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PREFACE

Medieval Spain was extremely fertile ground for cultural exchange
between ethnic groups, religions, and countries. Each of the king-
doms of the Iberian Peninsula—Al-Andalus, the Crown of Aragon,
Navarre, Castile, and Portugal-——had Muslim, Christian, and Jewish
inhabitants. The peninsula’s unique political situation engendered
encounters between these different cultures, and the results can be
found in abundance in literature, philosophy, and science. In this
setting, Jewish art, which by nature is eclectic and yet has its own
forms and messages, developed a unique character. It absorbed attrib-
utes of Islamic and Christian art, which fused with Jewish artistic
tradition and Jewish written tradition translated into visual messages.
This variegated culture was further enriched by influences from
France, with which the countries had political relations. Its horizons
were also widened by international trade, as can be seen, for exam-
ple, in its echoes of Italian style.

All of these aspects—Islamic and Christian art, Jewish tradition,
and external influences—come to the fore in the decoration of Hebrew
Bibles produced in Spain in the Middle Ages. This book, first pub-
lished in Hebrew in 2001, is an attempt to compile the history of
the illuminated Bibles of Spain and define the characteristics of the
various schools of the thirteenth, fourteenth, and fifteenth centuries
in different parts of the Iberian Peninsula. Still, it should not be
viewed as a comprehensive survey or a complete catalogue of the
illuminated Bibles of Spain. Rather than striving to review or cata-
logue a maximal number of books, the discussion centers on the
manner in which the encounter between the cultures contributed to
the development of the art of the Hebrew book.

A note should be added regarding the transliteration of Hebrew
names and terms. Where English versions of Hebrew names exist,
they are used throughout the text. Where transliteration was neces-
sary, I used a system that is easily readable, on the one hand, but
makes clear distinctions between similar sounds, on the other. The
letter chet is therefore transliterated as ¢k, instead of 4, to distinguish
it from he; khaf is transliterated as k% to distinguish it from chet; kuf
is transliterated as ¢ to distinguish it from £, which stands for £af;
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the letter #sade is transliterated as 5, since this is phonetically the
closest sound.

For the translation of primary sources, I relied on academic trans-
lations whenever available. References to the latter are given in the
footnotes. In cases where the translations diverge from the Hebrew
original, they have been modified. In some cases, translations have
been altered also for the sake of consistent terminology, especially
in texts that discuss the Temple implements.

The following chapters spring from a lecture delivered in February
1997 at the annual conference of the College Art Association in New
York, in a session devoted to the subject “Spain before Spain”—
that is, before the merger of the Crown of Aragon and Castile at
the end of the fifteenth century. I would like to thank Pamela Patton,
who organized the session, and Elizabeth Valdez del Alamo, who
moderated the discussion, for their comments and ideas. I am also
indebted to John Williams, whose extensive knowledge of the arts
in Spain served as a constant source of inspiration, especially in the
two years that I spent as a research associate at the University of
Pittsburgh.

I was greatly assisted by the Institute of Microfilmed Hebrew
Manuscripts and the Codicological Data-Base of the Hebrew
Paleography Project of the Jewish National and University Library
in Jerusalem. The acquisition of the pictorial material was funded
with the aid of research grants put at my disposal by the Faculty of
Humanities and Social Sciences of Ben-Gurion University of the
Negev. The translation of the book into English was made possible
by a grant from the Memorial Foundation of Jewish Culture.

Many people contributed directly or indirectly to the discussion
that appears in this book, among them Malachi Beit-Arié¢, Michel
Garel, Dalia-Ruth Halperin, Harvey Hames, Boaz Huss, Bianca
Kihnel, Sara Lipton, Rachel Milstein, Yael Okun, David Raizman,
Elisabeth Revel-Neher, Kurt Schubert, and Shalom Tsabar. Haim
Finkelstein has to be thanked for his help in designing the maps,
and Yuval Kogman for the English version of the maps and diagrams.

Thanks are also due to the librarians who helped me with my
research and provided the pictures: Michel Garel and Frangois Avril,
Bibliotheque Nationale de France, Paris; Doris Nicholson, Bodleian
Library, Oxford; Stephen Reif, Cambridge University Library; Stuart
O’Seanoir, Trinity College Library, Dublin; Ilana Tahan, British
Library, London; Nice Ugelotti, Biblioteca Palatina, Parma; Maria
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Luisa Cabral, Biblioteca Nacional, Lisbon; Mayer Rabinowitz and
Sharon Liberman Mintz, Library of the Jewish Theological Seminary
of America, New York; the staff’ of librarians in the John Rylands
University Library, Manchester; Raphael Weiser, Silke Schifer, and
Rivka Plesser, Jewish National and University Library, Jerusalem;
Ulf Haxen and Eva-Maria Jansson, Kongelige Bibliotek, Copenhagen;
Ernesto Milano, Biblioteca Estense, Modena; R. David Sassoon,
Jerusalem; Pilar Moreno Garcia, University Library, Madrid; Laurel
Wolfson, Hebrew Union College, Cincinnati.

The Hebrew text was translated by Judith Davidson, Jerusalem,
to whom I am grateful, especially for her patience with repeated
revisions. The English version contains numerous updates, mostly of
bibliographic nature, and others resulting from further insights. Chapter
Six is the result of more substantial changes and includes material
that appeared in a paper published in 2002 in the Art Bulletin, about
a year after the Hebrew version. Many thanks go to the staff of Brill
Academic Publishers in Leiden, Julian Deahl, Marcella Mulder, and
Ingrid Heijckers.

A warm place in my heart is reserved for two dear friends who
made a special contribution to this work. Ursula Schubert first intro-
duced me to the world of illuminated Hebrew manuscripts many
years ago. Meir Ayali, to whose memory the book is dedicated, was
the founder and editor of the Heillal Ben-Hayyim Library at Hakibbutz
Hame’uchad Publishing House, which produced the Hebrew version
of this book; he gave me unceasing encouragement and support
throughout the many years of our friendship. Both are no longer
with us, and I deeply regret that they did not live to see the pub-
lication of this book.

Beer-Sheva, September 2003
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INTRODUCTION

IMluminated Bibles are among the most fascinating manifestations of
Jewish culture in medieval Spain. Their profuse decorative patterns
were usually borrowed from an Islamic repertoire; only gradually
did they absorb the motifs common in Gothic art, which was dom-
inant when the art of Spanish Jewry developed in the thirteenth,
fourteenth, and fifteenth centuries. Particularly striking in these books
is the nearly total absence of narrative and figurative images. Repre-
sentational art can be observed only as images of the Temple in a
rather abstract, symbolic form. Narrative images amount to only a
few hints lurking in the margins. Figurative images are not seen at
all, except in a few unusual books. The following pages concentrate
therefore often on the meaning of ornament, or, rather, on the mean-
ing of particular choices of forms in ornamental decoration in the
cultural-historical context of medieval Sephardic Jewry.

Surprisingly little attention has been paid to Sephardic illuminated
Bibles until now. No book has been devoted exclusively to this topic;
it is discussed only in general works on Jewish art or Hebrew man-
uscripts, and in a few articles. Among the first scholars dealing with
Sephardic Bibles in the early 1920s was Rachel Wischnitzer, who
wrote an article on the First Kennicott Bible in Oxford." Jacob
Leveen’s 1944 book on the Hebrew Bible in art* devoted a chapter
to the decoration of Bibles in the Middle East and Spain, and dis-
cussed the influence of ornamental patterns from the Middle East
on Sephardic Bibles, describing the Farhi, Lisbon, and First Kennicott
Bibles in some detail.

The First Kennicott Bible, one of the most sumptuously decorated
manuscripts of medieval Spain, was discussed again a short time later
by Bezalel Cecil Roth.? In an appendix to his article, he also described
the Second Kennicott Bible, attributed to Joshua ben Abraham ibn
Gaon, a native of Soria, in Old Castile, whose work will be dis-
cussed in Chapter Four. In another article, Roth explored the mutual

! Wischnitzer (1921).
2 Leveen (1944).
> Roth (1952); see also Roth (1957); Roth (1961).
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influences between Jewish and Christian art, and continuity in Jewish
art from late antiquity to the Middle Ages. Sephardic Bibles* were
also discussed in this article.

Most of the early research focused on depictions of the Temple,
which are typical of Catalan manuscripts of the fourteenth century.
Joseph Gutmann, for example, dealt with the eschatological aspects
of the iconography of the Temple depictions.” Carl Otto Nordstréom
studied the textual sources in the Bible and in the writings of Solomon
ben Isaac (Rashi) and Maimonides.® Like Roth before him, he saw
a continuous tradition between depictions of the Temple in late antig-
uity and those in manuscripts from the Middle East and Spain. He
even analyzed the influence of the iconography of Temple depic-
tions on Christian art.” A lengthy article by Thérese Metzger, pub-
lished in two parts in 1969 and 1970, deals with the iconographic
classification of the Temple depictions® and discerns two main types.
Metzger’s discussion is mainly a description of the characteristics and
a classification of examples according to iconographic details; it does
not yield far-reaching conclusions with regard to the development of
the types, their history, or their cultural context.

In 1969, the first edition of Bezalel Narkiss’s book on illuminated
Hebrew manuscripts’ was published. In its introduction, an attempt
was made for the first time to discuss the Sephardic Bibles in the
broad context of the art of the Hebrew book. Narkiss finds many
influences from illuminated Bibles from the Middle East, and sug-
gests that the decorative traditions common in Sephardic Bibles were
passed down from their Middle Eastern predecessors through books
from Islamic Spain. After the publication of Narkiss’s book, similar
works were published, such as Gutmann’s Hebrew Manuscript Painting,"
Kurt and Ursula Schubert’s volume on the art of the Jewish book,"
and the later, Hebrew edition of Narkiss’s Hebrew llluminated Manuscripts,'
all of which are general surveys. Narkiss and the Schuberts see a
great deal of continuity in the illustration of Bibles in the Middle

Roth (1953).

Gutmann (1976); Gutmann (1967-68).
Nordstrom (1968).

Nordstrom (1964).

Metzger (1969-70).

Narkiss (1969).

Gutmann (1978).

Schubert (1984).

Narkiss (1984).
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INTRODUCTION 3

East and Spain, while Gutmann considered the conclusions with
regard to continuity to be erroneous.

More detailed works were published in the 1970s by Gabrielle
Sed-Rajna. The first, co-authored with Narkiss, deals with one of
the books attributed to Joshua ben Abraham ibn Gaon," while the
second discusses the Toledo school in the thirteenth century and its
influences on Burgos." Previously, a study on the Damascus Keter—
believed to have originated in Burgos—was published by Yissachar
Yoel.” Thérese Metzger dealt at length with the illuminated maso-
rah in Sephardic manuscripts and suggested a classification of the
Bibles based on specific motifs used in the masorak, and their style.'®

A major milestone in the historiography of the Sephardic Bibles
is the 1982 catalogue of Hebrew manuscripts from Spain and Portugal
in British libraries, which was compiled by Narkiss, Aliza Cohen-
Mushlin, and Anat Tcherikover.'” This book contains a lengthy dis-
cussion of issues relating to Sephardic Bibles and their decoration.
Narkiss, Cohen-Mushlin, and Tcherikover divide the manuscripts into
schools and study the attributes of the groups that emerge. The
books discussed in this work are described in great detail and many
illustrations are included. Although the catalogue does not deal with
important manuscripts located outside of England and Ireland, it is
the only attempt to date to reconstruct the history of the illuminated
Sephardic Bible.

In the early 1990s, Sed-Rajna added two works, the first on
Sephardic manuscripts in general, but with a great deal of attention
to the Bibles," and the second dealing specifically with the Toledo
schools and their influence on the work of Joshua ben Abraham ibn
Gaon' in Tudela, Navarre. That period also saw the publication of
Thérése Metzger’s article identifying the signature of Joshua ibn
Gaon on the illuminated masorak of the Cervera Bible in Lisbon.
This discovery significantly changed our view of the characteristics
of the different schools, since the Cervera Bible had been attributed

!9 Narkiss and Sed-Rajna (1971).

" Sed-Rajna (1978); see also Sed-Rajna (1974).
* Yoel (1962).
® Metzger (1974).

7 Narkiss, Cohen-Mushlin, and Tcherikover (1982). For a critique, see Metzger
(1986).

18 Sed-Rajna (1992).

19 Sed-Rajna (1990).
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until then to areas in Castile and Catalonia, but not to Tudela and
its environs.”

The present book is the first to deal with the history of the illu-
minated Sephardic Bible in a general context. Its focus is placed on
the cultural encounters reflected in the different types of ornamen-
tation. The imprint of the centuries-long presence of the Muslims in
the Iberian Peninsula on the cultural history of Spain is evident in
this art in manifold ways. Even though all of the illuminated Bibles
were produced under Christian rule, and in some cases even in
regions that had no Muslim presence whatsoever, their decoration
is dominated by visual language borrowed from Islamic culture. In
Chapter Six, I will discuss this phenomenon and analyze the his-
torical background and cultural context of Spanish Jewry with an
eye to the ornamental styles and their repertoire of forms. The other
chapters deal with the schools of illustration in Castile, Navarre, and
the Crown of Aragon from various points of view. Much of the
material has not been examined in the past and initial research still
lags behind. Therefore some of the following chapters will deal with
initial descriptions and traditional analyses of the formal language in
order to clarify basic issues of date and origin, which the historical
context is unable to provide: of most of the patrons and other peo-
ple involved in the making of the Bibles we have no information
whatsoever, except their names. Traditional formal analysis is there-
fore the only means to rely on, when basic data is to be determined.

A question that repeatedly arises in the course of compiling a his-
tory of book illumination is the matter of continuity and tradition
as opposed to originality and innovation, an issue that has been given
a great deal of attention in the past fifteen years or so. Producing
a manuscript in the Middle Ages largely involved the act of copy-
ing. The role of the scribe was to write out a text with maximal
faithfulness to the original. In most cases, the original text was right
in front of the scribe. Scholars refer to scribes as “copiers,” and the
most commonly used term for the production of a manuscript that
includes writing and illustration is “copying a manuscript”—hence
the belief that copying is also a major part of illustration and orna-
mentation. According to this assumption, just as a scribe copies a
text, so, too, the illustrator copies the ornamentation.”’ “Continuity”

% Metzger (1990).
2l Based on a the methodology developed by Kurt Weitzmann (1947). Others
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in this sense is the repetition of ornamental patterns and iconographic
details in various manuscripts as a result of copying.

I will examine the extent to which this continuity determines the
artistic character of Sephardic Bibles of all types in various periods.
Continuity and tradition have played a particularly crucial role in
the study of the art of the Hebrew book and have often been over-
estimated. The roots of thirteenth-century Sephardic Bible decora-
tion have been sought in manuscripts from the Middle East dating
from the tenth century onward, based on the assumption that this
tradition had a direct continuation in Islamic Spain.*? Since no traces
of illustrated books from the Islamic period have survived, this the-
ory of continuity remains within the realm of conjecture. Many obser-
vations in this book cast doubt on it, and this issue will be debated
repeatedly in various contexts. Moreover, this line of research has
not yielded any conclusions about the place of the Sephardic Bibles—
or any other Hebrew illuminated manuscripts—within a broader con-
text of visual culture, book history, and manuscript production.

Although in the following discussions descriptions of formal fea-
tures of the decoration will play a considerable part, my purpose
differs largely from the perspective of traditional art historical research.
Recent art history—abandoning formal analysis—deals rather with
issues of patronage and function as observed through content and
meaning. Due to the aniconic approach in the Sephardic Bibles, this
is a path that can be taken only to a limited extent. The approach
offered here reads formal details, ornamental motifs, the choice of
a particular style in preference to another, and techniques as significant
bearers of cultural identity and analyzes them from the point of view
of cultural history. Furthermore, detailed description of the drawing
and painting technique of a particular scribe or decorator reveals a
great deal about the division of labor in the late medieval Sephardic
book industry, a field hitherto entirely neglected. And finally, orna-
ments are an important part of the visual culture of Sephardic Jewry.
The fact that the decoration of Hebrew Bibles is confined almost
exclusively to ornament underscores this point in particular.

have argued in favor of originality and innovation—e.g., Dodwell (1993); Cutler
(1989); Lowden (1992).

2 For example, in Narkiss (1984), 32-33, and in Narkiss, Cohen-Mushlin, and
Tcherikover (1982), 13-15.
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As the brief remarks above indicate, and as will be further clarified,
the art of decoration of Sephardic Bibles is characterized by a com-
bination of different formal languages—decorative elements used in
Islamic culture, combined with those reflecting Gothic art. This phe-
nomenon stems from the coexistence of the three cultures. However,
in order to gain a thorough understanding of these different approaches
to the visual language and the appearance of motifs associated with
the various cultures, I will first focus on life in Spain, its cultures,
its diverse populations, and the dynamic that spurred cultural exchanges
between south and north, and between Christianity, Islam, and
Judaism.

Chapter One therefore outlines the main political processes that
took place in Spain in the Middle Ages, and describes the different
populations and the interactions between them. It is not the aim of
this chapter to provide a detailed history of Spain or a history of
the Jews living there, but rather to clarify various points that are
crucial to an understanding of Jewish art. The discussion focuses on
the cultural exchanges and the character of the various populations
at the time of the production of the illuminated Bibles. Chapter Two
briefly suggests the possible sources of inspiration for the various
types of decoration in the Sephardic Bibles. This kind of informa-
tion provides the background necessary for understanding the attrib-
utes and changing character of the art of the Jewish book, particularly
that of the Bibles.
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CHAPTER ONE

ACCULTURATION, ASSIMILATION, AND CONVIVENCIA:
THE IBERIAN PENINSULA IN THE MIDDLE AGES

Islam and Christianity

The earliest extant Sephardic illuminated Bible was produced in
Toledo in 1232, when the city had been in Christian hands for
nearly 150 years, and twenty years after the major Christian victory
at Las Navas de Tolosa, the turning point of the Reconquest (see
map 2).! The remainder of Al-Andalus was still held by the Almohad
dynasty; another four years were to pass until Cordoba fell to the
Christians. In a few years, the Crown of Aragon would grow to its
maximum size and include Valencia. In 1260, when the famous
Damascus Keter was produced in Castile, the map of Spain looked
completely different. Most of the Jews of Spain, whose cultural life
had flourished under Umayyad rule and later—after the breakdown
of the caliphate—in the small emirates known as the Taifa king-
doms, were now under Christian rule. They increasingly had to cope
with the hostility of the Christian establishment. Tangible signs of
the Church’s animosity could already be seen in other countries,
such as France, which expelled the Jews at the end of the thirteenth
century.

Some of the Jews of France emigrated to Spanish countries, but
a half-century later, the Jews of Spain, as in the other European
countries, were blamed for the outbreak of the Black Plague (1348—49)
and brutally persecuted. Toward the end of the century, in 1391,
anti-Jewish riots began in Seville and cast their shadow on the Jewish
communities in nearly all of the Iberian Peninsula. After many years
of growing animosity toward the Jews, the events of 1391 sparked
massive violence and a profound crisis in the life of the communi-
ties. Up until the outbreak of the epidemic, the population of Cata-
lonia prospered, and produced some of the finest illuminated

' For surveys of the history of Spain in the Middle Ages, see, for example,
O’Callaghan (1975); MacKay (1977); and Reilly (1992).
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manuscripts in the history of Jewish art. After 1348, the communi-
ties generally did not have the means to support this type of artis-
tic activity, and only a few more works were added. The manuscripts
produced in the workshops of the fifteenth century were significantly
less sumptuous.

The history of medieval Spain is replete with political and mili-
tary events that alternately unified and divided the various parts of
the Iberian Peninsula and caused a great deal of interaction between
Muslims and Christians, with Jews often serving as catalysts. The
peninsula was taken from its Visigothic rulers by Muslim forces in
711 (map 1). When Charles Martel stopped the advance of the
Muslims in the Battle of Poitiers of 732 and captured Narbonne in
751, not only did he end the Muslim presence in southern France,
but he also opened the way to political contact with northeastern
Spain, later to be known as Catalonia. Naturally, Carolingian influence
played an important role in that region. In 778, Charlemagne passed
through the Pyrenees and conquered Pamplona. In 785, Louis the
Pious conquered Gerona, and in 801, Barcelona. In those years, the
Catalan counties were being consolidated as the Spanish March,
under the rule of the Carolingians. In the course of settling the area
with people from southern France, several duchies were created.

At the time, the border between Al-Andalus and the Christian
areas ran along the Duero River and northward beside the river’s
springs, crossed the Ebro River, circumvented Tudela, and descended
a bit southward toward the Mediterranean coast, which it reached
slightly south of Barcelona. North of this border, Christian countries
formed, first in Cantabria, Asturias, and Galicia. In order to fortify
the frontier, several castles were built in the area, and as a result,
the entire region would eventually be called Castile. Burgos was
founded as a Christian center in 896. West of this region, the king-
doms of Aragon and Navarre developed.

From an ethnic and cultural standpoint, the Christian region was
not homogeneous. The Christians of Castile, Leon, and Galicia, as
well as those under Muslim rule, regarded themselves as the per-
petuators of the Visigothic tradition—using, for example, the Visigothic
liturgy, which is different from the liturgy customarily used in Rome.
The inhabitants of Catalonia, on the other hand, identified with the
Carolingian world, and had very close ties with France.

In the tenth century, Navarre was the most powerful of the Christian
kingdoms. Under the rule of Sancho III the Great, all of the Christian



12 CHAPTER ONE

regions, apart from Catalonia, were unified. Before his death, Sancho,
following the example of the Carolingian rulers, divided his king-
dom among his three sons, bequeathing Navarre and parts of east-
ern Castile, including Burgos, to Garcia III, the rest of Castile and
eastern Leén to Fernando I, and Aragon to Ramiro I. Each of the
sons was given the title of king, and the regions under their rule
became separate kingdoms.

Ferdinand was the most powerful of the three sons, unifying Leén
and Castile and conquering the areas of Castile that were under
Garcia’s rule. He also took Coimbra, on the Atlantic coast, from
the Muslims. The balance of power in the Iberian Peninsula shifted
in favor of the Christian countries, and most of the Muslim emi-
rates paid taxes to Ferdinand. The rulers of the Christian kingdoms
in the tenth and eleventh centuries instituted a population policy
aimed at settling the area south of the Duero River, which had been
inhabited by Muslims for a short time and then deserted.

In 1085, the son of Fernando I, Alfonso VI, conquered Toledo,
the first significant turning point of the Reconquest. At the same
time, ties with the Roman Church became closer and the pope
became increasingly involved in political developments in Spain. From
then on, the Christian conquest of a Muslim area of the peninsula
was considered a crusade, and sometimes was even given military
assistance, mainly from France. The fighting on Spanish soil was
occasionally joined by English Crusaders making their way along the
Atlantic coast en route to the Holy Land.

The conquest of Toledo caused another crisis in Muslim society,
which was already shaken by the breakdown of the caliphate. The
emirate of Saragossa, now the northernmost outpost of the Muslims,
remained exposed to constant Christian attacks. With the aid of mil-
itary forces from northern Africa, the Muslims staved off the advance
of the Castilians, but eventually the northern African forces ended
up taking over Muslim Spain. Fighting on behalf of the Almoravid
sect, they conquered all of the Muslim territory apart from the emi-
rates of Saragossa and Valencia.

Catalonia had close ties with France and commercial relations
with cities in Italy, and even with Al-Andalus, but contact with the
Christian lands in the west was blocked by the emirate of Saragossa.
At the end of the eleventh century, the Christian rulers succeeded
in penetrating the Muslim area between Catalonia and Aragon,
thereby opening the way to contact between those two lands. Alfonso
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I of Aragon conquered Saragossa in 1118, Tudela and Tarazona in
1119, and Calatayud in 1120. In 1126, Soria became part of the
kingdom of Castile. As a result of these developments, Catalonia was
no longer cut off from the other Christian lands, and in 1137, it
united with Aragon in a federation, the “Crown of Aragon,” with
each country preserving its own political, cultural, and social char-
acter. Each country had its own capital (Barcelona was the capital
of Catalonia and Saragossa was the capital of Aragon), its own lan-
guage, and its own political institutions. When Aragon and Catalonia
united, the merger between Aragon and Navarre was disbanded and
Navarre became a small independent kingdom under the rule of
Sancho IV. Shortly after the conquest of Tudela by Alfonso I of
Aragon, it fell to Navarre.

In the meantime, northern Africa underwent political changes that
would later have a strong impact on Muslim life in Al-Andalus as
well. The early twelfth century saw the emergence of the Almohad
sect in northern Africa. Between 1130 and 1163, its members over-
threw the Almoravid kingdom; they reached Spain in 1147, and by
1172, all of Al-Andalus was in Almohad hands. The instability in
Al-Andalus and the advance of the Almohads led to relatively close
cooperation between the Christian kings and resulting additional
Christian conquests of Muslim territory. In 1212, the Christians won
one of the most important victories in the history of the Reconquest,
in the Battle of Las Navas de Tolosa. This battle, perceived as a
great crusade, was supported by Pope Innocent III and was joined
by numerous mercenaries from France, Germany, and Italy (map 2).

In 1230 (map 3), with the death of Alfonso IX of Leoén, Castile
and Leoén finalized their unification, which lasted until the end of
the Middle Ages and altered the balance of political power in Spain.
Instead of the many Christian lands of the early Middle Ages, there
were now two dominant powers: Castile and the Crown of Aragon.
Nearby Navarre, Galicia, and Portugal continued to exist as inde-
pendent kingdoms. While Catalonia was strengthening its position in
the Balearic Islands, Castile continued to take over Muslim areas.
In 1236, Cordoba fell into the hands of the Christians, and Ibn al-
Ahmar, ruler of Cordoba, retreated to Granada, a small area that
remained in Muslim hands until the end of the fifteenth century.
The last stage of the Reconquest took place in 1245 with the con-
quest of Valencia by the Catalans.

The political map now stabilized, and the borders between the
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countries became distinct. In 1258, Jaime I, king of Aragon, relin-
quished all of his political interests in Catalonia and southern France
and retained only the territories that were part of the Spanish March
in the Carolingian period; among these territories were Roussillon
and the city of Perpignan,? which was the locale of a workshop for
Hebrew manuscripts in the early 1300s.

The fourteenth century was a period in which the Christian coun-
tries grew strong, but also a time of much dissension between those
countries; moreover, the Black Plague of 134849 led to serious crises
and a significant drop in population. Aragon ended its dispute with
France and gained control of the Balearic Islands, Sardinia, and
Corsica, thus putting itself in a dominant position in the western
Mediterranean. Under Jaime II (1291-1327), Alfonso IV (1327-36),
and Pedro IV (1336-87), the Jewish schools of painting flourished,
and in these years—until the outbreak of the epidemic—the most
impressive manuscripts in the history of Spanish Jewish illumination
were produced. It is surprising that similar works from fourteenth-
century Castile did not survive. More modest schools arose in Castile
only in the fifteenth century.

In the 1350s and 1360s, there were bitter disputes between Pedro
IV and his rival, Pedro the Cruel of Castile, and the entire period
was marked by insecurity. The havoc wrought by the epidemic added
to the general sense of decline and despondency. Terror and bru-
tality dominated political life not only in the kingdom of Pedro the
Cruel but also in the other countries. Pedro the Cruel maintained
fairly close ties with Granada and found Muhammad V to be a
loyal ally against the Crown of Aragon. The latter had strong ties
with France, but French support came mainly in the form of unem-
ployed mercenaries who crossed the Pyrenees after the war between
France and England.

Pedro the Cruel was murdered in 1369, and his half-brother
Enrique rose to power in Castile, marking the beginning of the rule
of the Trastamara dynasty. The main aim of the latter was to unify
the Iberian Peninsula under its rule. Political marriages were the
main means of achieving this goal, and this policy was particularly
successful in 1469, when Fernando of Aragon married Isabella of
Castile.

? For a recent study of the populations of Perpignan and the interaction between
them, see Daileader (2000).
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The Population of Al-Andalus

The population of the Iberian Peninsula in the Middle Ages was
extremely diverse.” All of the countries had minority groups. Christians
lived in Al-Andalus, Muslims in the Christian countries, and Jews in
all of the regions. This situation gave rise to unique cultural influences—
some internal, brought by minority groups, and some external,
imported from outside Spain. Political and commercial relations
between Al-Andalus and the Christian countries also opened the way
to reciprocal influences. In addition, there were cultural exchanges
with areas outside the peninsula, also mainly a result of various polit-
ical or commercial contacts. The relations between these popula-
tions, and the cultural exchanges that took place in the Iberian
Peninsula in the Middle Ages, are a major key to understanding
decoration schemes; they also help explain certain choices and pref-
erences on the part of the Jewish artists, which were partially con-
scious and deliberate, even conveying a certain message, and partially
unconscious and an integral part of the artistic language of the area.

In the eighth century, Muslims, mainly Berbers from northern
Africa, joined the local Hispanic population. The Visigoths who ruled
the area until the arrival of the Muslims had comprised only about
twenty percent of the total population. With the Muslim conquest,
part of the local population converted from Christianity to Islam and
formed the Muwalladun class; the rest, comprising about thirty per-
cent of the total population of Al-Andalus,* remained Christian, and
eventually became known as Mozarabs. The term indicates that they
borrowed various elements of the Islamic lifestyle and culture. They
apparently spoke Romance, the dominant language among the Iberian
population, whereas Arabic was used only by the political elite. Some
assume that the Mozarabs also had a command of Arabic.

The extent of the Mozarabs’ acculturation into the Muslim soci-
ety is not known for certain. Some claim that the name “Mozarabic”
is a derogatory term coined by extreme Christian elements who dis-
approved of the fact that they underwent any acculturation, how-
ever minimal. But their integration into the Islamic culture was not

* For information on the various populations in the Iberian Peninsula, see MacKay
(1977), 37-38.
* Reilly (1992), 20-21.
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as extensive as their name would have us believe.” The Mozarabs,
like their fellow Christians in the northwestern part of the penin-
sula—and even to a larger degree—saw themselves as renewers, or
perpetuators, of the Visigothic Christian tradition.

From the ninth century onward, many efforts were made to set-
tle the Christian areas in the north with Mozarabs from the south,
and several colonies were founded, mainly in Galicia and Old Castile.
The Mozarabs brought with them a culture, an artistic tradition,
and technology from Al-Andalus, and thus became one of the chan-
nels for cultural exchanges between the two worlds. Yet they had a
clear and well-defined Christian identity, which was distinctly different
from that of the Muslim population in Al-Andalus. Since the Mozarabs
and the Christians in the northern kingdoms were politically dis-
connected from Europe, they dealt with the problem of cultural iden-
tity by accentuating the continuation of the Visigothic tradition. After
the completion of the Reconquest in the mid-thirteenth century, there
were no longer any Christians living under Muslim rule in Spain,
and the identity of the Mozarabs became blurred.

Minorities in the Christian Lands

Before the conquest of Toledo in 1085, very few Muslims and Jews
lived in the Christian countries. The population was composed of
local inhabitants, Mozarabs, and Franks who had crossed the Pyrenees
and settled in the area. Migration from the north intensified in the
eleventh century, when pilgrimage to Santiago de Compostela became
a mass movement. Many of the pilgrims settled in the Iberian Penin-
sula. One of the numerous cultural influences that reached Spain as
a result of the contact with the north was Romanesque architecture.
Monastic reform was another trend that came down to Spain from
France and contact with the Cluny Monastery resulted in its estab-
lishing many branches beyond the Pyrences.

In that period, most signs of the Mozarabic culture began to dis-
appear: the Visigothic script that had been used hitherto by Iberian
Christians was replaced with the Carolingian one used in Europe,
and the Mozarabic liturgy was replaced with the Roman rite. These

> Glick (1979), 176-77.
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processes ultimately led to the integration of Christian Spain into
the European Church, but at that time, they were an innovation for
northwestern Spain. Catalonia, on the other hand, had a relatively
high percentage of residents of French descent due to its close ties
with the Carolingian kingdom, which stemmed from the political
interests of Charlemagne and his descendants in the area, the estab-
lishment of the Spanish March, and the Carolingian conquest of
Barcelona. The cultural imprint of Mozarabic Christianity was min-
imal in this area. Prayer services had always been conducted accord-
ing to the Roman liturgy, and many cultural contacts had been
maintained with scholars in the Carolingian court. The Catalans’

only exposure to the Islamic culture came through trade contacts
with Al-Andalus.

The Mudégar Communities

The conquest of Toledo by Alfonso VI of Castile added a new aspect
to political life in the kingdom: for the first time since the begin-
ning of the Reconquest, most of the Muslim population chose to
remain in Christian territory and accepted the sovereignty of the
king of Castile. Up until then, the Muslims would choose to leave
their homes and go southward to areas under Muslim rule. Those
Muslims who accepted Christian hegemony subsequently became
known as Mudéjares. They were constantly under pressure from the
Muslim world to leave the Christian kingdoms and come to live in
Al-Andalus. The result was a steady stream of Mudéjares southward.

The status of the Mudéjares was similar, at least in theory, to that
of the Jews, though their situation—like that of the Jews—was
different from one place to another. For example, their status in
Murcia was unique in that they were landowners and enjoyed a rel-
atively large amount of freedom.” The Mudéjares who lived in the
territories of the knightly orders on the seam between Al-Andalus
and Castile were known for being responsible for their own personal
security. In northern Aragon, the Mudéjares were not a significant
part of the population and they apparently lived in very small urban

® An example of a comparative approach to Mudéjares and Jews in the Crown
of Aragon can be found in Lourie (1990); see also Glick (1992).
7 Harvey (1992), 70.
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communities.® Unlike Jewish society of the time, Mudéjar society did
not have an upper, affluent class,” and throughout the Crown, their
social status was rather low. Like the Jews, they were serwi camerae,
“serfs of the royal chamber”—a status constituting full and direct
legal dependence upon the king.

Most of the Muslims still preferred to leave the conquered regions,
and those who remained had to move to the outskirts of the towns.
Still, Muslims continued to comprise a significant percentage of the
local population.'” The Mudéjares had the right to keep their prop-
erty, bear arms, and observe their religion (though usually only after
the main mosques were transformed into churches), and they were
not expected to join the Christian armed forces fighting against Al-
Andalus. The usual taxes were imposed on them. For the most part,
this was a rural population, though there were concentrations of
Muslims in the large cities as well. The Muslim communities, called
alyjama, lived in separate neighborhoods, known as morerias.

The last stages of the Reconquest, in the mid-thirteenth century,
again led to many demographic changes. With the conquest of the
southern region of Catalonia, and particularly with the conquest of
Valencia in 1245, an especially large community of Mudéjares was
added to Catalonia, which up until then had had no Muslim pop-
ulation."" Until its conquest, Valencia had served as a haven for
Muslims, who migrated there from conquered territories. Now, most
of the Muslim population withdrew to the south, and northern
Valencia was populated with Catalans. The Muslims and Christians
lived apart from each other, and most of the rural population was
Muslim."? Following the Mudéjar uprising in Valencia in 1248, many
of the Mudéjares were expelled, but a large segment remained, and
their descendants lived there until the seventeenth century. The
Islamic culture in Valencia was preserved for a long time after the
Reconquest; Mudéjar pupils from other areas were sent there to
study Islamic culture.'?

8 Ibid., 98-99; Lacarra (1981); Utrilla Utrilla and Esco Sampirez (1986).

% For a discussion of the differences in social structure of the Mudéjar and Jewish
communities in the Crown of Aragon, see Lourie (1990), 35-51.

' For a discussion of the Mudéjar communities in Aragon, see ibid.; Harvey
(1992), 98-137.

" For a recent study of one of the Valencian communities, see O’Connor (2003).

12 Reilly (1992), 348—49.

'3 Harvey (1992), 100—101.



THE IBERIAN PENINSULA IN THE MIDDLE AGES 19

When political calm prevailed after the main stages of the Recon-
quest had been completed, the situation of the Mudéjares stabilized.
In the second half of the fourteenth century and during the fifteenth,
the Mudéjar communities lived in the Christian lands without significant
incident. As the years passed, they specialized in occupations that
were not usually practiced by the Christians, chiefly ceramics and
the various building trades, and thus acquired a certain status for
themselves. Since these were not prestigious occupations, the Mudéjar
monopoly in various fields did not arouse the competition of the
Christian population, and any instances of hostility or aggression
toward the Mudéjares were in a religious and ethnic context.

The Fewish Communities

Before the Christian conquest of Toledo, the Jews of the Iberian
Peninsula were concentrated in Al-Andalus. This period in the his-
tory of the Jewish people—the time of the caliphs and the emirates—
was often referred to as the “Golden Age” of Spanish Jewry." In
recent years, various scholars have raised doubts as to this view of
the history of the Jews in the Muslim countries in general and in
Al-Andalus in particular,” but it was undoubtedly a period of polit-
ical, cultural, and economic prosperity.'® The communities were large
and affluent, and Jews sometimes assumed key positions in the Muslim
government.'” The career of Samuel ibn Nagrila, the Naggid, who
handled Granada’s foreign affairs, and that of his son and successor
Joseph, who stirred up malevolence among Muslim officials, clearly
demonstrate how shaky was the ground on which such positions were
built. Following the murder of Joseph in 1066, the entire Jewish
community of Granada suffered brutal persecution.'

After the Reconquest, the Jewish community and its dispersal
changed significantly.’ Many Jews remained in the new Christian

"* The history of Spanish Jewry is discussed in this spirit by Ben-Sasson (1969);
more recently, Mann (1992), still adheres to this notion.

' For various perspectives of this issue, see Cohen (1994), xv—xxi.

1 For the history of the Jews in Islamic Spain, see Ashtor (1966) and in the
Islamic lands in general, see Lewis (1984). For a comparative approach to the Jews
in the Islamic lands and Christian Europe, see Cohen (1994).

7 With regard to key positions, see Glick (1979), 172-73.

'8 For details, see Gampel (1992), 19.

9 For the history of the Jews in Christian Spain, see Neumann (1944); Baer
(1962); Kriegel (1979); Gerber (1992). Recently, more specific studies have appeared,;
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territories, and were joined by others who had fled the fanatically
anti-Jewish policy of the Almoravid and Almohad dynasties. In 1135,
for example, the Jewish neighborhood in Cordoba was destroyed,
and in the time of the Almohad dynasty, many synagogues were
devastated.” A few of the Jews of Al-Andalus left the Iberian Penin-
sula and headed for the Middle East. The Jews in the Christian ter-
ritories lived under the aegis of the Christian kings, but in the eleventh
century their situation began to deteriorate as a result of the influence
of the Church; it was also threatened by the presence of immigrants
from the north, among them Crusaders and mercenaries who brought
with them the anti-Jewish attitudes that prevailed in Central Europe.
Despite this general trend, many Jews still held key positions.

In the thirteenth century, in the last stages of the Reconquest, and
in subsequent decades, the Jewish communities in Spain were beset
with internal dissension. Jewish cultural life was strongly affected by
a dispute about the teachings of Maimonides that raged between
rationalists and their opponents, who included scholars exploring
mysticism. In the context of this controversy, the Book of Zohar was
written in the 1280s. Tension also developed between different classes
following changes in the social structure, and between court Jews
and scholars who disapproved of the latter’s lifestyle.

Cultural Exchange

Apart from the emergence of the first Mudéjar community, the
Christian conquest of Toledo caused other changes in the demo-
graphic map of Spain and different types of interaction between the
various communities. The Jewish and Mudéjar communities were
given a similar legal status, with certain rights and many restrictions.
This status was somewhat similar to that of dhimmis—Christians and
Jews under Muslim rule—but this system did not prove workable in
the Christian countries. In Islamic society, the laws pertaining to
minorities and the status of dhimmis were better developed and more
binding. In Christian society, on the other hand, the laws relating
to the status of the religious minorities were relatively easy to vio-

see especially Assis (1997); Assis (1992); Beinart (1992). For Navarre, see Leroy
(1985); Assis and Magdalena (1990).
% Ben-Dov (1989), 23-24.
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late, there were many loopholes, and they could be amended by
local rulers.?’ Moreover, the presence of Muslims in Christian terri-
tory gave the population a completely new character and culture.

The conquest of Toledo not only gave rise to the first Mudéjar
community, but also added a large Jewish population to Castile. The
number of Jews in the Christian territories continued to increase
after many Jews migrated northward. The city of Huesca, conquered
in 1096, 1s a salient example of the change in the population after
the Christian conquest. This city, whose population numbered
2,000-3,000 at the time, had a thriving Muslim community with a
vibrant intellectual life, as well as a Jewish community. It also had
a sizable Mozarabic community, which maintained an episcopal see.”
Huesca—the first city in Aragon to have a Mudéjar community—
was the third-largest city in the Christian territory after Toledo and
Barcelona, and contributed greatly to the demographic change and
cultural atmosphere in the area.

Scholars offer different estimates of the distribution of the various
communities in those years. The total population of the post-Reconquest
Crown of Aragon is estimated to have been about one million.
Aragon had about 500,000 inhabitants, of which about twenty-five
percent—approximately 125,000—Tlived in pre-Reconquest areas. Most
of them were Christians; there was a Muslim minority and a rela-
tively small Jewish community. The other 375,000 lived in conquered
regions. According to Bernard Reilly, in the conquered regions, the
Muslim population numbered approximately 280,000—more than
fifty percent of the total population of Aragon.” Many Mudéjares
and the Jews were concentrated in Huesca. Angus MacKay, on the
other hand, took into account the migration of Muslims southward
and therefore estimated the proportion of Muslims in Aragon to have
been only about thirty percent,* which is approximately 170,000.
In any event, there was a large number of Mudéjares in Aragon
after the conquest, significantly altering the ethnic and cultural char-
acter of this region.

o

' Glick (1979), 168-69.
? Reilly (1992), 113.
* Ibid., 162-63.

# MacKay (1977), 37-38; these figures correspond with Nirenberg’s estimate,
Nirenberg (1996), 23.
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In addition to the Mud¢jares, some 95,000 former Mozarabs and
Jews lived in the new areas of Aragon.”” David Nirenberg estimates
that there were 20,000 Jews in Aragon, about 25,000 in Catalonia,
and 10,000 in Valencia.”® In that period, Mudéjares also joined the
population of Catalonia following the conquest of Tarragona, Tortosa,
and Llerida. According to MacKay, the population of Catalonia and
the conquered regions at that time was about 500,000, and Muslims
comprised thirty to thirty-five percent of the total population.”’ As
a result of the Black Plague, the population dropped to approxi-
mately 350,000 in the second half of the fourteenth century.” If we
take into account the high concentration of Muslims in the south-
ern part of the Crown, we can conclude that half of the Crown’s
total population was Muslim, with only a small number in Catalonia
(about 6,000 according to Nirenberg)* and northern Aragon, and
the majority in the region of Valencia.

The population of Castile in the mid-thirteenth century is esti-
mated to have numbered from four to five million, including about
300,000 Mudéjares and Jews.” At the time of the conquest of Toledo,
Mudéjares comprised the majority of the city’s population. The
Mozarabic community constituted fifteen to twenty-five percent of
the total population, and the Jewish community comprised about
fifteen percent.

