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sented in the crowning gable. See Fritz Saxl, Mithras (Berlin, 1931), Fig. 199.

! Historia Rerum in Partibus Transmarinis Gestarum, lib. 1, cap. 14 (Patrologia
Latina, 201, col. 231).

15“Wherefore, I exhort with earnest prayer—not I, but God—that, as heralds
of Christ, you urge men by frequent exhortation, men of all ranks, knights as well
as foot-soldiers, rich as well as poor, to hasten to exterminate this vile race from
the lands of your brethren, and to aid the Christians in time” (August C. Krey,
The First Crusade [Princeton and London, 1921], p. 29). I am greatly indebted to
the Princeton University Press for the kind permission to quote this and other
translations from Krey’s book. For the original text, see Fulcheri Carnotensis
Historia Hierosolymitana, lib. 1, cap. 3, ed. Heinrich Hagenmeyer (Heidelberg,
1913), pp. 134, 135.

Cf. also the command, as reported by Balderic, Archbishop of Dol, in his Historia
Hierosolymitana, lib. 1, cap. 4: “Et conversus ad episcopos: ‘Vos,” inquit, ‘fratres
et coepiscopi, vos consacerdotes et cohaeredes Christi, per ecclesias vobis com-
missas id ipsum annuntiate, et viam in Jerusalem toto ore viriliter praedicate.
Confessis peccatorum suorum ignominiam, securi de Christo celerem paciscimini
veniam’” (Recueil des historiens des croisades, Historiens occidentausx, v, [Paris,
1879], p. 15).

18 Patrologia Latina, 189, col. 985.

" Tractatus adversus Judaeorum inveteratam duritiem, cap. 1 (ibid., col. 509);
cap. 5 (ibid., col. 608).

18“Listen to the divine prophet, yes indeed to the foremost among the prophets,
who has turned his prophetical eye towards you many ages ago.” For the original
text, see ibid., col. 982.

19 1bid., col. 986.
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15. MEDIEVAL
ICONOGRAPHY
Emile Male

INTRODUCTION

Since its publication in 1898, Emile Male’s L’Art Religieux du XIIle
Siécle en France has enjoyed an important place in the literature deal-
ing with the iconograpfly of medieval art. The English translation of
1913 (available in paperback as The Gothic Image) is the source for
the selection in this anthology. In this work the_imagery of Gothic
cathedral decoration is related to the theological literature of the Mid-
dle Ages, particularly to the Speculum of Vincent of Beauvais, which
supplies the framework for M‘aﬁ@ s study. Since Male is primarily con-
cerned with the meaning of the images in Gothic decoration, one should
read in conjymstion with it Erwin Panofsky’s Gothic Architecture and
Sp_i_ng]a;ti_ci:i;@l%l), which emphasizes the role played by the diffu-
sion of a scholastic “mental habit” in establishing relationships between
scholastic thought and Gothic architecture.

For the iconography of Christian art there are a number of works in
English. The numerous volumes by Anna B. Jameson are still valuable
references: The History of Our Lord, 4th ed., 2 vols. (1881); Sacred
and Legendary Art, 2 vols. (1911); Legends of the Monastic Order
(1911); Legends of the Madoun@ 1911). Other studies are Adolphe,
Didron, Christian Iconography, trans. by E. G. Millington, 2 yols.
(1896), and Maurice Drake, Saints and Their Emblems (1916m

@m iconography of the Renaissance there is Erwin Panofsky’s brillian

Studies in Iconology (1939), of which the introductory chapter is an
excellent orientation to the whole subject of meaning in a work of art.
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[image: image2.jpg]It is also available in a paperbound edition. For mythological themes
in art, there are such works as E. Panofsky and F. Saxl, “Classical
Mythology in Medieval Art,” Metropolitan’ Museum Studies, 1V, 2
(1933); Kurt Weitzmann, Greek Muythology in Byzantine Art (1951);
and Jean Seznec, The Survival of the Pagan Gods (1953). André
Grabar, Christian Iconography: A Study of Its Origins (1968), deals
with Christian images of late antiquity and their origins in the visual
arts, especially useful for the metamorphosis from pagan to Christian
/ ontent. Joan Evans, Monastic Iconography in France from the Renais-
‘@ance to the Revolution (3Q70), examines the later history of this area
~of iconography, and GeM¥id Schiller, Iconography of Christian Art,
2 vols. (1971-72), deals with the iconography relating to Christ. While
not, strictly speaking, an iconographical study—for its range is much
broader than that—G. B. Ladner’s Ad Imaginem Dei: The Image of
Man in Medieval Art (1965) is a stimulating study of developments.

The selection that follows is reprinted from Emile Male, The Gothic Image:
Religious Art in the Thirteenth Century (1913). Translated by Dora Nussey.
Published in the United States by E. P. Dutton & Co., Inc., and reprinted with
their permission. !
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GENERAL CHARACTERISTICS OF
MEDIEVAL ICONOGRAPHY

as they had organized dogma, secular learning and society.
e artistic representation of sacred subjects was a science
governed by fixed laws which could not be broken at the dictates
of individual imagination. It cannot be questioned that this theology
of art, if one may so put it, was soon reduced to a body of doctrine,
for from very early times the craftsmen are seen submitting to it
from one end of Europe to the other. This science was transmitted
by the Church to the lay sculptors and painters of the thirteenth
century who religiously guarded the sacred traditions, so that, even
in the centuries in which it was most vigorgus, medieval art retained
the hieratic grandeur of primitive art.
These are the general principles which it concerns us to state
at the outset as briefly as possible.
1l v
The art of the Middle Ages is first and foremost a sacred writing
of which every artist must learn the characters. He must know that
the circular nimbus placed vertically behind the head serves to
express sanctity, while the nimbus impressed with a cross is the sign
of divinity which he will always use in portraying any of the three
Persons of the Trinity.! He will learn that the aureole (i.e. light
which emanates from the whole figure and surrounds the body as
a nimbus) expresses eternal bliss, and belongs to the three Persons
of the Trinity; to the.Virgin, and to the souls of the Blessed. He
must know that representations of God the Father, God the Son,
the angels and the apostles should have the feet bare, while there
would be real improqrieg_jn representing the Virgin and the saints
with bare feet. In such matters a mistake would have ranked almost
as heresy. Other accepted symbols enabled the medieval artist to
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express the invisible, to represent that which would otherwise be
beyond the domain of art. A hand emerging from the clouds, making
the gesture of benediction with thumb and two fingers raised, and
surrounded by a cruciform nimbus, was recognized as the sign of
divine intervention, the emblem of providence. Little figures of nude
and sexless children, ranged side by side in the folds of Abraham’s
mantle, signified the eternal rest of the life to come.

