI TABULA
LOCUS ILLIS ESSET IN ISTA. NOS MERITIS HOR(UM) REDEAMUS AD ALTA POLOR(UM). See Riccioni
2008. Translation: “At the time of benign Bishop Gregory VII, Benedict, distinguished priest, excellent
man, has renewed this church from its foundations. (Benedict) himself, a consecrated cardinal, made
the church consecrated, at the time of the same holy pope, the seventh day before the first of August,
in the name of Pastor and of the precursor John. Because of the cross and the garment of God, this
place must be considered holy; united with them in this place are also part of the garment of St. John
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Fig.10: Santa Pudenziana. Consacration inscription of S. Pastore Chapel.

to the reconstruction of the ecclesia and its consecration by Benedict (cardinal pres-
byter from 1077 on), during the pontificate of Gregory VII (1073-1085), on the “seventh
day before the calends of the month of August” (23 July). Relics are remembered in the
central part of the text. The final formula exalts the place’s sanctity effected by the
relics, also referring to those not mentioned due to the lack of space, and brings an
invocation to be able to ascend to heaven through the merits of the saints kept in the
church. The first part of the text is in hexametric verse while the invocation of the last
two lines is in prose.

The use of metaplasm in epigraphy is very unusual, not only for inscriptions exe-
cuted in Rome, and allows us to hypothesise that the author of the text was the same
person as the author of the slab and the architrave and by that measure means that
these works were executed during the same period.*?

This hypothesis is confirmed by palaeographic evidence. The graphic style
of the inscriptions on the slab and the architrave could be defined as “Gregorian”
or “reformed”, since they have numerous stylistic features in common and, more-
over, reveal graphic similarities to other coeval epigraphs, produced above all (but
not exclusively) during the pontificate of Gregory VII: squared E; G with broken and

the Evangelist martyr, and of Stephen, the first martyr (worthy) of the name of pope, and by honour
of Pope Felix II, and also of Hermes prefect, martyr of Rome, and of Tranquillinus, Mark, Marcellinus
and Marcellianus. This place is famous for the saints’ relics. Were there space on this stone, we could
list say the names of many of them. Through their merits, may we reach the summit of the heavens.”
43 For this hypothesis, see also Fratini 1996, 62, 64.



228 — Stefano Riccioni

squared internal curl; O and Q in the shape of a drop; V = U; the use of small letters.**
Moreover the portals of Santa Pudenziana and of Sant’Apollinare are the only ones
that use two successive and intertwined Vs, in the form of W, as in the inscription on
the altar of Santa Galla.

The elegant square capital script with its geometric and monumental graphic
forms creates a continuity with the classical tradition, as suggested by the ideological
orientation of the Roman Church during Gregory VII’s papacy. The portal of Santa
Pudenziana, therefore, can be plausibly anchored in the eleventh century.*

As mentioned, for palaeographical and art-historical reasons, the portal of Santa
Pudenziana has been associated with that of Sant’Apollinare, probably used in San
Pietro in the Vatican,*® built in the trilithon system, consisting of two monolith door
jambs and an architrave.

The inscriptions are displayed on frames circulating the saints and Christ in
Majesty:

((signum crucis)) AD ME PONDERIBUS PRESS[I REC|REABO VENITE. SUM REQUIES TRAN-
[QUIL]LA DEUS SUM VITA BEATA.* (Fig.11)

On the right jamb, around St Peter, also in a circular frame, the epigraph:

[((signum crucis))] CHR(IST)I 1AM FIDEI DOCTO SATIS APOLENA[RI SUME RAV]|ENN[ATUM
PETRUS INQUIT P]oN[TIFICATUM].*® (Fig.12)

On the left jamb around St Apollinare, according to the layout identical to the previ-
ous ones:

[((signum crucis)) Tu QUi cuM PETRO DEUS OMNIPOTENS OPERARIS] PRECEPTORE MEO
MECUM NEC NON OPERARE.” (Fig.13)

44 See for example: the altar of Santa Galla—the use of double V = W; the chartae lapidariae of San
Saba and of Santi Giovanni e Paolo; the list of relics of San Biagio della Pagnotta; the architrave of
Sant’Apollinare.

45 This chronology has been suggested more recently by Angelelli 2010, 166-167, 306.

46 Gandolfo 1985, 534, according to Grimaldi/Niggl 1972, 50, suggests Vatican Basilica’s Porta Raven-
niana, on the left side, introducing to the central nave and dedicated to the people of Ravenna; Bottari
1988, 10f., suggests Porta Guidonia, on the right side of the Vatican Basilica; Fratini 1996, 64.

47 Translation: “You who are oppressed by burdens come to me, [ will refresh you. I am the quiet rest,
I am God, life and salvation.”

48 Translation: “Peter, expert enough of the faith of Christ, says to Apollinare: take the pontificate of
the Ravenna people.”

49 Translation: “Almighty God, you who act with Peter, my guide, act also with me.”
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Fig.11: Sant’Apollinare. Architrave. Christ in Fig.12: Sant’Apollinare. Right jamb. St Peter.
majesty.

.!._ )
\':j.:

Fig.13: Sant’Apollinare. Left jamb. St Apollinare.

The account of a final inscription on the architrave, handed down by Ugonio, is not
considered reliable.

According to Francesca Bottari’s studies, the inscriptions refer to a dispute be-
tween the Church of Ravenna and the Roman Church, which was being concluded in
the early years of the twelfth century, the same time period in which Bottari places
the execution of the frame.*® The conflict can be found in the inscription in which

50 Bottari 1988, 12.
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Peter orders (inquit) Apollinare to take the pontificate of Ravenna, thus evoking
the third proposition of Dictatus Papae in which Gregory VII affirms the superior-
ity of the successor of Peter on the ministers of the dioceses.’! But in this case the
text of the inscription goes beyond the theocratic authority affirmation of the Roman
church over the dioceses.>” In fact, the recipient of the lintel’s political message can
be identified with Wibertus, archbishop of Ravenna, elected antipope with the name
Clement III (1080/84-1100) during the papacy of Gregory VIL.>® The first archbishop
of Ravenna (Apollinare / Wibertus / Clement III) must be subject to the first bishop of
Rome (Peter / Gregory VII).>* The architrave must therefore date back to 1084, the year
in which Gregory VII definitively abandoned Rome.

A further element that connects these architraves to the Roman artistic produc-
tion of the eleventh century is the image inserted in the clipaeus (imago clipeata),
used in the representation of St Clement, below the scene of the miracle of Chersone-
sus in the lower church of San Clemente® and also in the image of Christ on the apse
mosaic of the upper church (Fig. 14). These portraits refer to the papal portraits that
once adorned the early Christian basilicas of San Pietro in the Vatican and San Paolo
fuori le mura,”® but they can also be related to the specific funerary use of the imago
clipeata.””

According to Fratini, it is possible to associate the figurative decoration of these
architraves with a series of spurious works dating from the second half of the eleventh
century to the beginning of the twelfth century recalling Early Christian models: the
columns of Cave and Trinita dei Monti, the portal of Santa Maria in Cosmedin, the
hagiasma of Grottaferrata, the oldest parts of the portal of San Domenico in Narni,
the gradino (“step”) signed by Uvo in San Cosimato di Vicovaro, the gradino (“step”)
of San Giovanni a Porta Latina and, according to Claussen’s recent studies, the altar
of Santa Maria in Cappella.®

Claussen identifies a common culture as the base of all these works—inspired by
Roman classicism—and a common type of relief, characterized by the graphic sign,
although there is a notable contrast between the plasticity of the Roman portals and
the flat relief of the other artefacts. Moreover, considering the fact that, in Rome, figu-
rative sculpture made of marble disappears around 1100 and is replaced by Cosmatis’

51 Quod ille solus possit deponere episcopos vel reconciliare, see Henderson 1910, 366.

52 Bottari 1988, 12.

53 Longo/Yawn 2012.

54 Fratini 1996, 64.

55 Filippini 1999, 193; Filippini 2002, 113f.; Filippini 2006, 246. Gerhard Wolf suggested an interesting
comparison between the portrait of Pope Clement and the lost clipeate image of John XIII (972 d.),
once in his tomb in San Paolo fuori le mura, now known through a seventeenth-century copy, see
Wolf 1993, 331-333.

56 On papal portraits in both basilicas, see De Bruyne 1934.

57 Herklotz 1990, 149-151.

58 Claussen 2007; Claussen 2014, 59f.



From Shadow to Light = 231

Fig.14: San Clemente, lower church. Miracle of Chersonesus. Image of Saint Clement.

aniconic production, Claussen hypothesizes the existence of an art form linked to
Clement III, suddenly interrupted after the antipope’s death, and replaced by ani-
conic art during the papacy of Paschal II (1099-1118).>° Gandolfo has rejected this
hypothesis.®®

The univocal term “Gregorian”, meaning the movement that led to the ecclesiasti-
cal reform, has long been rejected by historiography.°! It is impossible to identify a
unitary mark, converging into action within the various components of the Church.
The Reform consisted of a series of reforms of ecclesiastical structures that were dia-
lectically combined, producing a radical change, which was not the result of a pre-es-
tablished project and had no single root. Likewise, Church Reform art, if understood
as a pre-established artistic project, inspired and managed by the Pope (Gregory VII),

59 Claussen 2007, 62-66.

60 Gandolfo 2007; Gandolfo 2016, 261f. See also Riccioni 2011b, 323f.

61 The univocal reading of the Church Reform under Gregory VII is due to Fliche 1940. Corrections
to this hypothesis, among others, by Violante 1959; Capitani 1965; Capitani 1990; Cantarella 2006;
D’Acunto 2006.
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has never existed.? In fact, the Reform art also consisted of a series of events dialec-
tically combined, which produced a unitary result in the renewal of visual language.