It should be taken into account that these numbers were con-
stantly changing. There was a large and steady migration in both
directions: Muslims moving southward to Al-Andalus and Mozarabic
Christians moving to the Christian lands.”" The Black Plague struck
mainly in Catalonia and was a dominant factor in its economic
decline in the late fourteenth and fifteenth. Between the mid-four-
teenth century and the end of the fifteenth, Catalonia’s population
dwindled from 450,000 or 500,000 to 278,000; the population of
Barcelona dropped from about 50,000 to 28,500.%

» According to Reilly’s estimation, Reilly (1992), 162.

% Nirenberg (1996), 26.

2 MacKay (1977), 37-38.

% (rCallaghan (1975), 459-60.

* Nirenberg (1996), 23.

% Vicens Vives (1952); see also O’Callaghan (1975), 459-60.
Reilly (1992), 232.
MacKay (1977), 105.
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Tax records from various dates provide information about the dis-
tribution of the Mudé¢jares in the Christian lands. According to these
records, in 1293-94 there were Mudéjar communities in Old Castile—
in Segovia, Avila, and Palencia, and a relatively small community
in Burgos.” These northern communities were of recent origin, hav-
ing migrated from the south,* apparently because they had skills
needed by the Christians. Other Mudéjar communities existed in the
border regions between Old Castile and the Crown of Aragon—that
is, in the province of Soria.

According to tax records from 1495, communities existed, for
example, in Agreda, Cervera, Dezza, Aranda, and Molina de Aragon.
The Mudéjar communities in Toledo and its environs were surpris-
ingly small, though exact figures for Toledo from earlier periods are
lacking. At the end of the fifteenth century, larger communities existed
in the vicinity of Cordoba, despite the considerable migration from
this region in the thirteenth century due to the fighting during the
Reconquest.

The Iberian countries traded with each other and with countries
outside the peninsula. Despite the animosity between Muslim Al-
Andalus and the Christian countries, the borders were not hermet-
ically sealed. Throughout the entire period there were three main
trade routes between Al-Andalus and the Christian countries: along
the Guadalquivir River from Cadiz to Barcelona via Seville, Cordoba,
Toledo, Medinaceli, and Saragossa; along the Guadiana River from
Lisbon to Valencia, Tarragona, and Barcelona; and from Algaciras
to Valencia via Malaga and the Mediterranean coast.” Catalonia
had trade relations with Al-Andalus, whereas in the western king-
doms trade played only a secondary role. As the Christian kingdoms
grew stronger, their economic situation also improved, and luxury
products were imported to Asturias from Al-Andalus.”® This devel-
opment led to the beginning of a decline in the situation of the
Jewish communities. In the tenth and eleventh centuries, the Jewish
communities in Catalonia and Le6n were strong, affluent trade colonies,
but the rise of the Christian middle class led to the imposition of

% Harvey (1992), 68.
** Ibid., 69.
5 Reilly (1992), 11.
% Glick (1979), 132-33.
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restrictions on Jewish trade, dealing a heavy blow to their economies.?’

In Catalonia, especially in Barcelona, international trade played a
central role. After the conquest of Mallorca, Catalonia’s commercial
power steadily grew, until its decline as a result of the outbreak of
the Black Plague in the mid-fourteenth century. Barcelona initially
traded with coastal cities in southern France, and then with Sicily,
northern Italy, northern Africa, and—in the fourteenth century—
Sardinia. From the beginning, trade with the Muslim countries in
the Mediterranean basin played an important role in commercial
life, though these contacts were harshly criticized by the Church.
Catalan colonies existed in Alexandria in 1264 and subsequently in
Tunis, Damascus, and Beirut. For a long time, Barcelona remained
a principal center of international trade, largely due to its geographical
position, which enabled it to develop ties with several of the trade
cities in Italy, mainly Pisa and Genoa; these contacts constituted an
additional channel for cultural exchange.

In the same period, international trade developed at a slower pace
in Castile and Portugal. For a long time, industry in Castile—a very
large area with a low population density—barely succeeded in sup-
plying all of the local needs and there was a large trade in items
imported from other countries. With the beginning of international
trade, Castilian and Portuguese merchants developed commercial
contacts—via the Atlantic Ocean—with England, Flanders, and
France. But for the most part, commerce in the thirteenth century
was dominated by merchants from Genoa, who maintained colonies
in such cities as Seville, Cadiz, Jerez, Murcia, Cartagena, and Lisbon.
In the fourteenth century, Castile’s commerce intensified, and Castilian
trade colonies were established, mainly in England and Flanders.

In the second half of the fourteenth century, the Iberian Peninsula’s
involvement in international trade changed considerably. The con-
quest of the Strait of Gibraltar by the Genoese, with the participa-
tion of Castilian and Basque forces, enabled passage between the
Mediterranean and the Atlantic. From then on, the main trade routes
generally shifted from north to south, which weakened Barcelona
and contributed to the post-epidemic economic and cultural decline
of Catalonia. Since the war between Castile and Aragon, Barcelona’s

7 Thid., 160.
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access to the Atlantic Ocean had been blocked, and in the fifteenth
century the city was almost completely cut off from commerce. In
the meantime, Castilian trade attained unprecedented success. The
only city in Catalonia that was not harmed by these developments
was Valencia, a port city frequented by Genoese merchants.

The cultural interaction in this period between the countries in
the peninsula and between them and other countries has long been
a subject of great interest to scholars. In the 1940s, Americo Castro
was among the first to view Spanish culture as the product of inter-
action between the three “castes,” as he called them—Christian,
Muslim, and Jewish.* Likewise, he was among the first to use the
term conviwencia—coexistence—in connection with the peninsula’s cul-
tural life.” He was referring to the interaction between the latter
two “castes” (the Arabic-speaking Islamic culture, and the Jewish
community) and the Romance-speaking Christian culture. According
to Castro, this interaction led to significant changes in Christian cul-
ture until it ultimately became very different from the Roman-Hispanic
and Visigothic cultures.

Thomas F. Glick maintains that the interaction between the cul-
tures also depends on the characteristics of different social levels. In
the past, he says, historians based their assessment of cultural exchange
in Spain on two misconceptions. The first was the notion that when
ethnic groups are in conflict with each other there is no possibility
of cultural exchange, since cultural interaction does not take place.
The second was a failure to distinguish between acculturation and
assimilation.*

Despite the political and military conflict between Christian Spain
and Al-Andalus, cultural exchange took place in various spheres and
circumstances. Muslim artists, for example, were known for their
expertise in high-relief ivory carving. Their work was greatly admired
by the Christians, and the Mozarabic workshops in the Monastery
of San Millan de la Cogolla modeled their work on the carving style

% Castro (1971); his view was opposed to that of Claudio Sanchez-Albornoz
(1956), who claimed that the relations between Muslims and Christians were too
antagonistic to enable positive interaction. The Spanish identity, in the opinion of
Sanchez-Albornoz, did not spring from cultural exchange, but from the “Spanish
nature,” originating in the Roman-Hispanic and Gothic character, without Semitic
elements.

% About the convivencia controversy, see Nirenberg (1996), 8.

1 Glick (1979), 165-66.
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of the Muslim workshops in Cordoba.*! Mudéjares, on the other
hand, were initially dominant in the building trade but, following a
large southward migration of Mudéjares, the community lost cap-
able artisans and builders; at the same time, the French building
tradition came to the fore. The dynamics of cultural exchange were
determined to a large extent, though informally, by migrants, mer-
chants, pilgrims, and other travelers.

Each culture had something to offer the others, but various fac-
tors determined the degree of influence. Glick distinguishes between
a “donor culture” and a “recipient culture.” How much a culture
receives 1s determined, for example, by economic needs, tastes, and
fashion—mainly with regard to artistic and architectural styles; it
also depends on technological needs, the extent of openness to change
and innovation, political antagonism, and differences in religious lean-
ings. Political conflict not only does not stop cultural exchange, it
can even become a creative force when there is competition between
the opposing cultures.*

As for the confusion between acculturation and assimilation, Glick
defines acculturation as a cultural process, and assimilation as a social
one. The main reason for social differentiation in the Middle Ages
was religion.” Cultural exchanges between different groups in the
society will not necessarily lead to social proximity.** Mutual cultural
fertilization is thus not necessarily a result of assimilation, nor will
it necessarily lead to it. The acculturation process was easier for Jews
in the Islamic society than in the Christian soclety, says Glick, because
the Islamic culture also had secular aspects. The Jews’ acculturation
process in Al-Andalus reached its peak at the end of the tenth cen-
tury, when they became an integral part of Arabic culture. In Glick’s
opinion, not only did the Jews take an active part in Islamic cul-
ture, but this cultural interaction also played a creative role, strength-
ening the distinct characteristics of the Jewish culture in Al-Andalus.*
This high degree of acculturation created a symbiosis between the
two cultures, which can be seen in abundance in Jewish art. Further
in this book, we will see to what extent this cultural symbiosis deter-

1 Ihid., 245.

2 Thid., 285.

* Ibid., 166-67; for a similar, more recent definition, see Marcus (1996), 8-13.
 Thid., 165.

5 Ihid., 174-75.
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mined the character of the decoration of the Bibles, even though
they were produced in a Christian environment, and even in areas,
such as Barcelona and Perpignan, that had had no Muslim presence
in the past.

After the Reconquest, there was a change in the Jews’ accultur-
ation processes. Since religion was the dominant cultural element in
Christian society, there was less fertile ground for acculturation.*
And yet, because the Jews were so flexible in dealing with the cul-
tures in whose midst they lived, they played a crucial role in all
types of cultural exchange. Thus they constituted a catalyst between
donor culture and recipient culture.

According to Glick, both Al-Andalus and the Christian kingdoms
tended to isolate the minorities in their midst from a religious stand-
point, but not economically.*” Each society’s culture operated between
these two elements: on the one hand, it functioned as an expression
of religious life, and on the other, it had a strong connection to the
economy. Glick presents the example of the marketplace as opposed
to the trade guilds. Marketplaces, as venues for encounter between
various ethnic or religious groups, were an important factor in cul-
tural exchange. The trade guilds in Christian Spain, on the other
hand, tended to be closed to religious minorities. Glick emphasizes
that before the Christian conquest of Toledo, the cultural interac-
tion between the Muslims and the Christians was substantively different
from what it was in the period that followed. Until 1085, there was
a clear boundary between the two worlds and interaction occurred
between two different states; afterward, this interaction also took
place within the society of the Christian countries and through the
Mudéjar minority.*

As noted earlier, the extent of acculturation of the Mozarabs in
Al-Andalus is not known for certain. Presumably, the Mozarabs com-
prised different groups with varying degrees of willingness to accul-
turate. The Mozarabs who migrated northward in the ninth and
tenth centuries and settled in the new Christian countries were by
nature less prone to acculturation than were the Mozarabs who
remained in Al-Andalus and continued the acculturation process until

 Thid., 176-77.
7 Glick (1992), 5.
8 Thid.
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the Christian conquest. There is no doubt that among the latter, the
Islamic influence was stronger than it was among the former.” In
any event, the spheres of cultural activity in which the Mozarabs
were involved remained limited to a Christian context,® and the
Jews functioned more flexibly among the “foreign” cultures. The
Mozarabs’ importance lay mainly in the fact that they were a cat-
alyst for the transfer of Islamic culture from Mozarabic Christianity
to northern Christianity, but they generally remained in the Christian
sphere and did not participate in what the Islamic society had to
offer in the realm of secular culture. Later in this book, we will try
to ascertain if Mozarabic art played any role in the creation of the
decorative patterns used in Jewish manuscripts.

Like the Mozarabs in Al-Andalus, the Mudéjares in the Christian
countries were not particularly open to acculturation. They tended
to retain their Islamic traits and resisted most factors that encour-
age acculturation.”’ However, the various communities reacted differ-
ently to their environment. The Mudéjar communities in Castile and
Aragon were different from those in Valencia in that they spoke
Romance. The Muslims in southern Valencia, where they were a
majority of the population, continued to speak Arabic.”? The Christian
society, on the other hand, was occasionally quite open to Islamic
influences, which sometimes became fashionable and left a strong
imprint on Christian art and culture.

Until the mid-thirteenth century, the idea of Reconquest was the
dominant element in the lives of the Christians in the countries of
northern Spain and determined the character of political life. The
aspiration remained alive, at least in theory, even after the conquest
of Cordoba and Valencia. However, other matters took priority in
the political life of Castile; the dream of reconquering Granada was
pushed further and further aside, and the conquest itself was post-
poned. Cultural life in Granada did not particularly flourish under
Nasrid rule. Few illuminated manuscripts survive, and in the mid-
dle of the fourteenth century the main section of the Alhambra
Palace was built and decorated in a typical, opulent Nasrid style.

¥ Glick (1979), 192-93.
% Ihid., 288-89.

5 Thid., 177.

2 Harvey (1992), 15.
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At the end of the Middle Ages, Islamic influence was less domi-
nant in Christian culture than it was in the past, but at times there
was a renewal of contacts with the Muslim south. Pedro the Cruel
(1350—69) and Enrique IV (1454-74) were influenced by the Islamic
lifestyle in Granada and they had close ties with this small country.
As a result, they—mainly Enrique—were strongly censured by the
aristocracy, sparking Christian hostility to the Mudéjares and a revival
of the idea of Reconquest.

As noted, the Jewish communities played an important role in cul-
tural exchange between Al-Andalus and the Christian countries. For
example, the Jewish communities in Tudela and Saragossa—which
before the conquest were both within the realm of the Taifa king-
dom of Saragossa—maintained close ties with the Jews of Navarre
and Catalonia. Translation projects were another example. Recognition
of the Islamic world’s technological and scientific achievements, par-
ticularly those of Al-Andalus, made translation an important cultural
factor in the twelfth and thirteenth centuries.”® Islamic culture in
Spain served as a bridge between East and West, between Arabic
and Latin, and between the classical world and medieval Europe.
Through the translations that were produced in Spain in the twelfth
and thirteenth centuries, most of the classical tradition was passed
on to Christian Europe. Already in the tenth century, interest in
Islamic science and its transfer to Christian culture pervaded the cul-
tural atmosphere of the Monastery of Ripoll in Catalonia, a center
that attracted scholars from all over Europe. In the first half of the
twelfth century, groups of translators worked in Saragossa after its
conquest by the Christians, and in Pamplona, Logrofio, Barcelona,
and Toledo. In the late twelfth and throughout the thirteenth cen-
turies, Toledo played a dominant role in the translating enterprise.’
Intellectual life blossomed in Castile, especially under Alfonso X, the
Wise. Jewish and Christian translators normally worked in teams,
with the Jews translating from Arabic into the vernacular and the
Christans putting the texts into Latin.

% MacKay (1977), 81-82.

* There is disagreement with regard to Toledo’s importance in the translation
enterprise. In Angus MacKay’s opinion, Toledo’s status as a major center even
before the mid-twelfth century has been overestimated. He stresses the activity in
other cities and describes this phenomenon as occurring all over Spain, see MacKay

(1977), 81-82.
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Based on Castro’s concept, the notion of convivencia has been fur-
ther developed to define this cultural climate.” This definition of late
medieval life in Iberia as convivencia has been criticized, however, by
some scholars as romanticizing the situation of the Jewish and Mudéjar
minorities and their effort to cope with their Christian environment.”
As defined recently by Benjamin Gampel in the context of fifteenth-
century Navarre,” it can only refer to coexistence and cultural and
economic interaction between the three cultures, but certainly not
to a peaceful era of mutual tolerance. This period of convivencia thus
also marks the final phase of the transmission of ancient and new
knowledge from Islam to Christian Europe.

The role European culture, such as Romanesque and Gothic art,
played in the development of Spanish culture, compared with the
impact of Islam, is a subject of dispute and this is not the place to
attempt to settle it. There is no doubt that the strengthening of the
Christian countries tightened the bond with Christian Europe, but
the Islamic past, the achievements of Al-Andalus in the various
spheres of culture and technology, and the presence of the Mudéjar
communities—all left their mark on the culture of Spain even after
the Reconquest.

To sum up, in the cultural exchanges between Christianity and
Islam, both cultures played the roles of donor and recipient culture,
though the general direction of influence was from South to North.
The cultural interaction with Islam transpired on various levels. It
began as interaction between small and relatively weak Christian
countries and the blossoming caliphate of Al-Andalus, with the Jews
as an important factor in its dynamic. These were cultural exchanges
between hostile cultures, but with the recognition that Islam had
much to contribute. The second level was interaction between Al-
Andalus and the Christian kingdoms, at the time when there was a
balance of power between the two. The ground was thereby pre-
pared for interaction at the third level: between the Mudéjares and
the Christians, when the Mudéjar communities were in a low social
position, and the character of their cultural contribution to the

» It guided, for example, an exhibition entitled “Convivencia,” in 1992 in the
Jewish Museum in New York; for the catalogue see Dodds, Glick, and Mann (1992).

% See Nirenberg (1996), 8-10; for a discussion of scholarly approaches to the
history of the Jews under Christianity and Islam, see also Cohen (1994), especially
XV—XVIL.

" Gampel (1998), 117.
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Christian population was by nature completely different from the
contribution of Al-Andalus to the Christian countries. In the process,
Christian Spain’s ties with the North grew stronger, a connection
that led to the integration of Christian Spain into Europe. This
process gradually led to an intensification of the French influence
on cultural life in Spain, and a dwindling of the Islamic element.

From the end of the fourteenth century onward, a blend of the
Islamic and Gothic styles can occasionally be observed in the arts.
Ceramics in Granada, for example, developed with considerable
influence from the Islamic countries, and in turn influenced Mudéjar
ceramics in the north. On the other hand, Gothic elements crept
into the pottery style in Granada, and in many figurative scenes
European attire can be discerned. Pottery from Granada was imported
into Valencia and greatly influenced ceramics there. Pottery and tiles
from Valencia were exported as far as the cities in southern France.
The cultural exchange reached its peak in a relatively long period
of peace, from 1350 to 1406, and was manifested, for example, in
wall paintings in the sala de los reyes in the Alhambra in Granada,
in part reminiscent of French Gothic art.’® As we will see later, the
blend of the Islamic and Gothic stylistic traditions is also visible in
the decoration of Hebrew Bibles of the period.

In the small kingdom of Navarre, the cultural interaction between
Christianity, Islam, and Judaism was different from that in the other
countries of the Iberian Peninsula. This country emerged simulta-
neously with the other Christian countries, but at times was fought
over by Castile and Aragon. Various elements contributed to the
cultural uniqueness of this region, where on the one hand, Pamplona
was conquered in the eighth century by Charlemagne, and on the
other, Tudela was established in the ninth century as the northern-
most Islamic stronghold of Al-Andalus. Cultural exchange between
the Christian society in Navarre and the Islamic society in Al-Andalus;
the unique character of the Taifa kingdom of Saragossa, to which
Tudela belonged before the Christian conquest; the Mudéjar com-
munity that blossomed after the Christian conquest; and close polit-
ical ties with France all left their imprint on the culture of this
country. After the conquest of Tudela by the Christians, a small but
well-to-do and highly influential Mudéjar community remained there.

% Stewart (1974), 22-23; Grabar (1992), 58, fig. 39.
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As a city that had been founded by the Muslims and was later a
home for a Mudéjar community with special status, Tudela became
a center of Mudéjar culture, whose Muslim inhabitants were not
only members of the lower rural class but also a flourishing urban
community.”” The Muslims in Tudela did not suffer from religious
persecution. They were permitted to join the armed forces of Navarre
and a few even attained key positions in the government. This spe-
cial status was rooted in the policy of Alfonso I, who sought to
encourage the Muslims to remain in the city after the conquest in
1119.% Here, too, as in the other regions, the Mudéjares had certain
occupations that enabled them to contribute to Christian society.
The Mudéjares of Navarre were considered experts in horse-breeding,
horsemanship, and the manufacture of riding equipment and weapons.*!

At the same time, the Jews of Navarre® were granted a similar
status, quite different from that of their coreligionists in other regions.
The Mudéjares and the Jews lived in their own neighborhoods in
Tudela, but were not prevented from living in other areas of the
city. In 1340, Tudela had a population of approximately 8,000, of
which about 1,200 were Jews and 300 were Mudéjares.”® Jews lived
in Tudela even before the Reconquest, and in the time of the caliphate
and the Taifa kingdoms played a crucial role in cultural exchange
between South and North. Jews and Muslims lived there together
many years before the Christian conquest, and while the lives of the
Jews of Al-Andalus changed for the worse under the fanatic rule of
the Almoravids and Almohads, the Jews of Tudela experienced no
radical change.

In the late thirteenth and fourteenth centuries, Navarre took in
many Jews who had been expelled from France.®* The rights of the
Jews were more or less preserved even in the days when Navarre
was under French rule. When Jewish books were burned in Paris in
1240, the Jews of Navarre were permitted to keep their books.”

» Harvey (1992), 138-39; Garcia Arenal (1984).
 Harvey (1992), 139.

ot Ibid., 141.

2 On the Jews of Navarre, see Leroy (1981); Leroy (1985); Assis and Magdalena
(1990); Carrasco (1993); for a recent reappraisal of the situation of the Jews in
Navarre, see Gampel (1998).

5 This assessment is according to Leroy (1985), 9.

% On the immigration of Jews from France between 1329 and 1354, see Carrasco
(1993), 57-73.

% Assis and Magdalena (1990), 21.
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They were allowed to possess swords or knives and even to hold
land—rights that were not commonly granted in other Christian
countries. This status attracted Jews from Castile and Aragon, par-
ticularly when they were experiencing hard times, such as after the
disputation between Christians and Jews in Tortosa in 1414.

Still, violence against Jews eventually reached Navarre as well. It
came as a consequence of the reigns of the Champagne dynasty
(1234-1305), the kings of France (1305-28), and the Evreux dynasty
(1328-1464).°° Signs of violence began to appear as early as the thir-
teenth century, mainly in periods of political instability in Navarre—
for example, before the arrival of Thibault I of Champagne, in 1235.
Other outbreaks of hostility against the Jews came in 1276 when the
Juderia of Pamplona was destroyed, in 1320 with the rise of the shep-
herds’ movement,” and, again, in 1328, before the reign of Jeanne
and Philippe d’Evreux, an outbreak that had a particularly strong
impact on the community of Estella. Nevertheless, it should be noted
that at the time of the Black Plague in 1348-49, and also during
the 1391 persecutions, the Jews of Navarre were not harmed, nor
were they significantly affected by the mass conversions that took
place following the disputation of Tortosa. In 1492, a number of
Jews who had been expelled from Castile escaped to Navarre. How-
ever, in 1498—under pressure, it seems, from Fernando®—all of
Navarre’s Jews were expelled, apparently following contacts between
the Jews of Navarre and forced conversos in Aragon.

In spite of the decline in the situation of the Jews in Navarre in
the fifteenth century—which was also connected to the general decline
in Navarre’s economy in that period—there is no doubt that the
relatively tolerant approach to Muslims and Jews in the thirteenth
and fourteenth centuries, unique in comparison to other areas, con-
tributed greatly to the cultural interaction between Jews, Muslims,
and Christians; echoes of this interaction can be observed in the
decoration of Hebrew manuscripts.

5 For details on this period in the history of the Jews of Navarre, see Assis and
Magdalena (1990), 33—41.

% Nirenberg (1996), 43-126.

% On the extent of this pressure, see Gampel (1998).



CHAPTER TWO

THE ARTISTIC ENVIRONMENT OF ILLUMINATED
SEPHARDIC BIBLES

The Jewish illuminators of the medieval Sephardic Bibles drew inspi-
ration for their work from a variety of cultural backgrounds. Some
scholars consider a major source of inspiration—both for ornamen-
tal patterns and iconography—to have been Middle Eastern Jewish
art from the tenth century onward. They believe that there was a
continuous development of iconographic themes from late antique
Jewish art, through manuscripts from the Middle East, to the Sephardic
Bibles. The assumption is that the basic character of the ornamen-
tal schemes, the types of pattern, and the iconographic themes were
established in the past and enriched with local styles—mainly Mudé¢jar
and Gothic. However, studies that have been conducted to date have
not determined the true extent of influence of the Jewish visual tra-
dition relative to that of local contemporary art or innovations, and
it is not clear in what spheres tradition played the main role and in
what spheres local art was dominant.

In order to shed some light on this question, we need to review,
even briefly, the potential sources of inspiration. As I have noted,
hardly any figurative art is found in the Sephardic Bibles, a fact that
rules out Christian narrative art as a source and limits our interest
in Christian art to the field of ornamentation alone. The main sources
of inspiration were the cultures of the Middle East—Islamic and
Jewish alike.

Manuscripts of the Qurian
The earliest manuscripts of the Qur’an had a broad format, and
many of the later ones were produced in a square format. Due to
the restriction regarding figurative art in Islam, decoration in Qur’an

manuscripts is confined to ornamentation.' Islamic art has used cal-

' For surveys of illuminated Qur’an manuscripts, see, for example, Ettinghausen
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ligraphy as a decorative element from its beginnings. The first dec-
orations had different degrees of functionality, and they were inserted
between verses and before each new swra. In addition, decorations
in the margins marked the fifth and tenth verses.?

The development of abstract patterns as a by-product of the non-
figurative approach in Islamic culture reached its peak in the emer-
gence of carpet pages in the tenth century. Carpet pages are full
pages of geometric ornamentation, sometimes combined with vege-
tal patterns. An early example appears on a single page in Dublin
(Chester Beatty Library, MS 1406) that is no longer attached to the
original manuscript.® It is either from Syria or Egypt and is dated
to ca. 900. Distinct Byzantine influences can be discerned in this
page, and yet it also contains most of the characteristics of later
Islamic specimens. The delicate penwork decoration in the back-
ground represents an important element of Eastern ornamentation,
namely, horror vacui, which is manifested by a densely packed com-
position. On the left side of the page is a protrusion in a stylized
foliage pattern, a kind of decorated medallion, often referred to as
ansa, a term borrowed from Hellenistic architecture.* Another ele-
ment typically found in early decorated Qur’an manuscripts is an
ornate notation of the total number of verses.” As we will see, both
types of decoration have parallels in Hebrew Bibles from the Middle
East and Spain.

In the western part of the Islamic world,” Kerouan developed as
a center of book art and calligraphy. In Spain,” Andalusian script
developed as a unique type, based on Maghrebi script. As in other
parts of the Islamic world, Andalusian Qur’an manuscripts of this
period usually have a square format. The oldest illuminated Qur’an
from Spain that is dated with certainty (1090) contains decorations

(1962), 167-68; Avrin (1974), 168-95; Lings (1976); Déroche (1983); and Déroche
(1992). On the principles of decoration and the significance of the various motifs,
see Lings (1976), chap. 3. On Islamic ornamentation in general, see Baer (1998).

? For examples of this type of decoration in early Qur’an manuscripts, see Lings
(1976), figs. 1-21; for western examples, see ibid., figs. 6-9.

% Ibid., 168.

* For example, Avrin (1974).

%> See ibid., 177.

® On manuscripts of the Qur’an from the Maghreb and Spain, see Lings (1976),
203-205, figs. 94-105.

7 On the art of the book in Islamic Spain, see Khemir (1992); on Iberian manu-
scripts of the Qur’an, see Raby and James (1992), 87-92.
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at the beginning of each sura (Uppsala, University Library, MS O
BJ. 48): gold calligraphy against a decorated background and an
ansa in the outer margin. At the end of each verse 1s a small dec-
orated medallion. This book clearly demonstrates to what extent
these decorations were functional and rooted in scribal practice.

The total absence of illuminated Qur’an manuscripts from the
time of the caliphs and the Taifa kingdoms is quite astonishing, even
when we take into consideration the fact that the political situation
following the Reconquest was not conducive to the preservation of
Islamic manuscripts. After all, the conditions of the Reconquest did
enable the preservation of manuscripts from the Almoravid period
and the Nasrid dynasty in Granada. Accordingly, it might be asked
if this art was at all practiced in the time of the caliphs and the
Taifa kingdoms. It should be noted, though, that despite the cul-
tural blossoming of Spanish Jewry in those days, not a single illu-
minated Bible has survived from then either.

Valencia apparently became a center of illuminated book pro-
duction in the twelfth century.” In Cairo (General Egyptian Book
Organization, MS Masahif No. 196), there is a Qur’an from Valencia
with calligraphic ornamentation at the beginning of each sura, with
a protruding ansa. Various decorations mark the verses.'” Another
Qur’an that represents this tradition was produced in 1182 and is
now in Istanbul (Istanbul University Library, MS A 6754)."" A copy
of a text on the Muslim tradition, written in the eleventh century
by al-Qudai Abu Abdallah Muhammad ibn Salamat ibn Ja’far ibn
Ali, was produced in Valencia in 1172-73 and is now in Rabat
(Royal Library, No. 1810)." Like manuscripts of the Qur’an, this
text has ornamentation at the beginning of each chapter, and medal-
lions and an ansa separating one verse from the next. There are also
annotations in the outer margins, with the lines of script arranged
in decorative geometric shapes, a zigzag pattern in two parallel lines—
an Arabic equivalent to Hebrew micrography.

Other manuscripts were produced in Cordoba; they are stylisti-
cally close to the Valencia school. A manuscript from 1143, now in

¢ Dodds, Al Andalus (1992), no. 74.

? For further information and a full list of manuscripts, see Raby and James
(1992), 88-92.

10 Tbid., no. 76.

"' Ettinghausen (1962), 173; Lings (1976), figs. 100—101.

'2 Dodds, Al Andalus (1992), no. 77.



ARTISTIC ENVIRONMENT OF ILLUMINATED SEPHARDIC BIBLES 37

Istanbul (Istanbul University Library, MS A 6755)," includes carpet
pages that are designed in a centered interlace pattern, which emerges
from an eight-rayed star in the center (fig. 1). The interlace pattern
appears in spared ground technique—that is, in the color of the
parchment on an ornamented or colored background; in the center
of the page are additional interlace patterns in light blue with white
highlights—a technique most likely influenced by Gothic painting.
The carpet pages also feature penwork in blue ink displaying deli-
cate vegetal motifs with an abundant use of gold. On the left side
is an ansa with a vegetal pattern that is more stylized than the pen-
work and is similar to that of stucco sculpture in later Islamic archi-
tecture. The manuscript also contains a colophon framed with
ornamentation similar to that of a carpet page.

These books exhibit a recurring decoration program: ornamenta-
tion of the beginning of each sura with an ansa, marking of verses,
and carpet pages. The repertoire includes many stylized vegetal
motifs, as well as the guilloche type interlace pattern, usually in gold
on a black background. These types of decoration reflect what was
also commonly used at that time in northern Africa.'

Decorated Qur’an manuscripts were produced in the thirteenth
century as well. One example is a fragment from Seville dating to
1227, now in Munich (Bayerische Staatshibliothek, cod. arab. 1)."
The colophon is designed as a carpet page densely packed with pat-
terns. The black inscription appears within a large medallion against
a background of gold and penwork in stylized vegetal motifs. A sim-
ilar motif appears in corners outside of the medallion. This page has
two frames: the outer frame is designed in a guilloche pattern typ-
ical of Islamic decoration, and the interior frame is painted pink
with a delicate pattern in white lines. This example, too, reflects the
influence of the techniques commonly used in European painting of
that period. Similar to the earlier examples, this manuscript also dis-
plays marginal medallions (fig. 2).

After the conquest of Cordoba and Valencia in the mid-thirteenth
century, this tradition of decorating Qur’an manuscripts was appar-
ently confined to Granada. No decorated Qur’an manuscripts from
Mudéjar communities have come down to us—not even from Valencia,

13 Ibid., no. 75.
" See, for example, ibid., no. 79.
15 Ibid., no. 80.
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where Islamic culture continued to flourish under Christian rule.
This absence is probably due to the fact that book production and
writing in general were not a flourishing industry among the Mudéjares,
due, it seems, to their relatively low social status.'® A decorated
Qur’an from this period, apparently from Granada, is now in Tetouan,
in a private collection. On one of the pages, the opening of a sura
is decorated with an architectural pattern of two gates with poly-
lobed arches."’

In this period, interlace patterns had an even denser design than
had previously been customary. The various stylized patterns reflect
the architectural ornamentation commonly used in Nasrid and Mudéjar
architecture. The interlace patterns in carpet pages are not always
centered, but are often continuous and create an illusion of contin-
uing infinitely beyond the frame. Units of ornamentation appear
repeatedly, and in the center of each unit is an eight-rayed star com-
posed of diagonal lines. The result is that the diagonal lines and
their points of intersection dominate the overall design. A Qur’an
from 1304 in Paris (Bibliotheque Nationale de France, cod. arab.
385) is an example of this design (fig. 3)."" Such patterns were very
common in Mudé¢jar architecture from the thirteenth century onward,
and they were especially popular in later Mudéjar art. They were
also used frequently in furniture design, woodwork (such as doors
and minbars), textiles (fig. 4), tiles, and other ceramic work."” Accord-
ing to Richard Ettinghausen, this design signifies the integration of
Spanish Islamic art into an “international style,” which was in use
throughout the Islamic world and reached its peak in the mid-four-
teenth century.”

Hebrew Manuscripts from the Middle East

The earliest decorated Hebrew Bibles are close in date to the first
Qur’an manuscripts with carpet pages. In the past, the Ben Asher

16

Regarding the Crown of Aragon, see Lourie (1990), 49.

7 Khemir (1992), 117-18, fig. 3.

Dodds, 4! Andalus (1992), no. 85; Lings (1976), figs. 104—105.
See, for example, ibid., nos. 118 and 119.

% Ettinghausen (1962), 173, reproduction on 174.
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Codex in the Karaite Synagogue in Cairo (Gottheil 34)*' was con-
sidered the earliest illuminated book, since it bears a colophon that
apparently dates it to 894—95. The codex contains only Prophets.
However, recent research conducted by Malachi Beit-Arié, Colette
Sirat, and Mordechai Glatzer suggests that the manuscript was pro-
duced only in the eleventh century.”” The decoration of the codex
mirrors that of Islamic books, and Ettinghausen did not rule out the
possibility that this tradition of ornamentation is rooted in Hebrew
manuscripts, and specifically in the Karaite communities.” Leila
Avrin, on the other hand, conjectured that the Qur’an to which the
Dublin page belonged was preceded by other manuscripts that did
not survive.*

Our knowledge of Hebrew illuminated Bibles from the Middle
East and northern Africa is only partial. Not only have many of the
manuscripts at our disposal survived solely as fragments, depriving
us of some components of the ornamental schemes, but there has
also been little in-depth research on the subject. Only the Ben Asher
Codex has been studied extensively, by Avrin. Other books and
parts of books are preserved in the British Library and have been
described in brief by Jacob Leveen.?

The richest collection of Middle Eastern manuscripts from the
early Middle Ages is the Firkovich Collection in the National Library
of Russia in St. Petersburg (formerly known as the Public Library
of Leningrad), which for many years was not accessible to researchers
from the West and from Isracl. Adding to the difficulty is the fact
that Abraham Firkovich inserted many changes and forgeries in his
collection, mainly of inscriptions and dates.”” The decorated books
in the Firkovich Collection were first discussed by Vladimir Stassof
and David von Giinzburg in the early 1900s,” and recently in a

2 The collection of manuscripts in the Karaite synagogue in Cairo was cata-
logued and described in Gottheil (1905). For the Ben Asher Codex, see, no. 34,
639—41; see also Avrin (1974).

2 Beit-Arié, Sirat, and Glatzer (1997, 1999, 2000), 28, with additional literature
on the problem of the authenticity of this manuscript.

» Ettinghausen (1962), 169.

* Avrin (1974), 176.
% Avrin (1974).
% Leveen (1944), 66-104.

7 For a very general review, see Narkiss (1984), 24-36; see also Avrin (1974),
196-236.

% Stassof and von Giinzburg (1905).
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revised, and updated edition by Bezalel Narkiss.” In the third chap-
ter of the latter, entitled “Near Eastern Hebrew Bible Illumination
and Its Influence on Western Europe,” Narkiss summarizes his con-
clusions with regard to the continuity that he sees between the Middle
Eastern and Sephardic schools of manuscript illumination. In his
opinion, this continuity plays a crucial role in the history of Hebrew
manuscripts in Spain.

Currently, a catalogue of dated Hebrew manuscripts is being pro-
duced by Beit-Arié, Sirat, and Glatzer. Three volumes covering the
period from the earliest beginnings until 1149 have appeared so far.”
The majority of dated books from the early Middle Ages are of
Middle Eastern or north African provenance, few are from Italy,
one is from Spain, and there are none from other parts of Europe.
However, most of the decorated books from the Middle East and
north Africa are undated and therefore not included in the cata-
logue. Rachel Milstein recently studied the symbols incorporated in
the decoration of the Bibles.?

A detailed analysis of the relationship between the Hebrew man-
uscripts from the Middle East and those produced later in Spain has
yet to be made. The first step in such an analysis is to review the
ornamental schemes commonly used in these books. Then we need
to isolate the elements that indicate continuity, and see how sub-
stantial a role they play in the ornamentation relative to innovations
or elements deriving from other sources. Such an analysis can then
lead to an exploration of the work practices of the illuminators: the
extent to which they relied on Hebrew books as opposed to Islamic
ones, how much they relied on manuscript models at all, how fre-
quently they chose their patterns from other arts, and how much
innovation they introduced into their work.

These questions come to mind as a result of recent reflections on
earlier methodologies applied to the study of Byzantine and western
manuscript illumination. The findings of studies using Kurt Weitz-
mann’s recensional approach® usually point to a large degree of
iconographic continuity. In the context of the Sephardic Bibles, the
question of iconographic tradition arises mainly in the case of depic-

o

% Narkiss (1990).
Beit-Arié, Sirat, and Glatzer (1997, 1999, 2002).
' Milstein (2001).
2 Weitzmann (1947).
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tions of the Temple. Numerous studies based on Weitzmann’s views
maintain that Jewish Temple imagery has followed a continuous tra-
dition since late antiquity.”® There is undoubtedly a continuity from
a conceptual standpoint—that is, the existence of Temple depictions
as such and their meaning. However, as to the continuity in terms
of visual similarity of the forms, the design, and the details, there is
a great deal of disagreement. This subject will be addressed repeat-
edly in this book. Apart from the issue of Temple imagery, the dis-
cussion of decoration and its sources yields interesting conclusions
with regard to the continuity question and sheds light on the work
habits of the scribes and illuminators. These conclusions, which will
be discussed further on, also have ramifications for the analysis of
figurative illustrations and for other iconographic issues. With regard
to the Sephardic Bibles, we will find that the illuminators’ practices
varied greatly when it came to selecting ornamental patterns.

As in the case of the Qur’an manuscripts, the ornamentation of
the Hebrew books is rooted in functionality: it was used to mark the
beginning of verses, weekly portions (parashoi), biblical books, and
the like. All of these elements undoubtedly stimulated ornamenta-
tion, and all of these types of decoration are closely linked to cal-
ligraphy. Due to the distinct resemblance between the ornamental
patterns in Hebrew Bibles and those in Islamic art, it has been sug-
gested that they originated in the Karaite communities, whose affinity
to the Islamic culture was particularly strong.”* Some maintain that
Moses ben Asher was a Karaite.” The Ben Asher Codex in Cairo
contains many types of ornamentation that are also common in other
Middle Eastern Bibles and later recur occasionally in Sephardic
Bibles. It includes numerous carpet pages,”® which are characterized
by both centered and continuous interlace patterns. Some of them
also have ansae similar to those in carpet pages in Qur’an manu-
scripts, as well as stylized vegetal decorations, geometric ornamen-
tation, and architectural motifs.

An especially interesting aspect of Middle Eastern Bibles in gen-
eral and the Ben Asher Codex in particular can be found in the
design of the masorah magna, the masoretic commentary added to the

% On Temple depictions, see Revel-Neher (1984); Revel-Neher (1998).
* Leveen (1944), 68; Ettinghausen (1962), 169; Narkiss (1984), 24.
> Narkiss (1984).
% See, for example, ibid., fig. 10.
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biblical text in the lower and upper margins. It is written in micro-
graphic script in geometric shapes—mostly V patterns, but some-
times more complex patterns such as hexagons, circles, drops, and
the like. Parallels to this type of decoration can be found in the
above-mentioned treatise by al-Qudai Abu Abdallah Muhammed
copied in Valencia.”” Some of the carpet pages also include micro-
graphic decorations, many of which display architectural motifs.
Decorative micrography would later become an extremely popular
feature throughout the Jewish world.®® Most of the Sephardic Bibles
have a large amount of micrography, both in the masorah magna in
the margins and as an integral part of the design of carpet pages.

Apart from the carpet pages and micrography, the Ben Asher
Codex contains other types of decoration: stylized leaves, geometric
patterns, and frames for the verse counts at the end of each book.
Like micrography, these types of ornamentation are more closely
linked to the sphere of writing than to that of the art of book illu-
mination. Most of it was probably done by scribes and not artists.
The same is true of micrographic sections in the carpet pages. The
lines of the micrography served as contours for forms that were then
filled in with colored patterns.

The Firkovich Collection includes a group of eight loose pages
with carpet designs (MS II B 12),* in the following referred to as
“Firkovich 12.” A few of these pages can be dated to the tenth cen-
tury, and the rest to the thirteenth. The earlier carpet pages feature
micrographic designs without any painted addition. One of them
comprises a variety of geometric patterns—rhombuses, hexagons, and
rectangles—and another depicts a gate, which is composed of simi-
lar geometric shapes. The latter echo the architectural carpet pages
in the Ben Asher Codex. Narkiss interprets this motival resemblance
as a stylistic relation, and therefore conjectures that the Firkovich
pages were produced in the land of Israel.*” This assumption requires
deeper study, especially in light of the reservations expressed by Beit-
Arié, Sirat, and Glatzer with regard to the early dating of the Ben
Asher CGodex.

7 See above, 36 in the discussion of Qur’an manuscripts.

% Avrin (1981); Metzger (1974); Ferber (1977); Avrin (1979); Gutmann (1983).
% Narkiss (1990), 37-38, figs. 9, 10.