There are also accepted signs for objects of the visible world
which the artist must learn. Lines which are concentric and sinuous
represent the sky, those which are horizontal and undulating repre-
sent water. A tree, that is to say a stalk surmounted with two or
three leaves, int&icgtesw that the scene takes place on the earth; a
tower pierced by a doorway is a town, while if an angel watch on
the battlements it is_the heavenly Jerusalem.? Thus we have a
veritable hieroglyphic? in which art and writing blend, showing the
same spirit of order and abstraction that there is in heraldic art
with its alphabet, rules and symbolism. . . .

II

The second characteristic of medieval iconography is obedience
to the rules of a kind of sacred mathematics. Position, grouping,
symmetry and number are of extraordinary importance.

To begin with, the whole church is oriented from the rising to
the setting sun, a custom dating back to primitive Christian days
for it is found even in the Apostolical Constitutions. In the thirteenth
century Gulielmus Durandus cites this as a rule without excep-
tion:—“The foundations must be disposed in such a manner that
the head of the church lies exactly to the east, that is to the part
of the sky in which the sun rises at the equinox.” And, as a matter
of fact, from the eleventh to the sixteenth century it is difficult to
find a badly oriented church. Like other traditions of medieval art
the rule fell into neglect toward the time of the Council of Trent,
the Jesuits being the first to violate it.

Each cardinal point has its significance in churches oriented in
this way. The north, region of cold and darkness, is usually con-
secrated to the Old Testament, and the south, bathed in warm
sunlight is devoted to the New, though there are many exceptions
to the rule.* The western fagade—where the setting sun lights up
the great scene of the evening of the world’s history—is almost
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medieval doctors, with their curiously bad etymology, connected
occidens with the verb occidere, and the west became for them the
region of death.

After orientation it was relative position which most engrossed
the artist, here again at one with the theologian. In early times certain

passages in the Bible led to the belief that the right hand was the *

place of honor. Is it not written, for example, in the Psalms: “Adstitit
regina a dextris tuis in vestitu deaurato?” In the Shepherd of Hermas
which belongs to primitive Christian literature, the right is the place
given to those who are marked out for honor. In the account of
the third vision it is said that the Church caused Hermas to be seated
on a bench at her side. When he would have seated himself to her
right she signed to him to pass to the left, because the right is reserved
for those who have suffered in the name of God. The medieval
theologians in their turn laid great stress on the dignity of the right
hand place, and the artists did not fail to conform to so well-estab-
lished a doctrine. When, for example, the Savior is represented in
the midst of His apostles, St. Peter—first in dignity—occupies a place
to the right of the Master.® In the same way in the scene of the
Crucifixion or in that of the Last Judgment, the Virgin is to the
right, St. John to the left. '

Again, the higher place was considered more honorable than the
lower, and from this some curious compositions resulted. Of these
the most striking is that of the figure of Christ in Majesty supported
by the four beasts of the Apocalypse. The four beasts, symbols of
the evangelists as we shall show later, were placed according to
the excellence of their natures—man, eagle, lion and ox. When it
was a question of disposing them in a tympanum, the dignity
conferred by the higher and that conferred by the right hand place
had to be taken into consideration. The following arrangement was
the one generally adopted. The winged man was placed at the top
of the composition and to the right of Christ, the eagle at the top
to the left, the lion at the bottom to the right, the ox at the bottom
to the left® (Fig. 45)....

But no disposition met with more favor than that controlled by
symmetry. Symmetry was regarded as the expression of a mysterious
inner harmony. Craftsmen opposed the twelve patriarchs and twelve
prophets of the Ancient Law to the twelve apostles of the New,
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Evangelists, Central Portal, West Facade, Chartres Cathedral, c. 1150 (Marburg-
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and the four major prophets to the four evangelists. A window in the
south transept at Chartres shows—with audacious symbolism—the
four prophets Isaiah, Ezekiel, Daniel and Jeremiah bearing on their
shoulders the four evangelists, St. Matthew, St. John, St. Mark, St.
Luke. In this way the artists would tell us that although the evange-
lists rest upon the prophets, yet from their spiritual vantage-ground
they have a wider outlook. The four and twenty elders of the
Apocalypse frequently correspond to the twelve prophets and the
twelve apostles. . . .

Schemes of this kind presuppose a reasoned belief in the virtue
of numbers, and in fact the Middle Ages never doubted that numbers
were endowed with some occult power. This doctrine came from
the Fathers of the Church, who inherited it from those Neoplatonic
schools in which the genius of Pythagoras had lived again. It is
evident that St. Augustine considered numbers as thoughts of God.
In many passages he lays it down that each number has its divine
significance. “The Divine Wisdom is reflected in the numbers
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impressed on all things.” ” The construction of the physical and moral
worlds alike is based on eternal numbers. We feel that the charm
of the dance lies in rhythm, that is in number; but we must go
further, beauty is itself a cadence, harmonious number.8 The science
of numbers, then, is the science of the universe, and from numbers
we learn its secret. Therefore the numbers met with in the Bible
should be considered with reverent attention, for they are sacred
and full of mystery.® He who can read them enters into the divine
plan. . ..

A few examples will give some idea of the method. From St.
Augustine onward all theologians interpreted the meaning of the
number twelve after the same fashion. Twelve is the number of the
universal Church, and it was for profound reasons that Jesus willed
the number of His apostles should be twelve. Now twelve is the
product of three by four. Three, which is the number of the Trinity
and by consequence of the soul made in the image of the Trinity,
connotes all spiritual things. Four, the number of the elements, is
the symbol of material things—the body and the world—which result
from combinations of the four elements.'® To multiply three by four
is in the mystic sense to infuse matter with spirit, to proclaim the
truths of the faith to the world, to establish the universal Church
of which the apostles are the symbol.!*