During the reforms of the Church, particularly in Rome, numerous ecclesiastical
buildings were restored and / or rebuilt and some of them were also provided with
new decorations. In these cases, artistic forms were commonly characterized by: the
recovery of models inspired by antiquity (without particular distinctions between
Roman classicism, Carolingian and / or Ottonian renewals);** the narration through
images and writings organized according to rhetorical rules and oriented toward edu-
cational use;®* the graphic elaboration of a writing that formally refers to the classical
capital.®®

Thus, figurative sculpture in Rome existed during the papacy of Gregory VII when
art and script (text and image), and, of course, also sculpture (and selected spolia)
were used to affirm spiritual and political messages connected to the Church Reform.
However, the same artistic forms were probably also used by Antipope Clement III
after the death of Gregory VII, maintaining continuity with the past. In fact, even
though Gregory VII and Clement III expressed different political positions and beliefs,
they spoke the same language. This language was adopted until the end of the elev-
enth century, which was probably connected with the Antipope’s policy. Figurative
art was thus replaced by aniconic decoration created by the Cosmati, linked to the
affirmation of the Church Reform during the papacy of Paschal II.

3 Inscriptions Above the Doors

In San Lorenzo in Lucina and in San Bartolomeo all’Isola, both inscriptions were
renewed during the papacy of Paschal II. Noticeably, decoration is absent, and the
inscriptions are written directly on the lintel over the door. In S. Lorenzo in Lucina the
inscription reads:

62 Having posed the question in these terms, the recent historiography is unanimous in recognizing
that is not possible to speak of the art of the Church Reform, see Gandolfo 1989; Sukale 2002; Pace
2007; Kessler 2007, with a different approach; Barral i Altet 2010; Gandolfo 2016, 261-268; Claussen
2016, 276.

63 Toubert 1970; Kitzinger 1972a; Kitzinger 1972b; Claussen 1992. For an overview of this topic, see
Riccioni 2011b, 321-324.

64 According to Kessler 2007, 36: “Gregorian theory of art [...] is based firmly on traditional, indeed
banal, discussions of images, it accepted church decoration as an instrument of pedagogy, conver-
sion, and spiritual elevation.” On the art production during Church Reform based on rhetorical rules,
see Riccioni 2006; Riccioni 2011b, 328.

65 On capital letters in the Giant Bible, see Supino Martini 1988; Larocca 2011, 62—64; on capital let-
ters in public lettering Petrucci 1993, 7-9; Supino Martini 2001; Riccioni 2007.
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Fig.16: San Bartolomeo all’isola. Door. Inscription.

((signum crucis)) PORTE QUAS CERNIS FACTE DE REBUS ADEPTIS
PRE(S)BITERI PETRI CONSTANT CU(M) POSTIB(US) IPSIS
QUEM DIGNARE TUIS DEUS ASSOCIARE BEATIS.® (Fig.15)

The inscription, which long remained hidden by dirt, appeared after cleaning. The
text, in leonine hexameters, commemorates a certain Peter presbiterus (priest) res-
ponsible for the execution of the portal, probably dating to the same time as the altar
consecration.®” The verses are an example of erudite poetry, as is confirmed by the
expression postibus ipsis used by Lucretius and Valerius Flaccus.®®

Palaeographic analysis reveals a chronological proximity to the epigraphs of Leo
and Paschal II, now located in the portico. The capital script is carried out in square
shapes and slightly elongated, the incision is executed with a thin groove. The execu-
tions of B, P, and the curvatures of the letters as they approach the arc of a circle are
also related.

The inscription of San Bartolomeo all’Isola has a similar presentation (Fig. 16).%°
The first part of the text is carved into the upper strip of the main portal. It recalls
the donation of the relics by Otto III and the consecration of the church in 1113 by
Paschal II:

TERTIUS ISTORUM REX TRANSTULIT OTTO PIORUM CORPORA QUIS DOMUS HAEC SIC REDI-
MITA VIGET. ANNO D(0MI)NIC(I) INC(ARNATIONIS) MILL(ENO) C(ENTENO) XIII IND(ICTI-
oNE) VII M(ENsIs) Ap(RI)L(1s) D(1E) IIII T(EmM)P(0)RE P(a)sc(a)L(1s) II p(a)P(AE).”°

66 Translation: “The door you see is made with materials collected by the priest Peter. It is strong in
its jambs. God consider him worthy to be joined to your saints.”

67 Claussen/Mondini/Senekovic 2010, 283f.

68 Lucretius, De rerum natura, 3, 369; Valerius Flaccus, Argonautica, 2, 168, see Musisque Deoque.
Un’archivio digitale di poesia latina. http://www.mqdq.it/public/index.

69 Claussen 2002b, 135f, with bibliography.

70 Translation: “King Otto III, transferred the bodies of these pious (men) into this house which,
embellished, flourishes again. Year 1113, seventh indiction, fourth day of the month of April, at the
time of pope Paschal II.”
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The inscription is displayed horizontally and shortly vertically along the archi-
trave. The letters are written in Romanesque majuscule; as they are small, they are
difficult to read from afar. Some letters are clearly influenced by manuscript writing:
the increasing circulation of books even at the time of Paschal II is especially evident
in the letter A with the left slash undulated and ending with a curl, in the uncial letter
M (similar to a reversed omega), and in the uncial letter U.

The second part of the text continues on the door frame, written in larger letters:
QUE DOMUS ISTA GERIT SI PIGNERA NOSCERE QUERIS CORPORA PAULINI SINT
CREDAS BARTHOLOMEIL"

The palaeographic features are the same as in the architrave inscription: librarian
A; 0 and Q close to the shape of a drop; uncial U.”? In this case the text renders the
meaning of the upper inscription more precisely. The text produces further evidence
of the presence of both Saint Paulinus and Saint Bartholomew in the church.

The inscription on the upper lintel of the door has not been added to an older door
in order to confirm the presence of the relics in the church, as has been suggested.”
In fact the door is similar to other works made by marmorarii romani, dating back to
the first half of the twelfth century;” and the inscription has a layout similar to that
of the door of San Lorenzo in Lucina, also consecrated during Paschal II’'s papacy.
Moreover, the inscription’s layout seems to have been conceived in relation to the
lintel’s graphic space. The first part of the inscription is arranged symmetrically on
the upper frame,” with small letters, and corresponds with the intention to affirm the
presence of the relics. Therefore, it is possible that it was carried out in response to
the beginning of the construction of the new cathedral of Benevento in 1112, which
claimed possession of the relics of the apostle Bartholomew,’® thus denying that they
had been transported to Rome by Otto II1.””

Even though these inscriptions are placed outside the church and were poten-
tially accessible to a wider audience, they can hardly be read from a distance. The text
is not only closely linked to the monument, but also does not seem intended to reach
out to a wider public. The “exposed” text remains incorporated by the monument.

71 Translation: “If you want to know which relics are preserved in this church, believe that they are
the bodies of Paolinus and Bartholomew.”

72 Letter A written under the letter T; links: ME, NE, EU.

73 Hypothesis suggested by Gandolfo 2007, 167f.

74 Claussen 2002b, 146-149.

75 The beginning and the end of the text are at exactly the same height on the two jambs.

76 Falcone di Benevento 1998, 5; Bove 1999, 31.

77 Gandolfo 2007, 167f. Otto of Freising reports that the relics of Saint Bartholomew were brought
to Rome by Otto II (not Otto III), Otto Frisingensis 1961, VI, 25, 470; on the contrary, the Chronicle of
Montecassino Abbey reports that Otto III was deceived by the Beneventans because they gave him the
relics of Paolinus of Nola and not those of the apostle, see Chronica Monasterii Casinensis 1981, 11, 24,
208-209.
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The choice not to create a dedicated graphic area for the text emphasizes this strong
connection, subordinating the text to the monument and conditioning the letters’
small size with the result of showing and hiding the text. The larger letters of the
second inscription seem to be directed to a broader public.