0 Tbid.
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The Firkovich Collection also includes three other fragments, which
are dated to the first half of the tenth century. It is not clear if they
were produced in the land of Israel or in Egypt. One, known as the
First St. Petersburg Pentateuch (National Library of Russia, Firkovich
Collection, MS II B 17), was signed in 929 by Solomon Halevi ben
Buya’a." It became famous mainly for its depictions of the Temple
implements. These are, in fact, the only Temple depictions that can
be found in Hebrew manuscripts from the Middle East (figs. 5 and 6),
and they serve as the sole basis for the theory of a continuous tra-
dition of Temple depiction in Jewish art from late antiquity to the
late Middle Ages.*” The question, however, is, whether one case can
be considered a tradition. Those supporting the continuity theory
must rely on numerous hypothetical assumptions about the existence
of additional Temple depictions in the Middle East, and of illumi-
nated Hebrew manuscripts in Muslim Spain that could have served
as a link in this artistic tradition. No such examples have come to
light. In any event, the next depiction of the Temple implements
appears only at the end of the thirteenth century in Spain (figs. 30
and 31). Avrin assumed that the depictions in the First St. Petersburg
Pentateuch signify the end of the late antique tradition, rather than
a link to the later one or its beginning.*

Many scholars* also maintain that the architectural ornamenta-
tion in some of the micrographic carpet pages in the Middle Eastern
Bibles symbolizes the Ark of the Covenant. Abstract architectural
patterns appear, as noted, in the Ben Asher Codex, the pages of
Firkovich 12, and later works. The contention that these patterns
are allusions to the Ark of the Covenant is certainly within reason.
However, it does not constitute support for the assumption that there
was a continuing tradition, since this motif is not known in Sephardic
Bibles, neither from a formal and stylistic standpoint nor in terms
of iconography.

The First St. Petersburg Pentateuch contains additional decora-
tions—for example, a dedication in large letters against an orna-
mented background, an element that recurs later in many manuscripts
from the Middle East and northern Africa, but not in Sephardic

* Beit-Arié, Sirat, and Glatzer (1997, 1999, 2000), vol. 1, 53—64; Narkiss (1969),
24, figs. 11, 69, pl. la; see also Nechama and Sievernich (1991), 415.

# This issue was summarized and discussed by Revel-Neher (1998), 116-61.

5 Avrin (1974), 204.

* Narkiss (1990), 34; Avrin (1978); Revel-Neher (1984), 137-38; Milstein (2001).
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ones. It also contains carpet pages that are very close to Islamic
counterparts.” The delicate pen ornamentation marking the parashot,
however, has a continuation in Spain, as do the micrographic frames
for the Songs of Moses in Chapter 15 of Exodus and Chapter 32
of Deuteronomy. At the end of each book of the Bible, a decorated
frame surrounds the verse count. Decorations of this kind also appear
later in Spain. They may be rooted in a similar custom in manu-
scripts of the Qur’an.

It thus emerges that the types of decoration for which a contin-
uing tradition can be traced—decorated parashah signs in pen and
ink, micrographic masorah with geometric patterns, and ornamenta-
tion to mark the verse count—are related to writing. The text was
copied from an original, usually placed in front of the scribe. On
the other hand, many colophons credit someone—the scribe or
another person—with checking and correcting the text. In most
Bibles, many corrections can indeed be found. It can therefore be
concluded that many scribes knew the vocalized text of the Bible
and the masorah by heart, wrote them from memory, and then checked
their work and made corrections with the aid of an authorized text.*
And so, even the process of writing did not always involve copying
in the pure sense of the word. This also weakens the case vis-a-vis
the copying of decoration. But even if the text was written from
memory, the work was done with close attention to the original and
with the aim of producing a manuscript that would be as faithful
to the original as possible. It follows that the decoration that was
related to writing and, in many cases, was done by scribes, was
guided by the same approach. In other words, in these spheres, there
would be a stronger tendency to be faithful to the original.

On the other hand, in the painted decorations executed by artists,
there is much less continuity. Even if it can be assumed that from
a conceptual standpoint, the Temple depictions in the First St.
Petersburg Pentateuch continue a tradition that began in late antig-
uity and is found in numerous mosaic pavements in late antique
synagogues in Israel (fig. 35), from a visual standpoint we do not
have a sufficient basis for comparison. Artists sometimes based their
work on an existing idea, which they developed, but did not neces-

® Ibid., n. 12.
* Narkiss and Cohen-Mushlin (1985), 16.
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sarily copy an actual model directly. Later we will see that this was
also the case with regard to Temple depictions created in Spain.

Some of the decoration types that appear in the First St. Petersburg
Pentateuch have parallels in other fragments in the Firkovich Collection
that are dated to the mid-tenth century: examples are the so-called
Mevorakh fragment (Firkovich Collection, MS II B 262)*" and the
Aharon ben Abraham fragment (Firkovich Collection, MS II B 263,
267).* Since these are not complete manuscripts, it is difficult to
evaluate their significance in terms of the development of decora-
tion programs.

A few decorated Hebrew manuscripts from the second half of the
tenth and the early eleventh century have survived. Many of the
carpet pages in these manuscripts are decorated with architectural
patterns that have parallels in the First St. Petersburg Pentateuch,
Firkovich 12, and the Ben Asher Codex. A striking example is the
Second St. Petersburg Pentateuch (National Library of Russia, Firkovich
Collection, MS II B 8), probably from 1020—21. The book also
includes a part that should be dated to the thirteenth century.® It
contains carpet pages, architectural motifs, and other types of dec-
oration in the micrographic masorah and in the body of the text,
between the lines.”® The latter undoubtedly has its origins in the sep-
aration of verses of the Qur’an; it appears in a few Hebrew man-
uscripts, mainly from Egypt, and has no continuation in Sephardic
illumination.”

Carpet pages of a different character, closer in nature to Islamic
parallels and lacking architectural patterns, can be found in another
example from this group, a Hebrew Bible written in Arabic script

¥ Narkiss (1984), pl. 1b; Narkiss (1990), 62-63, figs. 14-15; Nechama and
Sievernich (1991), 416.

8 Narkiss (1990), 38, 58-60, fig. 11. The pages in Firkovich 267 bear a distinct
resemblance to a group of other fragments that are kept together with the Ben
Asher Codex, and Avrin does not rule out the possibility that they belong to the
same book; see Avrin (1974), 205.

¥ See Narkiss (1990), 64—67; Beit-Arié, Sirat, and Glatzer (1997, 1999, 2000),
vol. 2, 27-41 with numerous reproductions, pl. 1-6. The scribe of this manuscript,
Zechariah ben Anan, wrote another Bible in 1028, Gottheil (1905), no. 13, 627-29
with modest micrographic decoration, see Beit-Arié, Sirat, and Glatzer (1997, 1999,
2000), vol. 2, 60—71.

% Narkiss (1990), fig. 18.

1 See, for example, London, British Library, MS Or. 9879 (First Gaster Bible),
Leveen (1944), 68; and Narkiss (1990), 37-39, fig. 22; Nechama and Sievernich
(1991).
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(London, British Library, MS Or. 2540, fig. 7).> They are com-
posed of a series of rectangular frames, one within the next, each
frame containing a different vegetal pattern. As in their Islamic coun-
terparts, an ansa appears in the margin.

The most outstanding book in this group is the St. Petersburg
Bible, also kept in the Firkovich Collection (MS II B 19a). It is the
only complete Bible from this period.”” The manuscript was written
in 1008°* by Samuel ben Jacob. Another Bible produced by the same
scribe and containing similar decorations is found in the Karaite
Synagogue in Cairo (Gottheil 14).°> Both manuscripts are replete
with carpet pages that combine micrographic outlines with coloring.
In a few of these pages, the tradition of architectural patterns con-
tinues;® others feature repeating geometric patterns—for example, a
pattern of rhombuses in micrography with circles inside them (fig.
8). The same pattern recurs similarly at the beginning of the four-
teenth century in Bibles from Roussillon (figs. 89, 93, and 99). Another
carpet page contains a large micrographic star pattern (fig. 9), fore-
shadowing the various centered interlace patterns that are commonly
found later in Islamic and Hebrew manuscripts in Spain (col. pls.
IX and X). The micrographic star pattern turns up again in Spain
at the end of the thirteenth century, in Toledo and Roussillon (figs.
32 and 88). In both the St. Petersburg and the Cairo Bibles, some
of the carpet pages are enclosed in calligraphic frames comprising
large letters. In addition to carpet pages, these two manuscripts also
feature frames surrounding the verse counts at the end of each bib-
lical book, decorated parashah signs, and masorah decorations in microg-
raphy. The ornamentation of pages containing the Songs of Moses
is especially rich.

The British Library in London possesses another Bible, which,
according to Leveen, served as a source of inspiration for Sephardic
Bibles (MS Or. 2363).”” Even though neither its date nor its prove-

2 Leveen (1944), 68; Narkiss (1990), 35 and 38.

» See the facsimile edition of the St. Petersburg Codex, Freedman (1998); Beit-
Arié, Sirat, and Glatzer (1997, 1999, 2000), vol. 1, 114-31.

" There is uncertainty with regard to the translation of the date due to the fact
that it is noted according to five different calendars. According to the Hebrew cal-
endar, it was written in 1008; ibid., 117-18; Narkiss (1990), 50-53.

» Gottheil (1905), no. 14, 629-30; Avrin (1974), 211; Narkiss (1990), 52.

% Narkiss (1984), pl. 2.

" Leveen (1944), 70-71.
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nance could be determined with any certainty,” this book is of con-
siderable importance in the attempt to reconstruct the history of the
Sephardic Bibles’ decoration schemes. It features ornamental mark-
ings for the parashot with stylized vegetal patterns (fig. 10), a deco-
rated frame with verse counts at the end of each book (fig. 11),
frames for the Songs of Moses (fig. 12), and masorah decorations in
geometric patterns (fig. 13); many examples of such decorations can
later be found in Sephardic Bibles.

In short—the art of decorating Bibles in the tenth and eleventh
centuries developed in the Middle East and with strong links to
Islamic book art. Carpet pages, decorated chapter headings, mark-
ing of parashot, and verse counts all have parallels in Islamic design.
The variety of colors used by the artists also corresponds with that
of manuscripts of the Qur’an.” These Hebrew manuscripts are notable
for an especially large degree of homogeneity.”

Later schools existed in the twelfth and thirteenth centuries. From
this period we also find decorated manuscripts from the Maghreb.
Not very much information is available with regard to the Maghreb
group, but due to the political relationship between the Maghreb and
Islamic Spain, particularly from the eleventh century on, it is worth-
while to examine the decorative schemes characteristic of the manu-
scripts of this group. Not all types of decoration observed in the
earlier periods were popular to the same extent in the Maghreb
schools. For example, dedicatory inscriptions in large letters existed,
but they are not commonly found in these books, and ornamenta-
tion seldom appears between the text lines. In the Tlemcen Pentateuch
of 1225 (Firkovich Collection, MS II B 168),°" there is a carpet page
with a colophon and decorations for the Songs of Moses. Carpet
pages, apparently from this period, are also found in the later section
of the Second St. Petersburg Pentateuch.®

The Firkovich 12 fragments include decorated pages that are
different in character from the earlier ones described above. Among
them is an uncolored micrographic carpet page displaying a centered

5% Margoliouth (1909-15), vol. 1, 39, describes the script as Persian or Babylonian
and dates the book to sometime between the 11th and the 12th centuries; see also
Leveen (1944), 71.

% See Avrin (1974), 179-80.

% TIhid., 219.

o1 Narkiss (1990), 67-68, pl. XIX.

2 Thid., 6467, fig. 17.
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geometric pattern.”” Also striking is the calligraphic frame in large
letters around the pattern. Frames of this type already appeared in
the eleventh century in the St. Petersburg Bible and the Gottheil 14
Bible in Cairo, and they would later become a distinct feature of
Sephardic Bibles (for example, figs. 23, 30, and 32). Uncolored micro-
graphic decoration for entire carpet pages would also recur later in
Spain (figs. 32, 37, and 38).

On another page of the Firkovich 12 fragments, it is possible to
discern further innovations that had an influence on the illumina-
tion of Sephardic Bibles:** an interlace pattern that forms elongated
hexagons running in various directions with an emphasis on diago-
nal lines. This design is a harbinger of the later continuous inter-
lace patterns in Mudéjar and Nasrid art in Spain, examples of which
can frequently be found both in Hebrew and Islamic manuscripts
(col. pls. I, IX, X, figs. 1 and 3). The page is framed in an inter-
lace pattern of the guilloche type, executed in spared-ground tech-
nique. This type of decoration is rare in earlier manuscripts, but it
appears in the St. Petersburg Bible (fig. 8).

The Firkovich Collection includes another single page (MS II B
269), which Narkiss associates with the above-mentioned Mevorakh
fragment from the tenth century.” It features a continuous pattern
of rhombuses with a circular decoration inside them. The continu-
ous pattern and the density of composition do not conform to the
stylistic conventions of the tenth century.”® A decoration of a simi-
lar kind first appears in the St. Petersburg Bible in the early eleventh
century (fig. 8). Calligraphic frames like those in the Firkovich 269
page also became more popular in this later group of manuscripts.
As noted above, the rhombus pattern would return—together with
the calligraphic frames—in Catalonia in the thirteenth and fourteenth
centuries. It can therefore be assumed that this very page should be
dated no earlier than the eleventh century. It cannot be ruled out,
however, that it belongs to the later group from the Maghreb.

Other books, apparently from the Maghreb, have similar fea-
tures—uncolored micrographic carpet pages, calligraphic frames, and

o

* Ibid., fig. 8.

¢ Ibid., fig. 7.

% TIbid., 50.

% In the stylistic analysis of the various schools, Narkiss himself maintains that
the style of the tenth century was characterized by relatively airy compositions
(1990), 38.
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micrographic masorah. Fragment MS II B 1539 in the Firkovich
Collection—an undated single page—is a carpet page with a centered
rosette of a type known from the St. Petersburg and Gottheil 14
Bibles, and later from Sephardic manuscripts.

Finally, also worth mentioning are two uniquely decorated man-
uscripts, whose origins and dates are unknown. In one of them, also
part of the Firkovich Collection (MS II B 116), the micrography in
the margins of the text is replete with vegetal and floral patterns
that have no parallels in other Middle Eastern manuscripts. To a
certain extent, these decorations were forerunners of vegetal patterns
that later came into common use in Sephardic Bibles. The second
book, in the Karaite synagogue in Cairo (Gottheil 18),°” has a par-
ticularly large amount of micrographic decoration in the margins,
some of them symbolic in character.”® The book also has micro-
graphic carpet pages with a variety of architectural motifs, includ-
ing horseshoe arches. The horseshoe arch plays a central role in
Visigothic, Islamic, and early medieval architecture in Spain, as well
as in Hebrew manuscripts. It appears in the Maghreb under Sephardic
influence, but it is not known in Egypt.” And so it seems that this
manuscript is also from the Maghreb. Apart from the horseshoe
arches, it includes additional motifs that reappear later in Spain.

A few important points emerge from this short survey. First, Middle
Eastern Bibles did not commonly feature Temple depictions. This
fact sheds light on the question of continuity, since Temple images
have been presented as a major argument in the discussion. Later
in this book, I will compare the depiction in the First St. Petersburg
Pentateuch with those in the Sephardic Bibles and reach further con-
clusions. As for decorative patterns, however, continuity can be dis-
cerned, first of all, within the group of Middle Eastern manuscripts.
The most salient example is the architectural pattern in the carpet
pages, which is created by micrographic lines; this design does not
recur in Sephardic Bibles. Other types of decoration—such as the
abundant use of micrography in the margins and on carpet pages,
specific micrographic patterns, decoration of parashah signs, and dec-
orative frames at the end of each biblical book—all indicate a con-
tinuous tradition. But this continuity existed mainly in those fields

7 Gottheil (1905), no. 18, 631-32.

% Milstein (2001).

% T thank Rachel Milstein, of the Hebrew University of Jerusalem for pointing
this out to me.
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of decoration that are close in character to the work of the scribes.
In the sphere of painted decoration, on the other hand, to which
depictions of the Temple also belong, innovation and influence from
the immediate environment overruled tradition. In the upcoming
chapters, I will attempt to verify this conjecture.

Christian Art in Spain

The cighth century was a pivotal period for Christian culture in
Spain. The political center of Christian Spain was the kingdom of
Asturias and its capital, Oviedo. Within this region arose numerous
churches that combined a Visigothic architectural and artistic tradi-
tion with many elements borrowed from early Christian and
Carolingian art. The classicistic (though non-figurative) wall paint-
ings in the Church of San Julian de los Prados clearly evince their
early Christian roots and their connection to Carolingian art.”’ In
this period, Beatus of Liébana wrote his commentary on the
Apocalypse. This text later became very popular, and numerous illu-
minated copies of it are still extant (fig. 77). The legend regarding
the discovery of the Apostle James’s remains, which led to the con-
struction of the first church of Santiago de Compostela, also arose
in the eighth century. With the migration of Mozarabs to northern
Spain and the establishment of many monasteries there, a change
took place in that region’s approach to architecture, sculpture, and
painting. Scholars have devoted a great deal of study to the Visigothic
and Islamic impacts on early medieval art in Spain. The develop-
ment of architecture and architectural sculpture was accompanied
by a rich tradition of illumination of manuscripts, mainly those of
the Bible and the New Testament and Beatus of Liébana’s com-
mentary on the Apocalypse.

Although this art was frequently referred to as “Mozarabic art,”
there remain only a few works that can justifiably be called “Moza-
rabic” in the full sense of the term—that is, created by the Mozarabic
population in Al-Andalus. In 988, a manuscript of the Latin version
of the Bible was produced. Its name, Biblia Hispalense, indicates

0 Dodds (1990), chap. 2, 27-28, with additional bibliography on Asturian archi-
tecture, see figs. 20, 21, 24, 25, 26, and 30; Art in Medieval Spain (1993), 113-14.
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that it was produced in Seville. Today it is in Madrid (Biblioteca
Nacional, cod. vit. 13-1).”' The canon tables are arranged in columns
that are decorated with architectural elements. The design is replete
with allusions to forms common in Islamic design, with horseshoe
arches intermingling with round arches. The use of numerous arches—
usually polylobed and superimposed—is in itself a common charac-
teristic of Islamic architecture. The arches in the canon tables of the
Biblia Hispalense rest on pillars lavishly decorated with stylized floral
patterns largely borrowed from an Islamic repertoire of forms.

The horseshoe arch became a hallmark of Mozarabic architecture
throughout Spain. In Al-Andalus, it appears in the ruins of the
churches in Bobastro” and Santa Maria de Melque.” Its roots lie
in seventh-century Visigothic architecture—as in the Church of San
Pedro de la Nave (fig. 14) or the Church of Santa Comba de Bande.”
It was adopted by Muslim architects, who slightly altered its shape
(mainly its proportions), intricately decorated its voussoirs, and added
a rectangular frame known as affiz. This form of the horseshoe arch
first appears in one of the gates of the Great Mosque of Cordoba,
which later—after its conversion into a church—became known as
the Puerta de San Esteban (fig. 15). With the development of Christian
architecture in Islamic Spain and in the Christian countries to the
north, the Visigothic horseshoe arch was revived in its original form,
sometimes supplemented with Islamic features, such as the alfiz.”
Over the years, the horseshoe arch became an element unique to
Spanish architecture, and it represents both Islamic and Christian
Spain of the early Middle Ages.

Evidence of early medieval architecture can be found in several
churches that have survived from that period,”® such as San Miguel
de Escalada.”” The design of this building, which contains many

' Williams (1977), 84, pl. 5.

2 Dodds (1990), 58-59, figs. 58, 59.
5 Ibid., figs. 56, 57.
* Ibid., fig. 7.
> The development of the horseshoe arch as an element transmitted in Spain
from one culture to another and the evolution of other architectural elements are
discussed at length in Dodds (1990), chap. 1. On the question of the Islamic influence
on carly medieval art, see also Schlunk (1965).

* Dodds (1990), 70-71; Art in Medieval Spain (1993), 121-62. Both articles have
references to additional sources and earlier bibliography.

77 Dodds (1990), figs. 37-43.

o wou
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horseshoe arches and reliefs on column capitals and screens,”® com-
bines a Visigothic tradition with a few Islamic influences.” This archi-
tecture is characterized by an absence of any sign of influence from
the north, such as Carolingian construction or art.

Other evidence of the culture of Christian Spain in the early
medieval period is found in illuminated manuscripts of the Bible,
such as the Biblia Hispalense or a Bible produced in 920, now in
the Monastery of San Isidoro in Leon (Cod. 6).* The canon tables
of the latter are decorated similarly to those of the Biblia Hispalense,
though the patterns are more stylized and the entire design is extremely
flat. Another illuminated manuscript was produced in 960 in Valera-
nica; it, too, is now in San Isidoro (Cod. 2, fig. 16).®" In this period,
the first illuminated copies of Beatus of Liébana’s commentary on
the Apocalypse appeared.

Islamic influences on this art are not as strong as might be expected
in the cultural context in which it was created.*” They were exhaus-
tively studied by John Williams.** As Karl Werckmeister has shown,
distinctly Islamic motifs could be used in iconography to convey a
negative message. For example, in the Leén Bible of 960, the Philistine
attackers are portrayed as Muslim horsemen.® In a Beatus manu-
script in New York (Pierpont Morgan Library, MS 644), the whore
of Babylon (Apoc. 17) is depicted with Islamic elements, and Bel-
shazzar’s feast (Dan. 5:1-5) is presented under a typical Islamic horse-
shoe arch.®

Most of this art was created in the Christian kingdoms and hardly
any Mozarabic art or buildings from Al-Andalus have been found.
Therefore, the name “Mozarabic” is occasionally challenged®—espe-

% See, for example, Art in Medieval Spain (1993), no. 77.

7 Schlunk (1965), 915-16.

% Williams (1977), pls. 3, 4.

' Williams (1965); Williams (1967); Williams (1977), pls. 8-11; Williams (1999).
2 Williams (1977), pls. 21-22. On illuminated Beatus manuscripts, see Williams
(1993); Mentré (1996).

8 For architectural contexts, see Schlunk (1965).

# Williams (1994), vol. 1, 143-77.

% This issue and other ways of dealing with Islamic influences in illustrations of
manuscripts were discussed by Werckmeister (1965); see also Art in Medieval Spain
(1993), 112 (in a chapter that was also written by Werckmeister).

% Williams (1977), 77, pl. 19.

% The name “Mozarabic” was given to ninth-to-eleventh-century art and first
appears in Gomez Moreno (1951), 394—409; with regard to architecture, see a sum-

]
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cially since it connotes a high degree of adaptation to Islamic cul-
ture at a time when Christian culture in northern Spain actually
emphasized its difference from Islamic culture. Early medieval paint-
ing 1s characterized by bold, rich colors, nearly total flatness, and
an absence of any illusion of space and depth. Hardly any link to
Carolingian painting can be found here.*

At the beginning of the tenth century, the city of Leén replaced
Oviedo as the capital of Asturias. From then on, the entire region
was referred to as the kingdom of Ledén. During this stage of the
Reconquest, in the late eleventh and early twelfth centuries, Le6n
was the Christian kingdom most actively involved in the struggle
against the Muslims. Under Fernando I (1053-65) and his son Alfonso
VI (1065-1109), Christian Spain forged ties with other countries in
Europe. In art, this development manifested itself in the appearance
of the Romanesque style throughout northern Spain. An example is
the early Church of San Isidoro in Leén, whose layout can still be
reconstructed and some of whose walls still exist.* Cultural varia-
tions and use of the unique style of the past would yet occur, but
by and large, art in Spain dovetailed with European art from that
time on. Traces of the prolonged Muslim presence can be found in
the art of the Mudéjares in Christian Spain, and the early medieval
heritage had a strong impact on the development of a unique figure
style in Spanish Romanesque painting. In the thirteenth century, illu-
minated manuscripts produced at the court of Alfonso X, the Wise,
of Castile still contained echoes of methods and ornamental patterns
that were customary in the tenth and eleventh centuries, as can be
observed, for example, in the ornamental frames in manuscripts of
the Cantigas de Santa Maria (fig. 17).%

mary of this issue in Dodds (1990), 49; with regard to manuscripts, see Williams
(1977), 16-7; see also Mentré (1996), 12—41.

# Slight Carolingian influences are discernable only from the mid-tenth century
on, see Williams (1977), 21-23.

8 Art in Medieval Spain (1993), 167-68.

9 Madrid, Library of the Escorial, MS T. L. 1; for a facsimile edition, see Cantigas
(1979); see also Keller and Cash (1998).
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The Art of the Mudgares

A particularly interesting expression of the encounter between Chris-
tians, Muslims, and Jews is the Mudéjar design prevalent in archi-
tecture and architectural sculpture throughout Christian Spain from
the twelfth century onward.”’ The Mudéjares specialized in con-
struction with bricks, stuccowork, and woodwork. At a time when
the Romanesque and Gothic cathedrals were built in the large cities,
Mudéjar craftsmen left their imprint on small churches in the cities™
and on various structures in small towns in rural areas. Mudéjar art
was popular in secular construction in Christian cities, sometimes as
an expression of certain political affiliations, as in the time of Pedro
the Cruel of Castile in the mid-fourteenth century. The Mudéjares
therefore played an increasing role in architecture and various other
crafts, such as architectural sculpture, pottery, and the production
of tiles. Their unique design left its mark on all areas where they
lived in large concentrations. A particularly interesting manifesta-
tion of Mudéjar art can be found in the synagogues that survived
in Iberia, and whose repertoire of forms is indebted almost exclu-
sively to Islamic art.” It should be remembered, however, that only
a few of the synagogues that existed in the Iberian Peninsula have
survived.

The Mudéjar builders retained the Islamic artistic language of the
past and enriched it with elements that were popular at the time in
Al-Andalus and northern Africa. Several churches built in Aragon,
for example, reflect a style that was then widely used in Al-Andalus,
which was under the rule of the Almohad caliphs.” In other words,
Mudéjar art not only involved the preservation of Islamic motifs
from the past, but was a dynamic phenomenon that kept changing
under direct influence from Nasrid Granada and the Maghreb. This
fact is crucial to our understanding of Sephardic Jewish art and the
choice of motifs and forms in both synagogue architecture and man-
uscript illumination.

% For a general survey, see Borras Gualis (1990).

92 See Raizman (1999).

% On synagogues in Spain in general, see Ben Dov (1989) and Cantera Burgos
(1984).

% MacKay (1977), 90.
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Mudéjar art is characterized by an absence of figurative motifs
and by a preference for abstract decoration with stylized geometric
or floral patterns. As noted, one of the hallmarks of this art is an
abundant use of arches of various shapes: the horseshoe arch in its
Islamic version, polylobed, intersecting, and superimposed arches.

Many questions arise in connection with this art. They stem mainly
from the parallel emergence of Romanesque and Gothic architec-
ture following the post-Reconquest integration of Spain into Christian
Europe, and from the development of various contacts with the north.
The styles coexisted but rarely intermingled. Instances of the inter-
mingling of Mudéjar elements with Romanesque architecture can be
found, for example, in the transept arches in the Church of San
% in the courtyard of the Monastery of San Juan
de Duero in Soria,” and in the stucco ceilings in the Monastery of
Las Huelgas in Burgos. Scholars have not yet decided on a proper
definition of Mudéjar art and there is no consensus as to the full
meaning of the term. Some scholars refer to it as art created by
Muslims, whereas others define it in its broader sense, as art that
includes Islamicizing formal elements but is created by Christians or
Jews.” It is also not clear what types of Christian religious con-
struction evidence a preference for Mudéjar architecture and the use
of Islamic formal elements. The question is whether Mudéjar can
be defined in terms of urban and rural construction. In other words,
were the churches in the cities built and decorated in a Romanesque
or Gothic style, sometimes by French artisans, while those in the vil-
lages were built by Mudéjares? Was there competition between
Mudé¢jar and Christian French builders? Can Mudéjar art be defined
from a regional or chronological perspective? Or can we assume—
as proposed by Jerrilyn Dodds—that the Mudéjar design was some-
times employed to convey an ideological message?®

Distinct examples of the use of the Mudéjar design in secular con-
struction can be found in the palace of Alfonso XI in Tordesillas,

Isidoro in Leén,

P Art in Medieval Spain (1993), 167-73, with a picture of the transept arch on
p- 172 and related bibliography.

9% Art in Medieval Spain (1993), 24 with a reproduction.

9 See mainly Lambert (1993); Torres Balbas (1949); Borras Gualis (1990); Dodds,
Mudéjar Tradition in Architecture (1992); for a summary of this issue, see Raizman
(1999).

% Dodds, Mudégar Tradition and Synagogues (1992).
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which subsequently became the Monastery of Santa Clara (fig. 18),
and in the Alcazar, the palace of Pedro the Cruel in Seville.” The
use of Mudéjar design in synagogues indicates a large degree of
adaptation to Islamic culture on the part of Spanish Jews, and numer-
ous examples of this phenomenon can be found in a period when
most of Spain’s Jews were already living under Christian rule.

9 Pedro’s palace is not really an example of Mudéjar construction in its full
sense, since it was the work of builders from Granada; Raizman (1999), 202—203.



CHAPTER THREE

THE CASTILIAN WORKSHOPS OF THE
THIRTEENTH CENTURY

The Earliest Illuminated Bible

The earliest extant Sephardic decorated Bible was signed in 1232
by Israel ben Moses ibn Casares for a patron by the name of Elisha'
(Paris, Bibliothéque Nationale de France, cod. hébr. 25).2 A small
book (185x220 mm), it contains modest ornamentation of various
types. On a few of the pages,’ spared-ground frames and medallions
(fig. 19) appear against a background of brown ink. The same ink
was used for the text. The decoration includes guilloche-type inter-
lace patterns, stylized vegetal patterns, and other kinds of abstract
ornamentation. The formal language is entirely indebted to Islamic
art. The medallions are reminiscent of the ansa decorations in illu-
minated manuscripts of the Qur’an produced from the eleventh cen-
tury on in Granada, Cordoba, Seville (figs. 1, 2, and 3), and Valencia;
the latter was still under Islamic rule when Paris 25 was signed.*
The book contains a variety of scribal decorations. Various por-
tions of the text are enclosed in micrographic frames (fig. 20) in guil-
loche patterns similar to the spared-ground ones. Some of the pages
display the masorah magna in zigzag lines. Such micrographic deco-
rations exist, as noted, already in the earliest decorated Hebrew
manuscripts from the Middle East (fig. 13). The book also contains
markings for the weekly portions. These follow two different systems:
the parashot are marked according to the Babylonian annual reading
cycle, while the sedarim are also indicated according to the Palestinian
triennial cycle (fig. 21). The latter are marked with the letter samekh,
and the parashot are indicated with the abbreviation parash. Thin and

! See colophon on fol. 397v.

? Zotenberg (1866), 3—4; Garel (1990), 58-59.

* Fols. 8r, 397r, 397, 398r.

* For an example with frames using similar interlace motifs as those in Paris 25,
see a Qur’an attributed to Valencia in the Nasser Khalili collection, Raby and
James (1992), cat. no. 20 with reproductions.
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delicate ornamentation enhances the seder marks, in brown ink sim-
ilar to that used for the text. The parashah signs are in the same ink,
but their decoration, which somewhat imitates that of the seder marks,
1s in another, darker ink. This decoration was probably inserted by
another hand. The same dark ink was used for various corrections
in the text’ and perhaps also for the list of the biblical books at the
beginning of the volume.® The custom of decorating the parashah and
seder indicators is also known from Middle Eastern Bibles (fig. 10).
Finally, the lists of the fafiarot are decorated with calligraphic frames
of a type similar to those that had been used on carpet pages since
the eleventh century in northern Africa, though here the line of
enlarged script is accompanied by two micrographic lines. As orna-
mentation for text columns, these frames are an innovation.

The colophon does not state where the book was produced. Bezalel
Narkiss attributes it to Toledo.” Gabrielle Sed-Rajna does not men-
tion the book at all in her article on manuscripts from Toledo and
Burgos, but in connection with other books, she attributes Bibles
with seder markings to Toledo.! We will see below that though the
use of seder indicators was indeed customary in that city, such a prac-
tice is also known in other places in Castile.” Maimonides reports:

The simple custom in all of Israel is that the [reading of the] Torah
is completed in one year...And there are those who complete (the
reading of ) the Torah in three years, and this is not a simple custom.'

As was customary in most places in Spain, the book is bound in
gatherings of eight leaves. We know that gatherings of six were com-
mon in Toledo." However, since this is not the only practice there,
the eight-leaved quires do not constitute clear-cut proof of a prove-
nance other than Toledo. Moreover, most of the types of decora-
tion correspond clearly to other Toledan manuscripts of that period.
Like other Toledan Bibles, Paris 25 contains only little painted orna-
mentation and most of the decoration is micrographic or calligraphic.

® For example, on fol. 79r.

% Fols. 3v and 4r.

7 Narkiss, Cohen-Mushlin, and Tcherikover (1982), 18-19.

8 See Sed-Rajna (1978), 6-7.

% For example, Paris, Bibliothéque Nationale de Paris, cod. hébr. 82; Zotenberg
(1866), no. 82, written, according to the colophon, in Burgos. For a listing of the
sedarim according to three different systems, see Yoel (1962), 126-32.

10" Mishneh Torah (1963), 2, Hilkhot Tefillah 13, 1.

" Beit-Arié (1981), 43; Sed-Rajna (1978), 6-7.
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Another Bible in Paris (Bibliothéque Nationale de France, cod. hébr.
105)" contains a colophon stating that it was produced in Toledo
in 1197-98; it is bound in gatherings of six leaves and has very
modestly ornamented seder marks. A manuscript in Parma (Biblioteca
Palatina, MS Parm 2025),"* however, whose colophon states that it
was written in Toledo in 1256, is bound in quires of eight leaves.
It has indicators of both parashot and sedarim, only a few of them
decorated, and calligraphic frames of the type found in Paris 25.
The masorah magna is generally written in straight lines, but occa-
sionally it is rendered in simple zigzag patterns.'*

Several features of Paris 25—the micrographic masorah, the frames
for the Songs of Moses, the decoration of the seder marks, and the
calligraphic frames—have their roots in the decoration of Middle
Eastern manuscripts; all of them are the work of the main scribe or
the masoretor. But the design of the more ornate decoration of
medallions and frames has no specific parallels in earlier Hebrew
manuscripts. It is indebted mainly to Iberian Islamic art.

In connection with Paris 25, Narkiss, Aliza Cohen-Mushlin, and
Anat Tcherikover mention another Bible, today in the University
Library of Cambridge (MS Add. 465)." This book is larger than
Paris 25 by more than 10 cm (285%x330 mm). It has no seder marks,
but designates the parashot only; these marks are more ornately orna-
mented than the seder marks in Paris 25, and they are executed in
gold and ink of various colors. Their design imitates vegetal shapes,
though with a great deal of stylization.'® The book also contains
micrographic decoration of the Songs of Moses, but in patterns that
are completely different from the ones in the Middle Eastern and
Maghrebi Bibles or in Paris 25. It features vegetal patterns, foliate
designs, and candelabrum-like trees,'”” a motif that would become
especially popular in Catalan Bibles in the fourteenth century.

12 Zotenberg (1866), no. 105; Sed-Rajna (1978), 7.

13 Richler and Beit-Ari¢ (2001), no. 38.

" In the Holkham Library there is a Bible with similar features (MS 2): calli-
graphic frames and decorated parashah and seder markings. Sed-Rajna (1978), 7,
attributes it to Burgos even though it has no colophon. Like Paris 82, this book
includes verse counts in geometric shapes at the end of the biblical books.

1 Schiller-Szinessy (1876), no. 13, 16-19; Narkiss, Cohen-Mushlin, and Tcherikover
(1982), 18-19, figs. 1-3; Reif (1997), 54-55.

16 Narkiss, Cohen-Mushlin, and Tcherikover (1982), fig. 3.

'7 Ibid., 18.
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Beyond the micrographic decorations of the Songs of Moses, the
masorah magna of Cambridge 465 1s not decorated at all, but painted
decorations mark the end of the Pentateuch and the end of Prophets.'®
Comparing the latter to parallels in Paris 25, Narkiss, Cohen-Mushlin,
and Tcherikover determine that Cambridge 465 is of Castilian ori-
gin." Apart from the general Islamicizing character of the painted
decoration in comparison with Paris 25, there is no evidence that
enables us to clearly attribute the Cambridge manuscript to Castile
or to date it with any certainty, and any claim with regard to its
origin or date must remain hypothetical: it has no colophon or seder
markings, and it is bound in gatherings of eight leaves. The design
and motifs of the micrographic decoration are not typical of the
Castilian school—though this does not mean that these types were
not known in Castile—and they have no roots in Jewish manuscripts
from the Middle East or the Maghreb.

Nor does the candelabra design clearly indicate provenance: such
candelabra designs appear, for example, in a Bible in the University
Library in Madrid (MSS 1, formerly shelf-marked MS 118 Z 42,
fig. 22), which contains a notation that it was sold in 1280 in Toledo.
Apart from numerous candelabra patterns this book features a wide
range of micrographic decorations. Since the candelabra pattern later
became very popular in Catalonia, Thérése Metzger infers that the
manuscript originated there.”” However, the book may not only have
been sold in Toledo, but it may also have been produced there, or
elsewhere in Castile, since it contains seder marks, a characteristic
that has no parallels outside Castile. Judging from Cambridge 465
and the Madrid manuscript, it is conceivable that the candelabrum
pattern in fact originated in Castile, in spite of its rarity there and
its later popularity in Navarre and Catalonia later on. Moreover,
the design of the Madrid candelabra differs widely from their later
Catalan relatives (figs. 105, 108, and 120).

' Ibid., fig. 1.
1 Ibid., 19.
% Metzger (1974), 99.
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From the Marseilles Bible to the Damascus Keter

More detailed information exists on the work of illuminators and
scribes in Toledo in the second half of the thirteenth century, and
the picture that emerges with regard to those years is clearer. At
least two workshops left distinct traces: the names of scribes (mem-
bers of the Ben Israel and Ibn Merwas families), notation of dates,
or a certain degree of formal and motival homogeneity in the dec-
oration. Sed-Rajna has already pointed out the prominence of the
Ben Israel family of scribes, whose members are mentioned in doc-
uments, on tombstones, and in colophons. On the basis of her
findings, the family’s history can be reconstructed.”

Israel ben Isaac ben Israel signed two Bibles, one in 1222, now
in Oxford (Bodleian Library, MS Kennicott 7),” the other in 1241,
now in New York (Jewish Theological Seminary, MS Luzki 44n).
The same name is mentioned in documents from 1236* and 1248.%*
Chaim ben Israel—probably his son—signed two Bibles. The first,
from 1272, 1s in Paris (Bibliotheque Nationale de France, cod. hébr.
26).* The second, signed in 1277, became famous for its decora-
tions and is commonly referred to as the “Parma Bible” (Parma,
Biblioteca Palatina, MS Parm 2668).* Abu-Omar ben Israel—per-
haps Chaim’s brother—is mentioned in a document from 1292.%

The Bibliothéque municipale in Marseilles possesses two volumes
of another Bible (cod. 1626); it lacks a colophon’ but a note appended
to it in 1562, when it was in Safed, states that it was written by
Isaac ben Israel.” The exact date of this manuscript cannot be estab-
lished with any certainty, but on the basis of an analysis of the dec-
orations, it should be dated to ca. 1260.2° Hence, it was not written

2! Sed-Rajna (1990), 301-302; her discussion is based on documents that were
published by Pilar Leén Tello (1979).

22 Neubauer (1886-1906), no. 2331.

% Leon Tello (1979), no. 211.

% Tbid., no. 147.

» Zotenberg, (1866), 26; Sed-Rajna (1978), 7, the date noted there (1256) is
erroneous.

% Tamani (1968), 46, no. 1; Antonioli Martelli and Mortara Ottolenghi (1966),
no. 32; Sed-Rajna (1978), 7; Richler and Beit-Ari¢ (2001), 3, no. 1.

27 Leon Tello (1979), no. 240.

% Sed-Rajna (1978), fig. 1.

» Sed-Rajna (ibid.), 20-21, dates the book to ca. 1250 on the basis of a stylistic
comparison with the decoration of the Damascus Keler (see below for a discussion
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by the father of Israel ben Isaac ben Israel, who was active in 1222,
but rather by a member of a later generation, probably another
brother of Chaim Ben Israel. Isaac’s name is also mentioned in a
document from 1282* and on a tombstone from 1297.°" A docu-
ment from 1270 is signed by Israel ben Isaac,” and this name is
mentioned again in 1292% and on a tombstone from 1303.** In those
years, Menachem Hameiri of Perpignan (1249—-1316) praised the
scribal skills of Israel ben Isaac, maintaining that a Bible written by
him was the most accurate.” There is no certainty as to whether
Hameiri was referring to his contemporary, Israel ben Isaac, or to
his ancestor, who was active in the first half of the century.
Sed-Rajna notes that Israel’s name is mentioned by Isaac Abravanel
in his commentary on the Book of Amos.*® But here, too, it is not
certain to whom Abravanel was referring.”” Abravanel was discussing
the vocalization of the word bid’mesheq (Amos 3:12) and the question
whether the word should be written with a shin (bid’mesheq) or a sin
(bid’meseq). He maintained that “Rabbi Israel” and “Ibn Merwas”
wrote it with a sin.® An examination of the manuscripts of the Ben
Israel family and Ibn Merwas reveals that in all of them, bid’mesheq
is written with a shin as is common in other versions of the Bible.
Abravanel was either mistaken, or the manuscripts he commented
did not survive. Therefore, I am unable to determine to whom he
was referring. The information mentioned above, suggests a recon-
struction of the family relationships between the scribes (diagram 1).
The books attributed to Israel ben Isaac ben Israel from 1222
(Kennicott 7) and 1241 (New York 44), as well as Chaim ben Israel’s
1272 Bible in Paris (Paris 26), contain only modest ink decorations.
These are functional decorations made by the scribe, parashah and

of what I believe to be later additions to the Damascus Aeter). Due to these fea-
tures, Sed-Rajna refers to its entire decoration scheme as a more advanced type.

% Leén Tello (1979), no. 212.

*1 Sed-Rajna (1990), 302.

3 Leon Tello (1979), no. 187; Sed-Rajna (1990), 302, attributes this document
to Isracl ben Isaac, who worked between 1222 and 1248. But it cannot be ruled
out that it refers to a man by the same name from another generation.

3 Leén Tello (1979), no. 258.

* Sed-Rajna (1990), 302.

» Hameiri (1957), 48; see also Garel (1990), no. 31.

% Sed-Rajna (1990), 302.

57 Abravanel (1960), commentary on Amos 3:12.

% Sassoon (1932), vol. 1, 2.
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Isaac ben Israel

Israel ben Isaac (ben Israel)

Colophons in 1222 and 1241
Documents from 1236 and 1248
Years of activity: 1222-1248

Isaac ben Israel

Marseilles Bible, c. 1260
Document from 1282
Tombstone from 1297
Years of activity:

1260-1297

Israel ben Isaac

Documents from 1270
and 1292

Tombstone from 1303
Possibly mentioned by
Hameiri and Abravanel
Years of activity:

1270-1303

Chaim ben Israel Abu-Omar ben Israel

Colophons in 1272 and Documents from 1292
1277 (Parma Bible)
Years of activity:

1272-1277

Diagram 1: The Ben Israel Famuly

seder marks, verse counts at the end of the biblical books in micro-
graphy in geometric shapes, and the like.” New York 44 and Paris
26 also contain calligraphic frames. In contrast, two other manu-
scripts in this group also contain painted decorations: the Marseilles
Bible features the first colored carpet pages in the Toledo school
(fig. 23) and the Parma Bible was the first Bible to include a depiction
of the Temple (figs. 30 and 31).