Computations of this kind were often more than ingenious, and
at times reached real grandeur. The number seven, regarded by the
Fathers as mx§terious above all others, intoxicated the medieval
mystic. It was observed first of all that seven—composed of four,
the number of the body, and of three, the number of the soul—is
preekﬁinently the number of humanity, and expresses the union of
man’s double nature. All that relates to him is ordered in series of
sevens. Human life is divided into seven ages with each of which
is associated the practice of one of the seven virtues. The grace
necessary for the practice of these seven virtues is gained by ad-
dressing to God the seven petitions of the Paternoster. The seven
sacraments sustain man in the exercise of the seven virtues, and
guard him from falling into the seven deadly sins.'* The number
seven thus expresses the harmony of man’s nature, but it also expresses
the harmonious relation of man to the universe. The seven planets
govern human destiny, for each of the seven ages is under the
influence of one of them. Thus seven invisible threads connect man
with the scheme of the universe.!® . . .
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The third characteristic of medieval art lies in this, that it is a
symbolic code. From the days of the catacombs Christian art has
?'poken in figures, showing men one thing and inviting them to see
in it the figure of another. The artist, as the doctors might have
put it, must imitate God who under the letter of Scripture hid
profound meaning, and who willed that nature too should hold les-
sons for man.
~In medieval art there are then intentions a knowledge of which
is necessary to any real understanding of the subject. When for
example in scenes of the Last Judgment we see the Wise and Foolish
Virgins to the right and left hand of Christ, we should thereby
understand that they symbolize the elect and the lost. Upon this
all the commentators on the New Testament are agreed, and they

 explain it by stating that the five Foolish Virgins typify the desires
of the five senses, and the five Wise Virgins the five forms of the
contemplative life. To take another example, it is not as rivers that
the four rivers of Paradise—the Gihon, Phison, Tigris, and

7 Euphrates—.are represented pouring water from their urns towards
the four points of the compass, but as symbols of the evangelists
who flooded the world with their teaching like four beneficent
streams.

An Old Testament personage in the porch of a cathedral is but
a type, an adumbration of Christ, the Virgin, or the future Church.
/At Chartres the form of Melchizedek, priest and king, bearing the
bread. and wine to Abraham, should remind men of another priest
and king who offered bread and wine to His disciples. At Laon Gideon
calling down rain from heaven on to the fleece he had laid on the
earth, reminds men that the Virgin Mother was this symbolic fleece
on whom fell the dew from on high.

A detail of apparent insignificance may hide symbolic meaning,
In a window at Bourges'the lion near to the tomb from which the
risen Christ comes forth is a type of the Resurrection. It was generally
believed in the Middle Ages that for three days after birth the cubs

. +of the lioness gave no sign of life, but that on the third day the

i

" lion came and with his breath restored them to life. And so the ap-
parent death of the lion represents the sojourn of Jesus in the tomb,
and its birth was an image of the Resurrection.

334

Medieval Iconography

In the art of the Middle Ages, as we see, everything depicted
is informed by a quickening spirit.

Such a conception of art implies a profoundly idealistic view of
the scheme of the universe, and the conviction that both history
and nature must be regarded as vast symbols. We shall see later
that this undoubtedly was the view of the medieval mind. Further,
it should be remembered that such ideas were not the property of
the great thirteenth century doctors alone, but were shared by the
mass of the people to whom they had permeated through the teaching
of the Church. The symbolism of the church services familiarized
the faithful with the symbolism of art. Christian liturgy like Chris-
tian art is endless symbolism, both are manifestations of the same

“genius. . . .

From what has been said it is evident that medieval art was before
all things a symbolic art, in which form is used merely as the vehicle J
of spiritual meaning.!*

Such are the general characteristics of the iconography of the
Middle Ages. Art was at once a script, a calculus and a symbolic
code. The result was a deep and perfect harmony. There is something
‘musical in the grouping of the statues in the cathedral porches, and
in truth all the elements of music are present. Are there not here
conventional signs grouped according to the law of numbers, and
is there not something of the indefinite quality of music in the infinite
symbolism dimly discerned behind the outward forms? The genius
of the Middle Ages, so long misunderstood, was a harmonious genius.
Dante’s Paradiso and the porches at Chartres are symphonies. To
thirteenith century art more truly perhaps than to any other might
be given the title of “frozen music.”

METHOD USED IN THE STUDY OF
MEDIEVAL ICONOGRAPHY

THE MIRRORS OF VINCENT OF BEAUVAIS

The thirteenth century was the century of encyclopedias. At no
other period have so many works appeared bearing the titles of
Summa, Speculum or Imago Mundi. It was in this century that
Thomas Aquinas coordinated the whole body of Christian doctrine,
Jacobus de Voragine collected the most famous legends of the saints,
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Gulielmus Durandus epitomized all previous writers on the liturgy,
and Vincent of Beauvais attempted to embrace universal knowledge.
Christianity came to full consciousness of its own genius, and the
conception of the universe which had been elaborated by previous
centuries received complete expression. It was believed tobe possible
to raise the final edifice of human knowledge, and in the universities
which had recently been founded throughout Europe—above all
the young university of Paris—the work was carried on with
enthusiasm. ~

While the doctors were constructing the intellectual edifice which
was to shelter the whole of Christendom, the cathedral of stone was
rising as its visible counterpart. It too in its fashion was a Speculum,
a Summa, an Imago Mundi into which the Middle Age put all its
most cherished convictions. These great churchesare the most perfect
known expression in art of the mind of an epoch. We shall attempt
to show that in them a whole dogmatic scheme found expression
in concrete form.

The difficulty lies in grouping in logical sequence the innumerable
works of art which the churches offer for our study. Surely we have
hardly the right to dispose of the matter according to some arbitrary
scheme which appears to us harmonious. It is necessary to discard
modern habits of mind. If we impose our categories on medieval
thought we run every risk of error, and for that reason we borrow
our method of exposition from the Middle Age itself. The four books

of Vincent _of Beauvais’s Mirjroﬂ furnish us with the framework
for the four divisions of our study of thirteenth century art.

If Aquinas was the most powerful thinker of the Middle Ages,
Vincent of Beauvais was certainly the most comprehensive. He might
well be called an epitome of the knowledge of his day. A prodigious
worker, he passed his life like the elder Pliny in reading and making
extracts. He was called “librorum helluo,” the devourer of books.
St. Louis threw open to him the fine library containing virtually
all the books procurable in the thirteenth century, and at times came
to visit him at the abbey of Royaumont, where he loved to hear
him talk of the wonders of the universe. '

It was probably toward the middle of the century that Vincent
of Beauvais published the great Mirror, the Speculum majus, which
to his contemporaries seemed the supreme effort of human learning.
Even today one cannot but admire so stupendous a work.*>
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His learning was immense, yet it did not overwhelm him. The
order which he adopted was the most imposing which the Middle
Age could conceive—the very plan of God as it appears in the
Scriptures. Vincent of Beauvais’s work is divided into four parts—the
Mirror of Nature, the Mirror of Instruction, the Mirror of Morals'®
and the Mirror of History.