4 Inscriptions on the Porticoed Atriums

After the Concordat of Worms (1122), the official script of the Roman Church changed
from classicizing capitals to Romanesque majuscules.”® During the papacy of Callix-
tus II, imperial manifestation of the triumphant Church replaced the Benedictine
restauratio.” In the same years, porticoed atriums appeared as a feature of new
churches, but were also added to older foundations.®° In front of each important
church, a portico was added with an architrave modelled on that of San Crisogono.
Porticoes were mostly built to showcase the reformed Roman Church and the archi-
trave served as the space where the assertion was explicitly expressed in writing.®

This is important: the porticoes extended ecclesiastical space into the urban
fabric of the city. The new constructions adopted the ionic colonnade and the archi-
trave used in Late Antiquity for the interior of Early Christian basilicas, among which
Santa Maria Maggiore formed a model of particular symbolic significance.® Just as
the reuse of older architectural fragments or spolia characterized the liturgical fur-
nishings in the interiors of these buildings, the new portico form, often displaying
a monumental public inscription, marked their exteriors. This was the case with the
reconstruction of the basilica of San Crisogono in Trastevere, which was a Roman-
esque model of the triumphant Church.® The plan follows the scheme of the great
basilicas of Rome: St Peter and San Giovanni in Laterano, with the apse at the west,
the transept intervening between the apse and the longitudinal block of nave and
aisles, and the central nave separated from the aisles by columns.?*

The porticoes provided new spaces for public lettering. Moreover, these inscrip-
tions were large and contained complex, sophisticated and political texts, not exclu-

78 Riccioni 2007.

79 Claussen 2016, 282-284.

80 This practice was also adopted in civic buildings, with a specific interest in reusing spolia. See
Pensabene (2008), 72.

81 Claussen 2002, 161-163.

82 Pensabene/Pomponi 1991/1992, 342.

83 A list of porticoes built after the example of San Crisogono is given in Claussen 2002a, 214, note
51; Claussen 2002b, 394-404. For an overview of Cosmatesque porticoes, see Pensabene/Pomponi
1991/1992.

84 Claussen 2002a, 162f.
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sively related to the monument. Instead they focused more on the sacralisation of
urban space, one of the features of medieval art in Rome.

At Santa Maria Maggiore itself, Eugenius III (1145-1153) had a dedicatory inscrip-
tion placed on the architrave of the narthex with an invocation to Mary, who is cele-
brated as via, vita e salus.

TERTIUS EUGENIUS ROMANUS P(A)P(A) BENIGNUS OPTULIT HOC MUNUS VIRGO MARIA TIBI
QUE MATER CHRISTI FIERI MERITO MERUISTI SALVA PERPETUA VIRGINITATE TIBI ES VIA
VITA SALUS TOTIUS GL(ORI)A MUNDI DA VENIA(M) CULPIS VIRGINITATIS HONO(S].® (Fig.17)

Fig.17: Santa Maria Maggiore. Inscription from porticoed atrium.

In this way, the pope established a direct link between his restoration works, the
Virgin, and an important icon kept in the basilica.® The inscription ran along the tra-
beation of the portico until Gregory XIII had the ambulatory built in 1575. Once again,
the font was an elegant library majuscule that can be defined as an epigraphic display
script taken from the models of the Giant Bibles.

This type of elegant library majuscule that reproduces the display majuscule of
contemporary liturgical manuscripts, in particular the script of the frontispieces of
the Giant Bibles, is also found on the trabeation of the portico of the church of Santi
Giovanni e Paolo al Celio,®” where the text in leonine hexameters commemorates Car-

85 Translation: “Eugenius III, the Roman pope, willingly brings this gift to you, Virgin Mary, you who
truly deserved to be the Mother of Christ and perpetually preserved your virginity. You are the way, the
life, the salvation, and the glory of the entire world. Oh honor of virginity, grant forgiveness for sin”,
see Kessler/Zacharias 2000, 132.

86 On the icon of Santa Maria Maggiore and the inscription, see Wolf 1990, 173f.

87 The letters D, P, and R look like the ones from the famous Bible maintained in the Medici collec-
tion in the Laurentian Library in Florence, Laur. Plut. 15.19, f. 1v, see Riccioni 2007, 146.
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dinal Presbyter Giovanni dei Conti di Sutri (1151-1180), who dedicated the church to
the holy martyrs John and Paul (Fig.18).

PRESBITER ECCLESIE ROMANE RITE IOHANNES

HEC ANIMI VOTO DONA VOVENDO DEDIT
MARTIRIBUS CHRISTI PAULO PARITERQUE IOHANNI
PASSIO QUOS EADEM CONTULIT ESSE PARES.%®

Fig.18: Santi Giovanni e Paolo al Celio. Trabeation of the portico with dedicatory inscription.

It seems clear that the display of these inscriptions was as important as the porticoes
they graced. Writing in the scripts used in the most sumptuous Bibles and liturgical
manuscripts was like displaying a kind of “banner” of the Church of Rome for those
who might recognize the link to manuscript culture.®

The most striking example was the inscription on San Giovanni in Laterano, now
in fragments on the wall of the cloister, and recorded in an engraving of 1693.°° The

88 Translation: “Presbyter Giovanni, consecrating these gifts to the soul’s prayer according to the
rite of the Roman Church, dedicated to the martyrs of Christ, Paul and John, which the same suffering
made equal.” On the inscription, see Forcella, 1869-1884, vol. 10,5, no. 1; Claussen 1987, 32, note 182.
The portico is dated at 1180, see Claussen/Mondini/Senekovic 2010, 91.

89 For the relationship between book, handwriting and epigraphy, see Debiais 2013.

90 Ciampini 1693, 10-13, tavv. I-II.
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dating of the inscription has been contested, but it is likely to have been produced at
the end of the twelfth century (Fig.19).”*

DOGMATE PAPALI DATUR AC SIMUL IMPERALI

QUOD SIM CUNCTARUM MATER CAPUT ECCLESIARUM

HIC SALVATORIS CELESTIA REGNA DATORIS

NOMINE SANXUERUNT CUM CUNCTA PERACTA FUERUNT
QUESUMUS EX TOTO CONVERSI SUPPLICE VOTO

NOSTRA QUOD HEC AEDES TIBI CHRISTE SIT INCLITA SEDES.*?

Fig.19: San Giovanni in Laterano. Inscription from porticoed atrium.

The inscription was done in a particularly elegant library majuscule, with squared-off
modules; of all the inscriptions treated here, it is the closest in form and disposition
to the scripts and incipits of luxury liturgical manuscripts.

91 For a thirteenth-century dating, see Gandolfo 1983, 73f.; Pomarici 1990, 64f. For a twelfth-century
dating, see Claussen 1987, 22-26; Herklotz 1989, 38, 45f.; De Blaauw 1994, 207; Paravicini Bagliani
1998, 32-68; Herklotz 2000, 161. For a recent interpretation of the inscription, dated at the end of
twelfth century, see Claussen 2008, 84-88; Riccioni 2011c, 453-455.

92 Translation: “By the will of the emperor and the pope, I am to be the mother and head of all church-
es. In Christ’s name, He who gives all the kingdoms of heaven. This they decreed once all was brought
to completion. Now truly converted, we humbly pray, that this our house, Oh Christ, may be your fitting
seat.” Transcription from De Rossi 1861-1888, 2, 322; Herklotz 2000, 193; Claussen 2008, 84.
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The text refers to the pope, vicarius Christi, linking him explicitly to both imperial
and Christian Antiquity through the evocation of the Donation of Constantine. The
inscription refers to the church as cunctarum mater caput ecclesiarum, suggesting its
primacy even over San Pietro itself.

If we move from the porticoes towards the city, it is clear that sacred authorities
also worked to lay claim to major ancient monuments, and perhaps especially to the
two surviving ancient triumphal columns.

5 Conclusions

During restorations of ancient buildings and objects, but also in new constructions,
script was used to upgrade spolia as meaningful objects: Rome was renewed by bring-
ing ancient materials together to create new forms and new meanings. In doing so, the
Church moved texts from the shadows inside buildings to the bright open spaces for
a larger public. Inscriptions in liminal spaces such as on doors, portals and porticoed
atriums helped to transform the image of Rome. After a long struggle with the Empire,
the Church finally affirmed its supremacy through a visual strategy strongly linked to
the written word and its circulation in manuscripts. Thus, public lettering throughout
Rome relied on graphic forms derived from clerical scripts, used layouts that recalled
book practice, and carefully distinguished among “reading” publics. This can be con-
sidered one of the most significant expressions of the art of the reformed Church,
consisting of a series of events dialectically combined, which have produced a unitary
result in the new visual language.
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Matthias Untermann
Schrift und sakraler Auf3enraum

Tempelfassaden und monumentale Friesinschriften im Mittelalter

Das ungewohnlichste schrifttragende Bauwerk des frithen Mittelalters steht in Umbrien
unweit der Via Flaminia, bei den seit der Antike wegen ihrer landschaftlichen Idylle
beriihmten Quellen des Clitumnus (Clitunno), eines Nebenflusses des Topino (Abb. 1).
Im Spatmittelalter diente das Kirchengebdude als Pfarrkirche San Salvatore fiir den
umliegenden Ort Pissignano. Es hat die Gestalt eines rémischen Podiumstempels
mit vier Sdulen zwischen den Anten, mit ehemals zwei seitlichen, ebenfalls giebel-
bekr6nten Vorhallen, zu denen Treppen hinauffiihrten.! In erstaunlicher Kontinuitét
gilt dieses Gebdude seit dem 15. Jahrhundert bei Architekten und Archdologen als der
durch antike Autoren iiberlieferte Tempel des Jupiter Clitumnus;? dies pragt auch die
in der Kunstgeschichte iibliche Benennung als ,,Tempietto del Clitunno“. Die durch
den Baubefund nahegelegte Deutung, dass es sich um ein origindr als christliche
Kirche errichtetes Gebdude handelt, ist in der jiingeren Forschung nicht mehr begriin-
det angezweifelt worden, und auch fiir die Datierung hat sich eine Zeitstellung im
8. Jahrhundert durchgesetzt. Das von Ranken umspielte grof3e Kreuz im Tympanon
belegt dies ebenso wie Gestaltung und Ausmalung der Apsis im Inneren.

