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The title of this talk might be in one respect misleading:
by principles of Nyzantine bdook illumination 1t is not meant to
imply principles characterising Bysantine illumination slome, such
as could not be found in Latin, Syriamc or Coptic illumination also.
The word Byzantine is in the title, and Byzantine material has been
chosen, because the principles themselves of book illumination are
20 much more clearly demonstradle from Byzantine than from Vestern
art. But as you will see I shall not leave out Latin material al-
together.

The original function of the adormment of a book with plctures
ies %o produce a closer understanding of the text or ite meaning,
which will come, when occurrences related in it, can be visuslised
by the reader. Ninlatures originally, therefore, are dependent on
the text, to which they are attached ss illustrations, Only with &
loxt can minlatures be considered; the text is the primary end--at
least originslly--the more important aspect in anm 1lluminated book.
In the classical period of Greek art, when the book is most usually
the roll of papyrus, it is almost always found with a text and noth-
ing else. It is not before Wellenistic times that plictures are
attached to a text, and then at firet they play only a subordinate
part, UNo example from this period has survived, dut we know from
Pliny and other writers, that there were slready 1llustrated rolle
in pre-Christian times. These wers chiefly scieatific treatises,
botanical, zoologiesl, medical, astromomical and so forth, and the
pletures in them had nothing more than the value of dlagrams, to
explain aw economically ss possible items of the Sontents., The



1llustration of rolls was without doudbt decidedly a minor art in classbal
antiquity.

It is the second century A.D., as we suppose, that thie situation
changes. In thie century we must place the event, which im a short time
was gufficient to give the art of the book a predominant place among the
arts, and this event was the invention of the codex. Its large, square
leaves gave the painter of miniatures the chance, which he very soon %ook
advantage of, to spread his pictures on a larger surface, sand in sddition
to that, an important change had come about in the materiali pspyrus,
which under normsl conditions would not outlast two or three generations,
weas replaced by the very nearly imperishable vellum, Progress in art,
however, is never the result of a technical innovation, snd it would be
truer to say that, vhen artistic intentions can no longer be expressed
with traditional and avallable means, they will call out new means giving
greater poscibilitien for & novel form of expression. It is no mere
chance, that the codex was introduced and the gplendid decoration of it
begun at the moment that the Christian religion was starting on ite
diffusion. With the Christian religion csme a2 belief in the eternal
meaning of the written Word, the charascter itself of this Word attained
an importance unknown in pagan times. The book ie the Learer of thie
eternal and written Word and 1t has therefore a central poesition in the
divine service. This original importance of the book is still %o de
found in our owa day in the Orthodox liturgy, when at the supreme
moment of 1t, the priest raises the resplendent lectionary and bears
1% through the royal doors of the iconostasis. This belief in the
eternsl meaning of the Word, which ie especially strong in the Orthodax
Church, gives the book illustrater his aim of making the plecture conform
as far as possidle to the text and of making it of a type as far as
possible fixed and permanent.



From this you vill ses thet the relationship between picture snd
text provides the fundamental festure of the art of the book. By

this problem the art of the book takes a central position im the stumdy
of early Medlewval art, becsuse it ies in the art of illumination--as
that which is more closely comnected with the written Word than any
other branch of art--that there originates what we call the problem
of "iconography®, the theory of the meaning and interpretation of the
pleture. Fresco-paintings, mosaic, goldemith's work, ivory-carvings
may in many cases de superior in quality--though siniature-painting
also often expresses its theme in the highest artistic perfection--sll
these have to be derived from book illumination ae the origin and
service of thelr iconography.

It is still not long, since the predominant position of book
11lusination in the history of art was first recognized. The traditiom
of the history of art was concerned chiefly with Renaissance, and in
the field of painting primarily with fresco and panel-painting
vhereas miniaturs-painting was considered s minor art, which it
certainly was in the Renaissance, dut not in early Christian and
Medieval times. As far as the Latin world is concernmed it ie one of
the greatest merits of Adolph Ooldschmidt and his oldest pupils
6. Swarsenski, Haseloff and others to have focussed medieval studles
on book 1llumination. ¥For the Bysantine Sast the foundation was
1aid by Kondakoff, who wrote a history of Bysantine art based upon
siniature-painting, and it is from this work that any further study
in this field has %o begin,

It is comprehensible that in thies field 2t the outset, scholars
should have applied the particular method, that they lmew from their
own training--the method of stylistic criticism, that had been elabo-
rated for the study of Renaissance art, which is an art of individuals.
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only to a limited extent can thie method de applied to a medieval art
of quite different characteristice; to recognize the formative elements
in medieval art, other methods must be developed besides stylistic
eriticien. A% the very heart of any study of book illumination there
must de iconography in the widest sense of the word--not only in the
sense of an identification of certain figures through their attributes,
not only in the senee of a history of eingle themes snd single pictures,
but alee, and sbove all as the study of a cycle of plaotures, i.e. of &
series of plctures as far as they are connected with the same text. This
gtudy is related to that of different texts of a work, so that ite methed
mast deo lilihr to that of textual eriticliem with all the lomg history of
that discipline, from which the eriticlem of pictures has so much to learn.
The aim of the present paper is to consider the relationship of
pleture and text as the chief principle of book illuminstion, and I have
chosen my examples to make ms clear as possidle such principles and the
changes they undergo, as well as to chow you the different periods and
centres of Byzantine art and thus to give some mgat into the variety
of Byzantine style. To accomplish this I am making use of a number of
unpudlished miniatures from Mse. found on Mount Athos., I shall presest
ny saterial asking you to keep in mind three main points of view.
(1) The relationship of picture and text as to the phyeical structure--
the problem, that is, of how the ploture was situated in the colusn of
writing on & roll, and what the effect would be on this relationship
when the roll was replaced By the codex. This is a prineciple which
comes under the hsading of the history of "book-production.”
(_3.) The relationship of the gontent of the picturs with that of the
text, this 1s the problem of the peinter's interpretation of the text
or the mesaing of the text, of his sccurscy or of the liberty he might
ellow himself. All this belonges to icomography.