In the Mirror of Naturé] are reflected all natural phenomena in
the order in which they were created by God. The Days of Creation
mark the different chapters of this great encyclopedia of nature.
The four elements, the minerals, vegetables and animals are suc-
cessively enumerated and described. All the truth and the errorwhich
had been transmitted by antiquity to the, Middle Ages are found
there. But it is naturally on the work of the sixth day—the creation
of man—that Vincent of Beauvais dwells at greatest length, for man
is the center of the universe and for him all things were made.

The Mirror of Instruction]opens with the story of the Fall, the
recital of the drama which explains the riddle of the universe. Man
has fallen, and only through a Redeemer can he hope for salvation.
Yet in his own strength he can begin to raise himself, and through
knowledge to prepare for grace. There is in knowledge a quickening

ower, and to each of the seven Arts corresponds one of the seven
Gifts of the Spirit. After expounding this large and humane doctrine
Vincent of Beauvais passes in review all the different branches of
knowledge; even the mechanical arts are included, for by the labor
of his hands man begins the work of his redemption.

The Mirror of Moralslis closely connected with the Mirror of
Instruction, for the end of life is not to know but to act, and
knowledge is but a means to virtue. Out of this springs a learned
c}assiﬂcaﬁon of the virtues and vices, in which the method, divisions
and often the very expressions of Aquinas are found—for the
Speculum morale is the Summa in abridged form.

The last division is thé Mirror of History} We have studied human
nature in the abstract, and we now turn to man himself, watching
his progress under the eye of God. He invents arts and sciences,
he struggles and suffers, choosing sometimes vice, sometimes virtue
in the great battle of the soul which is the sum of the world’s history.
It is hardly necessary to observe that for Vincent of Beauvais, as
for Augustine, Orosius, Gregory of Tours and all the historians of
the Middle Ages, true history is the history of the Church, the City
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of God, which begins with Abel the first just man. There is a chosen
people and their history is the pillar of fire which lightens the
darkness. The history of the pagan world is deserving of study only
with reference to the other; it has merely value as a synchronism.
It is true that Vincent of Beauvais did not scorn to tell of the
revolution of empires, and even delighted in speaking of pagan
philosophers, scholars and poets, but such subjects are really inci-
dental. The dominant thought of his book—the idea which gives
it unity—is the unbroken line of saints of the Old and New Testa-
ments.. Through them and them alone the history of the world
becomes coherent.

Thus was conceived this Encyclopedia of the thirteenth century.
In it the riddle of the universe finds solution. The plan is so compre-
hensive that the Middle Ages could conceive of nothing which it
did not include, and until the Renaissance the following centuries
found nothing to add to it.

Such a book is the surest guide that we can choose for our study
of the great leading ideas which lay behind the art of the thirteenth
century. Striking analogies are noticeable, for example, between the
general economy of the Speculum Majus and the plan followed in
the porches of the cathedral of Chartres. As was first pointed out
by Didron in the authoritative introduction to his Histoire de Dieu,
the innumerable figures which decorate the porches may well be
grouped under the four heads of nature, instruction, morals, and
history. We do not know whether that great decorative scheme was
directly inspired by Vincent of Beauvais’s book with which it was
almost contemporaneous, but it is obvious that the arrangement of
the Speculum Majus belonged not to him but to the Middle Ages
as a whole. It was the form which the thirteenth century imposed
on all ordered thought. The same genius disposed the chapters of
the Mirror and the sculpture of the cathedral. It is then legitimate
“to seek in the one the meaning of the other.

We shall therefore adopt the four great divisions of Vincent of
Beauvais’s work, and shall try to read the four books of the Mirror
in the facades of the cathedrals. We shall find them all four
represented, and shall decipher them in the order in which the
encyclopedist presents them. Each detail will in this way find its
place, and the harmony of the whole will appear.
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THE MIRROR OF NATURE

... The Mirror of Nature is carved in brief on the facades of
most of the French cathedrals. We find it at Chartres, at Laon, at
Auxerre, Bourges and Lyons, treated in a restrained and conven-
tional way. At Chartres a lion, a sheep, a goat and a heifer stand
for the animal world, a fig tree and three plants of indeterminate
character represent the vegetable kingdom; there is an element of
greatness in this summing up of the universe in some five or six
bas-reliefs. Some naive details are full of charm. In the representa-
tion at Laon the Creator sits in deep reflection before dividing the
darkness from the light, and counts on His fingers the number of
days needed to finish His work. Later in the series, when His task
is accomplished, He sits down to rest like a good workman at the
end of a well-spent day, and leaning on His staff He falls asleep.

One might well feel that these few typical forms were inadequate
representations of the wealth of the universe, and might accuse the
thirteenth-century craftsmen of timidity and want of power, did the
animal and vegetable worlds really occupy no further place in the
cathedral scheme. But a glance upward shows us vines, raspberries
heavy with fruit and long trails of the wild rose clinging to the
archivolts, birds singing among the oak leaves or perching on the
pillars. Beasts from far-off lands side by side with homely creatures
of the countryside—lions, elephants and camels, squirrels, hens and
rabbits—enliven the basement of the porch, while monsters securely
fastened by their heavy stone wings bark fiercely at us from above.
How little do these old masters with their unequalled, if naive love
of nature deserve the reproach of lack of power or invention. Their
cathedrals are all life and movement. The Church to them was the
ark to which every creature was made welcome, and then—as if
the works of God were not sufficient for them—they invented a
whole world more of terrible beings, creatures so real that they
surely must have lived in the childhood of the world. . . .

There are few cases in which it is permissible to assign symbolic
meaning to animal forms, but they are of such a kind that through
literary references one may reach sure conclusions.

The four beasts surrounding the figure of Christ in Glory, found
in the porch of so many churches, form the first class of representa-
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tions in which the symbolic meaning cannot be mistaken. The motif
of the four ggg_h;_rgs—the man,!” the eagle, the lion and the ox—so
frequent in the Romanesque period, became more rare in the
thirteenth century though not entirely discarded. The four creatures
are seen, for example, on the Porte du Jugement of Notre Dame
at Paris. It is true they no longer have the breadth, the heraldic
boldness which is so striking at Moissac, and they no longer fill the
tympanum but hide humbly in the lower portion of the doorway.

From earliest Christian times the man, the eagle, the lion and
the ox, first seen in Ezekiel’s vision by the river Chebar and later
by St. John round the throne of God, were accepted symbols of the
four evangelists.