Der Fries des Gebilks der nach Westen gerichteten Fassade (Abb. 2) trédgt in 14 cm
hohen Kapitalisbuchstaben die Inschrift + SCS DEVS ANGELORUM QVI FECIT
RESVRECTIONEM (sanctus deus angelorum qui fecit resurrectionem — Heilig ist der
Gott der Engel, der die Auferstehung bewirkt). Baufragmente sowie Architekten und
Antiquare des 16. und 17. Jahrhunderts {iiberliefern in Text und Bild zwei weitere,
etwas kleinere Inschriften auf den Friesen der seitlichen, nach Norden und Siiden
gerichteten Vorhallen, von denen noch Fragmente erhalten sind (Abb. 3): SCS DEVS
PROFETA[...]JEM (sanctus deus prophetalrum qui fecit redemption]lem — Heilig ist
der Gott der Propheten, der die Erl6sung bewirkt) und [...|SIONEM ([sanctus deus
apostolorum qui fecit remis]sionem — Heilig ist der Gott der Apostel, der die Verge-
bung [der Siinden] bewirkt).> Auch wenn das Gebiude selbst keine Umnutzung des

1 Emerick 1992; Jaggi 1998, 149-194, 223-235.

2 Schoder 1979.

3 Corpus Inscriptionum Latinarum XI.2, Nr. 4964; Binazzi 1989, 126-129 Nr. 81; Emerick 1992, 86, mit
Verweis auf iiberlieferte Lesungen von ca. 1525, 1666, 1672 u. 1699. — Im Kontext des Apostolischen

Dieser Beitrag ist im Heidelberger Sonderforschungsbereich 933 ,,Materiale Textkulturen. Materiali-
tdt und Prasenz des Geschriebenen in non-typographischen Gesellschaften“ entstanden (Teilprojekt
A05 ,,Schrift und Schriftzeichen am und im mittelalterlichen Kunstwerk®). Der SFB 933 wird durch die
Deutsche Forschungsgemeinschaft finanziert.

@ Open Access. © 2019 Matthias Untermann, publiziert von De Gruyter. Dieses Werk ist lizenziert
unter der Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 Lizenz.
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iiberlieferten, antiken Quellgott-Heiligtums darstellt, so beanspruchte es in seinem
Erscheinungsbild fiir jeden erkennbar in antiken Formen die Herrschaft des christ-
lichen Gottes iiber die himmlischen Heerscharen, die Propheten des Alten und die
Apostel des Neuen Testaments sowie die Grundversprechen der christlichen Religion,
Auferstehung der Toten, Erlosung vom Bésen und Vergebung der Siinden.

Die in den drei Inschriften vorgetragene religiése Botschaft auf dem Sakralge-
baude entspricht nicht den damaligen Seherwartungen fiir eine christliche Kirche,
aber auch nicht fiir eine antik-romische Tempelfassade. In der Fassade 6ffnet sich
nur eine Tiir zum Untergeschoss, zwei Treppen fithren von Norden und Siiden zu den
Vorhallen des Hauptgeschosses hinauf. Der heutige architektonische Kontext — die
Riickseite der an einer Hangkante erbauten Kirche ist zur Landstrafe gerichtet, die
talseitige Front zu einem Bauernhof - fordert Uberlegungen zur bauzeitlichen Kon-
zeption.

Die Inschriften am ,,Tempietto del Clitunno“ sind die dltesten derzeit bekannten
monumentalen Fassadeninschriften im Bereich des westlichen Christentums. Die
kostbare Bauskulptur verbindet dieses Gebdude eng mit der Werkstatt, die in der
nahen Bischofsstadt Spoleto, Residenz eines langobardischen Herzogs, die Abteikir-
che St. Concordius und Sentia (heute: San Salvatore) mit hochrangiger Bauskulptur
ausgestattet hat. Deren Fassade trug allerdings keine Inschrift. Die Datierung beider
Bauten ist unsicher; gute Argumente sprechen fiir eine Entstehung zwischen ca. 700
und 770.*

1 Fassadeninschriften an mittelalterlichen Kirchen

Kristina Kriiger hat 2014 am Fallbeispiel der Abteikirche Corvey die Funktion einer
aufwindig gestalteten, antikennahen Fassadeninschrift des frithen Mittelalters unter-
sucht, fiir eine Region, die bis dahin keine &6ffentliche Schriftlichkeit kannte und in
der keine Lateinkenntnisse vorhanden waren. Dies ist zweifellos ein Extremfall res-
tringierter Prdsenz.

In groflen Teilen des ehemaligen rémischen Reichs gibt es keinen grundsatzli-
chen Zweifel daran, dass relevante Teile der Bevolkerung auch nach dem Ende des
romischen Reichs lesen konnten und Latein zumindest in den Grundziigen verstan-
den. Hier finden sich vom 8. bis 15. Jahrhundert eine gewisse Zahl monumentaler
Fassadeninschriften romischer Tradition, von denen die des ,,Tempietto del Clitunno*
die derzeit dlteste bekannte ist. Vor dem Hintergrund, dass in rdmisch-antiker Zeit
praktisch alle Tempel und 6ffentlichen Grofbauten monumentale Inschriften aufwie-

Glaubensbekenntnisses wire statt redemptionem [a malo] eher zu erwarten ... qui fecit [sanctorum)
communionem.
4 Zur Datierungsdebatte ausfiihrlich Jaggi 1998.



Schrift und sakraler AuBenraum =— 247

Abb. 1: San Salvatore di Pissignano (Tempietto del Clitunno), von Nordwesten.
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Abb. 2: San Salvatore di Pissignano (Tempietto del Clitunno), Giebel der Westfassade.

Abb. 3: San Salvatore di Pissignano (Tempietto del Clitunno), Fragment der Inschrift vom Giebel des
nordlichen Eingangs.
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sen, ist der fast vollstdndige Riickgang dieser Gewohnheit uniibersehbar, die wenigen
Ausnahmen an Kirchengebduden verdienen deshalb eine Betrachtung. Inhalt und
Gestaltung der Texte unterscheiden sich von den antiken Vorbildern, und damit
bleibt auch zu fragen, wer ihre Adressaten waren und wie sie dazu beitrugen, sakrale
Schriftraume zu gestalten.

Kristina Kriiger unterschied solche einzeiligen Fassadeninschriften von mehrzei-
ligen Inschrifttafeln, wie in Corvey,’ die eine eigene romische Tradition haben, im
Mittelalter recht hiufig bleiben® und auch an Renaissancebauten eingesetzt wurden.’
Nachfolgend sollen nur lineare Fassadeninschriften ,,rémischer Tradition“ in den
Blick genommen werden, und ausgeklammert werden auch die durchaus bedeutsa-
men linearen Inschriften in sakralen Innenrdumen, wie in den Pfalzkirchen in Salerno
und Aachen.® John Mitchell und Kristina Kriiger haben viele dieser inschrifttragenden
Monumente schon angesprochen.’

2 Die Tempelfassade als ambivalentes Vorbild

Zu den Grundiiberzeugungen der Architekturgeschichte gehort die Aussage, dass
christliche Kirchen zunichst bewusst auf die Ubernahme des Fassadenmotivs antiker
Tempel verzichtet haben, also auf monumentale Sdulenstellungen, die einen Giebel
tragen.' In gleicher Weise hat man im Mittelalter darauf verzichtet, die Widmung des
Kirchenbaus oder den Namen der Stifter in monumentaler Form an der Fassade zu
prasentieren, sondern andere Positionen fiir Inschriften gesucht, die Kiinstler bzw.
Auftraggeber nennen. Fiir Buchmalerei und Miinzprigung gilt dieses Aussage frei-
lich nicht: Von Saulen getragene Giebel sind dort spatestens seit karolingischer Zeit
iiblich, und auf Miinzen wird die Tempelfront sogar mit der Legende Christiana religio
kombiniert.*

An den wenigen antiken Tempeln, deren Fassade unversehrt im Mittelalter
bestehen blieb, weil — und obwohl - sie in christliche Kirchen oder Adelssitze umge-
wandelt wurden, fehlen heute die originalen Widmungs- bzw. Stifterinschriften, da
die Metallbuchstaben entfernt wurden. Mittelalterliche Autoren haben zwar Bau-
inschriften an Stadttoren und zahlreiche Grabinschriften gelesen, es fehlen aber

5 Kriiger 2014, 69f.

6 Lomartire 1984, 374-380.

7 Mardersteig 1959.

8 Zu Salerno: Natella 2000, 114; Peduto 2001, 661-665; Lambert 2013, 58f.; Kriiger 2014, 68f.; zu Aa-
chen: Scheins 1901; Giersiepen 1991, 6, Nr. 6t; Bayer 1999.