% Sed-Rajna (1974), with numerous reproductions in various manuscripts from

Toledo and Burgos.
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The Marseilles Bible has survived only partially; the first volume,
the Pentateuch, has been lost* and another part is now in St.
Petersburg (National Library of Russia, Firkovich Collection, MS II
B 53). The book is quite large (235x280 mm) and replete with car-
pet pages;*' these pages feature scroll designs that form medallions
framing various vegetal motifs, including palmettos. The technique
by which the carpet pages of the Marseilles Bible were created was
already common in the eleventh century and can be observed, for
example, in the St. Petersburg Bible of 1008 (figs. 8 and 9): the pat-
tern 1s drawn in pen and ink in thin lines, with micrographic lines
running parallel to them. The colored fillings in the Marseilles Bible,
however, are executed in a way different from the method used in
the St. Petersburg Bible. In the latter, the pattern itself is hardly col-
ored, whereas the spaces between the motifs are filled; stylized veg-
etal ornamentation is added in pen above the color that fills the
backgrounds, a type of decoration not found in the Marseilles Bible,
in which the vegetal motifs themselves were given treatment in color.
The carpet pages in the Marseilles Bible are framed in a row of cal-
ligraphic script. Their roots lie, as noted, in the scribal decoration
of Hebrew manuscripts from the Middle East and the Maghreb.

Although carpet pages are well known in Middle Eastern book
art and the technique that was used by the illuminator of the Mar-
seilles Bible was already common in Hebrew books in the Middle
East, in his choice of motifs he relied on architectural sculpture rather
than on manuscript models. As Sed-Rajna demonstrated, medallions
with stylized leaves, some carved in stone, others in wood, are com-
mon in architectural decoration throughout the Islamic world in gen-
eral and in Spain in particular.*” Sed-Rajna lists a variety of examples,
including one from mid-eleventh-century Toledo (fig. 24). The motif
can also be found on small art objects, such as a silver box from
976 in the Cathedral Treasury in Gerona.*

The fact that the medallion pattern was very popular in archi-
tectural decoration but is not found in manuscripts sheds further

¥ The first volume, cod. 1636/1, bound together with this Bible, does not belong
to the original manuscript.

* For more reproductions, see Sed-Rajna (1978), col. pl. 1, fig. 10; Garel (1990),
no. 32. For reproductions from the volume found in St. Petersburg, see Sed-Rajna
(1978), fig. 12.

2 Sed-Rajna (1978), 18-19, figs. 15-19; Sed-Rajna (1992), 137.

# Dodds, Glick, and Mann, no. 9, 208-2009.
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light on the question of continuity in the Sephardic Bibles. The illu-
minator of the Marseilles Bible indeed borrowed the idea of the car-
pet page from illuminated manuscripts, and he further developed a
technique that was already known. However, for the design of the
specific patterns, he chose to rely on other arts accessible to him in
his environment. At the same time, it should be noted that he was
not influenced by the prevailing artistic trends in his immediate envi-
ronment and utterly ignored Christian Gothic art. The cultural world
reflected in the design of these pages is exclusively Islamic.

The carpet pages of the Marseilles Bible did not remain an iso-
lated phenomenon. Two thirteenth-century carpet pages decorated
with the technique used in the Marseilles Bible and containing sim-
ilar motifs are bound together with a three-volume Bible from the
fifteenth century, now in Copenhagen (Kongelige Bibliotek, Cod.
Hebr. VII-IX, fig. 25).* In 1260, a Bible was copied by Menachem
ben Abraham ibn Malikh for Isaac bar Abraham Chadad. The book,
which is relatively large (270x302 mm), is now in the Jewish National
and University Library in Jerusalem (MS 4°790). The colophon is
not clearly readable, but the names of the scribe, the patron, and
the date can be discerned. The last word, “in Burgos,” however, is
readable only under ultraviolet light. This is the result of overwrit-
ing or some other sort of correction or change. The manuscript was
therefore attributed to Burgos. After having been discovered in the
nineteenth century in Damascus, the book became known as the
Damascus Keter.” Yissachar Yoel discovered that both the scribe and
the patron of the Damascus Keter were members of known and doc-
umented Toledan families,” and suggested that they migrated from
Toledo to Burgos. Indeed, in the design and other aspects, the book
reflects the best of the Toledan tradition: both the parashot and the
sedarim are marked (fig. 28); numerous carpet pages adorn various
parts of the book (figs. 26 and 27); and their design is analogous to
that of the Marseilles Bible (fig. 23), and very similar to that of the
fragment in Copenhagen (fig. 25). Like those in the Marseilles Bible,
the medallion motifs can be compared to parallels in architectural

# Narkiss and Sed-Rajna (1994); sece Sed-Rajna (1978), 17, fig. 14, and Sed-
Rajna (1992), 136, fig. 56, and no. 13.

® See Weiser (1992), no. 1. A single page is now in the museum of the syna-
gogue of Samuel Halevi Abulafia in Toledo. See ibid., 12.

% Yoel (1962), 123.
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sculpture (fig. 24). But alongside the stylized foliage pattern, the
Damascus Keter also contains carpet pages with interlace patterns,
executed in the same technique (fig. 27).

Many carpet pages, like the lists arranged in narrow text columns
at the beginning of the volume, feature calligraphic frames, which
were common, as we have seen, in manuscripts from Toledo. Some
of the carpet pages, on the other hand, are framed with vegetal pat-
terns. Sed-Rajna discerned this change from the Marseilles Bible and
maintains that this is a stylistic development that justifies the assign-
ing of an earlier date to the Marseilles Bible. She argues that the
Damascus Aefer, whose exact date is known, has a richer and more
refined style.”” Another look at the decorations reveals that in fact
this change was not a stylistic development but simply a case of
enriching with additional patterns. The character of the lines, for-
mal language, and technique are quite similar in both manuscripts
and therefore there is no reason to assume that the Marseilles Bible
considerably predates the Damascus Reter. The stylistic resemblance
actually indicates a proximity in time. The difference is not in the
stylistic features but rather in the fact that the Damascus Reter was
enriched with frames decorated in various patterns that replaced
some of the calligraphic frames. The difference therefore lies in the
choice of motifs rather than in the style.

I noted above that the Damascus Aeter also includes decorated
parashah and seder marks. The parashah signs were decorated in pen
with simple vegetal patterns whose formal language echoes that of
the carpet pages. The decoration of the seder marks, on the other
hand, speaks another language (fig. 28): they are fully painted, and
were, most likely, the work of another hand. The colors are different
from those in the carpet pages, and the colorization reflects a tech-
nique common in Gothic manuscript painting. The range of colors
is richer and includes use of white dots to produce highlights. As in
the carpet pages, gold i1s used extensively, but in a much thicker
layer. The heavy black outlines are not found in the carpet pages.
Some of the decoration of the seder marks has iconographic signifi-
cance—albeit only hinted—and Sed-Rajna has already noted this.*
She considers these decorations to reflect an early stage of narrative

¥ Sed-Rajna (1978), 20-21.
# Tbid.
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illumination which developed later in Hebrew manuscripts. Among
them it is possible to discern the highly stylized shapes of human
heads.” In some cases, the seder sign is painted over the masorah parva
and hides it. In light of these observations, there is no doubt that
another artist executed these illustrations and they may even have
been added at a later stage.

At the end of each biblical book—as in many other Sephardic
Bibles—the number of verses is noted in micrographic script, usually
laid out in geometric shapes (fig. 29). The number of sedarim was
added to these counts, also in micrographic script but inserted by
another hand and in different ink.”® At that time, painted decorations
were also added to these inscriptions, and judging from their tech-
nique, using heavy layers of gold and thick black contours, they are
the work of the illuminator who decorated the seder marks (fig. 28).
Consequently, we can conclude that the ornamentation of the seder
marks, the noting of the number of sedarim, and the painted deco-
rations at the end of the books were not included in the original
layout of the Damascus Keter but were added later by another hand.

The original decoration program of the Damascus Aeter faithfully
reflects the tradition common in Toledo and was most likely pro-
duced at the same time as the Marseilles Bible and the Copenhagen
fragment. The great similarity in the design and execution of the
carpet pages also indicates that the illustrator of the Damascus Reter
was associated with the workshop that produced the Marseilles Bible.
As noted, the scribe and patron may have been from Toledo. The
anonymous illuminator may have been connected to that city as well.
The sedarim were probably already marked at this initial stage, as is
customary in many Bibles from Toledo.

The later additions, on the other hand, do not reflect the tradi-
tion of manuscripts from Toledo but rather the artistic language that
was customary at a later stage—around 1300—in northern Castile
and Navarre. In the works of Joshua ibn Gaon—which will be dis-
cussed in the next chapter—there are decorations with hinted icono-
graphic meaning in the margins of the text, and the technique that

¥ Fol. 153v, Sed-Rajna (1978), fig. 22; fol. 154v.

% As Yoel (1962), 126-32, has observed, these counts, the seder markings, and
the list of sedarim at the beginning of the book reflect three different systems of
sedarim.



68 CHAPTER THREE

he uses is similar to the later decoration of the Damascus Aeter.!
Considering the fact that the word “Burgos”™—readable only under
ultraviolet light—was probably written over an erased word, it can
probably be suggested that the manuscript was produced in Toledo
in 1260 and typical Toledan decoration types were applied. Toward
the end of the century, it might have traveled to Burgos, where the
location in the colophon was probably changed and the decoration
of the seder markings, the seder counts, and the painted decorations
of the verse and seder counts were added in a technique and formal
language common in late thirteenth-century northern Castile and
adjacent areas.””

The Parma Bible

As we have seen, Chaim ben Israel signed two Bibles. The first,
Paris 26, was produced in 1272, and the second, the Parma Bible,
in 1277. Paris 26 lacks even functional scribal decorations. The Parma
Bible, on the other hand, contains abundant decoration, and some
of it is unique among the manuscripts that were produced in Toledo.
From the standpoint of decoration, the only common denominator
between the two Bibles is the calligraphic frames around the columns
containing the list of sedarim and parashot in Paris 26, and around
the tables listing the differences between the masoretic versions of
Ben Asher and Ben Naftali in the Parma Bible. The Parma Bible
features a micrographic carpet page in a large centered star pattern
(fig. 32), which constitutes an innovation in Sephardic manuscripts.
Since this type of decoration is known from Middle Eastern books—
the St. Petersburg Bible (fig. 9), for example—it can be assumed that
the use of it in the Parma Bible is based on models from the Middle
East or northern Africa. The two final pages, including the colophon,
are decorated with micrographic frames similar to those of Paris 25.
The verse counts at the end of the biblical books are written in

51 Narkiss (1984), 32 and 77, notes that the strong “eastern features” of the dec-
oration of the Damascus Keter are accompanied by typical western-Gothic elements.
In light of the analysis made here, what seemed to Narkiss to be a stylistic con-
tradiction 1s, in fact, a result of a later addition.

2 Yoel (1962), 127, assumes that some modifications in the marking of the sedarim,
namely the third system (see n. 50), were applied at a later date, when the manu-
script may have been in Egypt.
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micrography in simple geometric shapes, as observed also in other
manuscripts of the Castilian school. The masorah magna, on the other
hand, is written in straight lines with no decoration apart from an
occasional simple zigzag pattern. The book thus reflects conventions
common and widely known in the environment of the scribes. The
Parma Bible contains indicators of the parashot and the sedarim, but
they are not decorated.”

The depiction of the Temple appears on fols. 7v and 8r (figs. 30
and 31). This is the first such depiction in Spain, and in its general
design it foreshadows similar renderings that would become com-
mon in fourteenth-century Catalan Bibles (in particular figs. 86 and
87). Scholars are divided as to whether this depiction was indeed
part of the original design of the book, or was added at a later stage.
Joseph Gutmann considered it an addition from the fourteenth cen-
tury, in accordance with what was customary then in Catalonia.”*
Before him, Thérese Metzger analyzed the iconography of the Temple
implements in the Sephardic Bibles and assumed that this decora-
tion was an original part of the manuscript.”” Sed-Rajna rejected
Gutmann’s claim and relied on Malachi Beit-Arié’s observation dur-
ing a codicological examination of the book.® The scholars who
believe that the depiction is original conclude that the pattern was
produced in Castile and borrowed later in Catalonia, as opposed to
Gutmann, who maintained that it is an exclusively Catalan phe-
nomenon. The fact that the type of composition in the depiction of
the Temple has no parallels in Castile, and that the iconographic
tradition that it represents is, on the other hand, well known in
Catalonia, strengthens Gutmann’s claim. Nevertheless, it cannot be
ruled out that the design was created in Toledo, survived only in
one manuscript, and made its way to Catalonia.

The quire in which the depiction of the Temple appears is indeed
an original quire of the book, but its originality still does not guar-
antee that the illustration was drawn in 1277. Since there is no other
painted decoration in this book, such as parashah or seder marks, car-
pet pages, or frames for the marking of the verse counts, it is difficult

% The decoration of the psalm markings that appears from fol. 281 on is not
part of the original design of the book and was done in the early modern period.

" Gutmann (1976), 138-39.

» Metzger (1970-71).

% Sed-Rajna (1978), 21. Kurt and Ursula Schubert also assume that the depic-
tion is original; Schubert (1984), 81.
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to resolve the issue. An examination of the ruling patterns of the
first two gatherings leads to the conclusion that the pages with the
depiction of the Temple were at least meant to have some kind of
illustration and no text (diagrams 2 and 3).”’

The Book of Genesis begins on fol. 15v. Fols. 1-15r were intended
for lists arranged in columns and for various decorations. Hence the
pricking and the ruling were done on these pages in a way that was
different from that of the pages that were meant to contain the bib-
lical text. Fols. 1, 2, and 3r are blank. On fol. 3v, there is a dedi-
catory inscription and fols. 4r—7r contain tables arranged in two
columns enclosed in calligraphic frames. On fols. 7v and 8r, we find
the depiction of the Temple, also with calligraphic frames for each
page. Fols. 8v and 9r are blank, apart from calligraphic frames of
the same type. Fol. 9v contains the micrographic carpet page, and
it, too, has a calligraphic frame (fig. 32). The micrographic writing
in these frames was done by the same hand that wrote the micro-
graphy in the carpet pattern itself; that is, there is no doubt that
the carpet page was part of the original decoration program. Fols.
10v, 11, and 12r are blank, apart from calligraphic frames. On fol.
12v, there are more lists. This manner of formatting the pages con-
tinues until fol. 15r, and as stated, the biblical text begins on
fol. 15v.

In accordance with the changing character of these pages, the rul-
ing, too, is done in different ways. It is engraved with a hard point
without ink, and the pressure has transferred the ruling from one
page to the next; on the second page, it is less distinct. The tech-
nique of ruling pages in pairs according to the order of the pages
within the quire was commonly used, especially in Spain.”® From the
manner in which the book is ruled, we can get some idea of its
plan, and it emerges that its original layout was not fully realized.
Usually, the ruling was done, as was the pricking, on recto pages,
but since the needs changed several times in the course of prepa-
ration of the first two quires, the ruling could have been done on
a verso page as well. Fols. 1, 2, and 3r are completely blank and
unruled. Fol. 3v is different from all the other pages and contains
a dedicatory inscription in relatively large letters. For this purpose,

7 For information on ruling practices in general, see Beit-Arié (1981), 72-80; for
recent observations, see Beit-Ari¢ (2003), chap. 1.
% Beit-Arié (1981), 75.
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special ruling was done on this page, and its traces appear on fol.
3r as very weak ridges. On fol. 4r, the first page with lists arranged
in columns, the ruling appears in engraved lines, which sink into the
texture of the parchment, and pass to the other side of the leaf—
4v—as ridges (see diagram 2). The ruling passes to fol. 5r as fur-
rows, which are ridges on fol. 5v, though here the lines are quite
weak. Fol. 6r received the same treatment as fol. 4r—the engraving
lines created ridges on fol. 6v, furrows on fol. 7r, and very faint
ridges on fol. 7v (fig. 30). This folio contains, as noted, the right-
hand side of the Temple depiction. Fol. 8r (fig. 31) should have been
the next to receive new ruling, but it was left unruled, which indi-
cates that it was designated for illustration from the outset. The illus-
tration may have been meant to be spread over three folios, since
fol. 8v is not ruled either (apart from lines for the calligraphic frame).
This page indeed remained blank.

New ruling was done on fol. 9r, which means that this page was
meant to contain text in columns, but the text was not inserted and,
apart from its frame, the page remained blank. The ruling created
ridges on fol. 9v (fig. 32), but here, too, the text was not written,
and the micrographic carpet page was inserted instead. The masore-
tor who created this decoration added a different ruling for the star
design, with a weak engraving whose impression barely appears on
the other side of the page (fol. 9r). Fol. 10r contains no text, the
impression of the ruling appears as weak furrows; fol. 10v contains
barely visible ridges.

The fact that the ruling was not renewed on fol. 1lr indicates
that it, too, was meant to contain some decoration. Fols. 11v and
12r also remained blank. On fol. 12v, the ruling pattern for lists was
renewed—but here an exception was made and the ruling was done
on a verso page. Therefore the lines now pass in the opposite direc-
tion: they are distinct furrows on fol. 12v, ridges on fol. 12r, and
faint furrows on fol. 11v. The ridges on fol. 11r can hardly be seen.
On fol. 13r, which also contains lists that continue until the begin-
ning of the Book of Genesis, the ruling was renewed according to
the customary fashion and it passes to the other pages. This is also
the beginning of the second quire. Finally, for the biblical text, of
course, the ruling changed, according to the needs of the text, and
was done without frames.

This analysis, too, does not prove with certainty that the depiction
of the Temple is part of the original decoration program, but it at
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least indicates that the pages containing the depiction—and several
other pages that remained blank—were probably meant for decora-
tion and not for text. It further shows that though the insertion of
a micrographic carpet page broke with the originally planned lay-
out, it belonged beyond doubt to the initial design executed in 1277.
The assumption that the depiction of the Temple was part of the
original design is thus certainly conceivable. The fact that the calli-
graphic frames were already in place when the illuminator began
the Temple depiction—as indicated by faint color stains overlapping
with the inner micrographic lines of the calligraphic frame discernible
on both pages—does not prove anything either, since the artists nor-
mally worked after the pages were laid out and much of the scribe’s
work was completed. The calligraphic frames on some of the blank
pages show that this was the first step toward writing and decorat-
ing. The fact that the artist used another ink and colors, and that
the script of the inscriptions accompanying the Temple implements
i1s different from that of the scribe of the text, does not constitute
any proof or indication that the depiction is not part of the origi-
nal design. It only attests that the artist was not the scribe. This
method, too, is common in other manuscripts; usually, the drawn
decoration was done by an artist, and only simple ornamentation in
pen and ink was done by the scribe himself.

To sum up: an examination of the codicology of the Parma Bible
reveals that the Temple depiction may have been part of the orig-
inal design. In fact, the codicological information supports the assump-
tion that it was part of the original plan. On the opposite side stands
Gutmann’s iconographic argument, which has a certain validity. We
are left, then, without a possibility of resolving the issue.

The Parma Bible has received special attention mainly due to the
representation of the Temple implements (figs. 30 and 31), as this
may have been the first depiction of its kind in Spain. Many schol-
ars have dealt with various aspects of the subject, and Carl Otto
Nordstréom and Thérese Metzger have devoted detailed discussions
to its iconography.” The appearance of the Temple implements again
raises the question of continuity and innovation. The fact that the
theme of the Temple and the Tabernacle is known both in late

» On the textual sources, see Nordstrom (1968); an additional discussion noting
most of the literary sources can be found in Narkiss, Cohen-Mushlin, and Tcherikover
(1982), 102-103; for an iconographic classification, see Metzger (1970-71).
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antique Jewish art and in the First St. Petersburg Pentateuch (figs.
5 and 6) raised the possibility of an iconographic dependence between
these works and the Sephardic renderings of the thirteenth and four-
teenth centuries. In what follows this issue will be reexamined.

Fol. 7v (fig. 30) contains a depiction of a seven-branched meno-
rah, together with its wick tongs and ash scoops on each side, and
a three-stepped stone. On the left-hand side above appear the Tablets
of the Law, the cover of the Ark (kaporel), and two cherubs. A sim-
ple frame makes all of them one unit—the Ark of the Covenant—
though from the standpoint of shape and spatial perception, the
depiction bears no relation to the description of the Ark in Exodus
(Chapter 25). Under the Ark unit are incense vessels and in the
lower left-hand corner is the showbread table with two vertically
arranged stands of showbreads. On fol. 8r (fig. 31), we see the golden
altar as a gold square with horns, and to its left the stepped sacrificial
altar, with the meshwork decorating the lower step and a ramp
attached to its left horn. Under it we can see the basin, the pedestal,
and the ram’s horn (shgfar); under the golden altar are the jar of
manna, the dry staff, the flowering staff, and a pair of trumpets.

The depictions are somewhat crude and they are painted in gold
with black outlines against the background of the parchment. The
outlines are careless and in some places the painting seems sloppy.
In the parts in which the gold has peeled, the underdrawings beneath
appear clearer, cleaner, finer, and made by a steadier hand. All of
the implements, apart from the two altars and the ramp, are accom-
panied by captions. The depiction is completely flat, with the imple-
ments appearing as gold silhouettes spread over the parchment without
any connection to the space around them. This abstract approach—
despite the representational character of the depiction—is consistent
with that of the ornamental carpet pages in other manuscripts.

At the same time, the way in which the implements are depicted
does not indicate the intention of the illuminator to organize the
implements as a precise schematic map, as had been done since the
end of the twelfth century in the writings of Maimonides (fig. 33).
The arrangement of the implements on the Parma pages is appar-
ently arbitrary, with no relation to the position meant for them
according to the text. The picture reflects the description of the

% Wischnitzer (1974).



76 CHAPTER THREE

implements of the Tabernacle in Exodus (Chapters 25-30) and is
not based on the description of Solomon’s Temple (I Kings 6-7).
There 1s no detail that indicates a specific connection with the Temple.
The description of the Tabernacle implements in Exodus is more
detailed than the one in Kings, and therefore it is natural that a
visual depiction would be based on it, even if it is meant to show
the Temple. Though the depiction faithfully reflects the text, it does
not accompany Exodus 25, but rather serves as a kind of opening
page for the entire Bible.

The research of Nordstréom and others after him® found that the
depiction is not based only on the biblical text, but, to a large extent
on the discussion in the Mishna (the Menachot and Tamid tractates),
Rashi’s commentary on Exodus, and the Book of Temple Service,
the eighth book of Maimonides’ Mishne Torah. Rashi and Maimonides
indeed dealt extensively with the physical form of the Temple imple-
ments, as opposed to Nachmanides, for example, or Abraham ibn
Ezra, who concentrated more on verbal or spiritual meanings and
dealt less with appearance. Research has dealt hitherto with the use
of the writings of Maimonides and Rashi, without any distinction
between them. In many details there is indeed no conspicuous
difference between the descriptions provided by Maimonides and
those offered by Rashi, but revisiting the sources reveals that in spite
of their similarity to each other, the likelihood is that it was mainly
the commentaries of Maimonides that influenced the design of these
pages, and not those of Rashi.

The relevance of such a search for textual sources is not merely
to gain a full or close to full understanding of the image vis-a-vis
the most suitable text. I do not believe that the illuminators had a
particular text before their eyes while depicting the Temple or cre-
ating any other images. Text sources in the sense in which I use
them here are a key to finding the cultural identification of the illu-
minators, the patrons, and other people who stand behind the images.
The correspondence of an image to one text as opposed to another
suggests a certain degree of familiarity on the part of the illumina-
tors or the patrons not only with this text, but with the cultural
world behind it. It is this cultural world behind the images that is
the focus of the following paragraphs. Whether a particular vessel

6! Nordstrom (1968); Metzger (1970—71); Narkiss, Cohen-Mushlin, and Tcherikover
(1982), 102-103.
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had legs or not is not the main issue her, neither am I concerned
with whether it was Rashi, Maimonides, or Ibn Ezra who said how
a certain implement looked. Determining whose text is the closest
to the images becomes therefore a matter of who in a broader sense
provided the concepts reflected in the depictions.

Another way of dealing with concepts that may stand behind the
pictures was recently pursued by Eva Frojmovic, who bases her analy-
sis on more general statements about messianism, the meaning of
the Temple, wisdom, light, and other concepts.®® Since such general
statements do not necessarily correspond to the pictorial details, the
latter together with their textual counterparts provide more specific
information about the “spiritual fathers,” so to speak, behind any
given image. This specific information can then guide us to the more
meaningful concepts and their cultural significance.

Exodus 25 begins with detailed instructions for the preparation of
the Tabernacle, but the depiction in the Parma Bible is very abstract,
and many details suggested by either Maimonides or Rashi are not
expressed in the picture. Many details are missing from the stylized
depiction of the Ark: the poles, the rings, the golden rim, and the
legs that Ibn Ezra maintained were attached to the Ark.”” The cherubs
with the outstretched wings over the Ark’s cover accord with the
biblical text (Ex. 25:18-20). On the other hand, the depiction in the
Parma Bible and all of the later depictions include the jar of manna
and the staff of Aaron. This fact is not surprising, since it is explic-
itly stated in the Bible that the two should be kept in front of the
Ark. Their position, however, is mentioned neither in the descrip-
tion of the Tabernacle nor in that of the Temple, but rather in those
verses that relate to the jar of manna (Ex. 16:33-34), and those that
refer to the flowering stafl’ (Nm. 17). It is indeed known according
to the text that the two objects were kept in the Holy of Holies

52 Frojmovic (2002) interprets the Temple images in light of such concepts found
in Nachmanides’ writings. Tempting as it may be to link the late medieval view of
Nachmanides’ circle on these issues with the images in question, an examination
of the particular implements and their specific details as described and referred to
by Nachmanides does not confirm her results (see below). My observations on the
books as complete entities and their decoration program beyond the Temple images
does not confirm them either, since they mirror a cultural background largely
different from that of Nachmanides’ circle. The most prominent feature in this
respect is the predominance of the Islamicizing idiom: the aniconic approach and
its cultural significance, see below, chap. 6.

% Commentary to Ex. 25:12.
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(Nm. 17:10), but the description of the Tabernacle in Exodus does
not evoke an immediate image that includes them. Rashi’s com-
mentary, too, does not evoke an image that includes the jar and the
staff. Maimonides, on the other hand, expands on the description
and stresses the presence of the jar of manna and the staff of Aaron
beside the Ark explicitly:

There was a stone in the Holy of Holies, at its western wall, upon
which the Ark rested. In front of it stood the jar of manna and the
staff of Aaron. When Solomon built the Temple, knowing that it was
destined to be destroyed, he built underneath, in deep and winding
tunnels, a place in which to hide the Ark. It was King Josiah who
commanded that the Ark be hidden in the Place which Solomon had
prepared; as it is said: And he said unto the Levites that taught all
Israel, that were holy unto the Lord: ‘Put the holy ark in the house
which Solomon the son of David king of Israel did build; there shall
no more be a burden upon your shoulders; now serve the Lord your
God’ (2 Chron. 35:3). The staff of Aaron, the jar (of manna), and the
oil for anointing were also hidden with the Ark. All these did not re-
appear in the Second Temple.%

Visualizing Maimonides’ text—unlike Exodus and Rashi—involves
thus the jar of manna and the staff adjacent to the Ark. It is there-
fore not surprising that they are not missing from any of the Sephardic
depictions, and some indeed appear right beside the Ark.” In the
Ashkenazic depiction of the Temple in the Regensburg Pentateuch,
which was produced in that city ca. 1300 and is now in the Israel
Museum in Jerusalem (MS 180/52, fig. 34) the jar and the staff are
missing,”® and the picture appears to have been designed according
to another source. This does not mean that Ashkenazic sages claimed
that the place of the jar of manna and the staff was not beside the
Ark, but simply that the visualization of Rashi’s text, for example,
not focusing on the staff and the jar, resulted in a different image.

Between the Ark and the showbread table there are two unla-
beled items. If we compare them with depictions from the early four-
teenth century in Roussillon (fig. 86) that have a distinct iconographic
similarity to the Parma Bible, we can conclude that they are “incense

8 Mishneh Torah (1963), 8, Hilkhot Beit Habechirah, 4, 1; for the English version,
see Lewittes (1957), 17.

% On the Catalan depictions of the Temple, see below, chap. 5, 156-68.

% For a detailed discussion of this illustration, see Revel-Neher (1998), 87-88.
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saucers,” as the caption in one of the later examples explains.” In
relation to the showbread table, the Bible mentions four different
items (Ex. 25:29): bowls (g¢’arotav), saucers (kapotav), cups (gasotav), and
censers (menagyotav).”® Both Rashi and Maimonides comment on all
of them. They both interpret the saucers of the table as “two saucers
for the incense (b’zikhim) to be put on the table next to the stands,”
in Maimonides” words."

The showbread table itself is not described in detail in the Bible
and the text does not clarify how the bread is arranged. The table
is made of acacia wood, coated with gold; it has a frame around it,
a gold molding for the rim, and rings and poles for carrying (Ex.
25:23-27). The text (Ex. 25:29-30) provides details of the accom-
panying implements:

Make its bowls, saucers, cups, and censers from which drink offerings
may be poured; make them of pure gold. Put the showbread on the
table to be always before me.

Lv. 24:6 mentions that the loaves are to be arranged on the table
in “two stands, six to a stand.” These stands—to be imagined as
shelf structures of some kind—are discussed more extensively by
Rashi and Maimonides. With regard to the gasofav—generally under-
stood as cups—Rashi explains otherwise:

These had the form of halves of hollow canes which are split along
their length (bab. Talmud, Menachot 96a). [Articles] similar to these
were made of gold and three of them were set in a row above each
loaf so that another loaf (that above it) should rest on top of the ‘canes’;
thus they (these canes) separated one loaf from another so that air
could enter between and they would not become mouldy (bab. Talmud,
Menachot 97a)."

Maimonides goes into yet more detail:

The Table had four golden staves, branching out in their upper ends,
to support the two rows of the Showbread—two staves for one row
and two staves for the other row. These are referred to in Scripture

7 See chap. 5, 135.

% English quotations from the Bible are based on The Oxford Study Bible (1992);
in some cases this version does not literally reflect the Hebrew text, and therefore
I occasionally modified the translations.

9 Mishneh Torah (1963), 8, Hilkhot Beit Habechirah, 3, 14.

" Rashi’s commentary on Ex. 25:29. For an English version, see Silbermann
(1930), 136.
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as qasotav (Ex. 25:29). It also had twenty-eight rods of gold, each of
them like a hollow cane split in half; fourteen rods for one row and
fourteen rods for the other row. Scripture refers to these as menagyo-
tav (censers, ibid.) . . . and the molds in which the Showbread was made,
called ¢e’arotav (bowls, ibid.) The fourteen rods were used as follows:
The first loaf (of the Showbread) was placed upon the Table itself.
Between the first and the second loaves were put three rods, and so
on: between each two loaves there were three rods; except that between
the fifth and sixth loaves there were only two rods, because there were
not more loaves on top of the sixth. We thus find fourteen rods for
each row.”

The depiction in the Parma Bible is indeed too abstract for us to
understand the precise structure of the shelves and the arrangement
of the loaves. But it is Maimonides—and not Rashi—who stresses
that there is nothing to cover the upper loafs and that, rather, the
structures are open upward. The shelf structures are similarly depicted
in the Parma Bible. I'inally, Rashi and Maimonides offer similar
descriptions of the shape of the loaves. In Maimonides’ words:

Each loaf of the Showbread was quadrangular in shape; for it is said:
bread of the faces (Ex. 25:30); namely, it should have several faces.
Each loaf was ten handbreadths long, five handbreadths wide and
seven fingerbreadths high. The Table was twelve handbreadths long
and six handbreadths wide. Each loaf was placed lengthwise against
the width of the Table, thus extending on either side two handbreadths.
The extending end on either side was folded over upward, with a
space being left in the middle between the two ends. Thus one loaf
was laid upon the other until six loaves were ranged together. The
same arrangement of six loaves was made beside this for the second
row.”

This shape is faithfully reflected in the depiction of the loaves in the
Parma Bible.

The visual rendering of the menorah also appears to be based on
Maimonides’ commentary.” It is Maimonides who stresses that there
is a flower over the base of the menorah, which accords with the
depiction in the Parma Bible; he also stresses that the wick tongs
and ash scoops of the menorah are not from the same talent, which
can explain why these implements appear separately in the picture.

N Mishneh Torah (1963), 8, Hilkhot Beit Habechirah 3, 13-15; Lewittes (1957), 16.
72 Ibid., Hilkhot Temidin Umusafin 5, 9; Lewittes (1985), 269.
8 Ibid., Hilkhot Beit Habechirah 4; Lewittes (1957), 17.
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The three-stepped stone is also mentioned in Maimonides’ text, but
not by Rashi.”*

The Parma Bible shows the two altars. According to the Bible,
the sacrificial altar (Ex. 27:1-8) is coated with copper, and has mesh-
work in its lower section, and these details can be seen in the pic-
ture. Its stepped shape is based on the text of the Mishna,” but
these steps were not used for ascent; for that purpose, the priests
used the ramp (kevesh), which is also mentioned in the Mishna,”® and
later in the texts of Maimonides and Rashi.”” The altar implements
that are mentioned in the Bible are not depicted in the Parma Bible,
but only in the later manuscripts. The depiction of the golden altar
accords with Maimonides’ description in that it is a cube, as
Maimonides describes it.”® It is missing the roof that is mentioned
only by Rashi.””

At the bottom of the page with the altars are a pair of trumpets
and a shofar, as the caption notes. The depiction of the shofar is based
on Leviticus,” and the trumpets are mentioned in Numbers.”
Maimonides’ Book of the Temple Service contains an extensive dis-
cussion of the musical instruments that were used in the Temple;
especially prominent among them are the trumpets, whose precise
shape is described minutely.*

Maimonides discussed the Temple in great detail, and all of Book
Eight of Mushne Torah was devoted to the subject. In his commen-
tary on the Mishna, too, he wrote at length about the Temple. The
earliest extant manuscript of the Mishna commentary is dated to the
end of the twelfth century and is now in Oxford (Bodleian Library,
MS Poc. 295). Some maintain that it was written by Maimonides
himself.* A detailed drawing of the Temple appears beside the text
(fig. 33). This drawing®* is different in character from the depiction

" Ibid., 3, 11, based on Mishna Tamid 3, 9.

 Middot, 3, 1.

% Ihid., 3, 3.

" Mishneh Torah (1963), 8, Hilkhot Beit Habechirah 1, 6, Lewittes (1957), 6; Rashi’s
commentary on Ex. 27:5.

8 Mishneh Torah (1963), 8, Hilkhot Beit Habechirah, 1, 17; the measurements are
IxIx1 ell.

7 Rashi’s commentary on Ex. 30:1.

% Lv. 25:9.

8 Nm. 10:2-10.

82 Mishneh Torah (1963) 8, Hilkhot Klei Hamigdash, 3, 45, Lewittes (1957), 51.

 Stern (1955).

8 For a later example (Gerona, 1306), see Vatican, Biblioteca Apostolica, cod.
heb. 173, fol. 1v; Nordstrom (1968), fig. 24.
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of the Temple in the Parma Bible and its purpose is informative
and not decorative. It maps out the precise position of each ele-
ment, but it does not concentrate at all on the details of the imple-
ments. The menorah is drawn in only a few lines, the showbread
table and the golden altar are simple squares, and the same applies
to most of the other elements. Only the sacrificial altar is depicted
more precisely; as opposed to the other elements, which are seen
from above, the altar is shown from the side, so that its steps are
clearly visible. To its left is the ramp, depicted as triangle.

There is actually a great deal of similarity between this depiction
of the sacrificial altar and its parallel in the Parma Bible, and it is
quite conceivable that the Parma version was influenced by the draw-
ings in the writings of Maimonides. All of the other elements in the
Maimonides drawings are not sufficiently detailed to serve as a model
for an illustration of a decorative and not only informative nature.
It is also interesting to note that there are no previous depictions of
the sacrificial altar—neither in late antique Jewish art (fig. 35) nor
in the First St. Petersburg Pentateuch (figs. 5 and 6).* From the
thirteenth century on, such drawings became a regular part of the
manuscripts of commentary on the Mishna and Mishneh Torah.

The above comparison brings us back to the question of conti-
nuity—from the late antique depictions of the Temple, to illustra-
tions in the First St. Petersburg Pentateuch, and to those from Spain.
The continuity theory was first raised by Cecil Roth,” was adopted
by Narkiss in his book on illuminated Hebrew manuscripts,®” and
was recently discussed again by Elisabeth Revel-Neher.® In Narkiss’
opinion, the foundations of decoration were laid in the Middle East;*
from there, they passed to Islamic Spain, where they were copied
and then served as models for later copies that were produced in
Christian Spain. It should be reiterated, that no decorated Hebrew
manuscripts survive from Islamic Spain. Narkiss considers this con-

® This depiction is also completely different from the drawings that were inserted
as illustrations to Rashi’s commentary. See, for example, Oxford, Bodleian Library,
MS Michael 384, fol. 142v, Narkiss (1974), fig. 8.

% Roth (1953); for a recent critique on Roth’s approach, see Frojmovic (2002),
94-95.

8 Narkiss (1984), 29; see also Narkiss, Cohen-Mushlin, and Tcherikover (1982),
102.

% Revel-Neher (1998), 61-62.

8 See also Narkiss (1990), chap. 3.



THE CASTILIAN WORKSHOPS OF THE THIRTEENTH CENTURY 83

tinuity to be one of the foundations of Sephardic book illumination.”
This assumption was rejected by Gutmann,” Thérese Metzger,” and
recently Bianca Kiihnel, due mainly to the absence of a visual sim-
ilarity between the Middle Eastern and the Sephardic depictions.
Kiihnel emphasizes the iconographic differences between the Sephardic
depictions and their predecessors, and finds the models for Sephardic
illustration in Latin manuscripts.”

Frojmovic, in her recent reading of the Temple images, argues
that even if models were used, the copies “might have been extremely
similar in appearance. But not in meaning.”** There is, however, also
a significant lack of similarity in appearance, a fact that certainly
sheds interesting light not only on meaning in a broader cultural
context, but also on the practice of late medieval Jewish book pro-
duction. Revisiting the issue of continuity thus changes not only our
view in regard to meaning, but the resulting observations are rele-
vant on three levels: first, on the more practical-technical level of
book production and book history; second, on the level of exchange
with the surrounding cultures; third, on the level of Jewish cultural
history and the changing meaning of the Temple depictions.

As I have noted, some degree of conceptual continuity can undoubt-
edly be observed: representation of the Temple, the Tabernacle, or
some of their implements in mosaic floors in late antique synagogues
(fig. 35) 1s an expression of the perception of the synagogue as a
substitute for the Temple, and depictions of the Temple in Bibles
attest to the perception of the book as a “minor Temple,” hence
Sephardic Jewry refers to it as migdashya—an abbreviated form for
“the Temple of God.” There is also no doubt that the messianic
message 1s common to all of the depictions to some degree; Revel-
Neher’s discussion gives us a detailed look at these contexts.”

The dominant shape of the Ark of the Covenant in Jewish art of
late antiquity, which over the course of time developed into an icono-
graphic convention, is a rectangle with a semicircle on top of it.

% Narkiss, Cohen-Mushlin, and Tcherikover (1982), 14.

9 Gutmann (1967-68); Gutmann (1978), Introduction.

9 Metzger (1970-71).
* Kiihnel (1999).

% Frojmovic (2002), 98.

% Revel-Neher (1998), 61-62; for a recent further, but different look at the mes-
sianic aspects, see Frojmovic (2002).

©
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Revel-Neher traced this shape throughout late antiquity and con-
siders it a product of a conceptual integration of the Ark of the
Covenant with the shrine in synagogues, at a time when the syna-
gogue was perceived as a substitute for the Temple.” In late antique
Jewish art, this shape characterizes not only symbolic depictions but
also narrative ones. By the sixth century, it played a role in Constantine
of Antioch’s (Cosmas Indicopleustes) perception of the cosmos as
being shaped like the Tabernacle that God showed Moses on MLt.
Sinai.”” An expression of the connection between the Tabernacle and
the shape of the cosmos—specifically, the shape of the “short side”
of the cosmos, which was perceived by Constantine to be in the
form of a rectangular box”—can be found in various depictions of
the cosmos both in Byzantine and in Latin manuscripts.” In later
Jewish art, there are echoes of this symbolism in Bibles from the
Middle East, in which this motif appears in nearly complete abstract
form, and arranged as micrographic carpet pages.'” It should be
noted, however, that this shape is absent from depictions of the
Temple implements in the First St. Petersburg Pentateuch (figs. 5
and 6).

The Sephardic depictions of the Temple—in both the Parma Bible
and its successors—contain entirely new and different conventions
for the Ark of the Covenant: a rectangular frame around the Tablets
of the Law in some of the manuscripts, and the tablets with the
poles attached to each side in others (fig. 107). The rectangle with
the semicircle that is so typical in late antiquity does not return in
this context. Uncharacteristic depictions are found in one of the
Catalan Bibles (which will be discussed further on) and in the Sarajevo
Haggadah from the mid-fourteenth century (Sarajevo, National Mu-
seum of Bosnia and Herzegovina, fig. 36), which scholars believe to
have been illuminated in the Crown of Aragon. This Haggadah is
decorated with a particularly opulent series of narrative illustrations
culminating in a depiction of the celestial Temple “that will be built
speedily in our days,” as the accompanying inscription notes. This
depiction combines the old and new concepts,'” and at the same

% Revel-Neher (1984), 71-130.

97 Tbid., 178-82. See also Laderman (2000).

% Revel-Neher (1984), 178-82, with reference to additional literature.
% See Broderick (1984).

100" See chap. 2, 43.

101 Revel-Neher (1998), 94-95, 109.
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time preserves the convention that was used in late antiquity and in
the meantime had disappeared from Jewish art. Moreover, it also
has echoes of the cosmology of Constantine of Antioch in that this
specific shape of the late antique Ark convention returns within the
manuscript as a frame for the world in the depiction of the uni-
verse.'” This design is also used as a basis for the depiction of the
facade of the synagogue in the picture showing the congregation
coming out of the building after prayer services.'”

The iconography of the Sarajevo Haggadah is very complex and
has still not been discussed extensively. However, in comparison to
the depictions of the Temple of the same period, the picture in the
Haggadah is unique in that it preserves the late antique convention
of the Ark of the Covenant not only conceptually but also in terms
of shape. In the Sephardic Bibles, this convention plays no role. As
the analysis of the Parma Bible shows, the Ark of the Covenant is
depicted by means of other formal elements, and these continue to
develop in later Bibles. This observation casts great doubt on the
assumption of continuity of iconographic details.