(2) The possible geparation of & plcture or a group of pictures from the
text for which they were originally devieed, and thelr appearance
(migration) in sltogether different versions of text. These are probleus
of the history of cycles of pictures, or as we might say, of the versions
of pictures, which correspond to versions of text.

The first point concerning the physical structure ralses among
other things the prodlam of the origim of the art of the book and takes
us %o a period of almost exclusiva use of the papyrus-roll, SEverything
that was known of the illustration of rells depended on hypothesis until
a few yoars ago, vhen there was found the first and aes yet the only
fragment known of an illustrated papyrus-roll.

Thie fragment, now in the Bibvliotheque Nationale of Paris (suppl.
gr. 1294) contains a part of an unidentified Greek romance ang was
found in Tgypt. The dry soll of Zgypt is the only place in the world
where papyrus could outlast centuries and evea millemnia. Swmall as thias
fragment 19, 1t 18 large enough to reveal the principles of roll-illumi-
nation. The single picture in it extends only the width of & column
of writing and ¢o the painter has to confine himself to the essentisl
Tigures mentioned in the text. Furthersors, the ploture ic directly
under the passage of the text to de ummmmmugpmum
044 place of the plcture in the colusm of writing snd the lack of
relationship between it and the next miniature in point of form. One
more thing: in order %o lkesep a mnity of style in the column of text,
there is no beckground to Sthe figures in the picture, and they thems
ulnoqnnthhknebm than pleces of calligraphy. L!r.oug
background would have isolated the plcture snd spoiled the unity of the
writing.



To drew far-reaching conclusions from a single fragment would
be risky, but there are two other waye in which we can get a more
complete conception of the illustration of rolls: (1) from contempo-
rary copies of rolls existing in other media, and (2) by later codices,
which preserve the principles of illustration found in rolls.

A group of reliefe of the first century A.D., the go-called
Zabulae Iliacas are obvious coples of mythologlcal texts. Two exmmples
of these tablets will show their character: one in Paris shows three
scenes from the last three books of the Iliad and several more scenes
from the story of Penthesiles, and the other tablet in Haples, has
scenes related to the story of Thebes. The man who copied them from
the rolla, separated the pictures from the text; he put all the
pletures on the front with short inscriptions and relegated the complete
text to the dack of the reliefs. But the scenes 0 plalnly reflect the
principles used in the illustration of rolls, that 1t would be essy to
reinatate them in a column of writing: they are all equal in width,
end roughly the width of a column of writing. There is the same restric-
tion of the scene to the three or four principal personages, and the same
remanciation of sccessories, as in the roll., The two fragmenis in gues-
tion involve three different illustrated rolls as originals serving for
the coples: the Iliad, the story of Penthesilea snd the story of Thebes.
"~ Qther reliefs of this same group indlcate that still other texts were
used; the so-called Little Iliad for example, the Iliupersis of Shesichoros,
the Odyssey and the story of Heracles, so that we may suppose s large class
of 1llustrated rolls now lost, which would contain all the most popilar
mythological texts.

The second possibility we have of enlarging our knowledge of sarly
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illustrated rolls, is to de found, as I said, in the examination of
those later Mss., in which accurate copying has preserved the princi-
ples of roll-illustration. Out of many treatises, -jotly of scienti-
fic interest, on botany, zoology, medicine, sstronomy and so on, I

take one example, an astronomical Ms. in Viemna (Cod. 387). It is a
Carolingian Ms. written in Salszburg, and going back ultimately to a
Greek archetype of the pre-Christian period, the Astrology of Aratus,
which existed in the lLatin translation you see here at least as early
as the first century. The constellations accompanying the text (Cetus,
Sridanue, Plsces, Ara and Centaurus) are placed exactly as the pictures
in the fragment of the roll in Paris: their position in the column
depends on the passage of the text, which each picture illustrates,
gsince 1t precedes the part, to which it is related. There is no rela-
tionship between the plctures from the point of view of form, and each
is confined without frame or background, to the width of the columm of
writing. It 1s obvious that the copylst has done no more than to make
each page of the codex into a perfectly mechanical reproduction of two
columns of writing of the roll with the pictures that ge with them,

Still another group of Carolingian Mss, shows the same principles
obeserved in the illustration of rolls: these are the comedies of
Terence which Professor Morey has published im full, Our example shows
two pages of the fourth act of the comedy of the Adelphae, from a ninth
century Ms. in the Vatican (3868). The old country fellow named Demea
has been wandering in vain all over the city, in the second scene he
meets his trothr ¥iclo, & gentleman of the same age, of Athens 1tself;
in the third scene he is upbraiding the drunken slave Syrus. The
exaggerated gestures of the figures are expressive enough, placed in



silhouette as they are, Here you ses sgain the principles that we

have now come to recognize-—that is, unframed pictures with bdut few
accessories like the stage-door, in odd places in the column of writ-
ing. Once more we wust assume that the pictures in the columns of
writing in the original roll were taken over into the codex without
change of the position, that they had occupied. These comedies of
Terence are the only dramatic Mass. preserved in these late coples from
older models, and that we should be juetified in supposing their arche-
type to De at least as early as the first century A. D. can be demon~
strated from frescoes at Pompeii. A frieze running over three walls of
2 triclinium in the Casa del Centenario showe a series of stage-scenes,
one following the other, and even in the medium of wall-painting the
principles used in the illustration of rolls are kept up. ¥Easch scene is
about the same in width amd confined to the three or four chief characters
of the play, represented--sn unusual thing in Roman wall-painting of the
period--in silhouette on a plain ground. We cannot find out Jjust what
these scenes mean, as the text does not sccompsny the pictures, and :
ouymupmmmeommormuumnmunn«mﬁ
significance. The masks of the actors make evident an alternation of
tragic and comic scenes, that shows the painter of the fresco to have
ugsed several different illustrated rolls of tragedies and comedies.
Only of one scene can we be sure: 1t is from the Medea of Furipides,
mmcomwotltlmtmg_r_o_ckmmhm-chudnnl
makes it likely that the scenes of tragedy not only, but of comedy as
well have a OGreek source--probadbly Menander. We kmow that Terence
imitated Menander freely, and it is an attractive theory for us to
suppose, that the pictures from Terence go all the way dack to 1llus-
trated rolls of Menander.