.. The emblem of St. Matthew is the man, because his gospel
begins with the genealogical table of the ancestors of Jesus according
to the flesh. The lion designates St. Mark, for in the opening verses
of his gospel he speaks of the voice crying in the wilderness. The
ox—the sacrificial animal—symbolizes St. Luke, whose gospel opens
with the sacrifice offered by Zacharias. The eagle-—an echo of the
natural history of the Bestiaries—who alone of created things was
reputed to gaze straight into the light of the sun, is the emblem
of St. John, who from the first transports men to the very heart of

divinity. Again, these same creatures are symbols of Christ, for in -

them may be seen four great mysteries in the life of the Savior.
The man recalls the Incarnation, and reminds men that the Son
of God became man. The ox, victim of the Old Law, calls to
remembrance the Passion—the Redeemer’s sacrifice of His life for
mankind. The lion, which in the fabled science of the Bestiaries
sleeps with open eyes, is the symbol of the Resurrection, for therein,
says the lectionary, is a figure of Jesus in the tomb. “For the Re-
deemer in virtue of His humanity appeared to sink into the sleep
of death, but in virtue of His divinity He was living and watching.”
Lastly, the eagle is a figure of the Ascension. Christ rose to Heaven
as the eagle rises to the clouds. Summing up its teaching in a precise
formula, the lectionary lays it down that Christ was man in His
birth, ox in His death, lion in His Resurrection, eagle in His Ascen-
sion.!®

But the four creatures have yet a third meaning, and express the
virtues necessary for salvation. Each Christian on his way to divine
perfection must be at once man, 0x, lion and eagle. He must be
man because man is a reasonable animal, and he who treads the
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path of reason alone deserves that name. He must be ox because
the ox is the sacrificial victim, and the true Christian by renouncing
worldly pleasures sacrifices himself. He must be_lion because the
113{1715 Ee most_courageous of beasts, and the'good man héving
renounced all worldly things fears nothing, for of him it is written

The righteous are bold as a lion.” And he must be eagle because
the eaglt_e flies in the heights looking straight into the sun, type of
the Christian who with direct gaze contemplates the things of
eternity.

This is the Church’s teaching on the four creatures, but only one
of these interpretations, that likening the apocalyptic beasts to the
evangelists, survived medieval times. The others shared the fate of
all _tl?e old mystical theology, and at the Reformation fell into
oblivion. But Protestants themselves remained faithful to tradition
on the ﬁ%-st point, and in the seventeenth century Rembrandt painted
ins t;lubhme dsSt. Matthew of the Louvre listening with all his soul
o(; et:m“anl)rth inogfs.a.n‘a.ngel who, deep in shadow, whispers to him

THE MIRROR OF INSTRUCTION

The world has come into being. The work of God is finished and
Perfect, but the harmony is destroyed for man has misused his
h@_r_ty Sin_has brought misery into the world, and henceforth
mankind is like the wretched Adam and Eve who at the top of Notre
Dame at Paris seem to shiver in the mist and the rain.®

The Church proclaims through her art that fallen humanity can
only be restored through the grace of God and the sacrifice of Christ
but that man must merit grace and must take his part in the work
of redemp.tion. In the preface to his Speculum doctrinale Vincent
of .Beauvals expresses the conviction—“Ipsa restitutio sive restau-
ratio per doctrinam efficitur” and, as the sequel shows, by “doctrina,”
he understands work of every kind, even the humblest. The Middie
Agggai not only the age of contemplation, it was also the age of
work accepted and conceived not as servitude but as enfranchise-
ment. Manual labor—in substance we quote Vincent of Beau-
vals—‘delinggx_glgn_f;_ m the necessities to which since the Fall his
body is subject, while instruction delivers him from the ignorance
which has weighed down his soul.2’ And so in the cathedrals, where
all medieval thought took visible shape, knowledge and manual
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labor are given a place of equal honor. In the church where kings,
barons and bishops fill so modest a place we find representations
of almost every craft. At Chartres and Bourges, for example, in the
windows given by the guilds, the lower part shows the donors with
the badges of their trade—trowel, hammer, wool-carding comb,
baker’s shovel and butcher’s knife.?! In those days no incongruity
was felt in placing these pictures of daily life side by side with scenes
from the legends of the saints. The dignity and sanctity of labor were
expressed in this way. . . . ) )

But it was to the primeval work of tilling the soil, the task which
God Himself imposed on Adam, that the Church seems to have
given the foremost place. In several French cathedrals the cycle
of the year's work is carved round the orders of the arch or on the
basement of the porch.22 A sign of the zodiac accompanies each
scene of harvest, tillage or vintage. Here are really “The Works
and Days.”

The custom of decorating the churches with calendars in stone
was well-established in prirhitive Christian times, for we know that
the pavements of early basilicas were sometimes engraved with
symbolic figures of the seasons. The mosaic from a church at Tyre
given to the Louvre by the Renan mission represents scenes of the
hunt and vintage accompanied by figures of the months.?3 This work
is classical in character, and probably came from some therm or
villa. The Church did not scruple to borrow pagan forms, and to
hallow them by reading into them a Christian meaning. The se-
quence of the months became a reminder not only of the cycle of
labor, but also of the cycle of the Christian year—the round of
prayers and festivals.

The Romanesque churches, whose pavements were so often
decorated with the signs of the zodiac, show how faithfully the
traditions of earlier centuries were preserved. . . .

At Chartres? and Paris?® the signs of the zodiac and the rural
scenes which accompany them were disposed so as to follow the
course of the sun. The signs of the months mount like the sun from
January to June and descend from June to December. . . .

From manual labor man rises to instruction which by dissipating
error enables him in some measure to raise himself after the Fall.
The Seven Arts (the Trivium and the Quadrivium) open out seven
paths of human activity. On the one side are grammar, rhetoric,
dialectic, on the other arithmetic, geometry, astronomy and music.
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Above the Liberal Arts stands Philosophy, the mother of them all.
Philosophy and the Arts contain all the knowledge possible for man
to acquire apart from revelation.??

The artists of the thirteenth century, intent upon embracing the
whole domain of human activity, did not fail to include on the
fagades of their cathedrals the eight Muses of the Middle Ages.
These queenly figures—youthful and serious—were never denizens
of this world; they live enthroned above it like the Ideas of which
Goethe speaks. . . .

The cathedral teaches that work of any kind demands respect.
Another lesson she would teach men is to expect neither riches from
manual labor nor fame from learning. Work and knowledge are the
instruments of man’s inner perfection, and the things which his
activities gain for him are of a material and fleeting nature.