9 Mitchell 1990; Kriiger 2014, 66—69.

10 Brandenburg 2004, bes. 11-15.

11 Dietl 2009.

12 Kluge 1999.
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Belege dafiir, dass sie auch Tempelinschriften rezipiert hitten.”®* Im 16. Jahrhundert
waren die Texte jedenfalls noch lesbar: Frithneuzeitliche Architekten und Archéolo-
gen konnten sie sogar aus den Bohrldchern zur Befestigung der vergoldeten Metall-
buchstaben rekonstruieren. Meines Wissens fehlen prazise Forschungen, wie lange
die antiken Inschriften auf den Fassaden noch einigermafien vollstandig vorhanden
waren. Méglicherweise fielen sie schon friih dem Metallraub zum Opfer, so dass — bis
zum Beginn ,archdologischer’ Bauforschung in der Renaissance — nur ihre grund-
sdtzliche Existenz im Bewusstsein geblieben war. Bei der vielerorts fassbaren, formal
prazisen Nachbildung von Schmuckformen und Inschriften mit eingelegten Buchsta-
ben'* scheint mir dies allerdings kein naheliegender Vorbehalt. Dass die Schriftquel-
len schweigen, belegt eher die mangelnde Relevanz des Inhalts solcher Tempelin-
schriften fiir mittelalterliche Kleriker, Gelehrte und Politiker. Ida Calabi Limentani hat
aufgezeigt, dass Inschriften von Triumphbo6gen, Stadttoren und Grabmélern durch-
aus gelesen und auch weitgehend verstanden wurden.”

Der Tempel in Vienne (Abb. 4), spiter als Marienkirche genutzt, trug nacheinan-
der vier Inschriften, deren Lesung bis heute umstritten ist und die wohl den Weihe-
titel des Tempels nannten.'® In Nimes trug der Fries der ,,Maison Carrée“ ebenfalls
die Weiheinschrift: C(aio) CAESARI AUGUSTI F(ilio) CO(n)S(uli) L(ucio) CAESARI
AUGUSTI F(ilio) CO(n)S(uli) DESIGNATO."” Am Pantheon in Rom, 609 von Papst
Gregor 1. in eine Marienkirche umgewandelt, war hingegen der Name des Stifters
angebracht: M(arcvs) AGRIPPA L(vci) F(ilivs) CO(n)S(vl) TERTIVM FECIT (Marcus
Agrippa, Sohn des Lucius, zum dritten Mal Consul, hat [den Tempel] erbaut).*® Erst
die moderne Archdologie hat erkannt, dass die Inschrift auf einen friiheren Stifter
Bezug nimmt. Das Bauwerk selbst ist viel jiinger und wurde unter den Kaisern Trajan
und Hadrian zwischen etwa 114 und 128 neu erbaut.' Eine zweite Inschrift, die die
Wiederherstellung des Bauwerks im Jahr 202 durch die Kaiser Septimius Severus
(193-211) und Caracalla (198-217) dokumentierte, wurde in zwei Zeilen auf dem Archi-
trav eingehauen: IMP CAE L SEPTIMIVS SEVERVS PIVS PERTINAX ARABICVS
ADIABENICVS PARTHICVS MAXIMVS PONTIF MAX TRIB POTEST X IMP XI
COS III P P PROCOS ET / IMP CAES M AVRELIVS ANTONINVS PIVS FELIX
AVG TRIB POTEST V COS PROCOS PANTHEVM VETVSTATE CORRVPTVM CVM
OMNI CVLTV RESTITVERVNT.?® Mittelalterliche Menschen waren von dem riesi-

13 Clemens 2003, bes. 400-417.

14 Kriiger 2014.

15 Calabi Limentani 1970.

16 Zuletzt André/Chalon 2012, gegen iltere Lesungen: Corpus Inscriptionum Latinarum 12, Nr. 1845;
Formigé 1924.

17 Corpus Inscriptionum Latinarum 12, Nr. 3156; zum Bau: Amy/Gros 1979.

18 Eroli 1895, 380382 Nr.II.

19 Zum Bau: Waddell 2008.

20 Eroli 1895, 382f. Nr. III.
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Abb. 4: Vienne, Notre Dame-de-la-Vie, ehemaliger romischer Tempel, vor der Freilegung; Stahlstich
1816/36.

gen Kuppelbau und seiner demonstrativ sichtbar belassenen antiken Vergangenheit
fasziniert;** die ehemalige Monumentalinschrift fand nur bei Cimabue ein gewisses
Interesse, der allerdings in seiner Darstellung von Italien (Ytalia) neben dem Evange-
listenbild des hl. Markus in San Francesco in Assisi offenbar auf den zweiten, darun-
ter eingehauenen Text Bezug nahm.?

Der Blick auf die Fassadeninschriften antiker Tempel zeigt jedenfalls, dass dort
die religiosen Formeln des ,,Tempietto del Clitunno“ keineswegs ihr Vorbild fanden —
und dies gilt auch fiir die nachfolgend zu betrachtenden Fassadeninschriften: Anti-
kenrezeption lasst sich im 8./9. Jahrhundert fassen in der Tatsache der Anbringung
einer Inschrift an der Fassade und speziell am Giebelfuf3, pragte aber nicht Inhalt und
Gestaltung der Texte.

21 Buddensieg 1971.
22 Andaloro 1985, 161-163, bes. Anm. 146.
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3 Fassadeninschriften an Kirchen
des 9.-12. Jahrhunderts

Am nérdlichen Rand des Langobardenreichs von Benevent entstand im friihen
9. Jahrhundert die grof3e, einsam im Apennin gelegene Abteikirche von San Vincenzo
al Volturno. Johannes, Autor des Chronicon Vulturnense, schreibt um 1130/40 ihre
Errichtung Abt Josua (792-817) zu. Die zum Atrium gerichtete Fassade der Kirche (in
ecclesiae fronte) trug die Inschrift QVAEQVE VIDES OSPES PENDENCIA CELSA
VEL IMA VIR DOMINI IOSVE STRVXIT CVM FRATRIBVS VNA (Was Du Hén-
gendes siehst, Gast, oben oder unten, hat der Gottesmann Josua zusammen mit den
Briidern erbaut).?’> Die Buchstabenfolgen QV[AEQVE], [VI]R DO[MINI] und [IOSV]
E S[TRUXIT] sind auf ca. 30 Marmorfragmenten mit 30 cm (= 1 Fu8) hohen lango-
bardischen Kapitalisbuchstaben erhalten (Abb. 5), die im opus-sectile-FuBboden der
nach 1100 in einiger Entfernung neu gebauten, romanischen Klosterkirche eingesetzt
worden waren.?* Die Lettern bestanden aus vergoldetem Metall und waren eingedii-
belt. Die Versinschrift spricht direkt den Besucher an, sie riihmt das Bauwerk und
nennt den Namen des Bauherrn. Dass auch die Monchsgemeinde angesprochen ist,
diirfte deren starke Position neben dem Abt deutlich machen. Religiése Konnotati-

o e
RPN

Abb. 5: San Vincenzo al Volturno, Fragmente der Fassadeninschrift.

23 Federici, Chronicon, Bd. 1, 221. — Fiir Hinweise zur problematischen Deutung von pendencia celsa
vel ima danke ich Tino Licht.

24 Pantoni 1962; Mitchell 1990, 205-209; Mitchell 1994, 916-919; Hodges 1996, 36; Mitchell 1999; Krii-
ger 2014, 66-68.
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onen hat der Text nicht, vom Titel des Abts abgesehen, dessen Bezeichnung als vir
domini wohl dem Versmaf geschuldet ist. Die Lange der iiberlieferten Inschrift von
ca. 14,5m zeigt, dass sie nur Mittelschiffbreite hatte. John Mitchell rekonstruiert sie
deshalb unterhalb des mittleren Giebels, in der Art einer Tempel-Fassadeninschrift
(Abb. 6). Weitere Fragmente belegen, dass es in diesem Kloster mindestens eine
zweite Monumentalinschrift mit vergoldeten Lettern gab.*

. — e J
QHAEQVEVDESOSESTEMDENCICELSAVELINAV FOOMNICSVESTRYXTCUMTATRB/SYHWA |

Dﬂﬂ]k
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)

Abb. 6: San Vincenzo al Volturno, Ostfassade der Klosterkirche, Rekonstruktion von John Mitchell.