To resume this point sbout the illustrations of rolls: despite
s great variety of theme, the gemeral principle of the distribution
of plectures in the text is very simple--the picture is to be found in
the column of writing Just where the text requires it. Im codices that
preserve the principles of the roll, we have usuzlly noticed that two
columns of writing go to make up one square leaf of a codex, though at
times three--and even four in the famous Codex Simait in London--sre %o
be found.

Once miniatures are included in the codex, they show msny forms of
development: the figures in tho- are placed in a landscape, and baclk-
grounds and frames are added. And yet for a2 long time the limitations
arising from the column of writing are disceraidle: I give you as an
example s picture of one of the most magnificent ¥ass. from Mount Athos
(Codex 14 from Zsphigmem). It dates from the 1lth century and contalns
a menologion and a homily by John of Damascue on the birth of Christ.
This picture represents the snmunciation to the shepherds. The painter,
in hie effort to make the composition more splendid, has extended the
scene vertically, to such an exteat, that he drives the writing com-
pletely out of the second column of text, and yet he still keeps within
the horizontal limits of the column. This self-limitation is undoudtedly
the reason for having filled an unusual space, most artistically, with
agitated downward slopes that emphasize the vertical tendency. The
ghape of this picture is, however, somewhat archaic, Centuries bdefore
the date of this Me. artists of books kmew how to expand thelr composis
tions in another way by fusing the two columns of writing into one, so
that they could use the whole width of the leaf for their picture.
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¥We can gee the result in the plctures of the Vienna Genesis, a
richly illustrated fragment of the 5th century, probably from Antioch.
The whole Ms. shows a new system of arrangement, h-hlehunmorhdf
of the leafl is reserved for the text, and the lower for different scenes
combined to make one large picture. The system marks an advance in so
far as the painter disposes of a larger space, within which he can
organize the composition at will, dut it ies also = disadventage, in that
the single scene loses immediate connection with the corresponding pass-
sge in the text, and this was the cause of numerous errors in iconography
at a later time. The picture here represents three scenes from the 22nd
chapter of the Genesls: the angel speaking to Abrsham, Abraham return-
ing to his servants, and below, a servant sanouncing to Abraham the birth
of the children of his brother, Nahor. The remarikable thing in the
picture is that the psinter has not msde use of the new freedom of the
larger space. All three scenes are egqual in height and width, and each
one stretches exactly half the width of the leaf. The fourth section
of the lower helf i1s filled with rocks, out of connection with any of
the scenes. This evidence allows ue to reconstruct the original: a
codex, still with two colummes, containing the three pictures in the
middle of the writing--that 1s, a codex that preserved the principles
of the roll-tradition. The principles are as much evident in other
respects, in the restriction of the scene to the mein figures, and in
the absence of a background or a frame, so that they appear like
ellhouettes.

As time went on, the separate scenes of a large plcture decame
more closely related, and the full artistic possibilities, the very
culmination of the art of the book in Byzantium, are displayed in a



lectionary from the Athos monsetery, Dionysiu, In guality 1t is one

of the best Byzantine Mss., and yet, 1t has not been known until now,

as 1t wae hidden and not recorded in the catalogue of the library.
¥ithin a resplendent frame, you see the plcture, stretching over two
columns of writing, preceding the lesson of Good Friday, and in three
scenes representing Christ in GCethsemane; Christ converwes with God,
bows down to the ground, and comes back to find the disciples asleep.

It is quite different from the preceding picture of the Vienna GCemesis,
since there is no longer any remnant of the tradition of separated scenes
in single columns. The painter has related the three scenes to each
other by a connecting hill. The figure of Christ stands on a plain gold
ground, as he prays with his hands held high, on the place where the hill
begins to rise; this is in dramatic contrast to the second figure of
Christ, vhen he is represented in proskynesis, Just where the hill begins
to slope down. In final contrast with these silhouettes we have the
third scene, in which Christ is spesking to the disciples asleep in the
shelter of the hill. This scene expands over the full width of the hill,
20 that the artist can show the disciples in the greatest variety of
posture and position, and characterize the different stage of sleep, in
which each one is: elther deep sleep, doze or the fatigue of snguish

is very significantly expressed in the faces of each of them,

Once 2 picture had become as elaborate as this, it is not long
before minlatures drive text emtirely out of the page and use the whole
leaf for one composition. As an example of this finsl solution of the
problem, in which the full-size picture becomes predominant in the 11l-
unination of the book, we may look at what is again a recently discovered
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Me. from Athos, preserved in the hardly accessible treasury of the Lawra-
monastery. It is of the begimning of the 11th century, and represents

the anastasis so-called, 1.e. Christ at the gateway of Hell déragging out
Adsm in the same manner as Heracles gets Cerberus from Hades, and indeed
1t seems that the painter had used this classical composition to make hie
theme more dramatic. The text begins on the opposite page under a richly
decorated and framed frontisplece. A plcture such as this anastasls has
a1l the monumental character snd quality of an icon, end from lectionary
pictures like this, which mark the principal feaste of the calender, icon-
painting undoubtedly was derived.