In the cathedral at Amiens a curious figure embodies this moral
truth. There is in the upper part of the south porch a kind of
half-wheel round which seventeen small figures are arranged. Eight
of them seem to be carried up with the wheel, and eight others
descend with it. At the top a man is seated, his head crowned and
a scepter in his hand, motionless while all around him moves. Is
this, as Didron tried to prove, an allegory of the different ages of
man? 28 We do not think so. The figures descending so abruptly with
the wheel are dressed in rags, and have bare feet or shoes through
which their toes appear. This surely must convince one with Jourdain
and Duval that this symbolic half-circle is not the wheel of Life, but
the wheel of Fortune.?® A miniature in an Italian manuscript of the
fourteenth century supports this interpretation.3® Near to the figure
which seems to mount the wheel is written “regnabo,” near to that
enthroned at the summit “regno,” near to those descending on the
other side “regnavi” and “‘sum sine regno.” The subject is certainly
power, riches, glory, pomps and vanities of the world, and the wheel
expresses the instability of these things. . . .

THE MIRROR OF MORALS

Nature, knowledge, virtue—that is the order in the Speculum
majus. It will be remembered that these are the three worlds of
Pascal, the world of material things, the world of mind and the
world of love. The unity of Christian thought is so marked that
one finds it unchanged through the centuries. Virtue is higher than
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knowledge or art, said the Middle Ages, it is man’s goal. But
curiously enough the artists have sometimes placed the highest in
the lowliest position. At Paris and Amiens the twelve pensive
maidens who symbolize the virtues are not enthroned above the
doorway with the angels and the blessed, but are placed at the level
of men’s eyes so that in passing to and fro they may learn to know
them well. Age after age, worn by the rubbing of countless hands,
covered with the dust from countless feet, they stand indeed one
with the life around them. . . .

Apparently it was Tertullian who first represented the Virtues
as warrior-maidens struggling with the Vices in the arena. “See,”
says he, “wantonness overthrown by chastity, perfidy killed by
honesty, cruelty thrown down by pity, pride conquered by humility;
these are the games in which we Christians receive our crowns.” 3!
... He was the first to give naive expression to the profound teaching
that Christianity had not brought peace to the world but a sword,
and that the soul had become a battlefield. In its ignorance of the
true nature of man the ancient world tried to establish a harmony
which is not of this world, for so long as man lives will the conflict
between his two natures exist. The drama which to the ancients
was the struggle of man with Fate is in reality a conflict raging
within the soul.

The idea of an inner battle, or Psychomachia, does not indeed
belong to Tertullian since it is one of the fundamental ideas of
Christianity, but to his imagination is due its concrete embodi-
ment. . . . .

From the twelfth century onward the theologians, and after them
the artists, began to see the opposition of the virtues and the vices
under new aspects. Honorius of Autun, one of the perennial sources
of inspiration for medieval art, conceives virtue as a ladder which
links earth to heaven.3? He interprets the vision of Jacob in a moral
sense. Each of the fifteen rungs of the ladder is a virtue, and he
gives their names—patientia, benignitas, pietas, simplicitas, humi-
litas, contemptus mundi, paupertas voluntaria, pax, bonitas, spirit-
uale gaudium, sufferentia, fides, spes, longanimitas and per-
severantia. . . .

About the same time another metaphor appeared. The theo-
logians of the twelfth and thirteenth centuries who studied the
connection between virtues and vices with such diligence, fre-
quently compared them to two vigorous trees. Hugh of St. Victor,
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one of the first to present this new idea in fully developed form,
gives a name to each branch of the two trees.?3 One is the tree
of the old Adam and has pride as its root and main stem. From
the trunk spring seven great boughs, envy, vainglory, anger, sadness,
avarice, intemperance, luxury. In its turn each bough divides into
secondary branches. For example, from sadness grow fear and
despair. The second tree is the tree of the new Adam with humility
for its trunk, and the three theological and the four cardinal virtues
as its seven main branches. Each virtue is subdivided in its turn.
From faith grow the shoots of chastity and obedience, from hope
come patience and joy, from charity concord, liberality, peace and
mercy. The first of these trees was planted by Adam and the second
by Christ, it is for man to choose between them. One of the most
famous of thirteenth-century books, the Somme le Roi written in
French for Philip the Bold by Brother Laurent, his Dominican
confessor, presents Hugh of St. Victor’s idea under new forms. The
author begins by showing the two trees of good and of evil, but
with a deeper knowledge of human nature he gives love, that is
charity, as the root of the first tree, and desire, that is egoism, as
the root of the second. Thus all the vices spring from love of self,
as all the virtues from forgetfulness of self.

THE MIRROR OF HISTORY

So far the subject of our study has been man in the abstract—man
with his virtues and his vices, with the arts and sciences invented
by his genius. We now turn to the study of humanity living and
acting. We have reached history. ~~ S

The cathedral recounts the history of the world after a plan which
is in entire agreement with the scheme developed by Vincent of
Beauvais. At Chartres, as in the Speculum historiale, the_story of
humanity is. virtually reduced to the history of the elect people
of God. The Old and the New Testament and the Acts of the Saints
furnish the subject matter, for they contain all that it is necessary
for man to know of those who lived before him. They are the three
acts in the story of the world, and there can be but three. The
course of the drama was ordained by God Himself. The Old
Testament shows humanity awaiting the Law, the New Testament
shows the Law incarnate, and the Acts of the Saints shows man’s
endeavor to conform to the Law. . . .
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But since the Council of Trent the Church has chosen to attach
herself to the literal meaning of the Old Testament, leaving the
symbolic method in the background. And so it has come about that
the exegesis based on symbolism of which the Fathers made constant
if not exclusive use, is today generally ignored. For this reason it
seems useful briefly to set forth a body of doctrine which so often
found expression in art.

God who sees all things under the aspect of eternity willed that
the Old and New Testaments should form a complete and har-
monious whole; the Old is but an adumbration of the New. To
use medieval language, that which the Gospel shows men in the
light of the sun, the Old Testament showed them in the uncertain
light of the moon and stars, In the Old Testament truth is veiled,
but the death of Christ rent that mystic veil and that is why we
are told in the Gospel that the veil of the Temple was rent in twain
at the time of the Crucifixion. Thus it is only in relation to the

" New Testament that the Old Testament has significance, and the

Synagogue who persists in expounding it for its own merits is

blindfold.