Our knowledge of the depictions of the Temple implements in
Hebrew manuscripts from the Middle East is limited to the two
above-mentioned illustrations in the First St. Petersburg Pentateuch,
depictions of a few isolated implements in two other manuscripts,'*
and the architectural motif in some of the carpet pages, a motif that
is identified as a symbol of the Ark of the Covenant.'™ The details
in the First St. Petersburg Pentateuch are so stylized that it is difficult
to identify them. On one of the pages (fig. 6) it is possible to dis-
cern a seven-branched menorah, another object that is difficult to
identify (Metzger sees it as a showbread table),'™ the Tablets of the
Law, and a column that probably represents the Yakhin or Boaz
pillars of Solomon’s Temple. It is also difficult to analyze the entrance
to the Tabernacle. In Ex. 26:37 five screen posts are mentioned,
and these perhaps might be the geometric shapes in the lower part
of the page, but it is difficult to guess what the round tablets are

192 Broderick (1984); see recently Kogman-Appel and Laderman (2004).

1% Fol. 34a.

" London, British Library, MS Or. 2363 and MS Or. 1467. For a detailed
description, see Metzger (1970-71), 403.

105 See chap. 2, 43.

106 Metzger (1970-71), 404.
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meant to be.!"”” Various other accompanying vessels—jars, bowls, and
the like—can also be seen. On the other page (fig. 5), the imple-
ments are presented in a similar fashion, though the menorah has
angular rather than rounded branches and the picture includes Yakhin,
Boaz, the dry staff, the flowering staff, and an altar. The Tablets of
the Law appear above the menorah—ecach tablet as a framed unit,
and the two linked by an open triangle above them. Flanking the
tablets are wings—just a hint of the cherubs.

There is not very much similarity between these depictions and
the one in the Parma Bible. If the depictions in the First St. Petersburg
Pentateuch indeed include Yakhin or Boaz, this would mean that
they incorporate details relating specifically to Solomon’s Temple.
The depiction in the Parma Bible, on the other hand, is faithful to
the textual description in Exodus, without taking into account the
specific elements of Solomon’s Temple. Moreover, a few stylized
details in the First St. Petersburg Pentateuch do not comprise sufficient
information on which to base a comparison with Sephardic illustra-
tions, and most of the implements depicted in the Parma Bible and
in later Bibles have no parallels in the St. Petersburg Pentateuch.
Apart from these two depictions, we find only a few marginal ele-
ments in Middle Eastern manuscripts: a jug in MS Or. 1467 in the
British Library'® and the Tablets of the Law in MS Or. 2363, also
in London.'”

Where parallels exist, the similarity is not great. The depiction of
the menorah in the Parma Bible 1s different from depictions in the
St. Petersburg Pentateuch; the cherubs are different, as is the altar.
There is nothing in the Sephardic Bibles that is similar to the object
that Metzger identifies in the First St. Petersburg Pentateuch as a
showbread table, and the table in the Parma Bible is completely
different.

What remains, then, is the general concept of representing the
Temple implements in a Bible. This idea has continuity, but in the
iconographic details there is not enough visual resemblance to enable
us to speak in terms of copying from models or of a continuous
iconographic tradition. Finally, as was noted in the previous chap-
ter, the Sephardic depictions contain no trace of the architectural

17 Metzger (1970-71), 405, assumes that these are bases for the screen posts.
18 Fol. 43r.
19 Fol. 73v.
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motifs that figure so prominently in the carpet pages of the St.
Petersburg Bible'"” and in other manuscripts.

We know nothing about the decoration of Bibles in Islamic Spain.
We cannot even say with certainty if it was customary to illustrate
manuscripts. If it was, we have no information as to whether the
decoration was only abstract or if Temple implements also appeared.
Our look at the early Bibles from Toledo did not reveal many ele-
ments that could point to continuity, except in those decorations that
were inserted by the scribes. The fact that several Bibles predating
the Parma Bible contain no depictions of the Temple indicates the
absence of a continuous tradition. The design of the first carpet
pages in Toledo according to patterns from architectural sculpture
instead of manuscript models, on the one hand, and the absence of
Temple depictions from most of the early Bibles, on the other, cer-
tainly cause us to wonder if these Middle Eastern types of decora-
tion were accessible to Jewish book artists in Spain before the thirteenth
century. The decoration of Bibles in the Islamic period may have
been confined to simple ornaments, such as frames with stylized veg-
etal or geometric patterns. Not only do we not know anything about
illuminated Hebrew manuscripts from the Islamic period, we also do
not have any information about Islamic manuscripts that were pro-
duced in Spain before the twelfth century.

When the illuminator of the Parma Bible created the picture of
the Temple, he probably was aware of the Middle Eastern icono-
graphic tradition and even took the basic idea from it. He probably
was also familiar with the depictions in Latin manuscripts and was
influenced by them to some extent. However, in most of the details
he created a new iconography, and did so with a close familiarity
with the writings of Maimonides and the drawings accompanying
them.'""" Like the other Bibles of its time, the Parma Bible is faithful
to the Islamic tradition and artistic perception—as evidenced by the

"0 Narkiss (1984), pl. 2.

""" An exceptional case is a tablet from the Herodian period, which was found
in the Jewish Quarter of the Old City of Jerusalem and is now in the Israel Museum,
see Avigad (1970). The depiction on the tablet has not been preserved in its entirety:
it includes the menorah and another two shapes, which Narkiss interprets as the
left-hand corner of the golden altar and the left-hand side of the showbread table,
see Narkiss (1974). Narkiss’ analysis is based on a comparison of these remnants
with Sephardic depictions of the type found in the Parma Bible. This specific com-
parison is indeed convincing, but the absence of additional details and the fact that
connecting links are missing do not enable us to come to far-reaching conclusions.
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carpet page and the abstract depiction of the Temple implements,
which are arrayed flatly against the white background. This element
is based entirely on the Islamic visual language, with no role played
by the Gothic artistic language of the Christian surroundings.

Joseph ben Judah ibn Merwas

Between 1300 and 1334, Joseph ben Judah ibn Merwas signed three
Bibles featuring various decorations. In 1300, he produced a Bible
that is now in the British Library in London (MS Or. 2201).!** The
second Bible, formerly in the Sassoon Collection'"
Toronto (University Library, MS Friedberg 4), was written in 1307.
In 1334, Ibn Merwas wrote a third Bible for Judah Ben Asher in
Toledo. This book was also formerly part of the Sassoon collection
(Ms. 1208).'"* In general, these manuscripts reflect the Toledan tra-
dition, but they also have a number of features—all in the domain
of scribal decoration—that had already developed in the Middle East.
decorations are the work of the scribe and the masoretor (if the
masoretor was another person): parashah and seder marks decorated
in delicate penwork in a similar fashion to the decoration of Paris
25; the masorah magna micrography in simple geometric patterns; dec-
orated verse counts at the end of each book in the form of geo-
metric shapes;'” carpet pages in micrography in various continuous
geometric patterns (figs. 37 and 38);''° frames for the Song of Moses
in Exodus, drawn in an interlace pattern, similar to parallels in
micrography (fig. 39); and calligraphic frames for columns at the
beginning of the book and for the carpet pages. These types of dec-
oration are borrowed from the repertoire of forms and motifs of
Islamic culture and completely ignore the Gothic art in Ibn Mer-
was’ environment.'"”

and now 1in

12 Margoliouth (1909-15), vol. 1, no. 52, 21-23; Narkiss, Cohen-Mushlin, and
Tcherikover (1982), 2022, pointing out an error in the original date, which they
identified with ultraviolet light.

15 MS 508, Sassoon (1932), vol. 1, 2.

"* Put on sale at Sotheby’s in London in June 1994, Sotheby (1994), no. 28.

5 See, for example, Sed-Rajna (1978), fig. 3.

16 With regard to the Toronto manuscript, see Sed-Rajna (1990), fig. 1.

17 Tt is also worth noting that the book in London is composed of gatherings of
six leaves.
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An incomplete Bible in the Jewish National and University Library
in Jerusalem (MS 4°1112) has characteristics that are very similar
to Ibn Merwas’ books.'"® The volume has no colophon, but there is
a good likelihood that it was Ibn Merwas’ work. Like his manu-
scripts, it contains micrographic carpet pages, calligraphic frames,
modest decoration of the masorah magna, and other such elements.
The carpet page patterns are identical to those in the Bibles of Ibn
Merwas. Moreover, the book is bound in six-page quires. The book
also contains a poem praising the accuracy of the scribal work; the
poem is known from several works from Toledo. Such a poem
appears in the above-mentioned New York Bible of Israel ben Isaac
and in the Toronto Bible, signed by Ibn Merwas.'"

There is another book with similar features in Paris (Bibliothéque
Nationale de France, cod. héb. 13)." It contains several micrographic
carpet pages that bear a strong resemblance to those of Ibn Merwas
in terms of patterns and formal language.'”’ Michel Garel assumes,
on the basis of the book’s format and style of writing, that it was
produced in Burgos—thereby ruling out the possibility that it was
written and decorated by Ibn Merwas.'”

The manuscript in London also contains a remnant of a depic-
tion of the Temple (fig. 40),'* but the picture is different in char-
acter from those in the Parma Bible (figs. 30 and 31). The book was
rebound at a later stage, which disrupted the arrangement of the
pages, changed the position of the depiction of the Temple, and
even caused the loss of part of it. The depiction is, in fact, a schematic
map of the Temple and not a decorative, symbolic representation
of the kind that appears in the Parma Bible. And yet, the manner
in which it is drawn is different from that of the informative draw-
ings in the manuscripts of Maimonides’ commentary on the Mishna
and Mishneh Torah, and the few implements that are shown are
depicted in more detail.

"8 This similarity was pointed out by Sed-Rajna (1978), 7, and Metzger (1974), 102.

19 See Weiser (1992), 29. I have doubts about the date noted in this catalogue—
ca. 1250—due to the similarity to Ibn Merwas’ Bibles, which are dated to the first
half of the fourteenth century. Jerusalem 1112 was most likely produced in the
same period.

120 Zotenberg (1866), 2-3; Sed-Rajna (1978), 7.

2l For a reproduction of fols. 158v—159r, see Garel (1990), no. 33.

122 Ihbid.

125 For a detailed description of this illustration, see Narkiss, Cohen-Mushlin, and
Tcherikover (1982), 21.
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In the fragment, we can see only the sacrificial altar and the
slaughterhouse. Additional elements, whose identity is not clear,
appear in the upper part. The object on the right-hand side, com-
prising two rectangles, one large, one smaller, is identified by Narkiss,
Cohen-Mushlin, and Tcherikover'?* as the magrefah, a musical instru-
ment described in the Mishna.'® Nordstrém, on the other hand,
identifies it as a floor plan of the Temple and of the Holy of Holies.'*
He compares the jars and the basins with parallels in the First St.
Petersburg Pentateuch,'” but it should be noted that the shapes of
these vessels are, in general, customary in Islamic design. The more
significant details, the altar and the slaughterhouse, have no paral-
lels in the St. Petersburg Pentateuch. Of the implements depicted,
only the altar serves as a basis for comparison with the Parma Bible,
and it indeed is similar in its basic components, though the shape
of the ramp is a bit different. This altar, too, was probably designed
according to the drawings in the manuscripts of Maimonides’ com-
mentary. The depiction of the implements and their details reflects
what is written by Maimonides—as does the shape of the altar with
the ramp, which includes a revuvah (a hollow where ritually impure
fowls were placed), “on the western side of the Ramp.”'* The depic-
tion of the slaughterhouse, the rings, and the tables accords with
what is written in the Mishna.'” The drawings in the manuscripts
of Maimonides’ commentary (fig. 33) show the slaughterhouse only
as schematic rectangles without details, and the Parma Bible does
not contain a depiction of it.

Ibn Merwas did not use a depiction such as the one in the Parma
Bible or a similar manuscript as a model. He did, however, work
with similar textual sources, though the result is different. The visual
language he used differs from that of the Parma Bible in that his
aim was to present a relatively precise map to provide practical infor-
mation—an approach that is consistent with the drawings in the
writings of Maimonides. The visual language of the Parma Bible is
decorative and symbolic and there is no special effort to include
every single item. And so, in intention, visual language, and design

124 Thid.

125 Tamid, 3, 8.

1% Nordstrém, Miniatures (1968), 102.

127 Tbid.

128 Mishneh Torah (1963), 8, Hilkhot Beit Habechira 2, 14, Lewittes (1957), 12.
2 Middot, 3, 5.
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of details, the two depictions are different from each other. They do,
however, have two common denominators: they both draw from the
manuscripts of Maimonides’ writings—both textually and visually—
and they both reflect the artistic language of Islamic culture. Those
are the roots that gave rise to the decoration of the Bibles in the
thirteenth and early fourteenth centuries. Further in this discussion,
after relating to other schools, I will elaborate with regard to the
cultural significance of these roots in the broader context of the
Jewish world in the Iberian Peninsula at the end of the Middle Ages.

To sum up, the cultural center of the Jews of Castile was in Toledo
and most of the Castilian illuminated Hebrew manuscripts were pro-
duced there. There was a wide variety of decoration relative to the
small number of books that have survived. Decorations made by the
scribes were often rooted in the tradition of Hebrew manuscripts
from the Middle East and the Maghreb. When it came to painted
decorations, on the other hand, the inspiration came directly from
contemporary Islamic art or the designs were innovative. The car-
pet pages from Castile draw only minimally from patterns that were
customary in Hebrew manuscripts from the Middle East. Only in
technique are the carpet pages of the Marseilles Bible, the Copenhagen
Bible, and the Damascus Kefer reminiscent of the earlier art of illu-
mination. For the patterns themselves, the illustrators chose from
sources that could be found in their immediate surroundings, espe-
cially Islamic architectural sculpture.

Micrography plays an important and unique role in the decora-
tion of the Hebrew book in general, and in that of Sephardic Bibles
in particular. Besides appearing on the carpet pages, micrography
in geometric patterns can also be found in the micrographic maso-
rak in the upper and lower margins of the biblical text. The manu-
scripts that were discussed in this chapter are characterized by use
of extremely simple geometric patterns. The micrography in Hebrew
manuscripts is discussed extensively in the various publications of
Leila Avrin."*® The Sephardic examples are dealt with by Thérése
Metzger'' in the course of trying to determine if this characteristic
is unique to Jewish art or was influenced by other cultures. In this
context, it is interesting to note again the zigzag patterns in the

130" See mainly Avrin (1979); see also Gutmann (1983).
151 Metzger (1974).
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manuscript of al-Qudai Abu Abdallah Muhammad, which was writ-
ten in Valencia in 1172—during the Almohad period.'*

Echoes of Christian Art

The University Library in Cambridge possesses a Bible (MS Add.
3203)'% that, like Cambridge 465, does not provide any clear-cut
information as to its place and date. Only the fact that it is bound
in gatherings of six leaves permits us to attribute it to Toledo. As
in Paris 25, calligraphic frames surround columns of text,'"”* a char-
acteristic typical of manuscripts from Castile and especially from
Toledo. Between fols. 9v and 10v are calendars of the years from
1279 to 1515, and therefore the manuscript can be dated to 1279
(fig. 41)."® The book includes later additions alongside the original
decoration, and these were inserted, most likely, in the middle of
the fifteenth century. The manuscript contains no micrographic dec-
orations, but painted ornaments that decorate the beginning of each
book (figs. 42 and 43). Above the text columns are colored stripes,
from which medallions emerge. This type of decoration is strongly
reminiscent of the embellishments of the beginnings of suras in illu-
minated manuscripts of the Qur’an (fig. 29).

The calendar page mentioned above is arranged decoratively and
was designed as a carpet page in a checkered pattern (fig. 43). This
particular type was based neither on Islamic interlace patterns nor
on any Middle Eastern Hebrew predecessors, but rather on early
medieval Christian patterns from Spain. One of the many examples
of such decoration is found in a manuscript of Isidore of Seville’s
Etymologies (Paris, Bibliothéeque Nationale de France, nouv. acq. lat.
2169, fig. 44). Mireille Mentré¢ finds that this pattern bears a resem-
blance to Persian carpets,' and discusses them as indicators of
Christian-Islamic cultural exchange. But the specific pattern for the
Jewish carpet page was probably taken from a nearby Christian man-

132 See chap. 2, 00.

1% Narkiss, Cohen-Mushlin, and Tcherikover (1982), 164; Reif (1997), 56.
5% Fols. 2r-5r.

155 Narkiss, Cohen-Mushlin, and Tcherikover (1982), 164.

% Mentré (1996), 98.
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uscript and not more distant eastern sources. The checkered pattern
also appears in Spain in the bindings of books.'”

Like most Sephardic Bibles, Cambridge 3203 also contains parashah
indicators, and psalm numbers decorated in delicate inkwork simi-
lar to that of Paris 25."% In short, the Islamic formal component
exists in this manuscript as well and it is still dominant, though it
is accompanied by characteristics apparently rooted in early medieval
Christian Spanish art.

A Christian Spanish influence is more strongly in evidence in
another manuscript, which is noteworthy in many respects (Oxford,
Bodleian Library, MS Can. Or. 94)." This book, too, was given
various additional decorations at a later stage. The original decora-
tion (fig. 45) echoes several of the characteristics of early medieval
Spanish art, as typical in the spheres of ornamentation and color-
ing and preserved as late as the thirteenth century in the court art
of Alfonso X of Castile (1252-84). A group of manuscripts of the
Cantigas de Santa Maria, which were produced in Toledo during
Alfonso’s reign, are characterized by frames in bold colors and by
patterns that are abstract and simple compared to the vegetal pat-
terns that were customary in thirteenth-century, Christian Spanish
illumination (fig. 17). The figure style, on the other hand, definitely
reflects the prevailing approach in Gothic art.'"* The decoration of
Oxford 94 is similar in character to these frames.

At the beginning of the volume are tables containing the lists of
the textual differences of Ben Asher and Ben Naftali. These lists are
written in text columns and framed with stylized pillars and ornate
polylobed arches. Arches of this type are common, as noted, in
Islamic architecture in general and in Mudéjar architecture in par-
ticular, and they also found their way to the ornamentation of Qur’an
manuscripts from Spain.'*! The area above the arches is decorated
with animal figures. The ornamentation of the pages, the employed
patterns and their coloring are reminiscent of the frames in the
manuscripts of the Cantigas.

157 Thid.

1% See, for example, Narkiss, Cohen-Mushlin, and Tcherikover (1982), fig. 502.

%9 Neubauer (1886-1906), no. 7; Narkiss, Cohen-Mushlin, and Tcherikover (1982),
39-41, figs. 72-77.

"0 Two illuminated manuscripts survived, see, for example, Madrid, Escorial
Library, MS T. I. 1, facsimile edition, Madrid 1979; see also Keller and Cash (1998).

" See chap. 2, 38.
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The use of arches for decoration of text arranged in columns is
borrowed from the canon tables of the manuscripts of the New
Testament that were common all over the Christian world and appear
in Spain from the tenth century onward. Examples can be found,
among others in the Biblia Hispalense and the Bibles of 920 and
960, now in San Isidoro in Leoén (fig. 16). Only the shape of the
arches is a distinctly Islamic element; the use of the arches as such,
the character of the decoration, and the colorization reflect Christian
influence.

The book also contains decorations of the masorah magna. These
are more complex in terms of the selection of forms than are the
corresponding decorations in Paris 25 and include zigzag patterns,
little arches and squares, interlace patterns, and knots. All of these
decorations remain in the sphere of geometric patterns.

The formal language of the decoration of the columns in this book
is somewhat similar to that of the ornamentation accompanying nar-
rative illustrations in a Haggadah from Castile that is now in London
(British Library, MS Or. 2737, fig. 46)."* Narkiss, Cohen-Mushlin,
and Tcherikover compared this Haggadah with manuscripts from
the court of Alfonso X, and Narkiss labeled it the “Hispano-
Moresque Haggadah.” In his book on the Golden Haggadah, Narkiss
calls it by this name for the first time and mentions a Spanish-
Islamic, Fastern, and Italian influence.'** In Hebrew llluminated Manuscripts
wn the British Isles, Narkiss, Cohen-Mushlin, and Tcherikover define the
stylistic roots of this Haggadah more extensively, and relate it to the
art of illustration at Alfonso’s court and its roots in early medieval
Spanish manuscripts, which are also defined as “Hispano-Moresque.”'*

This term is misleading for a few reasons. “Moresque” is a word
from the root moros (moors), a traditional, but antiquated name,
neither scientific nor precise, for the Muslim population in Spain.'*
Furthermore, the style of the manuscripts from Alfonso’s time and
their early medieval predecessors, as well as that of Oxford 94 and

2 Margoliouth (1909-15), no. 609; Narkiss, Cohen-Mushlin, and Tcherikover
(1982), 4546, figs. 79-105.

' Ihid., 51.

** Narkiss (1970), 43—44; see also Narkiss (1984), 30.

5 Narkiss, Cohen-Mushlin, and Tcherikover (1982), 45—46.

16 The expression moros still comes up today in the press in reports on violent
incidents in Spain. It is used to refer to foreign workers from Morocco, and there
is no doubt as to its negative connotations.
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London 2737, is identified as an artistic tradition that is different
from the Islamic (“Moresque”) tradition. This art is rooted in the
Christian culture of northern Spain in the Reconquest period. This
culture was nourished, as noted, by the Visigothic and other tradi-
tions including Islamic influences that penetrated Christian Spain
together with the immigration of Andalusian Christians northward.
However, we cannot determine that the dominant element of this
tradition is the Islamic influence. The opposite is true: the purpose
of this art was to underscore the uniqueness of Christian art and its
difference from the Islamic culture.

Apart from Oxford 94’s similarity to the art of Alfonso’s court in
Toledo, the manuscript has no clear features—not even seder marks—
that would enable us to attribute it to that city. It also bears no dis-
tinct resemblance to other Hebrew books originating in Toledo, such
as Paris 25, the Ben Israel group, and the manuscripts of Ibn Merwas.
Finally, it should be reiterated that this book and its decoration are
unique in the context of illuminated Bibles of the period, and more
than other Bibles it reflects a tendency to rely on the visual lan-
guage common in Christian manuscript painting.

A few conclusions emerge from this survey of thirteenth-century
Bibles from Castile. The Islamic influence on the design of the early
Hebrew Bibles is dominant. The local Christian Spanish tradition of
the early Middle Ages also served as a source of inspiration, but
only minimally. The Gothic art that prevailed in the cultural envi-
ronment in which these books were produced did not manifest itself,
except in the later additions to the Damascus Aeter. Decoration of
these Bibles is an expression of the fact that the culture with which
the patrons and artists of these books identified and in which they
lived, developed, studied, wrote, and created was still the Islamic
culture—approximately 200 years after Toledo came into Christian
hands.

After this burgeoning in the production of illuminated Bibles in
Castile in the second half of the thirteenth century, there was a
pause in this activity, and it would resume only in the second half
of the fifteenth century in new schools that arose in various regions
in southern Castile and in Portugal. In the fourteenth century, the
art of the book was concentrated mainly in Catalonia, Aragon,
Roussillon, and Navarre.

As to the question of the continuity between the manuscripts from
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the Middle East and those that were produced in Castile, we can
conclude that it existed in various decorations executed by the scribes.
In painted illumination, however, what stands out first and foremost
is the absence of homogeneity within the group of manuscripts from
Castile. Only a few characteristics recall earlier traditions of illumi-
nation. The use of the Temple depiction in the Parma Bible and
the Bible of Ibn Merwas in London is a remote echo of the Temple
depictions in the First St. Petersburg Pentateuch. Though there is a
conceptual continuity here—comparison of the Bible with the Tem-
ple—in terms of visual resemblance the depictions differ greatly from
each other, and none of them reflects the details as they are drawn
in the St. Petersburg Pentateuch.

Another echo of the earlier Middle Eastern tradition is the tech-
nique of painting applied in the carpet pages in the Marseilles Bible
and its relatives. This technique, combining lines of micrography
with paint, was developed in the Middle East. But there was no
influence in terms of form and specific details. Instead of the styl-
ized architectural patterns that were so common in the Middle East—
patterns that apparently symbolize the Ark of the Covenant—we find
other decoration types, borrowed from Islamic architectural sculp-
ture found in all of the Islamic lands, especially in Spain.

Moreover, as will emerge from an analysis of the later manu-
scripts, this early group had very little influence on later works. Only
the depiction of the Temple in the Parma Bible would have a con-
tinuation, but this is an exceptional case and there is no certainty
as to whether it indeed was part of the manuscript’s original design.
Moreover, Gutmann maintained that the depiction was added later
on the basis of Catalan examples, though the chances are good that
the depiction is original. Decoration of columns with arches at the
beginning of Oxford 94 would become a popular element in later
Bibles in other forms. In the Castilian context of the thirteenth cen-
tury, however, this design is unique. Although the use of the carpet
pages establishes some degree of continuation, in the specific motifs
and patterns there is no connection to the Castilian group.'*

"7 Influences of these patterns are considerable during the fourteenth century in
the Rylands Haggadah, Manchester, John Rylands University Library, MS heb. 6,
Loewe (1988); Narkiss, Cohen-Mushlin, and Tcherikover (1982), 86-93, fig. 281,

for example.
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The type of decoration of the Marseilles Bible and the Damascus
Keter would never return, and that of Cambridge 3203, rooted in
early medieval Spanish art, would appear only once. The painted
decoration in the other books is rooted exclusively in the Islamic
tradition, and specific parallels to Middle Eastern Jewish illumina-
tion cannot be found. The absence of data for specific comparison,
together with the relatively modest decoration in some of the manu-
scripts before us, especially in books such as Paris 25; the lack of
homogeneity and the search for inspiration from Islamic culture, on
the one hand, and that of the earlier—and less dominant—Spanish
Christian culture, on the other, all create an impression of a new
beginning, and not of a continuous tradition.

The artistic sources from which the decorations in these books
drew are thus first and foremost Islamic. The few elements borrowed
from Spanish Christian art preserve characteristics of the Spanish
artistic tradition from the period before Iberian culture joined with
that of Christian Europe, and before the international Gothic style
entered Spain. At the end of the thirteenth century, Gothic style was
already common in most regions in Spain, but it did not leave its
mark on Hebrew Bibles. The figurative illustrations in the manuscripts
of the Cantigas, for example, are completely rooted in it—only the
decorative frames are reminiscent of the earlier tradition. The dec-
oration of Hebrew Bibles, on the other hand, utterly ignores the arts
most dominant in its environment.



CHAPTER FOUR

JOSHUA IBN GAON AND JOSEPH HATSARFATI

In Tudela in the summer of 1300, the masoretor Joshua bar Abraham
ibn Gaon completed the masorah in one of the most sumptuous Bibles
in the history of illuminated manuscripts in Spain (Lisbon, Biblioteca
Nacional, MS Il. 72). The micrographic script of the masorah is par-
ticularly attractive, featuring various geometric and vegetal patterns,
including candelabrum-like trees and numerous depictions of animals
and dragons (fig. 47). The biblical text was written, as a colophon
informs us, by Samuel bar Abraham ibn Nathan, who adds that he
wrote the Bible in the city of Cervera, where he lived when he was
recuperating from a fracture in his leg. He began his work on July
30, 1299, and finished it on May 19, 1300," only three weeks before
Joshua began his part of the work in Tudela.

Another, quite unusual colophon? tells us that the illuminator
Joseph Hatsarfati (the French) was responsible for the painted dec-
oration of the book, though it does not say where and when he did
this work: “I, Joseph, the French painted and completed this book.”
Joseph was a well trained and skilled artist, who, unlike his Castilian
predecessors, was familiar with motifs and techniques common in
Gothic book art. His repertoire of motifs includes a wide range of
Gothic architectural designs, floral patterns, and animals. And, most
strikingly, he breakes with the Castilian tradition of aniconic deco-
ration and includes several human figures and even a narrative scene
(fig. 75).

Due to Samuel’s colophon, the manuscript is known as the Cervera
Bible. This name is somewhat misleading, since there is no consensus
among the scholars as to whether the reference was to Cervera in
New Castile—not far from Toledo—or Cervera in Catalonia. More-
over, there is no indication that the decoration is connected in any

' Fol. 434r: from the first day of the month of Elul in the year 5059 until the
last day of the month of Iyar in the year 5060.

2 Fol. 449r, Gutmann (1978), pl. 10; on information illuminators provide about
themselves in manuscripts, see Zirlin (1996).
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way to either of these two. As I will argue here, it was probably
done in Tudela as well.

Joshua ibn Gaon and Joseph Hatsarfati are two rare examples of
lluminators known by their name, and there is good reason to assume
that they knew each other. Tracing the two men’s careers—espe-
cially that of Joshua for whom we possess more information—pro-
vides us not only with an important chapter in Jewish book history,
but also with an interesting picture of the cultural backgrounds of
the two, as well as of manuscript production in Navarre and north-
ern Castile in general.

Our knowledge of Joshua ibn Gaon’s work comes primarily from
micrographic texts readable only with a magnifying glass. Those in
the Cervera Bible were published in 1992 by Thérese Metzger.®
These texts mention his name, his origin in Soria in Old Castile,
and the fact that at the time the masorah was written, he was in
Tudela, Navarre. The texts are unusually specific with regard to the
dates: Joshua’s work on the project began on “Thursday, the twen-
tieth of Sivan, 5060” (June 8 or 9, 1300)* and ended on an unknown
date in the following month of Tammuz. Joshua claims that he wrote
the masorah of the entire Bible, and mentions that he did this work
for Rabbi Sasson of Cervera.” Metzger discovered that despite what
1s said several times about the completion of the masorah of the entire
Bible, some of the work was done by another hand.®

The information available with regard to Joshua ibn Gaon was
first discussed in an article co-authored by Bezalel Narkiss and
Gabrielle Sed-Rajna in 1974,” and was subsequently dealt with in
the catalogue of Sephardic illuminated manuscripts in Britain by
Narkiss, Aliza Cohen-Mushlin, and Anat Tcherikover.! More recently
it was reconsidered by Sed-Rajna in various articles,” and by Thérese
Metzger."” Apart from the masorah magna in the Cervera Bible, Joshua’s
work is known from three other manuscripts signed by him. On the

3 Metzger, Ibn Gaon (1992), 5-6, figs. 1-20.

* Fol. 11r. According to Metzger, Ibn Gaon (1990), 9, the 20th of Sivan in that
year fell on a Wednesday, and therefore it is probable that an error occurred.

> Fol. 29r.

& Metzger, Ibn Gaon (1990), 7.

7 Narkiss and Sed-Rajna (1971).

8 Narkiss, Cohen-Mushlin, and Tcherikover (1982), 22-34.

9 Sed-Rajna (1990); Sed-Rajna, Manuscripts (1992).

10 Metzger, Ibn Gaon (1990).
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basis of common characteristics, scholars have credited him with
work on three more, unsigned Bibles.

In none of these books is his work confined to the masorah only.
Micrographic signatures similar to those in the Cervera Bible appear
in a Bible in Paris (Bibliothéque Nationale de France, cod. hébr.
20)." Joshua again mentions his name, and informs us that he wrote
the masorah,'*> and that he, in fact, wrote the main text as well."®
Michel Garel suggests that in one of these signatures, Joshua hints
that he also executed the decorations."* He again mentions Soria as
his city of origin, and Tudela as the city in which he stayed while
working on the book.” He also indicates the date, Marcheshvan
5061 (between late October and early November, 1300),'® that is,
after the completion of the work on the Cervera Bible. The patterns
of the micrographic decorations (fig. 48) are very similar to those in
the Cervera Bible (fig. 47). As the latter, they include animals, drag-
ons, vegetal patterns, candelabrum-like trees, and geometric patterns,
among them interlaces.

In another book, in Dublin (Trinity College Library, MS 16),"
now containing only the Books of the Prophets, Joshua states only
his name without providing any further information."® The wording
of this note is similar to other such notes in Paris 20, and therefore
Narkiss, Cohen-Mushlin, and Tcherikover assume that this book, too,
was produced in Tudela. The design of the micrographic decora-
tion (figs. 50, 51 and 52), the motifs, and the repertoire of the forms
are indeed strikingly similar to those in Paris 20. Moreover, the script
in both Bibles was most likely done by the same hand. If we take
all of these features into account, together with Joshua’s claim in
Paris 20 that he is the scribe and not only the masoretor, we can
certainly accept the contention that Dublin 16 was written by Joshua
in Tudela.

" Narkiss and Sed-Rajna (1971); Garel (1990), no. 45.

2 Fol. 69v.

'3 Fol. 58v.
* Garel (1990), no. 45.

5 Fol. 49r

16 See Metzger, Ibn Gaon (1990), 9, n. 58. Most of the signatures were quoted in
full in Narkiss and Sed-Rajna (1971), 259. This article also includes a detailed
description of the manuscript. See also Sed-Rajna (1990).

7 For a detailed description, see Narkiss, Cohen-Mushlin, and Tcherikover (1982),
30-33, figs. 28-42.

'8 Fol. 13r.
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The Bodleian Library in Oxford possesses a manuscript known as
the Second Kennicott Bible (MS Kenn. 2)." At its beginning we
find two folios (today referred to as fols. 1v and 2r) containing rem-
nants of a plan of the Temple. These pages were part of a larger
plan, which originally must have spread over a parchment sheet four
times the size of the manuscript. Today’s fol. 2r (fig. 53) belongs
above fol. 1v.” It is not certain that this depiction of the Temple
was originally meant to be part of the book with which its fragments
are now bound.

On their reverse side is an unusually detailed colophon whose
wording is different from that of colophons of other manuscripts. It
relates only to the plan of the Temple and it spreads over both
pages. On each page, the colophon text is framed with a spared
ground interlace pattern (fig. 54). This colophon describes the plan
and is signed by Joshua, who states, among other things:

And I, the small and young Joshua bar Abraham...ibn Gaon of
Soria, wrote and painted while I was learning from the sage Rabbi
Isaac bar Gerson for the worthy ... Moses ibn Chaviv. ...

At the end of the page is a sentence expressing his hope that the
Temple will be built “speedily in our days.” He concludes with the
words “Amen Amen,” which are arranged in the center of the last
line. The patron’s name—Moses ibn Chaviv—is written on the sev-
enth line of fol. 2v in different ink, lighter in color than the rest of
the text. The letter mem of “Moses” protrudes a bit beyond the mar-
gins of the text. The fact that the name is squeezed into a given
space suggests that it either replaced that of a different, original
patron, or that its space was determined in advance and left blank.
At the end of the folio, following “Amen Amen” and beginning on
the same line, the words “And finished in the month of Adar of the
year 5066 (between late February and early March 1306) in Soria”
are added in the same light-colored ink as the patron’s name. The
adding of “and finished” beside the words “Amen Amen” breaks
the original composition of the centered concluding line. Though the

!9 Neubauer (1886-1906), no. 2323; Roth (1952); for a detailed description, see
Narkiss, Cohen-Mushlin, and Tcherikover (1982), 24-30, figs. 9-27.

2 Ibid., fig. 10, with an additional plan that emphasizes the details and enables
casier orientation. Roth (1952) even assumed that these were two unrelated frag-
ments. This error was corrected by Metzger (1969-71), 410, n. 2.
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additions are in a lighter-colored ink, they are written in the same
script, in all likelihood by the same hand.

There is no doubt that the colophon relates only to the plan and
not to the entire Bible—the text does not mention the book at all.
It can also be assumed that the last line and the patron’s name were
not written close to the time of the preparation of the plan, but at
a later stage, possibly at the time of the sales transaction that took
place in Soria in spring 1306. In any event, the date noted relates
to the plan, and perhaps in fact only to its sale—and certainly not
to the production of the entire book. Since, as will be pointed out
below, there is good reason to believe that Joshua wrote the Bible
and the masorah as well, it is conceivable that the plan was sold
together with the Bible and perhaps was already bound together
with it at the time it was sold. The book contains no other colophon,
but some of the micrographic texts contain wordings commonly found
in Joshua’s works.?! In short, from the colophon of this plan we learn
that Joshua was not only a masoretor, but also a scribe and illumi-
nator and that when he prepared the plan he was a young man
paying tribute to his teacher.

As to the Second Kennicott Bible itself, we have no conclusive
evidence of when and where it was written. However, Joshua’s hand-
writing in the colophon of the plan can easily be identified as that
of the scribe of Paris 20 (compare fig. 54 to 58, for example). The
script of the Second Kennicott Bible exhibits the same personal style
(fig. 55).” Its micrography is decorated with geometric and vegetal
patterns (figs. 55, and 56) that are very similar to those in Paris 20,
Dublin 16, and the Cervera Bible, but it lacks depictions of animals
and dragons.”

The Bibliothéque Nationale in Paris preserves another manuscript
attributed to Joshua (cod. hébr. 21).** It contains a note that he
“made” the first quire (col. pl. I). This quire does not contain any
part of the Bible itself, but a variety of texts typical for the initial

2t Ibid., 24.

2 The script that appears, for example, in the Cervera Bible and belongs to
Samuel bar Abraham ibn Nathan, is similar in style, but clearly reflects another
hand. The handwriting is denser than that of Joshua and the horizontal lines are
thicker.

2 Metzger, Ibn Gaon (1990), 3, casts doubt on the suggestion that the book and
the masorah were written by Joshua ibn Gaon.

# Garel (1990), no. 46.
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pages of Bibles. The Book of Genesis begins only on the first page
of the second quire. It is not explicitly stated if this “making” refers
only to the decorations—and the first quire contains a variety of
painted embellishments—or the text as well. The signature is incor-
porated in the painted decoration of the first carpet page. However,
there is no difference between the script in the first quire (fig. 64,
for example)—including the signature itself—and that of the other
quires. It is possible to identify them all as Joshua’s hand, which is
known from the manuscripts mentioned above. Metzger finally dis-
covered that Joshua is also named as the masoretor on fol. 263v
together with a mention of the place, Tudela, and the date, 5062
(1301-1302)—that is, about a year after the beginning of the work
on the masorah of Paris 20.* Surprisingly, Paris 21 is different from the
other books in that it contains very little micrographic decoration,
the most prominent characteristic of Joshua’s work in the other books.
The masorah is decorated with a few very simple geometric patterns.
It is also different from a codicological standpoint. For example, the
text is written in three columns instead of the two that are cus-
tomary in the other books from that group (figs. 50, 51, and 55).
On stylistic grounds, Narkiss, Cohen-Mushlin, and Tcherikover
attributed two incomplete manuscripts to Joshua and his workshop.
A manuscript in Parma includes the Pentateuch and few additional
books of the Bible, (Biblioteca Palatina, MS Parm 2938).* Two vol-
umes containing only a selection of books are now in Oxford (Bodleian
Library, MS Opp. Add. 4°75, Add. 4°76).”” Narkiss, Cohen-Mushlin,
and Tcherikover suggest that the two manuscripts—Parma 2938 and
Oxford 75/76—are parts of the same book. However, this contention
does not seem reasonable, since they both include the same books—
for example, the Book of Joshua. The script of the main text is com-
pletely different in the two manuscripts. The writing in the Parma
manuscript i3 more elongated than that of the book in Oxford, whose

» Metzger, Ibn Gaon (1990), 2, and n. 16.

% Tamani (1968), 53; Narkiss, Cohen-Mushlin, and Tcherikover (1982), 23; Richler
and Beit-Ari¢ (2001), no. 14.

27 Neubauer (1886-1906), vol. 1, nos. 68 and 69; for a detailed description of
MS Add. 4°75, see Narkiss, Cohen-Mushlin, and Tcherikover (1982), 33-34; MS
Add. 4°76 is not mentioned there, but it is presented by Metzger, Ibn Gaon (1990),
2, footnote 10, as part of no. 75. Metzger expresses doubt that this manuscript
belongs to the Joshua ibn Gaon group.
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script is consistent with the style of writing that is known to us from
Joshua’s other books.

Neither does a look at the micrographic decoration support this
assumption. The Oxford volumes are notable for their micrographic
design in simple, stylized geometric and vegetal patterns (fig. 57).
Their repertoire of forms is strikingly similar to that of the Second
Kennicott Bible (figs. 55 and 56). However, the micrographic deco-
ration in the Parma manuscript®—differs greatly from that of Oxford
75/76 1in its formal language. It does contain motifs similar to those
in Paris 20, Dublin 16, and the Cervera Bible (figs. 47, 48, and 51).
They are similar in form, but the proportions of the animals’ body
parts, for example, are different, as is the character of the micro-
graphic lines—those in the Parma manuscript (fig. 49) tend to be
wavier and form wider circles than those in Paris 20, Dublin 16,
and the Cervera Bible. The patterns in the Parma manuscript do
not feature many internal lines on the bodies of the animals, as are
found in the other books. Only a few patterns are genuinely simi-
lar, and they were presented comparatively in Thérese Metzger’s
article on masorah decorations.”

Other comparisons in that article and of the manuscripts in gen-
eral indicate, in my opinion, a distinct difference in the design of
the animals’ bodies, eyes, and tails, and in the stylized acanthus
leaves at the tips of the tails. The resemblance between Parma 2938
and Paris 20 or the Cervera Bible is limited to the use of a similar
repertoire of animals and dragons, vegetal patterns, and the cande-
labrum-like tree pattern. Joshua may have been involved to some—
though extremely limited—extent in the writing and decorating of
the masorah, but he was certainly not the only person responsible for
this work. In all likelihood, the Parma manuscript was produced in
Tudela at around the time that Paris 20, for example, was produced.
The work may have been done under Joshua’s influence or even
supervision, but his role in its actual execution would have been
very small.

On the ground that Soria was mentioned repeatedly as Joshua
ibn Gaon’s birthplace, and that the Second Kennicott Bible was
assumed to have been produced there, based on the erroneous read-

% Narkiss, Cohen-Mushlin, and Tcherikover (1982), 23.
2 Metzger (1974), pls. CVII and CVIIL
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ing of the colophon of the Temple plan as referring to the entire
book, Narkiss, Cohen-Mushlin, and Tcherikover attribute the whole
group of Ibn Gaon’s manuscripts to this city and maintain that the
work is representative of the Castilian schools of Bible decoration.*
They make an exception with regard to Paris 20 and Dublin 16,
which they assume to have been produced in Tudela. Accordingly,
they propose that Joshua’s biography be reconstructed as follows: He
was born in Soria, where he worked around 1300, producing the
Oxford-75/76 manuscript and Parma 2938. That year, he visited
Tudela, where he worked on Paris 20 and Dublin 16. After return-
ing to Soria, he produced the Second Kennicott Bible in 1306 and
Paris 21. Narkiss, Cohen-Mushlin, and Tcherikover were not aware
of the mention of the date in the micrography, neither was Sed-
Rajna, who dated it to ca. 1310.”!