John Mitchell hat die Besonderheit der Inschrift von San Vincenzo in der frithmit-
telalterlichen klosterlichen und herrschaftlichen Kultur herausgestellt,?® vornehm-
lich fiir die Verwendung von vergoldeten Lettern, aber ohne Blick auf den Habitus
und den rekonstruierten architektonischen Kontext. Vor der Kirchenfassade lag ein

25 Mitchell 1990, 209f.; Kriiger 2014, 67f.
26 Mitchell 1990, 210-225.
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grofer, architektonisch aufwindig terrassierter Vorhof (Abb. 7). Unter diesem Vorhof
wurde der Zugang zum Kloster durchgefiihrt, Treppen fiihrten zum Hof hinauf. Er war
also nicht einfach ein abgeschrankter Vorplatz, sondern ein eigener hypathraler Sak-
ralbereich. Ob dieser Vorhof zeitgleich mit dem Kirchenbau war oder erst im spaten
10. Jahrhundert entstand, ist noch umstritten.”

Abb.7: San Vincenzo al Volturno, isometrische
Rekonstruktion von Klosterkirche und Atrium.

Nur in wenigen Regionen Italiens wurden friesartige Stifterinschriften an Kirchen-
fassaden im spaten 11. Jahrhundert wieder eingesetzt. Das dlteste, bekannte Beispiel
ist der 1084 geweihte Dom von Salerno (Abb.8-9). Am Giebelfuf3 steht: M(atthaeo)
A(postolo)] ET EVANGELISTAE PATRONO VRBIS ROBBERTVS DVX R(omani)
IMP(erii) MAXIM[VS TRIVIMPHATOR DE AERARIO PECVLIARI (Dem Apostel
und Evangelist Matth&us, Stadtpatron, [lief} die Kirche erbauen] Herzog Robert, des
rémischen Reichs grofiter Triumphator, aus dem eigenen Vermégen).?® Der norman-
nische Feldherr Robert Guiscard (t 1085) hatte 1076 Salerno erobert und 1084 den von
Kaiser Heinrich IV. in Rom festgesetzten Papst Gregor VII. befreit. Dieser ging nach
Salerno ins Exil und weihte dort die neue Kathedrale, in der er nach seinem Tod 1085
auch beigesetzt wurde. Der Domfassade vorgelagert ist ein grof3es, von Saulengingen
umstandenes Atrium (Abb. 10). Die Situation der Inschrift entspricht also der Kloster-
kirche von San Vincenzo. Thr Inhalt ist allerdings in der damaligen politischen Situ-
ation weniger selbstverstindlich: Herzog Robert hatte Salerno und Rom gerade erst

27 Marazzi 2008; Marazzi 2010, XXXVIIIf. gegen Mitchell 1990. — Die neue Deutung des Grabungsbe-
funds, dass die grof3e Basilika im 9. Jahrhundert lediglich ein kleines Portal auf der klosterzugewand-
ten Siidseite hatte (Marazzi 2008 mit Abb. 7; Marazzi 2014, Abb.38-40), erweckt erhebliche Zweifel,
auch wenn positive Befunde fiir Portale in der Ostfassade fehlen.

28 Eine fachgerechte Edition der teilweise ergdnzten Inschrift fehlt; vgl. vorerst Mitchell 1990, 214f.
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Abb. 8: Salerno,
Duomo, Westfas-
sade und Atrium.
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Abb. 9: Salerno, Duomo, Westfassade, Inschrift auf dem Fries unter dem Giebel.
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Abb. 10: Salerno, Duomo, Blick vom Cole Bonadies auf Atrium und Westfassade.

gewaltsam in Besitz genommen. Mit der Weihe an den Stadtpatron Matthaus stellt er
sich demonstrativ in die Nachfolge der fritheren, rechtmafiigen Herrscher und betont
zugleich seinen Triumph. Die Abkiirzung des Heiligennamens ist dabei eine im christ-
lichen Kontext bis dahin ganz uniibliche, sakralisierende Hervorhebung, die sich in
die Nachfolge der antik-romischen Epigraphik stellt.?®

An anderen Kirchen wurden Fassadeninschriften nicht auf einen ausgeschiede-
nen Bezirk bezogen. Sie sind heute — und wohl schon urspriinglich — von 6ffentlichen
Platzen aus lesbar.

An der toskanischen Stiftskirche Sant’Andrea in Empoli (Abb. 11) steht die Friesin-
schrift auf dem architravartigen Gesims zwischen Sockelgeschoss und Obergeschoss
der inkrustierten Fassadengliederung. Die Buchstaben sind hier nicht auf dem Fries,
sondern auf der obersten Fascie des Architravs eingehauen (Abb.12): HOC OPVS
EXIMII PRAEPOLLE[NS ARTE] MAGISTR[I] BIS [NOVIES LVST]RIS ANNIS TAM
MILLE PERACTIS AC TRIBVS EST CEPTVM POST NATVM VIRGINE VERBVM
QVOD STVDIO FRATRVM SVMMOQ(ve) LABORE PATRATVM CONSTAT RODVLFI
BONIZONIS PRESBITERORVM ANSELMI ROLANDI PRESBITERIQ(ve) GERARDI
VNDE DEO CARI CREDVNTVR ET AETHERE CLARI (Dieses Werk, das durch die
Kunst des hervorragenden Magisters iiberaus glianzt, ist begonnen worden, nachdem
zweimal neun Jahrfiinfte sowie tausend und drei Jahre [= 1093] seit der Fleischwer-

29 Calabi Limentani 1970.
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Abb.11: Empoli, Sant’Andrea, Westfassade.

dung des Worts aus der Jungfrau abgelaufen waren. Dank der Miihe und der gréf3ten
Anstrengung der Briider Rodulfus und Bonizo, der Priester Anselmus und Rolandus
und des Priesters Gerardus steht das Werk vollendet da, weshalb man sie fiir gottge-
liebt und im Himmel bekannt hilt).3° Da das Kirchengebzude selbst im 18. Jahrhun-
dert neugebaut und der obere Teil der Fassade erst 1802 ausgefiihrt wurden, bleibt
unklar, ob die Inschrift den Bau der Kirche oder nur den der kostbaren Marmorinkrus-
tation zum Thema hat. In ihrer Ausfiihrlichkeit und der gesuchten Schwierigkeit der
Datumsangabe steht sie im Kontext zeitnaher Inschriften von Marmorwerkstitten!
trotz ihrer Position gewinnt sie nicht den Charakter einer Monumentalinschrift.

30 Dietl 2009, 807.
31 Grundlegend: Claussen 1987.
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Abb.12.1-7: Empoli, Sant’Andrea, Westfassade, Inschrift auf dem Architrav des Stockgesimses.



260 —— Matthias Untermann

Gar nichtin das Gliederungssystem der Architektur eingebunden ist die Fassaden-
inschrift auf der Westfassade der Domkirche San Feliciano in Foligno (Abb. 13). In
der hellrot und weif3 gebdnderten Quaderung tragt eine weifle Quaderlage oberhalb
des Hauptportals die zweizeilige Inschrift (Abb.14): ANNO MILLENO CENTENO
TER MONO DENO HEC DOMVS ALMA PATRIS CV(m) SANCTO FLAMINE NATI
TEMPESTATE FAMIS NIMIE CEPIT RENOVARI A DOMINO FACTO CALIXTO
PRESVLE MARCO / EXTITIT VIR MAGNVS LOTHOMVS ACTO CHOMARCVS
QVOS CHRISTVS SALVET BENEDICAT ADIVVET AMEN (Im Jahr 1133 begann
diese ehrwiirdige Kirche des Vaters desjenigen, der mit dem heiligen Geist gezeugt
war, erneuert zu werden, zur Ungliickszeit einer strengen Hungersnot, durch das
Wirken des Marcus, Bischof auf Geheif3 des Herrn Calixtus / Es trat besonders der
grofe Mann, der Baumeister und Biirgermeister Acto hervor. Sie mdge Christus erret-
ten, segnen und unterstiitzen. Amen).>* Die Buchstaben der zweiten, deutlich kiir-
zeren Textzeile sind mit gr6f3eren Abstdnden gesetzt, so dass sie ebenfalls die ganze
Fassadenbreite einnehmen.

Unweit von Foligno, und zugleich nur wenig entfernt vom bereits genannten,
friihmittelalterlichen ,,Tempietto del Clitunno“, wurde im 12. Jahrhundert die Bene-
diktinerabteikirche Bovara erbaut.?* Der von einem Konsolfries gerahmte Giebel der
Westfassade (Abb. 15) zeigt in flachem Relief eine grofle Blattranke, fiir die erkenn-
bar der Westgiebelschmuck des ,,Tempietto” als Vorbild gedient hatte. Am Giebelfuf3,
unmittelbar unter dem Konsolfries, aber ohne eigene architektonische Rahmung
steht in zwei Verszeilen mit ca. 21 cm hohen Buchstaben (Abb.16): ATTO SVA
DEXTRA TEMPLVM FECITQ(ve) FENESTRARVM / CVI DEVS ETERNAM VITAM
TRIBVATQ(ve) SVPERNAM (Atto hat mit seiner Rechten die Kirche und das Fenster
gemacht, dem Gott ewiges und hochstes Leben zuteil werden lasse).>* Eine Jahreszahl
fehlt, ebenso jeder Hinweis auf den Auftraggeber. Im Kontext der bislang vorgestell-
ten Beispiele ist zu vermuten, dass es urspriinglich eine zweite, noch unbekannte
Inschrift gab, die diese Informationen darbot. Die mégliche Identitdt des hier genann-
ten Atto mit dem im nahen Foligno genannten Baumeister Acto diirfte fiir eine — von
den Formen der Architektur durchaus naheliegende — Datierung um 1130 sprechen.
Die architektonische Disposition der urspriinglich ortsfern gelegenen Klosteranlage
ist im heutigen, nachbarocken Zustand nicht mehr ablesbar und véllig unerforscht.