The 1dea I have tried to give you of the way that the separate
ptetmsumul-dmtmdtmnthmrhhm
codex, ndofthpmaiyﬂichmrdnnjouu-hum‘u
miniature--as in the Vienna Oenesis--until the various elements were
fuged in a uniform picture like an icon is an idea opposed %o the gen-
erally accepted theory of the transitioa from roll to codex, Vhemn
¥ickhoff first published the Vienna Genesis he thought that in antiquity
rolls were uguslly illustrated with a contimuous frieze, one scene
following the other horizontally without imterruption, with the chief
figure repeated each time. A roll of this sort, Wickhoff thought, was
the model for the Genesie, so that the copylst would have cut it into
sections of three or four scenes at a time, But in our opinion the
Mimumhlnf“momcilmmnnlthumu
scenes, formerly belonging in the middle of the columns of writing.
¥hy did wickhoff and sll the other scholare after him assume picture-
rolls with en uninterrupted frieze in antiquity? His theory rested on
the only surviving picture-roll, the famous Vatican Joshus~roll, which
is sbout 30 foet in length snd contalns illustrations of the first tem
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chapters of the book of Joshua. Although it is already a medleval product
with a date discussed between the 7th and the 10th centuries, the Joshua-
roll was considered to be a strageling example of similar rolls with
friezes of pictures in antigquity. The main problem is this: does the
Joshus-roll really represent the classical type of roll? Im our opinion
there are several reasons against it. The classical example of a really
contimuous frieze are the spiral reliefs of a Roman triumphal column. As
mmhmuththul-of!rdmlhnmmnum“o
with the other that it would be nearly impossidle to cut straight enough
between separate scenes to divide them, and one scene passes over into
the next., On the other hand the Joshus-roll--exactly like the Vienma~
Genesis——divides each scene from the next so clearly that you would have
no difficulty in drawing a vertical line between them, and furthermore
mmldfmmt-chmoiocfﬂntoquﬂﬂ.dﬁl. The picture here
represents three scenes: Joshus on the march, Joshua erecting an altar
on the banks of the river Jordan, and Joshua circumcising the Iesraelites.
prom formal analysis, then, we must assume that the prototype was a
codex, amid whose text these scenes appeared separately. The cuts between

the pictures correspond, as you see, with the space between the columms
of writing.

The second reason for assuming & codex behind the Joshua-roll is
furnished by the parsllels we mote between 1t and the Octateuchs (Mss.
which contain the first eight books of the Qld Testament and among them
the book of Joshua). These octateuchs show not larger sections of a
contimuous frieze, dbut the single pilctures that we assume for the tradition

of the codex. As an example we may take a plcture from the best copy of
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the octateuchs, of the 1lth century from the Watop#di-monsstery om ¥%
Athos. It repeats the middle scene of the Joshus-roll as an independent
framed plicture, and indeed the other two scemes from the roll as well are
given similarly isolated in m VWatoplidi-codex. It would have been easy
for the painter of the Watopfdi-Ms. to convey at leamst in the large shape
possible in the codex a combination of the three scenes.

But these considerations from the point of view of form are not
enough to establish a plausibility that the separate pictures of the
octateuch at Watopldi represent zn older type of illustration, closer
therefore te the archetype than the Vatican Joshus-roll, since the latter
really is somewhat earlier and looks more classical in style. Our attempt
in spite of this to prove that the nmmi#o«:um represents so to
speal the better version, takes us to the second group of problems I want
this evening to discuss, namely the relationship of content in picture
and text.

Any experience with illumination will show that the earliest
miniatures are those that correspond most closely to the text. Those
who devise & cycle of pictures attempt to interpret the text as accumately
as possidle. When the bdook is copled again and again, errors appear in
the iconography, since the copyists do not always verify each time the
relationship between picture and text. On the other hand, in the course
of time copyists also make conscious additions snd changes.

How accurate a Greek miniaturist's interpretation of hie text reaslly
is may de shown with two examples doth taken from the same Dionysiu-
lectionary on Athos, from which I have alresdy shown the Christ of Geth-
semane, The first represents the sending out of the Apostles in an exact
interpretation of Matthew, chapter 28, verse 16: Christ is standingan 2
hill, Just as the text has it, and is giving them their instructions. The
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disciples are divided into two groupe: one leaning forward ( )
the other standing to one side in doudt, illustrating the word ( )
(they were doubtful). Sach word is accurately rendersd with a full
‘consciousness of its meaning. How obvious the doubt 1s in the apostle in
the middle, when he turns back and the gesture he makes when he speaks
shows the artist's ebility even for paychological interpretation. It is
characteristic of Byzantine painting at m. time that the emotion in
this spostle does nmot come into conflict with the classical contreposto.
The other picture is an illustration of Matthew, chapter 18, verse 10,
vhere Christ says of the children; "Take heed that ye desplse mot one
of these little ones; for I say unte you that in heaven their angels do
always behold the face of my Father which is in heaven." The painter
interprets the text by making Christ lay his hand on the head of a child
and by painting an angel at his side. The first example shows a histori-
cal event, dut this one renders the content of a2 discourse of Chriet in
pictorial form, They are two different modes of pictorial interpretst ion
of a text, but in both there is extreme accuracy, with eveny detail of the
Tigures and their movement readily te be accounted for.

Having explained the painter's principle of an accurate interpre-
tation of the text I mmst come dack to our prodlem of the Joshus-roll and
the octateuch. Which of them is the more ingenious in its sccurate corres-
pondence with the text, for this would bs the ome closer to the archepel
I take as an example a scene from the 9th chapter of the book of Joshua:
it represents the appearance of the ambassadors of the Gibeonites defore
Joshua, First I show one of the octateuchs of the 1lth or 12th century,
(Vat. gr. 746). The text says that the smbassadors showed Joshua dry
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and mouldy bread, old wine-skins and old garments, and shoes torn and
patched by reason of the very long journey they were supposed to have
mede. Corresponding with this passage in the text, we have four ambas-
sadors represented with all the attributes listed in it. Let us compare
the same scene in the Joshua-roll. Here you see only two ambassadors with
their arms covered, stretching them out to Joshua, but with none of the
things in their hands that are recorded in the text. This single example,
which could be repeated with other scenes, is probably emough to show that
the Jostma-roll, in spite of its more sumptuous appearsnce, is nevertheless
further from the archetype than the artistically less important octatsuch,
just because the text is less eccurately interpreted in it, If this con-
clusion lg correct it must bBe applicable not only to the contents bdut to
the form as well, and this would confirm our suggestion that the archetype
was & codex with single pictures like the octateuch and not a picture-roll
1ike the Vatican one., But we should not confine ourselves to the state-
ment that the artist of the Joshma-roll obscured the meaning of the scene
by dropping the attridbutes with which the ambassadors were accompanied.
Let us try and guess the reason for their change of type. The mext scene
again represents ambassadors of the Glbeonites and corresponds to the
‘following chapter of the book of Joshua, in which nothing is sald about
their attributes, and so it really tallies with the text. Obviously the
painter must have considered this second group of ambassadors especially
representative and repeated it, therefore, for the first scenme, in which
the smbassadors should have had attfiduted. Since the spproach with hands
hidden under the mantle is a feature of Byszantine court etiquette, we may
suppose that the painter of the roll was working for the order of the
court, snd wanted to make his work as representative as possible, and in

this case the duplication of the scene of the reception at court would be
2 consclous changs.