Revisiting the manuscripts and examining the facts emerging from
the above analysis give us a new perspective of Joshua’s career. First
of all, it can be observed that the repertoire of forms and motifs is
not entirely identical in the manuscripts in the group, but under-
went a certain degree of developent. A comparison between the
micrographic patterns in Oxford-75/76 (fig. 57) and those in the
Second Kennicott Bible (figs. 55 and 56) indicates a great deal of
specific similarity between the two books. They both contain only
geometric and vegetal patterns, and lack depictions of animals. In
both manuscripts we also find zigzag patterns, small arches, and
interlace patterns. All of these decorations are also found in Paris
20, Dublin 16, and the Cervera Bible. There, however, they accom-
pany the more dominant depictions of animals and dragons. Moreover,
the geometric and vegetal micrographic patterns in Oxford-75/76
and the Second Kennicott Bible are simpler than their counterparts
in Paris 20, Dublin 16 (fig. 52), and the Cervera Bible.”” The design
is similar in its basic form, but it is a bit stiffer and less refined, as
can be observed in particular in the vegetal patterns: the edges of
the leaves are sharper and the lines straighter (fig. 55) than those of
the leaves in Paris 20 (fig. 48), Dublin 16 (fig. 52), and the Cervera
Bible, which have more softly rounded lines and evidence more
refined work.

% Narkiss, Cohen-Mushlin, and Tcherikover (1982), 22-23.
31 Sed-Rajna (1990), 306.
% Metzger, Ibn Gaon (1990), 3, 14, 16.
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From the sparsity of the repertoire of forms and the stiffer style,
we can conclude that the two manuscripts in Oxford were produced
at the beginning of Joshua’s career. Later, his technique became
more refined and his repertoire of patterns was enriched with depic-
tions of animals and dragons. There is no way of proving this assump-
tion definitively, since the two books in Oxford are not dated. If
indeed there was such a development from a simple style and lim-
ited repertoire to a more refined style together with a richer reper-
toire, the two Bibles in Oxford predate 1300, the year when the
masorot of Paris 20 and the Cervera Bible were written. This con-
clusion contradicts the later dating of the Second Kennicott Bible,
but confirms the assumption that the colophon of the Temple plan
does not refer to the entire volume. In the other manuscripts—those
that, in my opinion, are a bit later—there is a great deal of unity
in the formal language.

Apart from micrographic decoration, a variety of painted embell-
ishments and pen ornamentation can be found in the manuscripts
attributed to Joshua ibn Gaon. Whereas there is no doubt of his
hand in the decorative micrography, judging from his signatures and
a comparison of patterns in the signed books with those in the
unsigned books, no such certainty exists with regard to the other
decoration types. A closer look at the latter can lead to more firm
conclusions as to his specific role in the creation of the Bibles in
whose production he was involved. Once we understand the scope
of his work, we can make an attempt to reconstruct his professional
history.

With regard to the painted decoration, we have several pieces of
information. First, the plan of the Temple (fig. 53) attached to the
Second Kennicott Bible is Joshua’s work—he states this fact explic-
itly. Second, the carpet page on fol. lv in Paris 21 contains, as
noted, an inscription that tells us that Joshua “made” the first quire.
The fact that this inscription is incorporated into the painted carpet
design (col. pl. I) indicates that he is referring not only to the writ-
ing of the quire, but also—and even mainly—to the decoration.
Moreover, as we have also noted, this quire contains no biblical text,
only a variety of other texts arranged in columns; the Book of Genesis
begins on the first page of the second quire. The fact that on these
pages, the decoration plays a very dominant role provides us with
further evidence that Joshua produced the painted decoration. From
a hint in a micrographic text in Paris 20, it emerges that he prob-
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ably did the painting for this manuscript as well. Finally, we know
that the painted decorations in the Cervera Bible were not done by
Joshua, but by Joseph Hatsarfati.

The plan in the Second Kennicott Bible shows the northern area
of the Temple, though this section is marked erroneously as the
southern side. It includes some of the chambers, the women’s sec-
tion, the passageway to the men’s section, the slaughterhouse, the
chamber of hewn stone, the entrance to the sanctuary (qgodesh), the
menorah, and the place of the tragsin—that is, the passageway from
the sanctuary to the Holy of Holies (godesh godashim). No part of the
Holy of Holies is depicted in the surviving section of the plan. The
area of the slaughterhouse is a mirror image of Ibn Merwas’ depic-
tion from Toledo (fig. 40), and the two are probably based on a
common visual source. To the left of the slaughterhouse it is possi-
ble to discern the lower-right-hand section of the stepped sacrificial
altar. This remnant of the altar is also similar to Ibn Merwas’ par-
allel depiction and to the depiction in the Toledan Parma Bible (fig.
31). On the other hand, the magrefah®™ above the slaughterhouse is
depicted and shaped differently from what Narkiss, Cohen-Mushlin,
and Tcherikover identified as a magrefah on Ibn Merwas’ plan. In
the other depictions of the Temple—such as that of the Parma
Bible—the magrefah does not appear at all.

The menorah in the Second Kennicott Bible is seen only partially
and its branches are angular, a shape that is not customary in the
other Sephardic renderings of the Temple. It is difficult to get an
idea of the precise shape of the base of the menorah. The stepped
stone is not visible at all, another feature that makes the depiction
different from its parallels. Displayed above the menorah are incense
saucers as indicated in the accompanying caption. The saucers are
depicted both in the Parma Bible and similarly in later Catalan fol-
lowers, but their shape is not at all similar to that of the saucers in
Joshua’s depiction. Since the plan is not complete, there is no pos-
sibility of comparing other details to Ibn Merwas’ plan or the ren-
dering of the Temple in the Parma Bible.

The sections of the Temple are accompanied by captions that
Narkiss, Cohen-Mushlin, and Tcherikover succeeded in reading with
the aid of ultraviolet light. According to these scholars’ analysis, the

¥ See above, chap. 3, n. 90.
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details are based largely on what is written in the Mishna tractates
Middot and Kelim** Many of the captions quote the texts verbatim. On
the other hand they do not contain exact quotations from Book
Eight of Maimonides’ Mishne Torah—though it should be noted that
with regard to the sections that appear on the plan, the text in the
Mishna is more detailed than the corresponding text of Maimonides,
which itself is based on the Mishna. The detailed text in Middot is
definitely in keeping with the plan’s intended function as an infor-
mative source that is based on most of the available data.

The reading of Ibn Gaon’s plan of the Temple does not lead to
far-reaching conclusions. It does not have a great deal in common
with Ibn Merwas’, apart from the precise shape of the details of the
slaughterhouse and the fact that the information is presented in the
form of a plan with a meticulous and scientific approach, rather
than a decorative and symbolic one, such as that of the plan in the
Parma Bible. Joshua ibn Gaon’s approach aims at a higher degree
of precision than that of Ibn Merwas, who, though he sets out the
details in the form of a plan, arranges them in abstract strips, which
is not as helpful for orientation as the plan produced by Ibn Gaon.
The latter has nothing in common with the depiction of the Temple
in the Parma Bible, apart from the lower steps of the sacrificial altar.
Again, familiarity with the complete plan would provide a broader
basis for comparison. Still, the comparisons of the slaughterhouse
and the shape of the sacrificial altar indicate the development of
conventions with regard to some of the elements that are common
to both the decorative and scientific approach—though this finding
applies only to a few of the details, and certainly not to all of them.

Paris 20 contains small marginal depictions of a few Temple imple-
ments (fig. 58). Thérese Metzger compared some of these to paral-
lels in the plan in the Second Kennicott Bible. A menorah with
angular branches appears there, for example,” as does an imple-
ment in the shape of a bowl, whose counterpart is referred to in a
caption in the Second Kennicott Bible as “the golden stand.” This
comparison, which is limited to these two implements, nevertheless
shows a distinct similarity in shape and painting technique, a finding

3 Narkiss, Cohen-Mushlin, and Tcherikover (1982), 2426, including the details
of the inscriptions.

% Metzger (1969-71), figs. 1 and 2.

% Fol. 54r.
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that, together with Joshua’s hints that he is not only the scribe and
masoretor of Paris 20, led scholars to assume that he also executed
the painted decoration of Paris 20.

Paris 20 also contains painted depictions of the ritually pure and
impure animals (Dtn. 14:3-18, fig. 59). Analogous images of ani-
mals, such as the bull, for example (fig. 60) can be found among
the micrographic patterns of the same book. This feature is another
clue that Joshua was responsible for the painted decorations. Further-
more, animals and dragons in a design identical to that of the microg-
raphy appear in the corners of several pages at the beginning of the
book, surrounding circles containing calendars (fig. 61). Some of them
are presented as spared ground motifs against a colored background
and some are colored in gold. This comparison between animal
motifs in the micrography of Paris 20 and its painted decoration
returns us to the Second Kennicott Bible. The latter contains car-
pet pages in various patterns, including one that displays dragons’
heads (fig. 62) analogous to those in the micrographic patterns in
Paris 20, Dublin 16 (fig. 51), and the Cervera Bible.”” Another car-
pet page in the Second Kennicott Bible is framed by a strip of styl-
ized acanthus leaves,” whose design is similar to that of the floral
micrographic patterns in that book (fig. 55), that is, those vegetal
patterns that have a stiffer design than their counterparts in Paris
20, Dublin 16, and the Cervera Bible.

If T am correct in assuming that the micrographic patterns in the
Second Kennicott Bible predate those in Paris 20, it can be con-
cluded that the earliest animal patterns of Joshua’s work appeared
as painted patterns in the Second Kennicott Bible, and then came
into use somewhat later in micrography as well. Animals of a sim-
ilar design appear in the Second Kennicott Bible in the spandrels
of the arches that decorate columns listing the precepts at the begin-
ning of the book (fig. 63). As in Paris 20, some of these animal
motifs are colored in gold, and others appear in spared ground tech-
nique. However, their design is slightly cruder than in Paris 20 (fig.
61). In various details, mainly in the dragons’ faces and eyes, Joshua’s
hand can be traced, and again it seems that his work became more
refined between the Second Kennicott Bible and Paris 20.

% Metzger, Ibn Gaon (1990), fig. 16.
% Narkiss, Cohen-Mushlin, and Tcherikover (1982), fig. 17.
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More analogies are found, as mentioned in the animals in the
spandrels framing the circles in Paris 20 (fig. 61) and Paris 21. These
correspond largely with the micrographic decoration of Paris 20,
Dublin 16 (fig. 51), and the Cervera Bible. The painted dragons
appear mainly as spared ground design, they are larger than those
in the micrography, and their bodies fit the shape of the spandrels
whereas the circle serves as part of the frame. The layout of the cir-
cles and spandrels thus defines the area in which they appear.

Narkiss and Sed-Rajna, somewhat underestimating Ibn Gaon’s
skills as a creative designer, assumed that the micrographic and
painted animal and dragon patterns were created by means of sten-
cils.* This assumption is challenged by slight differences in the design
of the details, different animal proportions and sizes, and the fact
that in certain cases, such as the area outside the circles in Paris 21,
the animals’ shape is fitted into the shape of the circles and the cor-
ners. An examination of the micrographic patterns also reveals that
they were written above hard point underdrawings with very deli-
cate lines that can still be discerned under the micrographic script.
These lines are quite freely drawn, sometimes lack precision, and it
1s evident that they have been corrected.

Another type of decoration dominant in Joshua’s books is the car-
pet page. In the Second Kennicott Bible, they feature continuous
interlace patterns. More refined versions of these designs appear in
Paris 20." Nearly identical carpet pages appear in Paris 21 (col.
pl. I).* Here the design is especially rich and refined.

As opposed to most of the Castilian manuscripts, the parashah signs
in Joshua’s Bibles have painted decorations (figs. 66 and 73);* there
are no seder markings in Ibn Gaon’s Bibles. In many of these the
notation parash is enclosed in a rectangular frame decorated in a
stylized vegetal motif. These marks bear some resemblance to the
decoration of parashah signs in Cambridge 465, described in the pre-
ceding chapter.”” As noted, the Castilian origin of this manuscript is
not certain. In view of its similarity to Ibn Gaon’s work, which is
also seen in the use of vegetal patterns in the micrography, we might

% Narkiss and Sed-Rajna (1971); see also Narkiss, Cohen-Mushlin, and Tcherikover
(1982), 23.

0 Narkiss and Sed-Rajna (1971), fig. 15.

# Sed-Rajna (1990), fig. 8.

2 Apart from the Oxford manuscript which lacks the Pentateuch.

# See above, chap. 3, 59-60.
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I. Paris, Bibliotheque Nationale de France, cod. hébr. 21, Tudela, 1301-1302, fol. 1v
(photograph: with permission of the Bibliothéque Nationale de France)
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II. Paris, Bibliothéque Nationale de France, cod. hébr. 21, Tudela, 1301-1302, fol. 370r
(photograph: with permission of the Bibliothéque Nationale de France)



III. Paris, Bibliothéque Nationale de France, cod. hébr. 21, Tudela, 1301-1302, fol. 368r
(photograph: with permission of the Bibliothéque Nationale de France)




IV. Paris, Bibliothéque Nationale de France, cod. hébr. 20, Tudela, 1300, fol. 7r
(photograph: with permission of the Bibliothéque Nationale de France)




V. Dublin, Trinity College Library, MS 16, Tudela (?), c. 1300, fol. 68v (photograph:
with permission of the board of Trinity College Library, Dublin)




VI. London, British Library, MS Harley 1528, Catalonia, first half of the 14th c., fol. 8r
(photograph: with permission of the British Library)



VII. London, British Library, MS Harley 1528, Catalonia, first half of the 14th c.,
fol. 4r (photograph: with permission of the British Library)
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VIII. London, British Library, MS Add. 15250, Catalonia, second half of the 14th c., fol. 2r
(photograph: with permission of the British Library)
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IX. Former Sassoon Collection, MS 368, southern France (?), 1366-82, fol. 52r
(photograph: with permission of R. David Sassoon, Jerusalem)
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X. Former Sassoon Collection, MS 368, southern France (?), 1366-82, fol. 70r
(photograph: with permission of R. David Sassoon, Jerusalem)
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1. Istanbul, Istanbul University Library, MS A 6755, Cordoba, 1143, 2. Munich, Bayerische Staatsbibliothek, cod. arab. 1, Seville,
fol 3r (photograph: after Dodds, Al-Andalus (1992) with permission of 1227, fol. 120r (photograph: with permission of the Bayerische
the Istanbul University Library) Staatsbibliothek)



3. Paris, Bibliotheque Nationale de France, cod. arabe 385, Granada, 1304, fol. 130r
(photograph: with permission of the Bibliothéque Nationale de France)



4. New York, Metropolitan Museum of Art, inv. 29.22, Granada, 14th-15th c., textile
(photograph: with permission of the Metropolitan Museum of Art)



5. St. Petersburg, National Library of Russia, Firkovich Collection, MS II B
17, Egypt or Middle East (?), 929, fragment (photograph: after Narkiss (1984)
with permission of the National Library of Russia)

6. St. Petersburg, National Library of Russia, Firkovich Collection, MS II B
17, Egypt or Middle East (?), 929, fragment (photograph: after Narkiss (1984)
with permission of the National Library of Russia)
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7. London, British Library, MS Or. 2540, Middle East, 10th or 11th c., fol. 3v
(photograph: with permission of the British Library)
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9. St. Petersburg, National Library of Russia, Firkovich Collection,
MS II B 19a, Egypt, 1008, fol. 474r (photograph: after Narkiss (1984)
with permission of the National Library of Russia)

8. St. Petersburg, National Library of Russia, Firkovich Collection,
MS II B 19a, Egypt, 1008, fol. 475r (photograph: after Narkiss (1984)
with permission of the National Library of Russia)
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10. London, British Library, MS Or. 2363, Middle East, 10th or
11th c., fol. 90v (photograph: with permission of the British Library)
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11. London, British Library, MS Or. 2363, Middle East, 10th
or 11th c., fol. 39v (photograph: with permission of the British
Library)



12. London, British Library, MS Or. 2363, Middle East, 10th or
11th c., fol. 68r (photograph: with permission of the British Library)
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13. London, British Library, MS Or. 2363, Middle East, 10th or
11th c., fol. 101r (photograph: with permission of the British
Library)



15. Cordoba, Great Mosque, Puerta de San Estéban, 8th c. (photograph: with
permission of the Institut Amatller d’art Hispanic, Barcelona)

e
14. San Pedro de la Nave, 7th c., interior (photograph: with permission of the
Institut Amatller d’art Hispanic, Barcelona)
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16. Leoén, Coll. San Isidoro, Cod. 2, Valeranica, 960, fol. 396v (photograph: with permission
of the Institut Amatller d’art Hispanic, Barcelona)
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17. Escorial, MS T. 1. I, Castile, second half of 13th c., Cant. VII (photograph: with
permission of the Institut Amatller d’art Hispanic, Barcelona)
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18. Tordesillas, Santa Clara, formerly Palace of Alfonso XI (courtyard), second half of the 14th c.
(photograph: K. Kogman-Appel)
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19. Paris, Bibliothéque Nationale de France, cod. hébr. 25, Toledo, 20. Paris, Bibliothéque Nationale de France, cod. hébr. 25, Toledo,
1232, fol. 397r (photograph: with permission of the Bibliothéque 1232, fol. 9v (photograph: with permission of the Bibliothéque
Nationale de France) Nationale de France)
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21. Paris, Bibliothéque Nationale de France, cod. hébr. 25, Toledo, 1232, fol. 44v
(photograph: with permission of the Bibliotheque Nationale de France)
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22. Madrid, Biblioteca Historica. Universidad Complutense de Madrid, MSS 1, Toledo
(?), 1280 (?), fol. 8r (photograph: with permission of the Biblioteca Historica. Universidad
Complutense de Madrid)



23. Marseilles, Bibliothéque municipale, cod. 1626, Tole-
do, ca. 1260, fol. 232v (3r) (photograph: with permission
of the Bibliothéque municipale)

24. Toledo, Museo de Santa Cruz, relief, probably from
the palace of Al-Ma’mun, Toledo, c. 1050 (photograph:
with permission of the Museo de Santa Cruz)
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25. Copenhagen, Kongelige Bibliotek, cod. Hebr. VII, Toledo (?), c. 1260,

fol. 65r (photograph: with permission of the Kongelige Bibliotek)
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26. Jerusalem, Jewish National and University Library, cod.

4790, Toledo (?), 1260, and Burgos, late 13th c., fol. 114r

(photograph: with permission of the Jewish National and
University Library)
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27. Jerusalem, Jewish National and University Library, cod. 4°790, 28. Jerusalem, Jewish National and University Library, cod. 4°790,
Toledo (?), 1260, and Burgos, late 13th c., fol. 310v (photograph: Toledo (?), 1260, and Burgos, late 13th c., fol. 248r (photograph:

with permission of the Jewish National and University Library)

with permission of the Jewish National and University Library)



§ .;‘,g;.g_' IR g 2

29. Jerusalem, Jewish National and University Library, cod. 4°790, Toledo (?),

1260, and Burgos, late 13th c., fol. 263r (photograph: with permission of the
Jewish National and University Library)
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30. Parma, Biblioteca Palatina, MS Parm 2668, Toledo, 1277, fol. 7v (photograph: with

permission of the Biblioteca Palatina)




31. Parma, Biblioteca Palatina, MS Parm 2668, Toledo, 1277, fol. 8r
(photograph: with permission of the Biblioteca Palatina)



32. Parma, Biblioteca Palatina, MS Parm 2668, Toledo, 1277, fol. 9v (photograph: with
permission of the Biblioteca Palatina)



33. Oxford, Bodleian Library, MS Poc. 295, Spain or Egypt, end of the 12th c., fol. 295r
(photograph: with permission of the Bodleian Library)
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34. Jerusalem, Israel Museum, MS 180/52, Regensburg, c. 1300, fol. 156r (photograph: with permission of the
Israel Museum)



35. Beit Alpha, mosaic floor, 6th ¢ (photograph: with permission of the Israel Antiquities
Authority)
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36. Sarajevo (National Museum of Bosnia and Herzegovina), Crown of Aragon, first half of
the 14th c., fol. 32r (photograph: with permission of the Jewish Community, Sarajevo)
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37. London, British Library, MS Or. 2201, Toledo, 1300, fol. 187r 38.

(photograph: with permission of the British Library)

London, British Library, MS Or. 2201, Toledo, 1300, fol. 187v
(photograph: with permission of the British Library)
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40. London, British Library, MS Or. 2201, Toledo, 1300, fol. 2r
(photograph: with permission of the British Library)

39. London, British Library, MS Or. 2201, Toledo, 1300,
fol. 34v (photograph: with permission of the British Library)



- T ) X AR e
BSR S . Jk‘é.:r_é!&L et e oo o SR SO ia s s E

41. Cambridge, University Library, MS Add. 3203, Castile (?), 13th c., fol. 9v
(photograph: with permission of Cambridge University Library)
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42. Cambridge, University Library, MS Add. 3203, Castile (?), 13th c., fol. 365v
(photograph: with permission of Cambridge University Library)
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43. Cambridge, University Library, MS Add. 3203, Castile (?), 13th c., fol. 585r
(photograph: with permission of Cambridge University Library)



44. Paris, Bibliotheque Nationale de France, nouv. acq. lat. 2169, Castile,
10th or 11th c., fol. 21v (photograph: with permission of the Bibliotheque
Nationale de France)
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45. Oxford, Bodleian Library, MS Can. Or. 94, Castile, 13th c., fol. 4v (photograph: with
permission of the Bodleian Library)



46. London, British Library, MS Or. 2737, Castile, last quarter of 13th c., fol. 72v
(photograph: with permission of the British Library)
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47. Lisbon, Biblioteca Nacional, MS Il. 72, Cervera and Tudela, 1299-1300, fol. 207r
(photograph: with permission of the Biblioteca Nacional)
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. Paris, Bibliothéque Nationale de France, cod. hébr. 20, Tudela, 1300, fol. 74v
(photograph: with permission of the Bibliotheque Nationale de France)
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49. Parma, Biblioteca Palatina, MS Parm 2938, Tudela (?), c. 1300 (?), fol. 237r

(photograph: with permission of the Biblioteca Palatina)
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50. Dublin, Trinity College Library, MS 16, Tudela (?), c. 1300, fol. 178v
(photograph: with permission of the board of Trinity College Library, Dublin)
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51. Dublin, Trinity College Library, MS 16, Tudela (?), c. 1300, fol. 166v (photograph: with
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52. Dublin, Trinity College Library, MS 16, Tudela (?), c. 1300, fol. 154v (photograph: with
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53. Oxford, Bodleian Library, MS Kenn. 2, Soria or Tudela (?), late 13th c., fol. 2r
(photograph: with permission of the Bodleian Library)
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54. Oxford, Bodleian Library, MS Kenn. 2, Soria or Tudela
(?), late 13th c., fol. 2v (photograph: with permission of the
Bodleian Library)
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55. Oxford, Bodleian Library, MS Kenn. 2, Soria or Tudela
(?), late 13th c., fol. 31v (photograph: with permission of the
Bodleian Library)
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56. Oxford, Bodleian Library, MS Kenn. 2, Soria or Tudela 57. Oxford, Bodleian Library, MS Opp. 75, Soria or Tudela (?),
(?), late 13th c., fol. 37v (photograph: with permission of the late 13th c., fol. 38v (photograph: with permission of the Bodleian

Bodleian Library) Library)
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58. Paris, Bibliothéque Nationale de France, cod. hébr. 20, Tudela, 1300, fol. 57r
(photograph: with permission of the Bibliothéque Nationale de France)
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59. Paris, Bibliothéque Nationale de France, cod. hébr. 20, Tudela, 1300, fol. 114v
(photograph: with permission of the Bibliothéque Nationale de France)
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60. Paris, Bibliothéque Nationale de France, cod. hébr. 20, Tudela, 1300, fol. 254r (photograph: with

permission of the Bibliothéque Nationale de France)
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61. Paris, Bibliotheque Nationale de France, cod. hébr. 20, Tudela, 1300, fol. 8r

(photograph: with permission of the Bibliotheque Nationale de France)
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62. Oxford, Bodleian Library, MS Kenn. 2, Soria or Tudela
(?), late 13th c., fol. 299v (photograph: with permission of the
Bodleian Library)
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63. Oxford, Bodleian Library, MS Kenn. 2, Soria or Tudela
(?), late 13th c., fol. 5r (photograph: with permission of the

Bodleian Library)
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64. Paris, Bibliothéque Nationale de France, cod. hébr. 21, Tudela, 1301-1302, fol. 2r
(photograph: with permission of the Bibliothéque Nationale de France)
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65. Paris, Bibliotheque Nationale de France, cod. hébr. 21, Tudela, 1301-1302, fol

. 2v
(photograph: with permission of the Bibliotheque Nationale de France)
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66. Paris, Bibliotheque Nationale de France, cod. hébr. 20, Tudela, 1300, fol. 15v
(photograph: with permission of the Bibliotheque Nationale de France)
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67. Oxford, Bodleian Library, MS Opp. 75, Soria or Tudela (?), late 13th c., fol. 2v
(photograph: with permission of the Bodleian Library)
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68. Paris, Bibliotheque Nationale de France, cod. hébr. 20, Tudela, 1300, fol. 6v
(photograph: with permission of the Bibliothéque Nationale de France)
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69. Lisbon, Biblioteca Nacional, MS Il. 72, Cervera and Tudela, 1299-1300, fol. 434v
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70. Paris, Bibliothéque Nationale de France, cod. hébr. 21, Tudela, 1301-1302, fol. 263v
(photograph: with permission of the Bibliothéque Nationale de France)
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71. Tudela, S. Magdalena, portal, 12th c. (photograph: K. Kogman-Appel)
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72. Soria, S. Domingo, portal, second half of the 12th c. (photograph: K. Kogman-Appel)
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73. Paris, Bibliothéque Nationale de France, cod. hébr. 20, Tudela, 1300, fol. 13r
(photograph: with permission of the Bibliothéque Nationale de France)
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74. New York, Pierpont Morgan Library, MS M 644, Castile, c. 950, fol. 79r
(photograph: with permission of the Pierpont Morgan Library)
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75. Lisbon, Biblioteca Nacional, MS Il. 72, Cervera and 76. Bermuda, Floersheim Trust (formerly Sassoon Collection,

Tudela, 1299-1300, fol. 304r (photograph: with permission MS 82), Soria, 1312, p. 481 (photograph: after Narkiss and Cohen-
of the Biblioteca Nacional) Mushlin (1985))
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77. Lisbon, Biblioteca Nacional, MS Il. 72, Cervera and Tudela, 1299-1300, fol. 370r
(photograph: with permission of the Biblioteca Nacional)
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78. Paris, Bibliothéque Nationale de France, cod. hébr. 20, Tudela, 1300, fol. 129r
(photograph: with permission of the Bibliotheque Nationale de France)
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79. Lisbon, Biblioteca Nacional, MS Il. 72, Cervera and Tudela, 1299-1300, fol. 435v
(photograph: with permission of the Biblioteca Nacional)



80. Lisbon, Biblioteca Nacional, MS Il. 72, Cervera and Tudela, 1299-1300, fol. 9v
(photograph: with permission of the Biblioteca Nacional)
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81. Lisbon, Biblioteca Nacional, MS Il. 72, Cervera and Tudela, 1299-1300, fol. 443r
(photograph: with permission of the Biblioteca Nacional)
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82. Bermuda, Floersheim Trust (formerly Sassoon Collection, MS 82), Soria, 1312, p. 761
(photograph: after Nechama and Sievernich (1991)
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83. Jerusalem, Jewish National and University Library, cod. 8% 92991, Spain, 13th-14th c.,
fol. 54v (photograph: with permission of the Jewish National and University Library)
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84. Cincinnati, Hebrew Union College Library, MS 12, Spain, 13th-14th c., fol. 21r
(photograph: with permission of the Hebrew Union College Library)
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85. Jerusalem, Jewish National and University Library, cod. 809991, Spain, 13th-14th c., fol. 6v
(photograph: with permission of the Jewish National and University Library)
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86. Paris, Bibliothéque Nationale de France, cod. hébr. 7, Perpignan, 1299, fol. 12v
(photograph: with permission of the Bibliothéque Nationale de France)
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87. Paris, Bibliothéque Nationale de France, cod. hébr. 7, Perpignan, 1299, fol. 13r
(photograph: with permission of the Bibliotheque Nationale de France)



88. Paris, Bibliothéque Nationale de France, cod. hébr. 7, Perpignan, 1299,
fol. 14r (photograph: with permission of the Bibliothéque Nationale de
France)
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89. Paris, Bibliothéque Nationale de France, cod. hébr. 7, Perpignan, 1299, fol. 11v
(photograph: with permission of the Bibliothéque Nationale de France)
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90. Paris, Bibliothéque Nationale de France, cod. hébr. 7, Perpignan, 1299,
fol. 20r (photograph: with permission of the Bibliothéque Nationale de
France)
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91. Copenhagen, Kongelige Bibliotek, cod. Hebr. II, Roussillon (?), 1301, fol. 11v
(photograph: with permission of the Kongelige Bibliotek)
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92. Copenhagen, Kongelige Bibliotek, cod. Hebr. II, Roussillon (?), 1301,
fol. 12r (photograph: with permission of the Kongelige Bibliotek)
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93. Copenhagen, Kongelige Bibliotek, cod. Hebr. II, Rous- 94. Copenhagen, Kongelige Bibliotek, cod. Hebr. II, Rous-
sillon (?), 1301, fol. 10v (photograph: with permission of sillon (?), 1301, fol. 11r (photograph: with permission of
the Kongelige Bibliotek) the Kongelige Bibliotek)
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95. Copenhagen, Kongelige Bibliotek, cod. Hebr. II, Roussillon (?), 1301, fol. 9r
(photograph: with permission of the Kongelige Bibliotek)
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96. Modena, Biblioteca Estense, MS M. 8.4., Catalonia or Roussillon, first quarter of
the 14th c., fol. 10r (photograph: with permission of the Biblioteca Estense)
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97. Modena, Biblioteca Estense, MS M. 8.4., Catalonia or Roussillon, first quarter of the
14th c., fol. 4v (photograph: with permission of the Biblioteca Estense)
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98. Modena, Biblioteca Estense, MS M. 8.4., Catalonia or Roussillon, first quarter
of the 14th c., fol. 8v (photograph: with permission of the Biblioteca Estense)
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99. Modena, Biblioteca Estense, MS M. 8.4., Catalonia or Roussillon, first quarter of

the 14th c., fol. 10v (photograph: with permission of the Biblioteca Estense)



100. Modena, Biblioteca Estense, MS T. 3.8., Catalonia or Roussillon, first quarter of the
14th c., fol. 25v (photograph: with permission of the Biblioteca Estense)
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101. Rome, Communita Ebraica, MS 19a, Barcelona, 1325, fol. 214r (after Gutmann

X

N mg"'r'(j\?jn oy
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b ]

>

Mikdashya)
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102. Rome, Communita Ebraica, MS 19a, Barcelona, 1325, fol. 214v (after Gutmann,
Mikdashya)
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103. Rome, Communita Ebraica, MS 19a, Barcelona, 1325, fol. 216r (after Gutmann,

Mikdashya)



S

104. London, British Library, MS Harley 1528, Catalonia, first half of the 14th c., fol. 7v
(photograph: with permission of the British Library)
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105. London, British Library, MS Harley 1528, Catalonia, first half of the 14th c., fol. 36v
(photograph: with permission of the British Library)
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(photograph: with permission of the British Library)

106. London, British Library, MS Add. 15250, Catalonia, second half of the 14th c., fol. 3v



107. London, British Library, MS Add. 15250, Catalonia, second half of the 14th c., fol. 4r
(photograph: with permission of the British Library)
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108. London, British Library, MS Add. 15250, Catalonia, second half of the 14th c., fol. 213v
(photograph: with permission of the British Library)
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109. Copenhagen, Kongelige Bibliotek, cod. Hebr. XXXVII, Barcelona, 1348, fol. 4r
(photograph: with permission of the Kongelige Bibliotek)
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110. Parma, Biblioteca Palatina, MS Parm 2810, Catalonia, first 111. Milan, Biblioteca Ambrosiana, MS C 105 sup., Catalonia, second
half of the 14th c., fol. 7v (photograph: with permission of the half of the 14th c., fol. 3v (photograph: with permission of the Biblio-
teca Ambrosiana)

Biblioteca Palatina)



112. Paris, Compagnie des Prétres Saint Sulpice, MS 1933, Catalonia, second half
of the 14th c., fol. 5v (photograph: with permission of the Compagnie des Prétres
Saint Sulpice)
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113. Paris, Compagnie des Prétres Saint Sulpice, MS 1933, 114. Madrid, Escorial Library, MS n 1740, northern Africa, 1326,
Catalonia, second half of the 14th c., fol. 235v (photograph: fol. 1v (photograph: with permission of the Escorial Library)
with permission of the Compagnie des Prétres Saint Sulpice)



115. Paris, Compagnie des Prétres Saint Sulpice, MS 1933, Catalonia,
second half of the 14th c., fol. 6v (photograph: with permission of the
Compagnie des Prétres Saint Sulpice)

A

AL LT G T

ﬁ‘.f vl

Eﬁﬁﬁswr TP S AEPBTION D

B T RN S %*p:

116. London, British Library, MS King’s 1, Solsona, 1384, fol. 3r
(photograph: with permission of the British Library)
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117. London, British Library, MS King’s 1, Solsona, 1384, fol. 3v 118. London, British Library, MS King’s 1, Solsona, 1384, fol. 4r
(photograph: with permission of the British Library) (photograph: with permission of the British Library)
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119. London, British Library, MS King’s 1, Solsona, 1384, fol. 2v (photograph: with
permission of the British Library)
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120. London, British Library, MS Add. 15252, Catalonia, second half of the 14th c., fol.
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116v (photograph: with permission of the British Library)
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121. London, British Library, MS Or. 1404, Catalonia, c. 133040 (?), fol. 1v
(photograph: with permission of the British Library)
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122. Salerno, Cathedral Treasury, ivory antependium, Amalfi, c. 1180 (photograph: after
Bergman (1980)
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123. Manchester, John Rylands University Library, MS heb. 6, Catalonia, c. 1330-40 (?),
fol. 19v (photograph: with permission of the John Rylands University Library)
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124. London, British Library, MS Add. 15277, Padua, c. 1400, fol. 8v (photograph: with
permission of the British Library)
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125. Klosterneuburg, Augustinerstift, Nicholas of Verdun, ambo, c. 1180 (photograph: with
permission of the Augustinerstift, Klosterneuburg)



126. London, British Library, MS Add. 27210, Catalonia, c. 1320-30, fol. 4v (photograph: with
permission of the British Library)
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127. London, British Library, MS Or. 2884, Catalonia, c. 1325, fol. 9v (photograph: with
permission of the British Library)
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128. London, British Library, MS Or. 2626-28, Lisbon, 1482, fol. 185r (photograph: with
permission of the British Library)



129. Dublin, Trinity College Library, MS 13, Toledo (?), 1478, fol. 51v (photograph: with
permission of the board of Trinity College Library, Dublin)



130. Oxford, Bodleian Library, MS Poc. 347, Castile, 1470-90 (?), fol. 2r (photograph: with
permission of the Bodleian Library)
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131. New York, Jewish Theological Seminary, MS L 5, Cordoba, 1479, fol. 85r (photograph:

with permission of the Jewish Theological Seminary)
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132. Oxford, Bodleian Library, MS Opp. Add. 4°26, Castile, 1480, fol. 238v
(photograph: with permission of the Bodleian Library)



133. Parma, Biblioteca Palatina, MS Parm 2809, Castile, 1473, fol. 3r (photograph: with
permission of the Biblioteca Palatina)



oy

b

W I G o
RGN "-@m’ 2 4"’,& 5 T3
R O
Q.‘:\m\ '.{\-(\1\-{\- - ,' '

o e
L% i 0%
ks’

Y4

59

)

I3
s

"—3—"’
%98

3\5'.29\_-4\

)9

i \l
ANTMIN Y NI R c{\) A
o ‘: i v k’um } : 7
FONPN NI :Ef'u g-_\@

&

G

| ompeTaN]

morsy e b A,

SO DR DD DR

VAR

._.‘
99

1999 %9

Y " A A
89 D9IP—

ab'mitmpmqpm-ém
B e R B O BN

R I NL IV N AN NN SO 5
75 =oo =008 =00 S0_0575)

5

o
Em)

134. Oxford, Bodleian Library, MS Kenn. 1, La Coruiia, 1476, fol. 6r (photograph: with
permission of the Bodleian Library)



135. Oxford, Bodleian Library, MS Kenn. 1, La Coruia,

1476, fol. 121r (photograph: with permission of the Bodleian
Library)
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136. Oxford, Bodleian Library, MS Kenn. 1, La Coruiia, 1476,
fol. 441r (photograph: with permission of the Bodleian Library)
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137. Oxford, Bodleian Library, MS Kenn. 1, La Coruna, 1476, fol. 3r (photograph: with
permission of the Bodleian Library)
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138. Jerusalem, Schocken Library, MS 24087, Franconia (?), 1460-65 (?), fol. 23v
(photograph: after Narkiss (1976)



139. Oxford, Bodleian Library, MS Kenn. 1, La Coruna, 1476, fol. 438r (photograph: with
permission of the Bodleian Library)
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140. Parma, Biblioteca Palatina, MS Parm 1994-95, Spain, 15th c., fol. 224r
(photograph: with permission of the Biblioteca Palatina)
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consider the possibility that it comes either from northern Castile or
from Navarre. Painted portions signs are also found in the Damascus
Keter for the seder marks (fig. 28). In this case, the markings belong,
as I argued above, to the later phase of decoration, executed in
Burgos toward the end of the thirteenth century.*

Paris 21 is notable for the particularly sumptuous design of the
arches that decorate the text columns at the beginning of the book
(figs. 64 and 65) and others—some of them incomplete (col. pl. II)—
at the end. The execution is refined and rich and may constitute a
yet more mature style than that of the other manuscripts in the
group. Paris 21, as we now know, was indeed produced in 1301-1302
and is thus the last in the group—assuming that the dating of 1306
for the Second Kennicott Bible is incorrect.

Another type of decoration used frequently by Joshua was pen
ornamentation. The text of the colophon on the reverse side of the
Temple plan (fig. 54) in the Second Kennicott Bible is decorated
with frames that include a spared ground interlace pattern. The
frames were drawn with a pen in brown and colored ink. Filigree
patterns are integrated with the decoration of the arches surround-
ing the columns in the Second Kennicott Bible. Both the interlace
and filigree patterns appear in Oxford 75/76 (fig. 67) as well,* and
their forms, design, and manner of execution are nearly identical to
those in the Second Kennicott Bible. Joshua’s hand can also be
traced in the penwork in both Paris manuscripts (fig. 68), where the
filigree designs share the same forms as those in the manuscripts in
Oxford. A few of the parashah signs in Paris 20 are decorated with
pen drawings and they also include stylized human faces.* Similar
faces are included in the penwork in the corners outside the circles
at the beginning of Paris 21."

Several different techniques of coloring can be discerned in the
four manuscripts. The first is uniformly coloring surfaces in various
hues with no gradation, often with the addition of gold (col. pls.
I, II). This technique often appears adjacent to penwork, usually in
carpet pages, parashah signs, and—in Paris 20—decoration of arches.
Another technique for the same types of decoration appears in Paris

# See above, chap. 3, 66-68.

# Narkiss, Cohen-Mushlin, and Tcherikover (1982), fig. 44.
¥ Narkiss and Sed-Rajna (1971), fig. 14.

7 Narkiss (1984), fig. 21.



112 CHAPTER FOUR

21: delicate penwork in either black or white appears upon the layer
of color (col. pl. I). The fact that this type of work is similar in char-
acter to the penwork in Paris 20, the Second Kennicott Bible, and
Oxford 75/76 (figs. 67 and 68), and that this type of decoration
blends well with the letters in Joshua’s colophon in the frame of the
carpet page, enables us to assume that this coloring was done by
Joshua himself.

It cannot be decided with any certainty whether the difference in
technique between the two Paris Bibles is due to an improvement
of the original technique applied in Paris 20 or to the involvement
of a different hand. In light of the general similarity and Joshua’s
allusions as to the decoration, it is reasonable to assume that the
work in both books is his and that it reflects technical development.
Toward the end of Paris 21, there are several pages whose coloring
is incomplete (col. pl. II). The gold was already applied, as was the
red and blue paint and the delicate lines above the layer of paint.
Parts of the decoration of the arches have remained white and pen
underdrawings can be seen in them. The coloring on some of the
pages in Paris 21, however, reflect a substantial decline in the qual-
ity of the coloring—even though it imitates the above-mentioned
technique (col. pl. III)—and it is likely that these pages were col-
ored by a different, unskilled hand.

In the paintings of the animals in Paris 20, another technique can
be discerned, involving color gradation. White highlights are added
in an attempt to achieve a three-dimensional effect (col. pl. IV). This
method imitates the coloring technique that was common in Gothic
illuminated manuscripts of the time, but the hand that executed this
work was not trained in this technique and the coloring is rather
crude. It can probably be interpreted as an attempt made by Joshua
to achieve an effect of plasticity although his strenghth was mainly
in ornamentation, flat coloring, and graphic design and decoration.
Another possibility is that this coloring was done by another, untrained
colorist.

The above observations and conclusions reveal Joshua ibn Gaon
as a person who was involved in several fields in the local book
industry and had expertise in various types of work. The interpre-
tation of the available information, together with an analysis of the
artistic characteristics of the manuscripts, enables us to reconstruct
his professional development. He was a scribe and his relatively soft,
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broad-lettered handwriting appears in all of the books of the group
apart from the Cervera Bible and Parma 2938. He also produced
decorative micrography, used similar patterns and motifs in under-
drawings, intended to be painted, and applied various types of pen-
work. He also may have colored many of the decorations he drew.

Several times, Joshua mentions that he is from Soria in Old Castile,
but in 1300 at the latest, he was living in Tudela. From the colophon
of the Temple plan that is bound together with the Second Kennicott
Bible, it emerges that in 1306 he was again in Soria. In the colophon
he calls himself “small and young” and mentions the name of his
teacher indicating that he is still an apprentice. There is no way of
knowing if in this period he was living in Tudela or Soria, though
the fact that he emphasizes that he is from Soria may indicate that
when he was writing the colophon he was living somewhere else.
The development in the character of the micrography from geo-
metric and vegetal patterns in a somewhat stiff style in the two man-
uscripts in Oxford, to a softer and more refined execution, with the
repertoire of forms enriched by depictions of animals, dragons, and
the candelabrum-shaped tree in the Cervera Bible and Paris 20, sug-
gests that the books in Oxford were produced before those in Paris,
which are dated between 1300 and 1302.

The Second Kennicott Bible indeed contains relatively simple
micrographic patterns, but Joshua included in the design of the book
a selection of painted decorations that he would later use in the dec-
oration of the micrographic masorah of other books: drawings of ani-
mals and dragons, decorations of the columns at the beginning of
the book and in other parts of it, and carpet pages. He used the
first coloring technique discussed above, which makes no attempt to
produce a three-dimensional effect. This manuscript also contains a
great deal of penwork, mainly spared ground interlace patterns and
flourishing. If we compare these filigree decorations in both Oxford
Bibles (fig. 67) with those in the Cervera Bible (fig. 69), executed
either by Samuel the scribe or Joseph the illuminator, we observe a
very great similarity. This is true also for the flourishings in Paris
20 (fig. 68). If we carry this comparison further, we find that the
painted decoration of the Cervera Bible, although executed by a
more skilled artist, is similar in many respects in artistic language,
techniques and repertoire of forms. This is particularly true in regard
to the animals, dragons, and grotesques (fig. 79). Joshua’s participation
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in the Cervera project and his later attempt to apply the painting
technique used by Joseph and to achieve a three-dimensional effect
indicates an even closer affinity between the two men.