32 Dietl 2009, 873.
33 Toccaceli 1996/97.
34 Dietl 2009, 676.
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Abb. 13: Foligno, Duomo San Feliciano, Westfassade.
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Abb. 14.1-8: Foligno, Duomo San Feliciano, Westfassade, Inschrift auf der Wandflache der
Erdgeschosszone.
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Abb. 15: Bovara, Abteikirche, Westfassade.
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Abb. 16: Bovara, Abteikirche, Westfassade, Inschrift unter dem Giebelgesims.

4 Architrav-Inschriften an Vorhallen
mittelalterlicher Kirchen

Frei vor der Fassade aufgestellte Sdulen tragen an Kirchenbauten der Spatantike, des
frithen und des hohen Mittelalters, soweit dies erhaltene Monumente zeigen, in aller
Regel keinen Giebel, sondern lediglich das waagerechte Pultdach einer Vorhalle.*
Der dahinter aufragende Giebel der Kirche erhielt zunédchst ebenfalls keine tempelar-
tige Gliederung. Reicher Bildschmuck, wie auf der Fassade von Alt St. Peter in Rom,
die in einer Zeichnung des 11. Jahrhunderts iiberliefert ist,*® war aufSerhalb von Rom
allerdings selten. Die mosaizierte Fassade von S. Maria in Trastevere in Rom (Abb. 17)**
lasst die Wirkung erahnen — auch dort wurde keine Tempelfassade nachgebildet, und
es fehlt gleichermaflen eine monumentale Inschrift.

35 Die Rekonstruktion einer Tempelfassade fiir die durch Kaiser Konstantin dem Grof3en gestiftete
Rotunde {iber dem leeren Grab Christi in Jerusalem ist nicht im Befund gesichert; ausdriickliche Kritik
an den Rekonstruktionen von Charles Coiiasnon (Coiiasnon 1974, Taf. 17) wurde allerdings noch nicht
formuliert (vgl. Kriiger 2000, 55-60).

36 ,,Codex Farfensis“: Johannes Diaconus, Vitae s. Gregorii libri IV, Eton College Library, Ms. 124,
fol. 122r; dazu Nilgen 1999.

37 Kuhn-Forte 1997, 699-825, hier 737-739.
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Abb.17: Rom, Santa Maria in Trastevere, Fassade.

Am Dom von Civita Castellana (Latium) erhielt die Westfassade eine dreiteilige Vor-
halle, mit seitlichen ionischen Kolonnaden und einem zentralen, von korinthischen
Pilastern getragenen, triumphbogenartigen Eingang (Abb. 18).>® Das Gebilk des erhh-

38 Claussen 1987, 82-91; Claussen 2012.
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Abb. 18: Civita Castellana, Duomo, Portikus vor der Westfassade.

ten mittleren Bogens (Abb.19) trdgt auf dem Architrav in goldenen Mosaikbuchsta-
ben die Kiinstlerinschrift mit der Datierung:** + MAGISTER IACOBVS CIVIS ROMA-
NVS CVM COSMA FILIO + SVO CARISIMO FECIT OHC OPVS ANNO D(omi)NI

39 Dietl 2009, 771.
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Abb. 19: Civita Castellana, Duomo,
Portikus vor der Westfassade,
Inschrift auf dem Bogenlauf und
dem Architrav des Mittelteils.

M C C X + (Der Meister Jacobus, Biirger von Rom, hat zusammen mit einem {iberaus
geliebten Sohn Cosmas dieses Werk im Jahr des Herrn 1210 gefertigt). Das mittlere
Kreuz bezeichnet die Mittelachse des Bogens und wiederholt das inkrustierte Kreuz
im Fries dariiber. Die architraviert gestaltete Bogenrahmung tragt in goldenen Kapita-
lisbuchstaben eine zweite, etwas grofiere Mosaikinschrift: + GLORIA IN EXCELSIS
DEO ET IN TERRA PAX HOMINIBVS BONE VOLVMTATIS LAVDAMVS TE BENE-
DICAMVS TE ADORAMVS TE GLORIFICAMVS TE GRATIAS AGIMVS (Ehre sei
Gott in der Hohe und auf Erden Friede den Menschen guten Willens; wir loben Dich,
wir preisen Dich, wir beten Dich an, wir rithmen Dich, wir sagen Dir Dank). Dem Lob-
gesang der Engel (Lk 2,14) folgt das Gloria der Messe. Die architektonische Formel des
Triumphbogens (Abb. 20) ist hier mit dem angemessenen christlichen Gloria-Deo-Text
versehen. Das Gebilk der seitlichen Kolonnaden trug auf dem mosaizierten Architrav
lange Inschriften, von denen nur geringe Teile erhalten und iiberliefert sind, die sich
an die ,,Eintretenden® (Intrantes) richteten.*®

40 Claussen 1987, 85f.
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Abb. 20: Civita Castellana, Duomo, Portikus vor der Westfassade, Mittelteil.

Gestalterisch verwandt, aber ohne monumentale Wirkung sind die lang umlaufen-
den, mosaizierten Inschriften auf den Architraven der Kreuzgédnge von S. Paolo fuori
le mura (1205-1241) und S. Giovanni in Laterano (1215-1232) in Rom.
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5 Kirchliche Fassadeninschriften der frithen
Renaissance

Die demonstrative Wiederaufnahme der Baugestalt romischer Tempelfassaden im
15. Jahrhundert durch italienische Humanisten gehort in den Beginn der Renais-
sance. Dem romischen Vorbild folgend, nennen die monumentalen Inschriften
dieser neuen Kirchenfassaden den Stifter des Bauwerks, aber nun auch das Jahr.
Den Beginn machen zwei Fassadenentwiirfe von Giovanni Battista Alberti, jeweils
im Auftrag reicher und méchtiger, aber nicht von Alters her etablierter Machthaber.**
Auf dem Fries unter dem Hauptgiebel der Westfassade der Dominikanerkirche Santa
Maria Novella in Florenz steht in ca. 50 cm grof3en Kapitalis-Lettern (Abb. 21 und 22):
IOHANES ORICELLARIVS PAV(li) F(ilius) AN(no) SAL(utis) MCCCCLXX (Iohannes
oricellarius Pauli filius, Anno salutis MCCCLXX — Giovanni di Paolo Rucellai, im Jahr
des Heils 1470).#? Die unvollendete Fassade der Franziskanerkirche (,,Tempio Mala-
testiano®) in Rimini trdgt auf dem Fries der triumphbogenartigen Erdgeschosszone

Z
-
T
=
-
=
-
-
-

Abb. 21: Florenz, Dominikaner-
kirche Santa Maria Novella,
Westfassade.

41 Mardersteig 1959.
42 Borsi 1982, 75-105; Hatfield 2004.
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Abb. 22: Florenz, Dominikanerkirche
Santa Maria Novella, Westfassade,
Inschrift auf dem Fries.

Abb. 23: Rimini, Franziskanerkirche (Tempio Malatestiano), unvollendete Westfassade.

eine dhnlich monumentale Inschrift, die Auftraggeber und Jahr des Baubeginns
nennt (Abb.23): SIGISMVNDVS PANDVLFVS // MALATESTA PANDVLFI F(ilius)
V(oto) FECIT // ANNO GRATIAE MCCCCL (Sigismondo Pandolfo Malatesta, Sohn
des Pandolfo erbaute [die Kirche] aus seinem Geliibde im Jahr der Gnade 1450).*
Ausfiihrlichere Informationen zur Stiftung bieten zwei zu Seiten des Portals ange-

43 Ricci 1924; Brandi 1956; Borsi 1982, 127-191.
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brachte Inschriften auf Marmortafeln, eine davon auf Griechisch. Die Polemik von
Papst Pius II., dass diese Kirche ein ,heidnischer Tempel“ zu sein scheine, bezieht
sich nicht direkt auf die Baugestalt oder auf die Inschrift, sondern auf darin aufge-
stellte Kunstwerke (Aedificavit tamen nobile templum Arimini in honorem divi Fran-
cisci; verum ita gentilibus operibus implevit ut non tam Christianorum quam Infidelium
daemones templum esse videretur).** Die von Pius selbst in Auftrag gegebene Stifts-
kirche in Pienza erhielt keine Fassadeninschrift, sondern nur ein grof3es Wappenfeld.