In course of time miniature painters did not merely restrict them-
selves to changing single figures; they also began to enlarge the scenes
and add to them motifs not required by the text, but emdellishing the
plcture from a decorative point of view. Two pictures of the Vienns-
Cenesls may illustrate this point . The first has three scenes from the
32nd chapter of Genesisi (1) Jacodb asking the angel his name,

(2) the angel bdleseing Jacod, and (Z) Jacodb watching the sunrise. lcn’rl.y
half the whole space of the picture is taken up by a rocky landscape and
& dbridge, for which the text gives no hint at sll. If the painter had
from the beginning conceived figures and landscape together, he would
probadly have placed the landscape behind the figures snd mot put it
adjoining them. But as it is the figures and the landscape stand side by
side, two scparste elements without any connection. We may conclude from
this, that the landscape 1s a later addition, & supposition, that is
implied by the history of the Vienna Genesis, as I have already explained
it. The three separate scenes are teken from an originsl, in which they
appeared in small columms of writing, and were combined by the copylst of
the Vienna-Ms. within a space decided on beforeshand , which he was never-
theless unadble to fill unless he put in the landscape. This example will
€ive you an idea of the way in which the two series of problems, that of
the interpretafon of pilctures and that of the distridution of plctures
from the formal point of view, are commected. I think that each geries
leads us to make the same conclusion sbout the origin of the Genesis-cycle.

The other example is esn illustration for the J9th chapter, and deals
with the story of Joseph. Potiphar's wife is attempting to hold Joseph by
mou.duomtmua-mﬁmlouﬂiunm“tﬁm
palace door. So far the figures have their basis in the text. In this ease
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the painter had from his model only two scenes, to fill the fixed space

for the plecture, and both together hardly fill one of the two frieszes,

and 8o in order to take up the rest of the space he makes up genre-scenes

of dally life, which have nothing to do with the story of Joseph and Potiphart
nurses with children, and women engaged in spinning, and, at the end of the
lower frieze, some irees. Such genre-scenes would be thought of as interiors,
and the trees are therefore contradictory emough. These themes are all
additions unexplained by snything in the text. In both these instances

the additions have decorative value only, and the essence of the biblical
episodes remain untouched. m.pmodnnotmduuuofmdo-
ments is characteristic of the Oenesis, and for the whole early Bysantine
period.

Intha]ﬂthonnry.mmchdmmmmlmm
-m:mopdnw-ps:mmthcr.wmtmmhhthnm.
ofn.ou-fmmlﬂlo.tw:»ttobooxpmmrmmmt.ﬂ
yot comnected, in both form and content, with the sceme in question. The
best example of this further stage is a Psalter in Peris (gr. 129). The
first picture represents David playing his harp and gurrounded by his flock.
The text of Kings, Chapter 1, verse 16, says only that David was = shepherd
and kmew how to play the harp. The frontispleces of earlier psalters indeed,
ghow nothing but David,with his flock, playing the harp. But around this
traditional theme the rensigsance painter groups new elements: =& mountain
cod.vhoumcuthopiehn is written as "Oros Bethlehem", a girl peep-
tun\ththoeolmndoMonﬂytohWMunmo-
gorical representation of "Echo”, and, furthermore, a figure whose name is
"telodia®. She iz laying her left arm on David's shoulder, but he does not
geem to be paying any attention to her presence. She has mo attridutes, by
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vhich antiquity is used to characterize Z’'s allegories. In antiguity there
~was no allegory of “Nelodis" at all. But it i1s obvious, that the type of
this female figure 1s a classicel one, and in this case we cen find the
actual model that the painter copled: it is an Io from a plcture, in which
Io is represented being watched by Argus, and it is extent in no less than
seven coples in the frescoes of Pompeli. The posture, the limbs and the
head and the detalls of drapery are so closely copied that a comnection
between the two figures can hardly be denied. Only the position of the
left arm is changed, to sult the figure for its mew function. For the girl
behind the column, too, a fresco from Pompeil could be adduced as parallel.
Nearly every picture of this psalter shows additions of classical figures,
to which the renalssance painter gives a new meaning, In this way there
came into bon‘. large pictorial representations that were certainly created
for the art-loving imperial court, torpuplo-hoh.-hwvh interpret such
claseical sllegories. In compositions of such splendor the basis of an
muumtiu“mMS'muhnhrydww&o
renaissance painter.

The Paris psalter is not the only Ms. of this sort: lhere ls slmost
no Ms. dﬂoMﬂmﬁrywtam&ﬁvu.mmuin. extent
in ite eddition of classical elements the movement of renmalssance. I went
to give one other example of the sort, interesiing from several points of
view, because 1t is again taken from the Joshua-roll, snd involves problems
that we have dealt with defore. On the picture you have already seen,
between the scene with the ambassadors of the Gibeonites sand the following
one of the dattle against the Gibeonites, of which you have only a part,
there 1s a female figure with sceptre and mursl crown to indicate that a
eity is personified. The Tyche, the personification of the city, is very
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common in late classical art, but among the types we know from antiquity
ma-ntmmmuam-uww.-mrm is
nsmed in the imscription. This could be sccidental, since not every type
may have survived, but a minute analyeis of this figure revesls that the
m'um-n the personification of a city, h;t once more the
Io of the plcture of Io and Argus, the same figure, that the painter of the
psalter used for his "Melodia". It is a fact, that the psinter of the
Joshua-roll copies his classical model even more carefully than the painter
of the psalter, and we can check every change he has made. The head, turned
in the same direction showing the ssme neck-curls, 1s furnished with a
mural crown, but under the crown the little ox-horn of o is recognizable.
Her breast is coversd with the {iangular exomis held in place by a clasp,

to which the copyist adds another garment with a second clasp that does

not £it the exomis. The only real change is, gs in the case of the "Nelodia®,
in the position of the left arm, which in the fresco is leaning on the ek,
whereas in the roll it is holding the new attridute, a sceptre. We can
even discern that the copyist originslly had the idea of keeping the same
position for the arm and themn drawing the sceptre in the other direction,
becanse the erasure of a sceptre, that would have corresponded to his first
jdea, iw evident. While he was working on 1%, he changed his mind, and bent
the arm, and drew the sceptre as 1t appears now, From this analysis it
clearly appears, that this personification of a city is & renaissance
ingertion, not taken over from an earlier Joshua-cycle, dut specially thought
up for the sctual roll in the Vatican. The roll was therefore, like the
Paris-psalter compiled from heterogeneous elements in the 10th century,
which is the date we assume for the Vatican roll. Again we may ask the

reason for insertions like this and other personificatione on the part

of the painter of the roll. They are easily to be explained by the process
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of transforming a cycle of separate plctures of s codex into a plcture-
roll; they are inserted as comnecting links to make one sceme join wp
with the next.