It would seem that Joshua was familiar with and influenced by
the work of Joseph Hatsarfati, and perhaps it was in the course of
his acquaintance with Joseph that he began to decorate his books
with paintings, a practice that first appears in the Second Kennicott
Bible. Since Oxford 75/76 is not complete, we do not know if the
beginning of the book contained painted decorations of the same
type. In the character of the micrography and penwork, the design
of Oxford 75/76 is similar to that of the Second Kennicott Bible,
but since the parts that survived have no painted decoration, the
manuscript may even predate the Kennicott Bible.

In 1300, Joshua lived in Tudela, and in the summer of that year
he worked on the micrographic decoration of the Cervera Bible. He
now enriched the micrographic patterns with a repertoire of animal
and dragon patterns, a repertoire that he had already used in draw-
ings and paintings in the Second Kennicott Bible. By then he may
have already made a name for himself for his unique micrographic
work, and for this reason was entrusted with the writing and deco-
ration of the masorak of the Cervera Bible. In the fall of 1300 he
worked on Paris 20, in which he combined all of the types of work
in which he had acquired expertise. At around that time, he prob-
ably also wrote Dublin 16—including the decorated masorakh. Since
Dublin 16 has not survived intact, we do not have any information
about the design of the first pages—carpet pages, decoration of tables,
and the like. The painted decoration in the parts that have remained
i1s different in character from that of Paris 20, Paris 21, and the
Second Kennicott Bible, and there is no doubt that at least some
of this decoration was executed by a different person; I will discuss
this decoration later on.

Paris 20 was followed by Paris 21, whose script is again identifiable
as that of Ibn Gaon. The text layout of three columns, instead of
two as in the other books, might indicate different codicological prac-
tices, a different staff in the workshop that prepared the parchment
for writing, or specific preferences on the part of the patron. It should
be noted in this connection that the codicological practices in the
group as a whole are not particularly uniform. The books are sim-
ilar in dimensions—their height ranges from 28 to 30 centimeters
and their width from 22 to 23 centimeters—but the organization
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and size of the quires varies from book to book. Therefore it is
difficult to draw conclusions on the basis of the codicological fea-
tures. The absence of any micrographic decoration in Paris 21 is
even more surprising, since Joshua specialized in this type of work.
However, since he signed as the masoretor, there can be no doubt
of is involvement. This case, too, may have been a matter of the
patron’s personal preference; the fact that the masorah can be read
easily compared to the other ones, which are ornate and difficult to
decipher, may also have something to do with the patron’s taste and
preferences. But the book has a rich array of painted decoration and
other patterns, which appear in micrography in the rest of the man-
uscripts. The use of a more sophisticated coloring technique and a
refined style stems from the fact that Paris 21 is the latest of all of
the books in the group and its painting is more mature than that
of the others.

We do not know where Joseph Hatsarfati and Joshua ibn Gaon
met. In none of the books does Joshua explicitly mention Soria as
his place of work. All that is known is that he was born there and
that in 1306 he sold the Temple plan there. All of the geographi-
cal references that appear in his other works indicate that his activ-
ity centered in Tudela. Apart from two decorated Bibles—one of
them written in 1312 in Soria by Joshua’s brother, Shem Tov ibn
Gaon (Bermuda, Floersheim Trust)," and painted in a style similar
to that of the Cervera Bible (figs. 76 and 82)—we have no infor-
mation about Jewish art in that city. On the basis of the similarity
between the Shem Tov Bible and the Cervera Bible, Thérese Metzger
assumes that Joseph Hatsarfati also painted the Shem Tov Bible and
worked in Soria.* However, the fact that Joseph documented his
name with such great pride in the Cervera Bible, makes it unlikely
that he would not credit himself in another book. In general, the
Shem Tov Bible and the books attributed to Joseph and Joshua are
similar in style and choice of motifs. This, however, does not mean
that Joseph decorated the Shem Tov Bible. In fact, we cannot even
be certain that the Shem Tov Bible was illuminated in Soria, and
we should not rule out the possibility that it was decorated in another
city. In short, we do not have enough information to establish with

*# Formerly in the Sassoon Collection, MS 82; see Sed-Rajna, Manuscripts (1992),
139, fig. 49; Nechama and Sievernich (1991), 262, no. 12/6. For the second manu-
script from Soria, see below, 127.

¥ Metzger, Ibn Gaon (1990), 9.
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certainty where the Shem Tov and Cervera Bibles were decorated.
The information that is known about Joshua’s professional life sup-
ports the view that his work was mainly in Tudela and it was here
that he was influenced by the works of others and developed his
skills. It is thus also likely that the two men met in Tudela.

A closer look at the decorative motifs in the work of Joshua ibn
Gaon and Joseph Hatsarfati can help to define their cultural environ-
ments and roots. Whereas in the manuscripts from Toledo that were
discussed in the previous chapter the design is almost exclusively bor-
rowed from Islamic culture, in Joshua’s work the Islamic artistic tra-
dition, although still dominant, is integrated with the western artistic
tradition in a unique blend. In Joseph’s work, the Islamic cultural
heritage is much less dominant, and there is a balance between the
styles, with the scales tipping in favor of the Gothic style.

First and foremost, it can be observed that Joshua’s work contains
hardly any trace of the Castilian tradition of decoration. The mere
fact that he uses carpet pages and other Islamic formal elements
does not make this art a descendant of the Castilian tradition. The
same applies to the fact that in one detail there is a similarity between
Joshua’s plan of the Temple and that of Ibn Merwas. Joshua’s specific
designs of the carpet pages do not have earlier parallels in Castile.
Moreover, despite his expertise in micrography, he did not often
design micrographic carpet pages, which were very common in many
of the manuscripts from Toledo, such as those attributed to Ibn
Merwas (figs. 37 and 38).

Micrographic carpet pages appear only in the two Paris manu-
scripts. Comprising centered patterns, they are in no way similar in
composition to parallels from Castile. They lack the great density of
the continuous patterns that characterize the examples from Toledo,
and instead are airy and tend to leave empty areas on the page (fig.
70). In Paris 21, the painted carpet pages (col. pl. I) are completely
different from those that are known from Toledo, such as those of
the Marseilles Bible and the Damascus Keter (figs. 23, 26, and 27).
A trace of the medallion pattern exists only on a panel in the Second
Kennicott Bible (fig. 62). The other carpet pages feature continuous
or centered interlace patterns.

The incorporating of depictions of animals and dragons in the
decoration of the masorah magna is not known in the earlier Castilian
manuscripts. The candelabrum-like tree appears very rarely and there
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is no certainty that it is of Castilian origin. The arches that deco-
rate the tables and columns at the beginning of the books are rare
in the manuscripts from Castile, and the calligraphic frames that
appear regularly in the Castilian manuscripts take on a new form
in Joshua’s hands: they are painted in color or gold instead of drawn
in black ink, and the lines of large letters are not accompanied by
micrographic lines (fig. 64). The calligraphic frames from Toledo (fig.
37) were an integral part of the work of writing, and those of Joshua
became part of the painted decoration. In short, in most of his dec-
orative schemes and in his style, Joshua did not continue the tradi-
tion that was common in Toledo, but instead chose patterns from
other sources and turned them into something new and unique.

The interlace motif, which until then was rare in carpet pages in
Hebrew manuscripts from Spain, is known from Islamic manuscripts
(for example, fig. 1 and 3), but in those manuscripts the pattern is
usually centered, whereas it is mostly continuous in Joshua ibn Gaon’s
works. Joshua’s pattern develops as recurring units, which usually
emerge from a star pattern in the center of the composition. As we
have noted, continuous patterns of this kind, which create an illu-
sion of infinite continuity, are known from Islamic architectural sculp-
ture and woodwork on mosque furniture. They are especially common
in the design of minbars throughout the Islamic world, and there are
many examples from the Maghreb and Spain.”® This pattern is also
common in painted ceilings in Mudéjar architecture.’!

Arches for the decoration of text columns and tables are rare in
Castilian Hebrew manuscripts, and we found them only in Oxford
94 (fig. 45). The use of arches to decorate columns is borrowed from
canon tables which were common in Christian art since the early
Middle Ages and flourished in Spain from the tenth century on (fig.
16). Joshua borrowed the basic idea and enriched the design of the
arches and the spaces above them with numerous motifs. In the
design of the arches, he combined Gothic, traditional Spanish, and
Islamic architectural forms. We find in his works pointed or trian-
gular arches that are common in Gothic architecture, reflecting the
art of the environment in which he lived. The Second Kennicott

% Dodds, Al-Andalus (1992), no. 115.
' The numerous examples include the ceiling of the Santa Clara Monastery in
Tordesillas, or the ceiling in the cathedral in Teruel; see Borras Gualis (1990), 57.
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Bible and Oxford 75/76 (fig. 67) feature arches that are mainly of
this type. Alongside them we see horseshoe arches (figs. 63 and 68),
one of the most characteristic features of the architecture in Spain
and the Maghreb. In particular in early medieval architecture, the
horseshoe arch played a dominant role (fig. 16). In Hebrew manu-
scripts from the Middle East, we saw arches of this kind only in one
example of uncertain provenance, Gottheil 18.°% Joshua’s horseshoe
arches are stylized and do not resemble real architectural design.
Therefore, it is difficult to determine if they were borrowed from
Islamic architecture or from early medieval Christian art. Their design
conforms to a certain extent with the decorative tradition in Mozarabic
and other early medieval Christian manuscripts, such as the Biblia
Hispalense or the Bibles found in Leén (fig. 16), though most of the
decorative patterns of the columns and in the spandrels draw from
an Islamic repertoire of forms.

Paris 21, features a greater variety of arches, which were undoubt-
edly adopted from Islamic architecture. Some are polylobed (fig. 64,
col. pl. II), others intersecting (fig. 65)—both types widely common
in Islamic architecture in general and in Mudéjar architecture in
particular. They can be found throughout Spain. The spandrels are
decorated with a stylized vegetal pattern in gold and blue that does
not recur in any of Ibn Gaon’s other works. This pattern has many
parallels in Islamic architectural decoration—for example in the
Aljaferia in Saragossa.”™ It was especially common in Mudéjar dec-
oration—for example in the palace of Alfonso XI in Tordesillas, later
to became the Monastery of Santa Clara (fig. 18). Similar patterns
appear in stucco ceilings in the convent of Las Huelgas in Burgos.
In addition, such patterns are extremely popular in the decoration
of Islamic manuscripts (fig. 2) from Iberia. Echoes of this pattern can
also be found in Joshua’s micrographic designs.”* The Islamic her-
itage 1s also evident in the widespread use of interlace patterns, which
appear on painted carpet pages, in penwork, and in micrography.

Depictions of animals and dragons appear both in the painted
decoration and in micrography. These depictions are common to
the Second Kennicott Bible, the two manuscripts in Paris, Dublin
16, and the masorah of the Cervera Bible. They are, however, absent

2 See above, chap. 2, 49.
% Robinson (1992), 58-59, figs. 8, 9, and 10.
* Metzger, Ibn Gaon (1990), fig. 1.
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from Oxford 75/76. As noted, the enrichment of Joshua’s repertoire
of forms results most likely from his acquaintance with Joseph
Hatsarfati. Animals of all sorts, grotesques, and dragons are well
known from Romanesque and Gothic art, and similar figures are
commonly found throughout Europe in architectural decoration and
in the margins of manuscripts. Figures very similar to those in Joshua’s
Bibles can be found, for example, in a manuscript from Navarre
from the second half of the fourteenth century, which is kept in the
General Archive of Navarre.”

Another source of inspiration is the Romanesque architectural
sculpture on the portals of churches in Soria and Tudela, which
belonged to the urban landscape in which Joshua spent his daily life
and with which he was certainly well acquainted. The depiction of
animals and dragons in this specific fashion was especially common
in and around these two cities and such images appear on facades
of churches and on column capitals. The dragons in the micro-
graphic decoration (figs. 47, 48, 51, 60, 61, 62, and 63) can, for
example, be compared with the sculpted dragons at the gate of the
Church of Santa Magdalena in Tudela (fig. 71). Animals similar to
those in Joshua’s Bibles (figs. 59 and 60) can be found, for exam-
ple, on the gate of the Church of Santo Domingo in Soria, his home-
town. The lion and the bird in particular provide a basis for comparison
(fig. 72).

In spite of the striking resemblance to examples from Romanesque
art, it should be noted that depictions of similar animals are also
common 1n various Islamic ornamental objects, such as ivory boxes,
tiles, and textiles.”® Such motifs were especially common in Islamic
Spain. A particularly popular one was that of birds with outstretched
wings.”” It is interesting to note in this context that like the illumi-
nators of thirteenth-century Toledo, Joshua has a clear preference
for sources drawn from architecture rather than book art.

Joshua thus combines in his work the three artistic traditions that
characterize the culture of medieval Spain. Patterns borrowed from
Islamic culture are still dominant, but they are accompanied by

% Martinez de Aguirre (1987), fig. 137.

% For an especially strong resemblance, see a box from the 12th or 13th cen-
tury in the treasury of the cathedral in Tortosa, Dodds, 4l-Andalus (1992), no. 15;
with regard to ceramic work, see, for example, ibid., nos. 28, 29, 30, and 32; for
textiles, see, for example, ibid., no. 91.

7 See in this regard Baer (1998), 11213, figs. 127-29.
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designs borrowed from Romanesque and Gothic art in his nearby
environment. Also playing a role in his work is the early medieval
Spanish Christian tradition, which is in evidence, for example, in
the shape of the horseshoe arches, or in Paris 20—in one of the
marginal illustrations depicting Noah’s Ark (fig. 73). The illustration
is very similar to larger depictions of Noah’s Ark in manuscripts of
Beatus’ commentary on the Apocalypse (fig. 74).°® In short, unlike
his Toledan predecessors, Joshua not only pays tribute to the Islamic
heritage of Sephardic Jewry, but also integrates various facets of
Christian Spanish visual culture.

As noted, Joshua was involved in the production of Dublin 16,
which contains the Books of the Prophets and the Hagiograph. This
book is written in a script similar to that in the Oxford and Paris
manuscripts, and the micrographic patterns (fig. 51) in it are of the
same type as those in Paris 20 and the Cervera Bible. However, the
painted decoration in Dublin 16 differs widely from the other manu-
scripts in the group. In the Dublin Bible, the verse counts at the
end of each biblical book are decorated with gilted frames. Orna-
mentation of verse counts is also found in some of the Castilian
Bibles, where it often comprises decorative micrography in various
geometric shapes.” In the additions to the Damascus Keter, applied
together with the seder markings, the original micrographic verse
counts were given painted embellishments (fig. 29). In Joshua’s other
books, the verse counts are ornamented with simple pen decorations.
The elegant design of the gold frames in Dublin 16 is enriched in
some of the frames with acanthus or interlace patterns, reminiscent
of motifs found in Islamic art.®* They recall the decorations bor-
rowed from Mudéjar art in the spandrels of the arches in Paris 21.
It is therefore conceivable that these frames and medallions were
designed, at least in their preliminary planning and in the under-
drawings, by Joshua himself, even though the patterns in Dublin 16
do not fully correspond with their counterparts in Paris 21.

% This fact has already been pointed out by Narkiss and Sed-Rajna (1971), 268.

% Sed-Rajna links this type of decoration with earlier Christian examples from
Spain, supposedly based on Carolingian manuscripts made for Theodulf of Orléans
around 800; she suggests that the latter are based on a hypothetical earlier Jewish
tradition; Sed-Rajna (1978), 13-14. For a recent discussion of the Theodulf Bibles
with references to earlier research, see Nees (1999), 125-31.

% Narkiss, Cohen-Mushlin, and Tcherikover (1982), figs. 34 and 35.
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In any event, the coloring was done by another illuminator, who
added vegetal patterns, animals, and dragons of various kinds (col.
pl. V and fig. 52). In its design and style, this decoration differs
widely from that of the other manuscripts that are attributed to
Joshua. Differences can be observed in the details of the animals’
eyes, and the shape of their heads, the types of animals, and the
proportions of their body parts. The character of the foliate designs
is very different from that of the medallions and the lack of inte-
gration between the two types is sometimes grating. However, since
the manner of coloring the frames, medallions, and scrolls is simi-
lar and the colors are identical, it can be assumed that the two types
of decoration were colored in one process—as can be seen on fol.
68v, where the paint of the frame and that of the animals’ feet meet
(col. pl. V).

These scrolls have two functions: one is to mark the psalm num-
bers, with the scrolls meeting each other and creating a continuous
pattern on the margins, and the other is to mark the beginning of
the biblical books. In cases in which the book begins in the middle
of a column, the frame for the verse count at the end of the pre-
vious book links up with the scroll decoration at the beginning of
the next book. Only in these cases the two types of decoration meet,
and, as mentioned, they lack integration. The fact that in certain
cases, these scrolls are crammed somewhat awkwardly between text
and frame at the end of the book strengthens the assumption that
the decoration was divided between Joshua and another illuminator.
The character of the frames and the medallions is borrowed from
Islamic art; in the scrolls, the illuminator is faithful to Gothic style.
There is no integration in the design of the patterns, but only in
the coloring process.

The second manuscript in which Joshua was only partially involved
is, as stated, the Cervera Bible. The painted decoration by Joseph
Hatsarfati is extremely rich and intricate,” and its style is more
refined than Joshua’s. There are many common denominators, but

o1 Narkiss, Cohen-Mushlin, and Tcherikover compare the paintings in the Cervera
Bible with those in Dublin 16, but the common basis for making this comparison
is not especially broad. The Cervera Bible does not have scrolls of the type that
we saw in Dublin 16, and the design of the animals and dragons in Joseph’s
colophon does not have a great deal in common with those that appear among
the scrolls in Dublin 16. The design of the faces is different, as are the proportions
between the body parts; Narkiss, Cohen-Mushlin, and Tcherikover (1982), 32-33.



122 CHAPTER FOUR

Joseph was undoubtedly a more skilled illuminator than Joshua. The
book’s decoration includes many figurative motifs, some with gen-
uine narrative content. They depict Jonah cast into the sea (fig. 75),
Joshua in his old age,”” and Abimelech.”® These motifs are revolu-
tionary in the context of Sephardic Bible decoration, but they have
no continuation.®* Their significance for the history of the illumi-
nated Sephardic Bible is thus limited. The types of decoration in
the Cervera Bible are varied and they are different in several ways
from the books that were illuminated in other schools. As opposed
to the books that were written by Joshua, the Cervera Bible has seder
markings. These are decorated—like the parashah signs—with orna-
mented frames, but only at the beginning of the book do we find
the letter samekh within the frame; later on, it is absent in nearly all
cases (fig. 77). The parashot are marked throughout the book. The
decoration of the parashah signs is painted, and that of the seder mark-
ings i1s done in pen only.

The Cervera Bible has several features that are very similar to
the decorations created by Joshua. The design of the bodies and
faces of the animals in the painted colophon of the Cervera Bible
somewhat reflects the artistic language that was used by Joshua and
was known in the artistic environment of Navarre in general and
Tudela in particular. Moreover, the use of zoomorphic letters is also
known from Joshua’s works—such letters appear in Paris 20 (fig.
78).% The interlace patterns so abundantly used by Joshua were also
a favorite of Joseph’s (fig. 69) and appear frequently in the Cervera
Bible—though they are more refined and more clongated than in
Joshua’s books. A particular resemblance can be observed in the
filigree penwork. The design, the patterns, and the style—mainly
the density—are so similar that it is difficult to distinguish between
the two hands (figs. 68 and 69).

The shapes of the arches that decorate the tables are also simi-
lar—the Cervera Bible contains pointed Gothic and horseshoe arches
as in Joshua’s books—but the arches with the prominently Islamic
design that appear in Paris 21 are missing. The spandrels in the

52 Fol. 126r, Narkiss and Cohen-Mushlin (1985), fig. 36.

% Fol. 138v.

% Apart from one exemplar from 1476, based directly on the Cervera Bible—
see below, chap. 7.

% Narkiss and Sed-Rajna (1971), fig. 13.
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Cervera Bible are filled with various motifs, most of which are bor-
rowed from Gothic decoration, and include foliate designs, other
vegetal patterns, animals, and grotesques (fig. 79). The painting tech-
nique is quite different from Joshua’s, in that Joseph applies color
gradation with a great deal of confidence and skill.

The Cervera Bible also features a depiction of the menorah,
between two olive trees.”® The iconography of this page is unique
and has no parallels. Its connection to the iconography of the Temple
depictions in other Sephardic Bibles, such as the Parma Bible and
the later Catalan Bibles, is extremely tenuous. Its imagery is speci-
fically based on the vision described in the Book of Zechariah (Chap-
ter 3),° and so the page appears at the end of Prophets, instead of
the beginning of the manuscript. Therefore it does not represent the
idea of the Bible as a minor Temple. The decoration of the back-
ground of the menorah—the area between the branches, but par-
ticularly the diapered pattern in the area between the menorah and
the trees—is in a distinct Gothic style.

A striking deviation from both earlier Castilian Bibles and those
of Joshua ibn Gaon can be found in Joseph’s treatment of the car-
pet pages (fig. 80). The book includes two carpet pages, containing
a large, centered interlace pattern. However, only the first stage of
the decoration of the two pages was completed—that 1s, they were
drawn in ink, but not painted, even though the rest of the painting
and coloring in the manuscript was completed. These pages are in
the first section, not at the end of the book. David Kimhi’s gram-
matical treatise Sefer Mikhlol 1s added to the end of the volume; sec-
tions of it are framed with rich ornamentation. The frames (fig. 81),
like the carpet pages at the beginning of the book, echo the inter-
lace patterns commonly found in late medieval carpet pages. But
the areas between the interlace patterns as well as the corners of
the pages, contain a wide variety of animal depictions and other
motifs, including human figures.

These two features—the unfinished carpet pages, on the one hand,
and the frames with human figures, on the other—mark an inter-
esting transformation of the carpet page. The richly developed motifs

% Narkiss (1984), pl. 6.
 For a description and detailed analysis, see Narkiss (1984), 79; Revel-Neher
(1998), 93-95.
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of the carpet pages are rooted in an aniconic approach of Islamic
background. Joseph, however, largely ignores this particular back-
ground. The layout of the book’s pages prior to writing included the
drawing of the basic lines of the decoration—for example, the arches
for the columns, with the organization of the text suited to the shape
of the arches. These outlines probably included the design of the
carpet pages and the main lines of the frames for Kimhi’s text. These
underdrawings may not have been done by Joseph himself, and
apparently he did not have much interest in coloring the full car-
pet pages. On the other hand, he transformed the frames for Kimhi’s
text which were originally intended to echo the interlace design of
the carpet pages, and decorated them in a Gothic style.

His disregard for the aniconic approach and his failure to paint
the carpet pages attest that he was not the one who originally designed
the decoration, and the person who did—probably the scribe—worked
according to the conventions to which he was accustomed in other
Bibles. The only echo of Islamic style that remained after Joseph
worked on the decoration was the interlace pattern in the frames
around Kimhi’s text.

Joseph Hatsarfati’s decoration indeed resembles Joshua’s work in
several aspects, but more intensively draws from a Gothic repertoire
of forms, at the expense of the Islamic tradition. Both Joshua and
Joseph used the same artistic language prevalent in their environ-
ment—southern Navarre and especially Tudela—but Joshua more
strongly preserved the Islamic tradition, which was so central for the
Toledan illuminators of the previous generations. Joseph, on the other
hand, was more rooted in Gothic art. As such, he stands out among
the illuminators of the Bibles of Spain. The surname “Hatsarfati”
(the French) indicates that he or his family originally came from
France. Expulsions of Jews from various areas in France took place
before the great expulsion by the Capetians in 1306. In 1288, the
Jews were expelled from Gascony, some of them secking refuge in
Navarre;*® in 1294, the Jews of Nevers were expelled, as were those
of Anjou and Maine.” Archival documents from Tudela mention a
Jugef Francés in 1336-38, and list a Juge Francés as taxpayer in
1351-53.7°

% Leroy (1984).
% For details, see Jordan (1989), 179-99.
0 Carrasco (1993), 71-73.
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Joseph was not deeply rooted in the Sephardic artistic tradition.
He hardly ever used the types of decoration that had been common
among his Castilian predecessors, and in spite of the style he shared
with Joshua he belonged to a different cultural world. From the
standpoint of Temple imagery, he did not draw from the same tra-
dition as the one that inspired the Temple images in the Parma
Bible, the plan of Ibn Merwas, and the works of Ibn Gaon. And
yet he emphasized the messianic aspect, which was not yet a strong
element in his colleagues’ depictions. He used figurative illumination
with relative freedom, while his Sephardic colleagues avoided this
practice as long as they worked in Bible illumination.

Although the scribe’s colophon names a place, there is no cer-
tainty where the Cervera Bible was written and painted. Narkiss
attributes it to the Castilian school he defines, and assumes that the
book was written and decorated in Cervera, east of Toledo.”! Gutmann,
on the other hand, supposed that the book’s provenance is Cervera
in Catalonia, home of a well known medieval Jewish community.
He found the manuscript to be typical of the Catalan school.”” In
fact, the artistic design of the Cervera Bible does not share anything
with any of those schools.

Both scholars drew their conclusions before Thérese Metzger pub-
lished Joshua’s signatures in the masorah magna” indicating that the
masorah was written in Tudela. Assuming that three weeks elapsed
between the date on which Samuel bar Abraham ibn Nathan finished
his work and Joshua began his, Metzger maintains that this period
of time was sufficient to send the book from Cervera in Catalonia
to Tudela. Basing her thinking on comparison with the Shem Tov
Bible, Metzger maintains that the painting reflects common practice
in Soria. If Metzger’s proposal is correct, the book must have trav-
eled around a great deal during production: from Cervera, Catalonia,
to Tudela and from there to Soria.

The fact that some of the sedarim are marked and decorated frames
were inserted for all of them, even those that were not marked, indi-
cates that the scribe or the patron, Rabbi Sasson of Cervera, was

I Narkiss (1984), 79; see also Narkiss, Cohen-Mushlin, and Tcherikover (1982),
16-7.
2 Gutmann (1978), 59.

 See above, n. 00.
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used to this custom, which was common in various places in Castile.
We find it in Bibles from Toledo, and later in the Shem Tov Bible
from Soria. On the other hand, in the Bibles written in Tudela by
Joshua, Shem Tov’s brother and a native of Soria, there is no trace
of seder markings. It seems, then—though strange—that this custom
had clear limits, which corresponded with the political boundaries.
In any event, the marking of the sedarim makes it very unlikely that
the book was written in Cervera in Catalonia and that this was also
the patron’s city. No Bible from Catalonia contains seder markings.

Since there is abundant evidence of the existence of schools of
illumination in Catalonia, it is also difficult to believe that a book
meant for use in Cervera in Catalonia and written there was sent
to Tudela for the writing of the masorah and perhaps even to Soria
for painting, only to ultimately return to Catalonia. On the other
hand, the book may have been written in Cervera del Rio Alhama,
a small town situated between Tudela and Soria within the bound-
aries of Castile and is known to have had a Jewish community,
which lived side by side with a Mudéjar community. The town’s
geographical proximity to Tudela could also explain Joshua’s involve-
ment in the project. Joshua states explicitly that he wrote the maso-
rah for Rabbi Sasson of Cervera. This may also explain the seder
markings. Joshua informs us that the best of his work was executed
in Tudela; if this work is indeed indebted to Joseph, the French’s
influence, there is no reason to look for Joseph in another place
other than Tudela, which offered a home to numerous Jews expelled
from Capetian Irance in the late thirteenth and early fourteenth
centuries.

On the other hand, apart from the Shem Tov Bible from 1312,
the group of books under discussion does not include a manuscript
whose illumination was definitely executed in Soria. All of Joshua’s
manuscripts that contain a geographical reference seem to have been
produced in Tudela. In light of these facts, it can be assumed that
Joshua and Joseph indeed met in Tudela. The combination of the
Islamic and Gothic repertoires of forms and the similarity to French
book art actually suit the cultural and social atmosphere of early-
fourteenth-century Tudela. The two men may even have become
acquainted prior to 1300, leading Joshua to combine Gothic motifs
with the Islamic tradition that was common in earlier Bibles. In
Joshua’s work, as opposed to Joseph’s work, the Islamic tradition still
played the main part.
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In short—these observations give rise to the assumption that Oxford
75/76 may be the earliest of Joshua’s extant works. Its decoration
1s modest. Its micrographic patterns are only geometric and were
executed in a simple and somewhat crude style; it is devoid of ani-
mal or dragon patterns, and of any painted decoration. The Second
Kennicott Bible, whose micrographic masorah is decorated in the same
style, is apparently the first book in which Joshua included painted
decoration, such as depictions of animals and dragons. This may
have been the result of his acquaintance with Joseph’s work. Joshua’s
style matured in the course of his work on Paris 20 and Paris 21.
Although not as skilled an illuminator as Joseph, he did make a
name for himself as a masoretor, adept in decorative micrography
and graphic design. Accordingly he was entrusted with the masorah
of the Cervera Bible.

Before concluding this chapter, we should take a look at another
few books that were produced in Joshua ibn Gaon’s environment.
One of them is Parma 2938, which was already mentioned. In 1304,
a section of a Bible was signed in Soria by the scribe Samuel ben
Jacob Serugiel (Oxford, Bodleian Library, MS Arch. Selden A 47).7*
In this book, too, the decoration is extremely modest and limited to
the work of the scribe. The word chazag at the end of the text is
written in zoomorphic letters,” similar to what is found in Joseph
Hatsarfati’s colophon and Joshua’s Paris 20.

It was in Soria, that Joshua’s brother, Shem Tov ibn Gaon signed,
the above-mentioned handsomely illuminated Bible in 1312. The
book contains various decorations that are similar in design and style
to the work of Joshua and Joseph, which led Metzger to conjecture
that the illustrations are Joseph’s work. This book, too, contains
arches in various shapes, a few of which are similar to those in the
Second Kennicott Bible, not only in shape but also in the spared
ground depictions of the animals in the spandrels.”” Other arches
belong, judging from their shape, to Islamic or Mudéjar architecture
and, judging from the decoration above them, to Gothic art (fig.
82), and the design is comparable to parallels in the Cervera Bible.

" Neubauer (1886-1906), no. 1; Narkiss, Cohen-Mushlin, and Tcherikover (1982),
36-38.

” Tbid., fig. 58.

76 Sed-Rajna, Manuscripts (1992), fig. 49.
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The manuscript does not contain figurative decoration, but there
is a small marginal illustration in the Book of Jonah (fig. 76), dis-
playing a little boat with oars emerging from both sides. The com-
position is clearly borrowed from the above-mentioned depiction of
Jonah in the Cervera Bible. Its shape and the position of the flag
are also similar to the parallel in the Cervera Bible. However, unlike
the latter, the image in the Shem Tov Bible lacks any human figure.

There are many differences between the Shem Tov and the Cervera
Bibles, primarily in the design of the details and the style of the
painting. The greatest difference is the absence of human figures in
the Shem Tov Bible. This casts great doubt on the conjecture that
it was Joseph who painted the Shem Tov Bible, and yet it is clear
from the Jonah image that the illuminator must have known Joseph’s
work. A few motifs in the book were decorated with pen flourishings.
Their design is strongly reminiscent of the work in the Cervera Bible
and was probably inspired by it.

Other books have characteristics similar to those of Joshua’s man-
uscripts, but nothing is known about their dates or places of origin.
In a few manuscripts we find micrographic patterns that resemble
Joshua’s. One such manuscript that was probably produced in Ibn
Gaon’s vicinity is in the Cambridge University Library (MS Add.
652); it contains the Pentateuch and the Hagiograph.” Its decora-
tion is modest and includes a few micrographic text illustrations relat-
ing to animals:”® the serpent of the Garden of Eden,” the ram of
the binding of Isaac,”” and a lion at the end of the Book of Daniel.*!
The parashah signs, on the other hand, are reminiscent of Islamic
decoration.” Beside the parashah signs are seder markings, which might
indicate that the book originated in Castile. The use of micrographic
animal patterns and visual allusions to the text places the manuscript
near the environment of Joshua ibn Gaon and Joseph Hatsarfati.
Judging from all of this evidence, this book may thus have been pro-
duced in northern Castile.

77 Schiller-Szinessy (1876), no. 16; Narkiss, Cohen-Mushlin, and Tcherikover
(1982), 35-36, figs. 52-57; Reif (1997), 58.

 Tbid., figs. 52, 53, and 57.

” Fol. 2v.

8 Fol. 13v.

81 Fol. 315v.

8 See, for example, Narkiss, Cohen-Mushlin, and Tcherikover (1982), fig. 56.
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Other micrographic animals can be found in a Bible in the for-
mer Sassoon Collection (Ms. 1049), a manuscript in the Jewish
National and University Library in Jerusalem (Ms. 8°2221, fig. 83),%
and a Bible in Cincinnati written in southern French script (Hebrew
Union College Library, MS 12, fig. 84).% The latter also includes
two micrographic carpet pages. Sasson 1049 contains a painted arch-
shaped decoration for the columns, but its specific design has no
parallels in other Bibles. The place for the text, a kind of window
with a round arch, remains empty against a background of uniform
ornamentation, usually a continuous vegetal or geometric motif that
covers all of the remaining area.

Neither of these books has distinct characteristics that belong to
one of the known schools in Castile or Catalonia. Links to any group
of known manuscripts can only be found in the depictions of the
animals in the micrographic masorah. They lead to the area of Navarre,
perhaps northern Castile, and—in the case of the Cincinnati Bible—
to southern France. Jerusalem 2221 is characterized further by the
fact that some of the sedarim are marked in it—a feature that links
it with a Castilian custom. The parashah signs, on the other hand,
are ornamented with painted decorations that are closely related to
their parallels in Joshua’s books: they represent a similar formal lan-
guage and are painted in the same colors, including gold (fig. 85).
The black outlines are also similar. This manuscript was probably
produced in Joshua’s surroundings and reflects a similar artistic
tradition.

To conclude this discussion of the work of Joshua ibn Gaon and
other illuminators in his cultural environment between Soria and
Tudela, it can be said that the continuity between the manuscripts
produced in Toledo in the thirteenth century and their work at the
beginning of the fourteenth century is very slight. A connection to
the Islamic cultural world is an important element shared by the
Castilian schools and Joshua ibn Gaon, but in specific details, there
is no similarity, and the patterns are different and borrowed from
different sources. As in the Castilian manuscripts, the books of Joshua

# The book is not included in the original catalogue of the Sassoon collection,
Sassoon (1932). It was put up for sale by Sotheby in 1994, Sotheby (1994), no. 27,
with reproductions.

# Weiser (1992), 28.

% Blank (1931-32).
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and his colleagues, contain motifs borrowed from the sphere of archi-
tecture. The general method of working and choosing the models is
similar, but in the repertoire of forms, the specific details, and the
patterns there is nearly no parallel.

This conclusion casts a great deal of doubt on the continuity
theory, which is based on the evolution of a Jewish artistic tradition
from Hebrew manuscripts in the Middle East via hypothetical man-
uscripts from Islamic Spain, to the Castilian schools, and from there
to the art of Joshua and his colleagues. A look at the patterns that
were used in Joshua’s work clearly reveals that they have no roots
in Hebrew manuscripts from the Middle East or northern Africa.
His work is highly original; while it establishes some degree of dialogue
with the art of the Hebrew book in other places, it also incorpo-
rates the culture of his environment. The Islamic formal element—
which is so significant in the majority of the Sephardic Bibles—is
accompanied in the work of Joshua and his colleagues by a new ele-
ment in the art of the Spanish Bible: we are witness for the first
time to the influence of Gothic art and direct dialogue with the
Christian artistic environment of the period. In some of the manu-
scripts, including most of Joshua’s works, this influence is only slight;
in others—as in the case of Joseph Hatsarfati and the anonymous
artist who decorated the Shem Tov Bible, it becomes the dominant
component.



CHAPTER FIVE

THE CATALAN WORKSHOPS OF THE
FOURTEENTH CENTURY

The Perpignan Bible and its Relatives

Until the end of the thirteenth century, the Jewish workshops of
Catalonia and Roussillon did not develop a tradition of illuminating
Bibles or other manuscripts. The first known painted Bible (Paris,
Bibliothéeque Nationale de France, cod. hébr. 7)! was produced in
1299 in Perpignan, Roussillon.? It contains a depiction of the Temple
(figs. 86 and 87) that is very similar to its counterpart in the Parma
Bible (figs. 30 and 31). Ironically, though, we cannot assess the role
the Castilian tradition may have played as a source of inspiration:
as | have noted, the originality of this depiction in the Parma Bible
has not been established with certainty. Since the Temple theme of
this particular rendering became characteristic in fourteenth-century
Catalonia, Joseph Gutmann believes the Parma Temple image to be
a later addition to the 1277 manuscript, inserted under the influence
of later Catalan Bibles.® As I have already explained, however, the
codicological evidence does not support this theory, which therefore
relies only on iconographic considerations and the fact that in the
Castilian context, the Parma Bible’s Temple depiction is an isolated
case.

The Perpignan Bible is considerably larger (237x320 mm) than
the Parma Bible (204x230 mm). Its scribe is named in a colophon
as Solomon ben Raphael,* and Gutmann does not rule out the pos-
sibility that he also executed the decorations.” The depictions of the
Temple in the Parma and Perpignan Bibles are very similar, and

! Zotenberg (1866), 1-2; Garel (1990), no. 50.

2 In this period, Roussillon belonged to the kingdom of Mallorca, which was part
of the federation of the Crown of Aragon.

¥ See above, 69.

* Fol. 512v.

> Gutmann (1978), 51.
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they are undoubtedly interdependent. There are slight differences in
the arrangement of the implements, and more prominent differences
in the text within the calligraphic frames. As in the Parma Bible,
the implements are presented as gold silhouettes against the parch-
ment background, though the coloring technique here is more refined.

In addition to the Temple depiction, the Perpignan Bible contains
three micrographic carpet pages. One of them features a large, cen-
tered star (fig. 88), reminiscent of the carpet page in the Parma Bible
(fig. 32)—another indication that the Perpignan Bible was influenced
by the latter and not vice versa. There is a certain similarity in the
design of the star and its frame and both are composed of interlace
patterns. In light of the resemblance between the pages, the possi-
bility that the star pattern of the Parma Bible served as the inspira-
tion for the design of a similar page in the Perpignan Bible is certainly
conceivable. As to the micrographic decoration in the Parma Bible,
there is no doubt that it is part of the original design. The other
two carpet pages of the Perpignan Bible display simple geometric
patterns (fig. 89); the pages are covered with rhombuses in a man-
ner similar to what we encountered in various manuscripts from the
Middle East and northern Africa (fig. 8). The simple pattern of cir-
cles in red and blue ink in the center of the rhombuses also has
parallels in the latter manuscripts.

The Perpignan Bible also contains parashah signs and psalm num-
ber marks, all of them decorated in red ink (fig. 90). The columns
listing the differences between the masoretic versions of Ben Asher
and Ben Naftali are ornamented with arches. The shapes of the
arches are very simple, abstract, and stylized, but as opposed to those
in the manuscripts decorated by Joshua ibn Gaon, they are confined
to forms common in Gothic architecture. The arches are colored in
red and blue, as is the simple ornamentation in their spandrels—
recalling the colored decoration incorporated into the micrographic
carpet pages. Ornamentation in red ink also decorates the verse
counts at the end of each biblical book; this decoration is similar in
character to the decoration of the parashah signs.

The work in colored ink was done by two different hands, the
first skilled and secure, working in a very delicate linear technique
and producing a refined design, and the second stiffer, creating thicker
and cruder lines. The repertoire of forms applied by the first deco-
rator is richer and includes stylized foliate designs, spared ground
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interlace patterns, abstract facial features,® and stylized animal heads.’
The two hands can be easily distinguished in the decoration of the
arches. For example, fols. 2r and 2v (fig. 90), feature refined pen-
work and fols. 3r and 3v contain thin, delicate foliate design. These
drawings are executed with a secure hand and at a steady pace.
From fol. 4r on, the decoration becomes cruder, though it is evi-
dent that this decorator was trying to imitate the work of the first
hand.

The work was divided according to quires; in some of the gath-
erings the more delicate hand—perhaps that of the scribe himself—
apparently provided an example in the first folios, with the work
being completed by a less-skilled assistant. The first quire includes
the arches, two carpet pages, and the depiction of the Temple. The
arches in fols. 2 and 3 were decorated by the first hand, and the
rest by the assistant. The assistant continued with the decoration of
the gathering that includes the carpet pages, on which he executed
the simple ornamentation in colored ink. This distinction does not
include the Temple depiction, which is painted most probably by a
third hand.

The text begins on the first verso page of the second quire. The
decoration of the parashah signs and verse counts throughout the sec-
ond and third quire was done by the first hand. Further on, the two
hands divided the work according to quires. The ornamentation in
the fourth and fifth quires, for example, was executed by the assistant,
and that of the sixth quire was the work of the more adept hand.

The book also includes decorations of the masorah magna, whose
character and repertoire of forms bear little, if any, resemblance to
parallels from Castile and Navarre. There 1s a small amount of geo-
metric and other ornamentation in a Gothic style that includes mainly
stylized foliate designs. None of the animals or dragons of Joshua
ibn Gaon’s repertoire can be found here, and the foliate patterns
are different. This micrographic decoration, too, includes additions
done in red ink, applied by the two hands as described above.

Two years later, in 1301, another Bible (Copenhagen, Kongelige
Bibliotek, Cod. Hebr. II) was produced, perhaps also in Perpignan.

® Fol. 33r.
7 Fol. 36r.



134 CHAPTER FIVE

The place of production cited in the colophon is unreadable.® This
Bible has characteristics similar to the Perpignan Bible: a depiction
of the Temple implements (figs. 91 and 92), which resembles its 1299
predecessor in most of its details, and micrographic carpet pages
with a pattern of rhombuses (figs. 93-94) that are almost identical
to those of the Perpignan Bible and may have been copied from it.
This resemblance includes not only the micrographic pattern itself,
but also the circles inside the rhombuses and the wording of the
texts in the calligraphic frames. The arches for the decoration of the
columns listing the differences between the masoretic versions of Ben
Asher and Ben Naftali have a distinctly Gothic character here, not
only in their architectural shape, but also in design and painting
technique of the ornamentation of the columns and the spandrels
(fig. 95). Another difference from the Perpignan Bible appears in the
background of the Temple image: it contains a diapered pattern in
red and blue instead of the color of the parchment—a feature that
1s typical of the decoration of Gothic manuscripts and complements
the Gothic decoration of the masoretic tables.