6 Monumentale Inschriften auf Kleinarchitekturen

Als Kleinarchitekturen gestaltete Einbauten in Kirchen gab es seit dem friihen Mittelal-
ter. Zwei zeichnen sich durch ihre grof3formatigen Inschriftbdnder aus. Im Mittelschiff
der Straf3burger Bischofskirche stand ein 1316 erbauter, rechteckiger Altarbaldachin
als Marienkapelle (Abb. 24). Er war riickseitig mit dem Lettner verbunden, zu dem der

s
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Abb. 24: StraBburg, Miinster, Innenraum mit Marienkapelle; Isaac Brun, Kupferstich, 1630/31.

44 Piccolomini 1582, 92.
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Altar (sub ambone) und das wundertétige Marienbild bis 1316 gehort hatten. Der evan-
gelische Geistliche und Gelehrte Daniel Schad notierte 1617: an der stehet im Geldnder
mit vberauss grossen an einander gehenckten alt friinckischen Versal Buchstaben das
Ave Maria. Vber dem Geldnder das Credo in Deum, etc. Vnd vnder demselben folgende
Schrifft: M CCC XVI EDIFICAVIT HOC OPVS MAGISTER ERWIN. Ecce Ancilla Domini.
Fiat mihi secundum verbum tuum. Amen.” Die Situation um 1630 ist in einer Vedute von
Isaac Brun iiberliefert.“¢ Einige Inschriftfragmente blieben nach dem Abbruch 1682
erhalten und befinden sich heute im Musée de ’(Euvre Notre-Dame.*” Die Steinplatten
waren wohl als vorkragende Traufplatten waagerecht auf die Mauerkrone der Kapelle
aufgelegt. Sie tragen an ihrer Unterseite die iiberlieferte, umlaufende, mit erhabe-
nen Lettern gearbeitete Inschrift (Abb.25 und 26): [...JEDIFICAV(it) H(oc) OP(vs)
MAG(iste)R ERWIN / EC[CE ... SECVNDVIM V[E]RBVM TV[VM] (Dieses Werk hat
gebaut Meister Erwin / Siehe ... nach Deinem Wort). In bemerkenswerter Weise sind
die Kiirzungszeichen in den umlaufenden Wulst oberhalb der Inschrift eingraviert.

Abb. 25: Stra3burg, Miinster, Marienkapelle, Fragmente der Inschriften am Dachgesims.

45 Schad 1617, 68.
46 Walter 1935, 61-65, 103-106.
47 Liess/Kopke 1989, 122-125, 166 Q 46-49; Bayer 2011.
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Abb. 26.1-3: Stra3burg, Miinster, Marienkapelle, Details der Inschriften am Dachgesims.

Einen Lageplan sowie einen Teil der grofen Ave-Maria-Inschrift hat Johann Jacob
Arhardt 1667 in Zeichnungen iiberliefert (Abb.27): D(omi)N(v)S TECV(m) BENE-
D(@)C(t)A TV I(n) MVLIER(ibvs) (der Herr sei mit Dir, Du bist gebenedeit unter den
Frauen).*® Dieser lange Text stand oben an der zum Mittelschiff hin gerichteten Siid-
seite der Kapelle. Im Stich von 1630 ist ein Teil der Westfassade erkennbar: Die Anrede
des Verkiindigungsengels an Maria (Lk 1,28: Ave Maria gratia plena — Gegriif3est seist
Du Maria, voll der Gnaden) stand iiber der schmalen westlichen Eingangsseite. Die
Antwort der Maria (Lk1,38) Ecce ancilla Domini fiat mihi secuncum verbum tuum
(Siehe, ich bin die Magd des Herrn, mir geschehe, wie Du gesagt hast) stand, wie
die erhaltenen Fragmente zeigen, auf der Unterseite der Deckplatte, wohl ebenfalls
beginnend {iber dem Eingang zur Kapelle. Anrede und Antwort liefen also parallel.
Raumwirksam war vornehmlich der grof3e, wenn auch durch ornamentale Schrift
nicht erst im 17. Jahrhundert schwer lesbare Text des ,,Ave Maria“. Nicht ein Weihetitel
des Altars oder eine Bauinschrift, sondern eine religiose Formel war hier prasent. Ihr
Wortlaut war jedem mittelalterlichen Christen bekannt, musste also nicht ,gelesen’
werden. Das ,,Ave Maria“ wurde in dieser Bischofskirche, vermutlich auch an der
Kapelle selbst, regelmafiig, ohne weitere Aufforderung, vielhundertfach rezitiert.

48 Liess 1985/86, 87-89, Abb. 14.
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Abb. 27: Strafiburg, Miinster, Marienkapelle, Abzeichnung der Inschrift; Johann Jacob Arhardt 1667,
Staats- und Universitatsbibliothek Gottingen, Cod. Ms. Uffenbach 1, fol. 306.

Aufien an diesem Gebidude, das im Inneren ein Bild der Muttergottes Maria beher-
bergte, wird die huldigende Ansprache des Verkiindigungsengels im Raum in vorneh-
mer Weise sichtbar gemacht, der sich die Glaubigen durch Rezitation anschlief3en.
Die Verwendung von Text anstelle der auch in Domkirchen allgegenwdrtigen bild-
lichen Darstellung der Verkiindigung ist ungew6hnlich.

In welcher Weise das von Schad fiir die Briistung iiberlieferte Credo inschriftlich
gefasst war, ist vorerst unbekannt. In der primdren Konzeption der Kapelle und ihrer
Inschriften findet es keinen sinnvollen Platz — moglicherweise war es eine Zufiigung
der Reformationszeit, als die Biihne iiber der Kapelle nun regelmaf3ig von Adligen
und Patriziern genutzt wurde, die dort am Gottesdienst teilnahmen.

Dem gleichen Kontext gehort die Kleinarchitektur des Heiligen Grabs an, das in
grundsatzlich konventioneller Weise in einem Anraum der Klosterkirche San Pancra-
zio in Florenz steht (Abb. 28). Es war, wie die (ebenfalls konventionelle) Inschrifttafel
iiber der Tiir iiberliefert, eine Stiftung des Patriziers Giovanni di Paolo Rucellai im
Jahr 1467, der drei Jahre spater die schon genannte Fassade von Santa Maria Novella
stiftete. Als rechteckiger Baukorper mit einer Apsis und einer seitlich verschobenen
Tiir bildet das Monument den Grabbau Christi in der Jerusalemer Grabeskirche nach,
mit dem leeren Grab als Glaubensbeweis der Auferstehung.*® Die reiche, inkrustierte
Marmordekoration nach Entwurf von Leon Battista Alberti gehort zu den friihen

49 Kriiger 2000, 193-197.
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Abb. 28: Florenz, San Pancrazio, Capella Ruccellai, Fassade.
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Hauptwerken der Florentiner Renaissance.’® Die Gestaltung und auch die Gréf3e der
Buchstaben folgt — wie an Santa Maria Novella — antik-romischen Vorbildern.>! Auf
dem Fries des von korinthisierenden Pilastern getragenen Gebilks steht in 17 cm
hohen Kapitalislettern umlaufend jener Vers aus dem Markusevangelium, den nach
der Auferstehung Christi der Engel zu den drei zum Grab kommenden Frauen sprach
(Mk16,6): YHESVM QVERITIS N/AZARENVM CRVCIFIXVM SVR/REXIT NON
EST HIC ECCE L/OCVS VBI POSVERVNT EVM (Ihr sucht Jesus, den gekreuzigten
Nazarener, er ist auferstanden, er ist nicht hier, siehe, der Ort, wohin sie ihn gelegt
hatten). Der Text wurde mit grofier Uberlegung layoutet: Uber dem Eingang steht, an
die Besucher gerichtet, YHESVM QVERITIS - Ihr sucht Jesus. Auf der Apsis, die zum
Altar der Kapelle weist, ist die Auferstehungsbotschaft zu lesen (Abb.29): NON EST
HIC - Er ist nicht hier. Nicht nur mit der der Frage {iber dem Eingang, sondern auch
mit dem Hinweis ECCE LOCVS (Siehe, der Ort) spricht der Text unmittelbar den aktu-
ellen Besucher an und fordert ihn auf, in Nachfolge der drei Frauen - letztlich also
ersatzweise fiir eine Pilgerfahrt nach Jerusalem — das leere Grab wahrzunehmen und
an die Auferstehung zu glauben. Der Text bezeichnet also das gebaute Monument,
der — abwesende — Engel spricht ihn, und er gibt dem Besucher eine Handlungs- und
Wahrnehmungsanweisung. Die Verwendung der Kapitalislettern betont die allge-
meine Lesbharkeit und gibt dem Text zugleich — wie schon im Frithmittelalter — eine
besondere, in vergangener Zeit fundierte Autoritit.>?

Alberti behandelte in seiner 1512 gedruckten theoretischen Schrift, den ,,Libri de
re aedificatoria decem®, Inschriften nur knapp im Zusammenhang mit Triumphbd-
gen.>? Schon Vitruv erwihnte Inschriften an Bauten gar nicht. Die von Alberti sorgfl-
tig entworfenen Schriften belegen die hohe Bedeutung des formalen Entwurfs, eben