This doctrine, always held by the Church, is taught in the Gospels

by the Savior Himself, “As Moses lifted up the serpent in the
wilderness, even so must the son of man be lifted up,” 3* and again,
~“Even as Jonah was three days and three nights in the belly of
g the whale, so shall the Son of man be three days and three nights
in the depths of the earth.”% . .. )

An immense popular literature relating to the Bible arose in the
East. These legends have a very different character according as
they refer to the Old or the New Testament. The traditions relating
to the Old Testament, which first claim our attention, are full of
marvels, and introduce us to a fairy world as strange as that of
the Thousand and one Nights. The rabbis with their commentaries
and the Arabs with their stories created a new Bible, all dream
and phantasy;36 amendment and expansion of the sacred text occur
in every line. . . .

Such stories bear the mark of their origin. In the burning deserts
of the East the imagination seems to have something of the nature
of that light which creates the unreal world of mirage.

All of these marvellous stories were not known to the Middle
Ages, though some travelled as far as the West and were accepted
by the commentators. Some of them were inserted by Peter
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Comestor in the Historia Scolastica and by Vincent of Beauvais in
the Speculum historiale.

At times the artists drew inspiration from them. . . .

No figure in the New Testament owes more to legend than that
of the Virgin. The Gospel account in which she rarely appears,
and still more rarely speaks, soon seemed inadequate to men who
would know of her family, her childhood, the circumstances of her
marriage, her latter years and her death. And so there arose in
primitive times the apocryphal stories which charmed the Middle
Ages. The figure of the Virgin is seen against a background of legend,
as in the pictures of the old German masters she is seen against
a hedge of roses. . . .

The cult of the Virgin which grew up in the twelfth century
developed in the thirteenth. The bells of Christendom began to
ring the Angelus, the Office of the Virgin was recited daily, and
the finest cathedrals arose under her patronage. Christian thought,
meditating through the centuries on the mystery of a virgin chosen
of God, anticipated the dogma of the Immaculate Conception, and
as early as the twelfth century the mystical church of Lyons cele-
brated that festival. The monks ever thinking of the Virgin in their
solitude extolled her perfections, and more than one of them de-
served the title of Doctor Marianus, which was given to Duns Scotus.
T}ie_ new orders, Franciscans and Dominicans, true knights of the
Virgin, spread her cult among the people. . . .

The history of the Christian world is presented in the cathedrals
as it is in Vincent of Beauvais's Speculum historiale, where periods
are reckoned not by the deeds of emperors and kings but by the
lives of saints. The windows and statuary of the churches proclaim

“that since the coming of Christ the really great men are the doctors,

confessors and martyrs. Conquerors who filled the world with their
fame appear in the humblest of attitudes; tiny figures smaller than
children, they kneel at the feet of the saints.

We know from the Speculum historiale that such was the medieval
conception of history. Nothing could be more surprising than the
scheme of the great work from which so many generations of
men—and the kings themselves—learned history. At the beginning
of each chapter Vincent of Beauvais mentions the emperors of the
East and of Germany and the kings of France, and devotes a few
lines to their battles and their treaties. He then reaches his subject,
the story of the saints who were contemporaries of these kings and
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emperors. His heroes are abbots, anchorites, young shepherdesses,
beggars. The translation of relics, the founding of some monas-
tery, the healing of a demoniac, the retreat of a hermit to the
desert, are to him the most important facts in the history of the
i 5 s
onrr{ the eyes of the thirteenth century the real history of thp wolrld
was the story of the city of God. It is necessary to bear in mind
such a conception of history in order to understand the innumerable
legends of saints which are painted or carved in the cathedral of
Chartres, where each window or bas-relief is like a chapter from
the Speculum majus. In this reading of history the enormous number
of images of saints which decorate the churches find at least partial
xplanation. . . . )

‘ pThe cathedral is as we have seen the city of God. In it the
righteous, and all who from the beginning of the world have worked
at the building of the holy city have their place. But those wbo
are descended, as St. Augustine has it, not from Abel but from Cmfl,
are not found there whatever the part they may have played in
Jife. There is no place for Alexander or for Caesar.

The Christian kings themselves are rarely seen there. The honor
was not given to all, but was reserved for those who were pre-
eminent as workers for the kingdom  of God—for F)lovns,
Charlemagne and St. Louis. And so profane history when it does
appear in thirteenth-century glass may in a sense also bear the name

of sacred history. . . .

CONCLUSION

In one of the chapters of Notre Dame de Paris, that book in which
rare rays of light break through the darkness, Victor Hugo says:
“In the Middle Ages men had no great thought that they did not
write down in stone.” What the poet grasped with the intuition
of genius we have labored to demonstrate. -

Victor Hugo was right. The cathedral is a book, It is at Chartres,
where each Mirror finds its place, that this encyclopedic cl}aracte.r
of medieval art is most evident. The cathedral of Chartres is medi-
eval thought in visible form, with no essential element lacking. Its
ten thousand figures in glass or in stonework form a whole un-
“equalled in Europe.
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It may be that other great French cathedrals were originally as
complete as Chartres still is, but time has dealt more harshly with
them. Yet nowhere else appears so coherent an effort to embrace
the whole of the universe. Either intentionally or because the loss
of neighboring work has destroyed the balance, each of the other
great cathedrals seems designed to place in relief some one truth
or doctrine; a diversity which is not without its charm. One chapter
for instance is developed at Amiens, another at Bourges.

Amiens is the messianic, prophetic cathedral. The prophets of
the facade stand like sentinels before the buttresses and brood over
the future. All in this solemn work speaks of the near advent of
a savior,

Notre Dame at Paris is the church of the Virgin, and four out
of six portals are dedicated to her. She occupies the center of two
of the great rose-windows, and round her are grouped the saints
of the Old Testament or the rhythmical sequence of the works of
the months and the figures of the virtues. She is the center of all
things. Never weary, the centuries sang her praises turn by turn,
the twelfth century in the Porte Sainte-Anne, the thirteenth in the
Porte de la Vierge, and the fourteenth in the bas-reliefs on the
north side. Nowhere was she more beloved.

Laon is the cathedral of learning. Knowledge is there placed in
the forefront, and the Liberal Arts accompanied by Philosophy are
sculptured on the fagade and painted in one of the rose-windows.
The Scriptures are presented in their most mystical form, and the
truths of the New Testament are veiled under the symbolism of
the Old. Famous doctors, one feels, must have lived beneath her
shadow. She has indeed something of their austerity of aspect.