If it 1s trus that the transformation of an octateuch-codex into
the Joshus-roll 414 not happen bdefore the 10th century, them Wickhoff's
theory that the prototype of the Viemna Gemesie xas a late classical
roll, like the Joshua~roll, is seen to be baseless, since the Joshua-
nnxtmx-m.mor-pucmnmmuwpm vhah,
nevertheless, might have been the reason inm the 10th century for the
invention of a sumptuous roll of plctures, with a contimuous frieze and
the minizum of text? Ye can be gquite certaia that the Vatican roll in
its original form nover did contain the whols Book of Joshua, dut only
the first ten chapters. The limitation was deliberste, and expressed
the idea of a triumph--victorious hiuu culminating in the final
conguest of the Holy Land, m-:m.u;mmu—ww(
classical triumphal columms, A%t the time the roll was made two columnms
were still standing in Constantinople, those of Theodosius and Arcadius,
The connection detween those columns and the Joshus-roll is not & formel-
istic dut an ideal one: Ddoth glorify a triumphal victory. An idea like
this, retrospective in the 10th century, could only arise in the ranks
of the imperial court. It may not be mere chance that the Joshus-roll
was executed about the time of the emperor Constantinus Porphyrogenitus,
of whom we know that he had exceptionally enterprising sciptoria sad that
he was one of the furtherers of the remalssance movement,

But however far the painters of the Viemna-Genesis, the Paris psalter
and the Joshua-roll may have gone in introducing in their pictures new
elemants of accessories, figures or whole groups of figures, these new
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clements are no more than additions to a scene, which itself is rooted

in the text. A mew problem arises, which will lead us to the third
heading of our considerations: let us suppose we find in a Ms. 2 ninlse-
ture to which the text slludes more or less, but which the text does not
desoribe so as to explain it in sll its details. The poht-\r"bon&l
clear by 2 few examples, In a 9th century pealter in the Pantokrator
monastery on Athos the arrest of Christ ls represented as an illustration
ef Psalm 38, verse 10: "I was dumb, 1 opened not my mouth®”. This scene
is sccompanied by the Prophet Isaiah, who is alluding to Christ in the
S53rd chepter of hies book, in which he says: "He was oppressed and he was
afflicted, yet he opened mot his mouth.® The painter saw in these passages
of the text an sllusion to that sceme in the New Testament, which is so
strikingly expressive. The painter likes %o exaggerate gestures and gives
character %o the heads in so vivid a way that they occasionally become
caricatures. Tor instance, he distinguishes in this way the people, b O
sre taking hold of Christ, either giving them tangled hair or bald heads
uhoﬂ-wuutmmmmdwsdmmtmhmk. g0 as to
give them = brutish sppearance. Since the psalter-text does mot directly
explain the sceme, we must msk whether on the one hand the painter may
have invented 15. or on the other copled it from another Ms., Since it

is very common in illustrated Gospels we can assume that he took it over
from a Oospel, for which it was originally devised. Hers we are face %0
face with one of the chief problems of miniatures, namely, the mtia
of pletures through various versisns. The arrest of Christ is not the
only New Testament scene in the psalter: on the same page you see Peter's
denisl, which has been related to verse 13 of the eame psalm: “Hear my
prayer, 0 Lord, and give ear unto my ory; hold not thy peace at my tears.”
Peter in despair is covering his forehead with his right hand and turaing



away from the cock, whose shrill crowing he seems unsble $o dear. The cock
itself ie nearly the same size se Peter, and is ruffling up 1ts feathers as it
crows. The crowing iz made more effective by an increase of distance between
Peter and the cock. There is & challenging and expreesive quality in such 2
representation that is again obviously taken over from an illustrated New
Testament. o understand the scheme of the plotures, that decorate such a
complex Hs. as the psalter from the Pantakrator, we must anslyse them by
determining which scenee arise out of the text in the psalter and which am
copled from other Mes. The number of New Testament scenes is considerable,
and if we put them all together we get a cycle not as complete certainly as
the actual Wew !nh-ut. Ms. which the copyist used, since he 41d not copy
each scene in 1%, but we do get = limited cycle which is important for the
history of the illustration of Gospels, guite aspart from the study of pealters.

A closer snalysis of the psalter from the Pantokrator revesls that the
painter used still other models. As an 1llustration for Psalm 95, verse 11,
"Light is sown for the righteous" a acene is represented that comes from the
life of Saint Zustathlos, to whom Christ appeared In a vision in the antlers
of a stag he was lunting, He falls down on his knees in front of the stag
as 1t dashes oft.l and his horee rears up on its hind legs. The pagssge of
the text ﬁtght is sowmn" is the catchword, so to speak, for this illustration,
but does not explain it. We can be sure, that the pleture has been taken over
from a menologion, a book of the lives of Saints-——and a menologion of the mort
has come down to us, codex 14 of the Esphigmenu-monasetery on Athos, the Ms.
that contailns John of Damascus's homily on the birth of Christ, from which
I have already shown the annuncistion® the shepherds, Preceding the text,
which relates the life and martyrdom of Saint Fustathlios, are two full-gise
plctures, of which I show the firet, containing the ssme scene of the vision.
You will see the stag dashing off, with the medaillon of Christ in its
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antlers, and nearby Tustathios the persecutor still on horseback, that is
the moment before the sceme in the psalter, in which he has got down from
his horse., From a cycle of plctures such as this menologion from
Esphigmenn contains, the picture in the psalter was taken.

To this snalysis of the different cycles in a complex Ms. there muat
be added a corresponding synthetic treatment. I refer back to the last
example, after a partial cycle of & menclogion has been removed from a
psalter, its place in the history of the illustration of menologia must be
found. Such a history, therefore, cannot be written on the basis of extant
menologia alone, but must take account of the whole of Byzantine miniature-
painting since,as we shall see, more or less complete cycles of menologia
migrated not only into psalters but into many other different versions.

As an example of this I should like tc show & menologion picture which, as
we might say, has sntered a lectionary. The lectionary of the Digysiu
monastery on Athos, from which I have already shown several of the pictures,
gives a representation of the archangels as a title plcture to the passage
of the 15th chapter of Luke, that relates the parables of the lost sheep
end the lost plece of silver. It is a2 small miniature in a dignified and
monumental style, which can be enlarged to the size of a mosaié without
losing any of 1ts artistic effectiveness. Now the passaze in Luke does not
hint at the archangels, and the relationship detween picture and text is
Just this, that the passage is to be read on the 8th of November, which is
the Feast of the Archangels. Again the painter has copiled the picture from
& menologion, where mnot only lives of salnts, dut the feaste of the calendar
as well are commemorated and descrided.

In &ll the cases I have explained so far, it was possible to check the
migration from one version to another, for there are emough illustrated



gospeles and menologia to show the source of pletures appearing iIn psalters
and lectionaries. But 1t is both more d1fficult and more interesting vhen
thm&s.'o‘“huommln.dﬂ&;ﬂmﬁn
original redaction has been preserved, from which the plctures were taken
over. For instance, in a Mg, of the homllies of St. Cregory Nasianzemms
in Paris (gr.510) which was written in the 9th century in Constamtinople,
the speech in defense of the flight into the Fontus 1s preceded by a minla~-
ture shich repregsents various scemes from the life of Jonzh. The scenes
degin in the upper left hand corner with Jonsh leaving for Tarsus; thea
there comes a storm, Jonsh is thrown into the gea, the whale smalloys hin
up, and after threoe days vomits him out again, when at last he goes to
Finiveh, and preaches till the king of the place covers himsslf with sacke
cloth: hotormnmknnhuhapmmm The paragrash in
the text of the homily, that refers to the story of Jonah had mentioned
his flight to Tarsus as a parallsl to Cregory's owm flight into the Pontus,
and had also bdrought in the three days passed in the belly of the shale,
but without relating the story in any detail or even alluding to the events
that follow in the prophet's career, in Nineveh and under the gourd. Again
we are compelled to assume that the painter has copled the cyecle of pictures
of the Jonah-story from a model which must have deen an illustrated prophet
book, Among extant Greek Prophet-books the only ome kmown to us are those
nuammmnmmumm,«mu-um
suthor., With the help of the Gregory-ls. from Paris we may conclude that
there were also Prophet-books which are now all lost which were illustrated
with scenes of the life of the prophets. If therefore we want %o write a
history of the illustrations to the Bible, a task that has been begun at
Princeton University and for the Prophet-book will be carried through Yy
Professor Friend, wo cannot well confine ourselves to the pArtraits of
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mpbﬂ:um.m-ntuuoonntmmmmuthgﬁ-
which are scattered in other Mss.

Though not possessing any 1llustrated book of Jonsh, we can neverthe-
less roughly follow the history of such a book in various Greek Mss. A
few decades after the Gregory Ms. the story of Jonsh appears in the Faris
MW.M&MIM“WWMW.&I‘MM!
ghowed you, and again it 1s Jonah throsn into the sea, vomited out by the
whale and preachinz before the people of Nineveh. This picture precedes
the Ode of Jomah, and delomge to the series of 14 odes which nommally
follow the text of the psslter. Only Jonsh in prayer can be commected with
the text of the ode and his figure in this picture is isolated from the
other scenes by a plece of rock unier his feet, treated in a special way
not at all like the rest of the landscape. It is obvious, that around
Jonah in prayer, shich is the figure of the amthor of the ode, the painter
hag grouped a series of scencs from his life, which are not mentioned In
the text of the Ode, taking thom from the same prophet-bdook that was used
by the artist of the Oraegory Ma.

xtuu;nm»mmammmdmaxam.m
was originally comnected before it migrated into other versions, as it is
in the case of the Prophet-book. A Maz. of the homilles of St. Oregory
Magiansenus in the Panteleimon-monastery on Athos (cod. 6) for emample,
containg a scene with two figures who are called Chronos and fhea. The
text related to the scene says: "It mas undignified to lament for a child,
which was to be swallowed". Such a sentence was certainly not sufficient
basis for this picture. Ve can only asoume that some claseical text
describes the story of Chronos and Fhea in more detall, and that 1t
originally contained the picture, and that the artist of the Oregory Ns.
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took 1t over from a model such as this must have been. But shat was the
text? In my opinion the most probable one was a compendium of mythology
going under the name of Apollodorus of Athens, dut the attribution to
4pollodorus, who lived in the lst century is later, and the treatise seems
not to have been written defore the time of Hadrian, in the 2nd cemtury A.D.
In this compendium, which related all the well-lmown myths in a popular
style, this 1s vhat 1o sald about Chronos: “He used to swallow his off-
spring at bdbirth. ¥Enraged at this, Thea ropaired to Crote when she was dig
with Zeus, and brought him forth in a cave of Dicte (in order that the child
night not be swallowed by Chronos). But Rhea wrapped a stone in swaddling
mﬁummztuwnm.uuummmm-
If ny identification of the text is correct, then we must conclude that there
were illustrated compendia of mythology in the 2nd century A.D., of which
none have survived. meulrnailm—xlulim.m
“tabulae iliacae®, on which representations of different myths like the
Iliad, the Odyssey, and the stories of Theseus and Nercules were to be
found. ¥ith the help of these reliefs of the lst century we can prove
mttthttbmmmotmmgmﬂ.ﬂn
&mummmwumammmum:a&-pm
ofwummaumnmmmymmmwwwm
painter of the Gregory lis. in the Panteleimon-monastery.