Reims is the national cathedral. Others are catholic, she alone
is French. The baptism of Clovis fills the angle of the gable, and
the kings of France occupy the windows of the nave. The fagade
is'so rich that on a coronation day it needs no further decoration,
for tapestries of stone hang in the porches. She is ever ready to
receive kings.

Bourges|celebrates the virtues of the saints. The windows illus-
trate the Golden Legend. Round the altar the life and death of
apostles, confessors and martyrs form a radiant crown.

The doorway at!Lyons| recounts the wonders of creation. Sens
unfolds the immensity of the world and the diversity of the works
of God. Rouen is like a rich book of Hours in which the center
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of the page is filled with figures of God, the Virgin and the saints,
while fancy runs riot in the margin. ) .

Though in each cathedral one chapter of the Mirror is, as we
see, developed by preference, it is seldom that the others are not
at least indicated, thus suggesting the desire to give encyclopedic
teaching. Aware of the power of art over childlike and humble
souls, the medieval Church tried through sculpture and stained glass
to instill into the faithful the full range of her teaching. For the
immense crowd of the unlettered, the multitude which had x{elther
psalter nor missal and whose only book was the church, it was
necessary to give concrete form to abstract thought. In the tyvelfth
and thirteenth centuries, doctrine was embodied both in thﬁ drama
of the liturgy and in the statues in the porch. By its marvelous
inner force Christian thought created its own medium. Here again
Victor Hugo saw clearly. The cathedral was the people’s book of
stone rendered gradually valueless by the coming of the printed
book. “The Gothic sun,” he says, “set behind the colossal press

aintz.” )
. 11\\': the end of the sixteenth century Christianity had lost its plastic
power, and had become solely an inward force.

NOTES

11t is not our object, as we have said, to write the history of the nimbus nor of
the other attributes passed in review in this chapter. The greater number date
back to remote antiquity, and some (like the nimbus) to pagan times. The ques-
tion has been fully treated by Didron, Hist. de Dteu, pp- 25-170.

2 All these symbols are constantly used in glasspainting.

3The word hieroglyphic does not seem too strong if one r(?members that the
evangelists were sometimes represented in the form of men with the head of thel
ox, the eagle and the lion (see capital in the cloister at Monssac)A Here medle\t/;
art joins that of ancient Egypt, and is perhaps even derived from it through the

istian art of Alexandria.

Ch‘rll:t:::s scrupulously observed at Chartres. The heroes of the Old Covenant are
sculptured in the north porch, those of the New in the south porch. In Notre Dame
at Paris the great rose-window to the north is devoted to the old T&c?ament, thlat
to the south to the New. At Reims the rose-window to the nortlll (mutilated) again
shows scenes from the Old Testament (the Creation, Adam, Cain, Abel, &c.), th:fl:
to the south (restored in the sixteenth century, but doubtless on the old mo'del) is
filled with figures of Christ and the apostles. It is curious that the rule is still
observed in the fifteenth century. At St. Ouen at Rouen and at St. Serge at Angers
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the windows to the north portray the prophets, those to the south the apostles.
The practice was also known to the East. In the monastery of Salamis the Old
Testament is to the left, that is to the north, and the New to the right, the south.
See Didron and Durand, Iconographie chrétienne. Traduction dumanuscrit byzantin
du Mont Athos (Paris, 1845), 8vo, p. xi. On the symbolism of the north and south
see especially G. Durand, Ration., lib. IV., cap. xxiii., xxiv.; and Rabanus Maurus,
De Universo, ix., Prol. “auster sancta Ecclesia est fidei calore accensa.”

®There are a few exceptions to prove the rule. In the great porch at Amiens,
for example, St. Paul is to the right of Christ and St. Peter to the left. This
arrangement takes us back to primitive Christian art. In early times St. Paul was
placed to the right and St. Peter to the left of Christ to mark the substitution of
the Gentile for the Jew. This is the reason given even in the twelfth century by
Peter Damian in a treatise he wrote on representations of the two chief apostles
(Patrol., cxlv.). St. Paul, he said, placed the hosts of the Gentiles on the right
hand of God. And he adds, St. Paul was of the tribe of Benjamin, and Benjamin
means “son of the right hand.” The old doctrine is perpetuated in the papal bull,
where St. Paul is seen to the right and St. Peter to the left of the Cross.

50ld porch at Chartres.

7St. Augustine, De libero arbitrio, lib. IL., cap. xvi. Patrol., Vol. xxxii, col. 1263.

81d., ibid.

9St. Augustine, Quaest. in Heptateuch.; Patrol., Vol. xxxvi.—xxxvii., col. 589; see
also St. Augustine’s treatise De Musica, chapter “De numeris spiritualibus et
@ternis,” vi. xii., Patrol., Vol. xxxii., col. 1181.

10St. Augustine, In Psalm., vi.; Patrol., Vol. xxvi.—xxxvii., col. 91. “Numerus
ternarius ad animum pertinent, quaternarius ad corpus,” and Hugh of St. Victor,
Patrol., Vol. clxxv., col. 22.

10On the number twelve see Rabanus Maurus, De Universo, xviii. 3; Patrol.,
Vol. cxi., “Item duodecim ad omnium sanctorum pertinent sacramentum, qui, ex
quatuor mundi partibus per fidem Trinitatis electi, unam ex se faciunt ecclesiam”;
and Hugh of St. Victor, De scripturis et script. sacris, Patrol., Vol. clxxv., col. 22.

120n the number seven see Hugh of St. Victor, Exposit. in Abdiam, Patrol.,
Vol. clxxv., col. 400 sq.

3Subtle and learned Italy connected the planets with the seven ages of man
on the capitals of the Ducal Palace at Venice, and in the frescoes in the Eremitani
at Padua. Annales archéol., t. xvi. pp. 66, 197, 297.

1A question which has given rise to lengthy controversy in medieval archae-
ology is that of the deviation of the axis of churches, so frequently noticed in the
choir. Is such an irregularity due to chance, to necessities of a material order, or
has it a symbolic intention? Was it not done in remembrance that Christ, of
whom the church is an image, inclined His head when He died on the Cross?
Viollet-le-Duc does not commit himself, though recognizing that such an idea
would be in harmony with all that we know of the genius of the Middle Ages
(Dictionn. raisonné de l'architect., article Axe). For my part I was long disposed to
interpret the deviation of the axis in a mystical sense. The notable memoir that
M. de Lasteyrie devoted to this question, (Mém. de ’Acad. des Inscript. et Belles-
Lettres, Vol. xxxvii. (1905), has convinced me that this deviation could have no
symbolic meaning. When not due to the necessities of the site, it resulted from
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