S5t111 amother group of illustrated Mss. can be reconstructed by those
moans of the partition of cycles, and these are the i1llustrated chromicles.
fhe earliest %mtlm chronicle preserved is of the 14th century, dut that
there were such illustrated chronicles much earlier can de shown from the
Grogory ks. in Paris of the Oth century, from which I have already shown
the plcture of Jonah. The picture from 1%, that I am now giving, precedes
the homily “Contra Arianos”, which dlscusses the heresies of the Arians,



though without meationing such historieanl events =s those, to which this
pleture could be related. looking through all the chronicles that deal
ﬂmmsmdcmmmxummmowuu.nmmpwn—'
sutlon of the Orthodox took place, the best text,which explains every detall
not only of this plcture dut also of other historical scenes in the Gregory
la., the Best text is in my opinion the "Historia ecclesiastica® of Theodoret,
a historisn who lived in the 5th century and wrote a Byzantine history of the
years 324 to 420. This chronicle tells the story of the third flight of
Athanssins in the year 356, and how the emperor Constantius sent out an officer
ealled Sedbastianos in the night with soldiers to surround the altar, as the
chronicle says, in order to capture Athanasius. This is the scene represented
in the middle frie-e: a group of peopls with axes and torches, for the scene
laid at night, with their leader, the officer Sehastlamos in the middle, are
approaching the clmurch. The altar, shere they expect to find Athanssius 1is
placed outside the clurch to emphasize the place where all this occurred.
Then the text says that some clergymen and monks Helped Athanasius to escape
on the doat, and in the upper frieze indeed, you see a boat with a bdishop, who
i3 Athanssius and some clergymen and monks, Finally the story goes on to say
that Sedastianos gave orders to take off and strip and martyr some women.
This scene is represented in the lower friese, and is changed only in so far
as the painter has made 1t men who were stiripped--he prodably made a mistake,
and thought 1t was monks. TFrom the falrly accurate interpretation in this
picture wo may conclude that there was an illuatrated chronicle of Theodoret
and that from it the artist of the Oregory lis. copied this and several other
pletures. In the case of this Faris Gregory illustrated with extreme splendor
nmabhhrmgstmtmluothuei@td!ﬂmtmh..oﬂymof
ﬁi&mmmm@formmm.mmm“m
copied from seven different books. This may give you an idea of the way things
were done in a medieval seriptorium, and of the possible variety of illuminated
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Kgs, that to-day are all lost. To give examples of each of the eight cycles
meohtinmm..-aIvnlthmmnm.ma—mthar
¥s,, the Dionysiu-lectionary, that by this time you are familiar with--and
ﬂ&tbu.ﬁriﬁhmumnnwfutmﬂmofmmm. The
first miniature of this Ms. 1s a full-size one, representing S5t. John the
Zvangelist by divine inspiration dictating the Gospels on the island of Fatmos
to his seride Prochoros. Now h the last chapter of S5t. John's Sospel which 1%
precedes, which is read on FMastor Sunday, there is no indication of any episode
m'tiehmuchIMOthﬂomlmM\olmlm. Professor Friend has
shown that on the contrary the picture is an illustration of a tale taken from
mmmaofm.mtmmmmwumhnm
Prochoros to the island of Patses in order to write down the Cospel. In all
probadility 1t is to the apocryphal Acts that this picture originally delonged,
only afterwards belng taken over for the lectionary. But once 1% had deem put
there, it settled as a permanent ingredient of lectionary illustration.

: At the same time this picture of St, John shows the culmination of
Bgzantine book-illumination. On the one hand classical contraposto and a rich
variety o:r attitudes, the heritage of antiquity plainly visidle in the Saint's
wmm'm.m.nimlhnt!ontordtmth.-d&tofth\odr’bylu
slender proportions, by the effortless tiptoéins of the feet, by the emphasls
on the highly spiritualized head., This figure of St. John is a complete synthe-
sis in a unified and perfectly mature style, of a newly introduced classical
movement and of the strong ecclesiastical Eysantine tradition. ZEvery clement
of this composition dears witness to the unity of style. The highlights that
mark the structure of the rocks repeat the rythm of the drapery: they show a
mltiplying of straight lines, which are concentrated om the summits of the
hills in the same manner as a glance at the folds of the garment will move
alonz them umtil it reachos the head, vhere a final sum of gpiritual emergy
13 colledted. |
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This evening I have not had the chance to say much about the style of the
niniatures. wmsunmmumxn&mmmasm
priniciples which are characteristic of book-illumination and you will recall
that it wes done from three main point of views, of:

(1) the relationship of picture and lext in point of form, which invelved the
problem of the roll and of the codex,

(2) the iconographic problem, which dealt with the painter's interpretation
of his texts and the insertion of classical elements during the Bysantine
renaissance, and,

(3) the history of the migration of cycles of pictures.

But even with o framework of questions of principle, 1t has been my inten-
tion to treat them in examples of as nany different styles as possidle of an
area of culture, that stretches in time over more than a millenium. :

Beginning with examples of the late classical style our way has taken us
througzh the carly Byzantine period with the supple silhouetted figures of the
Vienna Genesis of the S5th century, to the first decades after the iconoclasm
of the 9th century, whose style was represented on the one hand by the Panto-
krator Paalter with its expressive "Peter's Demial”, a product, eccentric and
vet realistic at the same time, of the Syrisc-Oreek East,--and on the other hand
by the Parls-Oregory Ms., in which a classical coolness and severity reflect
the atmosghere of the imperial court of Constantinople. This last Ms. already
announces the movement, which in the 10th century leads to the Macedonian
renalssance the style of which, with Byzantine tradition intermingling with
newly introduced classical themes, is most perfectly represented in the Joshun~
roll and the psalter in Faris. At the beginning of the new millenium originate
works of full maturity like the menologion of Esphigmenu and above all the
Dionysiu-lectionary, im =hich all the different elements, the strong ecclesias-
tical tradition of Constantinople, the expressive style of Syrian Creece and
mmmmumuquw.:on.mm. that exhibite
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