Despite these Gothic elements—the shape of the arches in both
books and the diapered background in Copenhagen II—the artistic
approach is utterly different from that common in Christian manu-
scripts of the period. As in the earlier depictions, the Temple imple-
ments are spread out flatly on the pages with no attempt whatsoever
to create an three-dimensional effect, and the decorative element
plays the main role in the design. The carpet pages, abundant abstract
decoration, and absence of any figurative illustration are also typi-
cal of this approach.

In the course of the fourteenth century, these features and others
that are similar to parallels in the Bibles from Castile and Navarre
in their general approach—though not in their details—became char-
acteristic of various schools in the Crown of Aragon, especially in
Catalonia and Roussillon. In early-fourteenth-century Castile, mean-
while the tradition of decorated Bibles nearly ended.

The depiction of the Temple is a major element in the decora-
tion programs of Bibles produced in Catalonia and Roussillon. A
few of them also contain carpet pages and other decorative elements
that belong to the Islamic artistic language. These features are com-

 Narkiss and Sed-Rajna (1994); see also Nechama and Sievernich (1991), no.
20:1/11.
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bined with various details borrowed from Gothic Christian book art.
However, in this group, too, the Islamicizing element often remains
central, and figurative motifs are not found. Micrographic decora-
tion still plays an important role, even though its motifs and forms
differ widely from those of the decorations common in the thirteenth
century.

It is also interesting to note that the early medieval Spanish artis-
tic tradition is not at all in evidence in the Catalan Bibles. This is
barely surprising, as this tradition had not left an imprint on Catalan
Christian art.” Due to its close ties with France, Catalonia was always
culturally connected to Christian Europe, whereas the cultural devel-
opments of the rest of Iberia had little impact. Islamic art, too, was
not a central component in northern Catalan culture.

The depictions of the Temple in the two Bibles from Roussillon
(figs. 86, 87, 91, and 92) are iconographically similar in nearly all
their details to the Temple image in the Parma Bible (figs. 30 and
31). The design of the menorah is very similar in all details, as are
its wick tongs and ash scoops. The jar of manna and the dry and
the flowering staffs are beneath the menorah in both Bibles from
Roussillon, but in the Parma Bible—in which the details have the
identical design but appear as a mirror image—these items appear
beneath the golden altar. The arrangement and design of the Tablets
of the Law, the cover of the Ark, the cherubs, the incense saucers,
and the showbread table are alike in all detail in the Roussillon and
the Parma Bibles, as are the altars, the basin, the trumpets, and the
shofar. The only difference here is the fact that in the Parma Bible,
the trumpets are under the golden altar and the jar of manna and
the shofar are below the basin, while in the depictions from Roussillon,
both the trumpets and the shofar are placed beneath the golden altar.
The lower part of the page of the Perpignan Bible contains addi-
tional objects, whose insertion was possible due to the Perpignan
Bible’s larger format: forks, a firepan, shovels, pots, and tossing bowls.
The illuminator of the Parma Bible confined the decoration to the
most important implements.

The similarity is greater than the difference and can be seen mainly
in the nearly identical design of the details of the implements, such

? On a few remnants related to Mozarabic monks who migrated to Catalonia,
sece Schlunk (1965), 928. On the development of art in Catalonia in the Middle
Ages, see Peter K. Klein’s article in Art in Medieval Spain (1993), 185-97.
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as the shape of the handles of the jar of manna; the animals’ heads
on the basin handles; the details of the showbread table and the
rows of showbreads on them; the cherubs; the menorah; and other
objects. This similarity certainly points to some iconographic inter-
dependence between these depictions. On the other hand, if we com-
pare the texts of the calligraphic frames around the Temple depictions,
we find a very significant difference. In the Parma Bible, the text is
taken from the Book of Proverbs (2:3—11) with a short addition from
the Book of Job:

if you cry out for discernment and invoke understanding, if you seek
for her as for silver and dig for her as for buried treasure, then you
will understand the fear of the Lord and attain to knowledge of God.
It is the Lord who bestows wisdom and teaches knowledge and under-
standing. Out of his store he endows the upright with ability. For those
whose conduct is blameless he is a shield, guarding the course of jus-
tice and keeping watch over the way of his loyal servants. You will
then understand what is right and just and keep only to the good
man’s path, for wisdom will sink into your mind, and knowledge will
be your heart’s delight. Discretion will keep watch over you, under-
standing will guard you.

Inscriptions of this kind frequently appear in calligraphic frames
around carpet pages and other elements in Bibles from Castile. They
are meant to convey the idea that the text appearing in the vol-
ume—that is, the Bible—is a source of wisdom and insight. The
framing of the Temple depiction with such an inscription in the
Parma Bible is meant to equate the Bible with the Temple. This
subject is discussed in detail, including a comparison of the trian-
gular structure of the Temple and the triangular structure of the
Bible, by Profiat Duran (1360-1412)." This concept of the Bible
gave rise to its appellation migdashyah, an abbreviation of “the Temple
of the Lord,” among Spanish communities. The Parma Bible pre-
ceded Profiat Duran’s writings by more than a century, and the idea
was already well established among Spanish Jews. The equating of
the Bible with the Temple also explains why depictions of the Tem-
ple in Sephardic Bibles appear at the beginning of the volume and
are not related in any way to the description of the Tabernacle in
Exodus or the account of the Temple in 1 Kings."" The role of these

10" See Gutmann (1988), 71, based on Profiat Duran, Ma'aseh Efod 10.
""" See Narkiss, Cohen-Mushlin, and Tcherikover (1982), 100-101.
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depictions is not to illustrate the text but rather to represent the
entire book.

The text in the calligraphic frames of the Perpignan Bible and
Copenhagen II, on the other hand, specifically relates to the imple-
ments—especially to the menorah: “This 1s the work of the meno-
rah carved of gold,” for example. There is also a distinct eschatological
element: “May it (the Temple) be speedily rebuilt in our days...”
The Bible not only represents the Temple, but also has as a cen-
tral element the hope that the Temple will be rebuilt in the time of
the Messiah. In his colophon of the Temple plan, Joshua ibn Gaon
also expresses this hope,'” but he does not make it an integral part
of the plan’s decoration and iconography.

Most of the Bibles attributed to Catalan schools do not contain
any clear indication of their date or provenance. One such book,
with features similar to its two predecessors from Roussillon, is now
in Modena (Biblioteca Estense, MS M. 8.4)."" The depiction of the
Temple (fig. 96) corresponds in its details, design, and formal lan-
guage to those in the Perpignan Bible and Copenhagen II. The
golden altar has steps and meshwork—elements that are usually
confined to the sacrificial altar. The other implements—such as the
jar of manna, basin, trumpets, ash scoops, flowering and dry staffs—
are so similar to those in the Perpignan Bible and Copenhagen II,
that it can be assumed that the illuminators of Modena 8.4 used the
same models and worked probably in the same area.

The diapered background links Modena 8.4 to Copenhagen II in
particular. Another common denominator with Copenhagen II can
be found in the design of the arches that decorate the tables listing
the differences between the masoretic versions of Ben Asher and Ben
Naftali. Like those in Copenhagen II—and in many later Catalan
manuscripts—both the shapes of the arches and the abstract deco-
ration in the spandrels are borrowed from Gothic art (fig. 97). Modena
8.4 also contains micrographic carpet pages typical of the Perpignan
Bible and Copenhagen II. The rhombus motif (fig. 98) appears sim-
ilarly in the three manuscripts. Other pages of Modena 8.4 contain
various centered motifs and evidence a great deal of change in the
formal language compared to the simple geometric patterns in the

12 See above, 101.
'3 Antonioli Martelli and Mortara Ottolenghi (1966), no. 33.
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Perpignan Bible (fig. 99): the design is richer and combines inter-
lace motifs with distinctly Gothic formal elements. The calligraphic
frames of the Temple image, contain no hint of eschatological expec-
tation; instead they simply refer to the implements and are very close
to the biblical text.

In another Bible in Modena (Biblioteca Estense, MS T.3.8), the
Temple depiction also follows the same pattern as those of the Parma
and Perpignan Bibles (fig. 100). In this book, too, the calligraphic
frame contains no hint of eschatological hope or of the future con-
struction of the Temple, but is confined to the description of the
various implements. In composition, selection of implements, and
iconographic details, the depiction corresponds largely to the parallels
and belongs to the same family. This book also contains Gothic-style
arch decorations, but no carpet pages. It offers no information as to
provenance or date, but comparison with the Perpignan Bible and
Copenhagen II enables us to attribute it to this group, which can
be dated to the first quarter of the fourteenth century. There is an-
other Bible with similar features in a private collection in New York."

Numerous formal and thematic elements are common to all the
manuscripts in this group.” If we look at the Temple depictions, for
example, what stands out is the fact that the base of the menorah
1s always tall and narrow—much different from later depictions, as
we shall see—and has a foliage pattern whose forms recur in all of
the examples. Also recurring is the design of the wick tongs and ash
scoops, which appear beside the menorah and below the branches.
The rectangular showbread table with two high, narrow rows of
showbreads and incense saucers above them is extremely similar in
all of the depictions, as is the design of the basin with two handles
decorated with animals’ heads. The pedestal of the basin also recurs.
Only the Gothic frame around the basin in Modena 3.8 and the
New York Bible is unique to these two manuscripts, but the shape
of the basin itself corresponds to the other examples.

" Formerly Frankfurt, Stadtbibliothek, Ausst. 4; see Metzger (1969-70), 426;
Nordstrom (1968), figs. 13 and 14.

Y For a description of the iconographic details of the Temple depictions and
their definition as a group, see Metzger (1969-70); Revel-Neher (1998), 64-72.
Extensive discussions of the details of the Catalan depictions of the Temple imple-
ments and their textual sources can be found in Nordstrom (1968); and Narkiss,
Cohen-Mushlin, and Tcherikover (1982), 101-104.
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The placement of the two altars one beside the other is similar,
though in Modena 8.4 their shapes are confused with each other
and the meshwork is inserted in the wrong one. The shape of the
jar of manna and its position between the flowering and dry staffs
are similar down to the smallest details, such as the shape of the
handles with two small arches. The arrangement of the trumpets,
shofar, ash scoop, fork, shovel, fire pans, and basin is nearly identi-
cal. The Tablets of the Law are abstract and the Ark is not treated
as a physical object; its parts are symbols and not presented realis-
tically. The cover of the Ark is a gilded rectangle, completely abstract.
The cherubs appear above it and their appearance is identical in
the Parma and Perpignan Bibles. In Copenhagen II and Modena
8.4, their shape is a bit more perceptible and resembles that of
anthropomorphic depictions of angels. In the New York Bible, their
depiction is once again abstract and comprises only the cherubs’
wings. In Modena 3.8, the cherubs do not appear at all, and the
depiction of the Ark is even more abstract than in the other manu-
scripts—a gilded rectangular frame without any details. The shape
of the Ark is the same as that of the New York Bible, although the
latter, like the other examples, contains the opening letters of the
Ten Commandments.

The concretization of the cherubs and their transformation into
an anthropomorphic shape does not have a continuation—the cherubs
are missing not only from Modena 3.8, but from most of the later
Catalan manuscripts. The technique and formal language of Modena
3.8 1s more refined than those of the other manuscripts in the group:
the pattern of the diapered background is particularly delicate, the
outlines of the implements are thin and precise, and their shape has
a certain elegance that is missing from the other manuscripts. But
from an iconographic standpoint, there is no doubt that the illumi-
nator of Modena 3.8 used a model from the same family.

Modena 3.8 is iconographically similar, in particular, to the New
York Bible, as can be seen in the shape of the Ark and the Gothic
frame of the basin. There is also a similarity in proportion between
the parts of the sacrificial altar; the angle between the altar and the
ramp is similar as well. The depiction of the ash scoop hovering
above the ramp is unique to these two examples, and there may
have been a direct dependence between these two manuscripts.'®

'® In this regard, see also Revel-Neher (1998), 64—72.
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Since the two Modena Bibles and the New York Bible do not pro-
vide any information as to their date or provenance, we cannot say
for certain if this pattern of depiction of the Temple was specific to
Perpignan or the Roussillon region or if it migrated to other places
in Catalonia.

The micrographic carpet pages of Modena 8.4 bear a certain
resemblance to those of a Pentateuch written in Barcelona in 1325
(Rome, Communita Ebraica, MS 19a, fig. 103), to be discussed later
in this chapter.”” In most other details of the design, however, the
difference between the Rome Pentateuch and the Roussillon group
is considerable. The similarity between the carpet pages may prob-
ably indicate that Modena 8.4 was produced around that time. The
refined technique, indebted to Gothic art, in which the Temple depic-
tion is painted in Modena 3.8, also indicates a period later than the
time of production of the Perpignan Bible and Copenhagen II.

The entire group of manuscripts 1s thus surprisingly homogeneous,
especially with regard to the Temple depictions, and it is tempting
to view it as a phenomenon typical of the Roussillon region, since
its roots are in that area. The Temple depictions in these manu-
scripts 1s not executed in precisely the same way in a later period.
Much later echoes of its iconography exist in the Kings Bible, writ-
ten in 1384 in Solsona, which will be discussed further on in this
chapter' but remains an isolated phenomenon. The richness of the
micrographic patterns in Modena 8.4 and its connections to the
Rome Pentateuch indicate an influence from Barcelona, or vice versa.
However, the similarity is limited to the work of the masoretor and
has nothing to do with the rest of the decoration program. As appro-
priate as it might seem to attribute all the books in this group to
Roussillon, no such claim can be made with certainty. We cannot
rule out the possibility that the decoration program made its way to
other places. In any event, as we will see later, the iconography of
the later Catalan Temple depictions underwent many changes com-
pared to the Perpignan Bible and its relatives.

17 Gutmann (1988).
8 See below, 154-55.
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Bibles from Barcelona and its Environs

The Rome manuscript is quite unusual in many respects. The book
contains only the Pentateuch, and it was written in 1325 by Solomon
bar Reuben in Barcelona. All of the decoration is micrographic and
includes numerous carpet pages with centered interlace patterns (fig.
103). In their design, these pages are similar, as noted, to the car-
pet pages of Modena 8.4. The micrographic decoration of the maso-
rah magna is also notable and displays a variety of candelabrum-like
trees. As we have seen, the roots of this motif apparently lie outside
of Catalonia; it was adopted by Joshua ibn Gaon and was used quite
often in other Catalan manuscripts later in the fourteenth century.

The micrographic decoration of the Rome Pentateuch also in-
cludes a depiction of the Temple (figs. 101 and 102), which resem-
bles its predecessors only in general lines. As in the Parma Bible,
the text of the frame does not express eschatological hope, but instead
characterizes the Bible as a source of insight and wisdom, through
a collection of verses from Proverbs and Job:

Gold of Ophir cannot be set in the scales against it, nor precious cor-
nelian nor sapphire (Job 28:16). Chrysolite from Ethiopia is not to be
matched with it (Job 28:19). God alone understands the way to it, he
alone knows its source (Job 28:23). Happy 1s he who has found wis-
dom, he who has acquired understanding (Prov. 3:13). For a com-
mandment is a lamp, and teaching a light, reproof and correction
point the way to life (Prov. 6:23). Keep my commands if you would
live, and treasure my teaching as the apple of your eye (Prov. 7:2).
The days will be increased and years be added to your life (based on
Prov. 9:11).

Though the text quotes different verses, in its character and mes-
sages it resembles the one in the Parma Bible. The fact that it frames
a depiction of the Temple makes it clear that the Bible is consid-
ered a “minor Temple.” As in the case of the Parma Bible, these
texts caused Joseph Gutmann to assume that the Temple image in
the Rome Pentateuch is a later addition, inserted in preexisting
frames. Arguing that Catalan Temple depictions typically feature
captions with eschatological connotations, he maintained that the
absence of such connotations does not jibe with the illustration."

' Gutmann (1976), 138-39, n. 8.
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However, it seems inconceivable that such a coincidence occurred
twice and in such a similar way. The fact that the texts framing the
Parma and Rome Temple depiction, though not identical, are essen-
tially similar, indicated that they are a visual expression of this per-
ception of the Bible, which was common among the Jews of Spain.

Gutmann explained, furthermore, that the fact that on fol. 241r
of the Rome Pentateuch—another micrographic carpet page—, the
micrographic decoration flows over the calligraphic frame indicates
that it was added later.” The lines in the frame that contain the
letter lamed indeed collide with the outermost micrographic line of
the carpet page, but this collision is not visually disturbing. The cal-
ligraphic frame was created before the masorah and the decoration
were inserted, but that does not mean the latter were not part of
the original design of the book. Doing the work in this order was
common practice in late medieval Sephardic book production. In
Modena 8.4 there is a similar relationship between the calligraphic
frames and the micrographic design of the carpet pages.?' In short—
there is thus no reason to assume that the decoration of the Rome
Pentateuch was not executed in Barcelona in 1325 together with the
rest of the book.

The design of the Temple implements in the Rome Pentateuch
1s different in many details from that of the Perpignan Bible and its
relatives. For example, the menorah implements hang on the lower
branch instead of being placed at its side. The design of the meno-
rah and its legs have also significantly changed. The Ark of the
Covenant is completely different and it is presented as two tablets
within a rectangular frame with four rings and poles for carrying.
The basin is now shaped like a goblet. There is no ramp beside the
sacrificial altar. The jar of manna greatly resembles the earlier depic-
tions, but is separate from the dry and flowering staffs. The basic
shape of the showbread table matches that of the examples from
Perpignan and their relatives, but the rows of showbreads hover
above the table and are not attached to it. The depiction of the
trumpets and shofar is similar, though instead of appearing as one
group, they flank the Ark. In the arrangement of the implements on

% Gutmann (1988), 7 and fig. 5.

2l Fol. 10v, for example.
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the page the Rome depiction also differs greatly from its parallels
in the Roussillon group.?

A Bible dated to 1336 in the Karaite Synagogue in Istanbul con-
tains a Temple depiction” that differs in even more details from
those in the Perpignan Bible group. We do not have any informa-
tion about the place of origin of the Istanbul Bible. The background
is colored as in Copenhagen II and the Modena manuscripts but is
ornamented in a linear and stylized scroll design, also rooted in
Gothic manuscript decoration. A major innovation is the addition
of a depiction of the Mount of Olives, which later became a con-
vention in Catalan Bibles. Its inclusion is based on a passage in the
Book of Zechariah (14:3—4):

2 The Jewish National and University Library in Jerusalem possesses a Mahzor
(MS 8°6527) following the Catalan rite. As in the Rome Pentateuch, all of the dec-
oration in this book is in micrography. It includes carpet pages with vegetal and
animal patterns, but also figurative motifs, mainly hunting scenes. Spread over two
pages is a depiction of the Temple, probably borrowed from a Bible manuscript.
In Weiser (1992), 60—61, the book is dated to ca. 1280. For reproductions, among
them part of the Temple depiction, see ibid. However, there is a great deal of
doubt regarding this date and it does not accord with the conclusions of Leila Avrin,
who attributed the book to another group of manuscripts from Catalonia. She
believed their micrographic decoration was executed by the same masoretor, appar-
ently a person by the name of Jacob. The Mahzor is subject of a doctoral thesis
in preparation by Daliah Ruth Halperin, Hebrew University. Avrin’s group includes
the Rylands Haggadah in the John Rylands University Library in Manchester, MS
heb. 6, see Loewe (1988); Narkiss, Cohen-Mushlin, and Tcherikover (1982), 86-93.
It also includes the Mocatta Haggadah in London, University College Library, MS
1, see Narkiss, Cohen-Mushlin, and Tcherikover (1982), 52-55. Avrin (1989) dated
Jacob’s work to the first half of the fourteenth century. She added to this group
the so-called Nahum Bible, in the Jewish National and University Library in Jerusalem
(MS 4°5147), see Weiser (1992), 17. The Nahum Bible is unusual in many respects
and in my opinion was not produced at the beginning of the fourteenth century.
It includes only a depiction of the menorah (fol. 6v), whose design reflects some of
the conventions common in the second half of the century, for example the painted
calligraphic frame. At the end of Prophets there is a small panel with a carpet
design using the formal language customary in the later Catalan manuscripts. The
decoration of the masorah magna includes mainly geometric patterns customarily used
in books from Castile. A few pages display illustrations of animals and dragons (fol.
63v, for example) that are reminiscent of the works of Joshua ibn Gaon. The dec-
oration of the parashah signs also reflects this tradition. At the end of the Pentateuch,
on the other hand, is a small micrographic panel strikingly similar to Jacob’s work,
which led Avrin to her conclusions. The decoration of the verse count at the end
of each biblical book is unusual and is painted in a mixed style with Gothic and
Islamic features alike. This Bible is not typical of any specific Sephardic school, but
combines different decorative conventions. Any conclusion as to its place of origin
would be speculative, and it was probably not produced before the middle of the
century.

# Gutmann (1988), figs. 1 and 2.
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Then the Lord will go out and fight against the nations, fighting as
on a day of battle. On that day his feet will stand on the Mount of
Olives which lies to the east of Jerusalem.

This addition became a typical feature in the manuscripts produced
in the subsequent decades in Catalonia and Aragon, and is a clear
allusion to the eschatological expectations associated with Temple
iconography. At the same time, however, the calligraphic frame
relates to the implements only and to their appearance, but does
not contain an additional allusion to messianic hope in the style that
we encountered in the Perpignan Bible and Copenhagen II.

The design of the implements bears only a slight resemblance to
that of its predecessors. The menorah implements hang on the lower
branch, but they are shaped differently from those in the Rome
Pentateuch. The Ark, on the other hand, is shaped similarly to the
one that appears in the Rome Pentateuch. The trapezoidal shape of
the showbread table from the side replaces the simpler rectangular
shape customary in the Roussillon depictions. The base of the meno-
rah has become broad and low and the stylized leaves are smaller
than the base. A few elements in this depiction later became con-
ventions in several other Bibles produced in Catalonia: the shape of
the menorah’s wick tongs and ash scoops, the base of the menorah,
the shape of the Ark, the shape of the showbread table, and the
Mount of Olives. The arrangement of the details bears no resem-
blance to that of the Perpignan Bible group. The only echo of this
group is the shape of the basin decorated with animals’ heads.

The design developed for the Istanbul Bible remained influential
in Catalonia until the middle of the fourteenth century. Another
example, now in London, is known as the Harley Bible (British
Library, MS Harley 1528).* Its depiction of the Temple (col. pl. VI
and fig. 104) is similar to that of the Istanbul Bible in most details
and in the arrangement of the implements. These manuscripts may
originate from the same workshop. Another indication of a common
origin i3 the fact that in both depictions the background is deco-
rated in a linear pattern of scroll design instead of the checkered
pattern customary in most of the other Bibles from Catalonia and
Roussillon. Unlike the Istanbul Bible, the image in the Harley Bible
has no calligraphic frame at all.

2 Margoliouth (1909-15), 477-78; Narkiss, Cohen-Mushlin, and Tcherikover
(1982), 105-107, figs. 324-27.
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The design of the Gothic arches for the decoration of the columns
listing the differences between the masoretic versions of Ben Asher
and Ben Naftali (col. pl. VII) corresponds to the earlier examples in
Copenhagen II (fig. 95) and Modena 8.4 (fig. 97). The arches are
shaped similarly to those customary in Gothic architecture, and the
spandrels are decorated in the same technique as the background of
the Temple depiction: delicate scroll design in white on an alter-
nately blue and red background.

The Harley Bible does not contain carpet pages, giving it less of
an Islamicizing tone. However, the flat composition of the Temple
implements and the antifigurative visual language that prevails through-
out the decoration program do not conform to the customary approach
of Gothic art. Other elements, such as the background patterns for
the Temple depiction and the design of the arches that decorate the
columns, belong to the formal repertoire of Gothic art.

The micrographic masorah includes various patterns, among them
the candelabrum-like trees (fig. 105), that first appeared in Catalonia
in the Rome Pentateuch of 1325. The Harley Bible, too, might have
been produced in Barcelona. Narkiss, Cohen-Mushlin, and Tcherikover
date it to the third quarter of the fourteenth century on the basis
of its stylistic features.”® However, since it lacks numerous charac-
teristics that appear in the later manuscripts, such as Gothic scroll
designs at the beginning of each biblical book—and shares much
with the Istanbul Bible, I would propose a date before or around
the middle of the century.

The so-called Catalan Duke of Sussex Bible (London, British
Library, MS Add. 15250)* is in a way similar to the Harley Bible.
Narkiss, Cohen-Mushlin, and Tcherikover even attribute it to the
same workshop.”” Most likely, however, it was produced later. The
two Bibles resemble each other in the general lines of the design
and in the decoration program, but are quite different in technique
and formal language. Neither of them has calligraphic frames, and
the micrographic decoration that includes candelabrum-shaped trees
1s similar (fig. 108). No far-reaching conclusions can be drawn from
this likeness of motifs. Micrographic candelabrum-trees were customary

» Narkiss, Cohen-Mushlin, and Tcherikover (1982), 107-108.

% Margoliouth (1909-15), vol. 1, no. 53, 23-24; Narkiss, Cohen-Mushlin, and
Tcherikover (1982), 105-107, figs. 310-23.

¥ Narkiss, Cohen-Mushlin, and Tcherikover (1982), 109-10.
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throughout the century and already appear in the thirteenth century
in other areas. They can still be found in an incomplete Bible from
1396 that was written in Castillon d’Ampurias (London, British
Library, MS Harley 5774/5).%

The difference between the Harley and Duke of Sussex Bibles is
greater than the similarity. It can be seen, for example, in the back-
ground of the Temple depiction: in the Harley Bible (col. pl. VI),
as noted, the background comprises scroll design in white lines, while
in the Duke of Sussex Bible (figs. 106 and 107) it is composed of a
diapered pattern.?” The convex lines that are common to the design
of the showbread table in both books are used by Narkiss, Cohen-
Mushlin, and Tcherikover as evidence of common origin, but this
design 1is, in fact, customary in most depictions of the showbread
table in Catalan Bibles, except for the Perpignan Bible group.

The design of the arches in the Duke of Sussex Bible that deco-
rate the columns listing the differences between the masoretic ver-
sions of Ben Asher and Ben Naftali is similar in its basic character
to that of the Harley Bible and its predecessors, but its style and
technique betrays an Italian influence typical of Catalan painting
from around the 1340s on (col. pl. VIII). In the Harley Bible (col.
pl. VII), the spandrels are uniform in color and the only decoration
is the scroll design in white, silver, or gold in thin, delicate lines; in
the Duke of Sussex Bible, the decoration above the arches also
includes fleshy leaves colored in gradated shades. This type of dec-
oration leaves only a little bit of space for the delicate lines that are
typical of parallel decorations in the Harley Bible.

A more significant difference between the Harley and Duke of
Sussex Bibles is that the Temple depiction in the latter also includes
decoration in a distinctly Gothic foliate design, which enters the mar-
gins from the frame that surrounds the depiction. These foliate motifs
are similar to ornamentation in other Spanish Christian and Hebrew
manuscripts,” such as a manuscript of Maimonides’ Guide of the

Perplexed in Copenhagen (Royal Library, Cod. Hebr. XXXVII, fig.

% Margoliouth (1909-15), vol. 1, no. 121, 88-89; Narkiss, Cohen-Mushlin, and
Tcherikover (1982), 115-17, figs. 338-51.

# Narkiss, Cohen-Mushlin, and Tcherikover (1982), pl. XXVIIL

% For example, a copy of the Decretium Gratianum in London, British Library, MS
Add. 15274-75); see also the Catalan additions to the English Psalter in Paris,
Bibliothéque Nationale de France, cod. lat. 8446, Avril (1982), no. 108, 93-95.
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109).%! Consequently, Narkiss, Cohen-Mushlin, and Tcherikover dated
the Duke of Sussex Bible to the third quarter of the fourteenth cen-
tury.”” The illustrations of the Copenhagen volume, which was pro-
duced in Barcelona in 1348, is attributed to the workshop of Ferrer
Bassa and his son Arnau, who worked in this city during the 1340s.
Apparently they became victims of the Black Plague in 1348,* but
the visual language they introduced continued to flourish in Catalonia
during the second half of the fourteenth century. The figurative illus-
trations in the Copenhagen Maimonides are accompanied by rich
foliate designs in the margins that reflect an Italian influence. Since
such an influence is missing in the Harley Bible, which, in my opin-
ion, was produced during the 1330s, it can be suggested that this
type of design found its way to the Hebrew Bibles only around the
middle of the century and became popular during its second half.

Another example of similar foliate design can also be found in
Parma (Biblioteca Palatina, MS Parm 2810),** though it is not close
to the specific formal language of the Bassa school. No date is pro-
vided and we have no other information about the manuscript. It
contains a depiction of the Temple (fig. 110),* which, like the Harley
and Duke of Sussex Bibles, lacks a calligraphic frame. In most of
its details it follows the designs that first appeared in the Rome
Pentateuch and the Istanbul Bible and having turned into conven-
tions in the Harley and Duke of Sussex Bibles: the menorah imple-
ments are hanging, the basin is goblet-shaped, and the showbread
table has convex sides. Like the Istanbul Bible and the two books
in London, it contains no carpet pages or other motifs borrowed
from Islamic art, which makes the Islamicizing element in this group
of books even less prominent, manifesting itself only in the prefer-
ence for abstractness and the antifigurative approach.

The arches decorating the columns listing the differences between
the masoretic versions of Ben Asher and Ben Naftali were drawn in

' Narkiss and Sed-Rajna (1994); Narkiss (1984), 102-103.

32 Narkiss, Cohen-Mushlin, and Tcherikover (1982), 106-107.

% Meiss (1941); Wormald (1953); Bohigas (1965), 122-53; Sed-Rajna, St. Mark
(1992). On the foliate design, see in particular Alcoi i Pedros (1992).

3 Tamani, (1968), 51-52; Richler and Beit-Ari¢ (2001), no. 5; for a detailed dis-
cussion of the Temple depiction, see Gutmann (1978), 54-55. This manuscript has
another volume (MS Parm 2811), which lacks decoration.

% Gutmann (1978), pls. 8-9.
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ink, and the spandrels feature images of animals and stylized vege-
tal patterns. The drawing was done by a skilled hand, but the col-
oring of the spared-ground designs was performed by an unskilled
craftsman.”® Only the coloring of the Temple depiction was executed
by a professional. First the images were laid out as underdrawings,
and then the gilting was done, as in the parashah signs and in the
frames for the verse counts at the end of the books. Next the colors
were applied in the Temple depiction and bordered with outlines in
black ink. These two steps were not carried out the parashah signs
or the decoration of the arches, where colored ink was applied rather
carelessly and no black outlines were added. In the Duke of Sussex
Bible, the painted foliate design is limited to frames of the depiction
of the Temple, whereas in Parma 2810, the beginning of each book
is decorated with a foliate design of a similar type, and colored with
a technique similar to that used in the Temple depiction. This type
of decoration suggests that the Parma manuscript was produced
around the middle of the fourteenth century or its second half, though
its formal language is not particularly close to that of the Bassas and
the illuminators in his environment.

There are other manuscripts in this group—that is, books with
depictions of the Temple, without carpet pages, and a variety of
Gothic patterns. An example is the Sephardic Ambrosiana Bible in
Milan (Biblioteca Ambrosiana, MS C 105 sup).”” This book contains
a Temple depiction™ with a Gothic checkered pattern in the back-
ground, and painted foliate decoration for the opening of each bib-
lical book (fig. 111). These scrolls were designed under French, rather
than Italian, influence. Similar patterns appear in the ornamentation
of the parashah signs together with line decoration in pen and ink.

Another example is preserved in the Karaite synagogue in Cairo
(Gottheil 17).? This manuscript contains only the Pentateuch. It
includes a variety of decoration types, such as painted Gothic arches
for the text columns at the beginning of the volume, and a Temple
depiction similar to those in the Harley, the Duke of Sussex Bibles,

% According to Richler and Beit-Arié (2001), no. 5, this quire was written by a
different scribe.

% Antonioli Martelli and Mortara Ottolenghi (1966), no. 34.

% Ibid.; Schubert (1984), figs. 44—45.

% Gottheil (1905), no. 17, 636.
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and other manuscripts. The beginning of each biblical book is dec-
orated with painted foliate motifs, and the parashah signs are orna-
mented in the same manner. They are not indebted to the art of
the Bassas; instead, similarly to the Ambrosiana Bible, they suggest
French influence.

Somewhat more information is available regarding another Bible
from this group, formerly in the Sassoon Collection (MS 16), today
in a private collection in London.* It was written in Cervera in
1383 by Vidal (Chaim) bar Saul Satorre for Astruk ben Isaac bar
Solomon 1bn Adret. The latter was probably a descendant of Solomon
ibn Adret of Barcelona, known as Rashba, and so the manuscript
is often misleadingly referred to the “Rashba Bible.” Ibn Adret died
in 1310 and the book was written seventy-three years after his death.
The book is especially replete with foliate design typical for late
Gothic manuscript illumination, and with a variety of other orna-
mentation. The spandrels of the arches at the beginning of the vol-
ume are decorated with vegetal and animal motifs and even feature
depictions of human faces. The beginning of each biblical book 1is
decorated with painted initial panels incorporating foliate motifs; the
latter are especially profuse in the Book of Psalms, where they adorn
psalm number signs and connect the signs with each other creating
a continuous ornamentation of the margins.

The Sassoon Bible’s depiction of the Temple is similar in its de-
tails* to the parallels discussed above. However, the design of the
frame is new in that it is broader than those in the Harley, Duke
of Sussex, and Parma Bibles, contains many ornamental patterns,
and has heraldic emblems in its corners. There is no calligraphy in
these frames.” As in its contemporaries, the basic design of the
Temple depiction is characterized by greater iconographic freedom,
adhering less to the conventions. The arrangement of the imple-
ments on the page is different in all of these manuscripts.

1 Sassoon (1932), vol. 1, 14-5.

' Metzger (1969-70), fig. 10; Revel-Neher (1998), fig. 78.

# A similar design of the Temple depiction is found in the Nahum Bible, where
only a depiction of the menorah survives; see n. 22.
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The Foa and Farhi Bibles, and the Renewal of Islamic Motifs

A frame design similar to that of the Temple depiction in the Sassoon
Bible 1s found also in the Foa Bible in Paris (St. Sulpice, Compagnie
des Prétres, MS 1933).* The depiction (fig. 112) is spread over three
pages.** As opposed to its counterparts in the Sassoon, Harley, and
Duke of Sussex Bibles, it is accompanied by calligraphic texts. Whereas
in manuscripts of the Perpignan group these texts were written in
brown ink on a parchment background and were thus part of the
scribal layout, those in the Foa Bible have turned into an integral
part of the painted design. The letters are written in gold on a col-
ored background. The depiction of the Temple itself includes fea-
tures of Gothic architecture—for example, the Ark is decorated with
a typical Gothic triangular arch. Like the Sassoon, Ambrosiana, and
Duke of Sussex Bibles, the Foa Bible is also rich in foliate design
painted in a technique typically employed in Gothic manuscript paint-
ing (fig. 113).

Although he observes a distinct stylistic similarity to the Sassoon
Bible, Michel Garel attributes the Foa Bible to the Barcelona area
and dates it to the 1380s.” Sed-Rajna links the style of the foliate
design to that found in manuscripts decorated by successors of the
Bassa school, but maintains that they were not produced in the same
workshop; she explains that the similarity in style stems from influences
that postdate the heyday of Ferrer Bassa’s workshop by several years.*

Also noteworthy in the Foa Bible is the addition of the highpriest’s
breastplate to the Temple depiction, with a design similar to that of
a carpet page.” Instead of text, its frame is composed of a foliate
pattern similar to those in the Sassoon Bible. The upper and lower mar-
gins of the running text of the Foa Bible contain the masorah magna,
decorated with vegetal motifs* that include candelabrum-like trees.

The most notable feature of this manuscript in comparison to its
contemporaries is the addition of carpet pages (fig. 114). These
include, for example, an interlace pattern that grows into stylized

B Garel (1979); see also Garel (1990), no. 51.

# Fols. 5v, 6r, and 7v.

® Garel (1979), 85; Garel also deciphers the heraldic emblems of the Sanz fam-
ily of Catalonia, ibid., 83.

¥ Sed-Rajna, St. Mark (1992), 128.

7 Ibid., fig. 6.

% Garel (1979), fig. 8.
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leaves. In the design of these leaves, there is genuine integration
between Islamic and Gothic forms. In this manuscript we therefore
observe a revival of the Islamicizing formal language that played
such an important role in the Castilian schools in the thirteenth cen-
tury, in the work of Joshua ibn Gaon, and, until about the 1330s,
in Roussillon and Catalonia.

An especially interesting milestone in the history of decorated Bibles
in Catalonia is the Farhi Bible (Sassoon Collection, MS 368).* As
the Foa Bible, it reintroduces the carpet page into the repertoire of
Catalan Bibles (col. pls. IX and X). From the colophon® we learn
that it was produced between 1366 and 1383 by Elisha ben Abraham
ben Benvenisti ben Elisha Crescas for his personal use, but the place
of origin is not noted. From the term “I completed” that appears
in the colophon, Narkiss concludes that Elisha himself painted the
lavish decorations.” According to Gutmann, the book is of Catalan
origin,”> but Théreése and Mendel Metzger suggest Aragon.” Since
the manuscript also includes a Provengal-Hebrew dictionary, Narkiss
suggests convincingly that it was produced in southern France.”*

Sybil Mintz finds that the style of the foliate design resembles that
of Bassa’s successors in Barcelona and accordingly concludes that
the book was produced there.”” Gothic foliate decorations indeed
appear in nearly all the carpet pages, but they are small and lim-
ited to the corners. In general, they belong to Gothic book art, but
they are too small to be compared with the sumptuous foliate designs
common in manuscripts associated with the workshops of Ferrer
Bassa and his later followers. Although these Gothic motifs are com-
bined with Islamicizing ones in the carpet pages, they remain a sec-
ondary element. A degree of integration comparable to that found
in the Foa Bible (fig. 114) is not evident. Sometimes this decoration
includes abstract and stylized facial features, though it cannot be cat-
egorized as figurative painting in the full sense of the word.

¥ Sassoon (1932), vol. 1, 6-14.

% Fol. 2r.

51 Narkiss (1984), 99.

2 Gutmann (1978), 17.

% Metzger (1982), 302. In the list of manuscripts in Thérése and Mendel Metzger’s
book, there is no distinction between Aragon and the Crown of Aragon.

 Narkiss (1984), 99, sce also Narkiss, Cohen-Mushlin, and Tcherikover (1982),
99; see also ibid., 116.

% Mintz (1988), 53.
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With regard to the use of Gothic painting techniques in the car-
pet pages, it should be recalled that in Islamic manuscripts from
Spain dating from the mid-twelfth century onward, a Gothic influence
can sometimes also be discerned, though to a lesser extent than in
the Hebrew manuscripts. This influence is manifest mainly in the
use of techniques customarily employed in Gothic painting. I have
already mentioned™ that in the Qur’an from 1143 in Istanbul (fig. 1),
some of the interlace patterns were painted with the technique typ-
ical of Gothic painting: blue with a layer of white for highlighting.
This technique is frequently used in the Farhi Bible.

Like the other Catalan Bibles that I mentioned, the Farhi Bible
contains a Temple depiction.”” Unlike others, however, it extends
over four pages. The design of the details of the implements is very
different from those in all of the other manuscripts I have discussed,
and therefore it cannot be attributed to any of the groups.

The Farhi Bible is one of the most lavishly decorated Catalan
Bibles. Its decoration program includes not only a depiction of the
Temple, but also twenty-nine carpet pages, and a masora in decorative
micrography. The background behind the Temple implements is dec-
orated in a Gothic checkered pattern in red, violet, green, and pink.
The frames, on the other hand, are composed of a guilloche inter-
lace pattern in the same colors, plus gold. Foliate motifs with fleshy
leaves in the same colors emerge from the corners of the panels con-
taining the Temple implements. This foliate design is borrowed, as
noted, from Gothic art. These depictions do not have calligraphic
frames, but they do include numerous captions relating to the Temple,
in small letters crowded into lines in and around the painting.

The carpet pages (col. pls. IX and X) are especially elaborate,
with a great variety of designs; most of them are decorated with
dense interlace patterns in centered compositions. Some are designed
as continuous compositions. Calligraphy is an integral part of the
carpet pattern and does not appear in the frames. As Gutmann
noted,”® these types of composition were common in Islamic book
art in Spain from the twelfth century onward. Examples can be
found in fourteenth-century Qur’an manuscripts from Valencia,

Cordoba, and Granada. The carpet pages in the Farhi Bible bear

% See above, chap. 2, 36-37.
5" Narkiss (1984), pl. 16; Revel-Neher (1998), fig. 77.
% Gutmann (1978), 17-18.
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a distinct resemblance to those in a Qur’an from the Maghreb and
dated to 1326 (Madrid, Escorial, MS n. 1740, fig. 115). The simi-
larity can be seen in the interlace patterns, in the character of the
calligraphic ornamentation and its integration into the decoration,
and in the composition in general. In the Madrid Qur’an, the Gothic-
style foliate motifs are absent. Similarly dense compositions of inter-
lace patterns are especially typical of late medieval Mudéjar decoration
and can be found on ceilings, carved wooden panels, tiles, furniture,
and textiles (fig. 4).

This similarity of patterns and composition to those in Islamic
manuscripts and objects of art—Almohad, Nasrid, and Mudéjar—
rather than to earlier Hebrew manuscripts from Castile or Navarre
again casts doubt on the claim that the decoration programs of the
Sephardic Bibles form a continuous chain from hypothetical exam-
ples from the Islamic period to the Catalan Bibles of the fourteenth
century. The design of the carpet pages in the Bibles from Castile
or the manuscripts of Joshua ibn Gaon is different in all of its details,
and it was the contemporary Islamic carpet pages that served as a
major source of inspiration for the design of the Farhi Bible, rather
than earlier Jewish models. The designs used in the Farhi carpet
pages therefore reflect a direct and ongoing dialogue with Islamic
culture. The fact that the inspiration for the design of this book
came from Almohad and Mujédar communities in Valencia, the
Nasrid culture in Granada, or the Maghreb, rather than from Gothic
France or Catalonia, will be examined in the next chapter.

A combination of Gothic and Islamicizing elements appears in the
decoration of the tables listing the differences between the masoretic
versions of Ben Asher and Ben Naftali. Instead of the arches common
in other Hebrew Bibles we find an abstract decoration of Islamicizing
pen flourishings and interlace patterns beside Gothic-style foliate
designs in the corners. The micrographic masorah also combines
Islamic patterns with those that were customary in Gothic decoration.

The design of the Farhi Bible, in which the Islamic formal language
predominates, places the Foa Bible in a broader context. A revival
of the repertoire of forms based on contemporary Islamic art can
thus be observed, after this repertoire nearly vanished around the
middle of the fourteenth century. This revival of the use of the Islam-
icizing formal language apparently occurred in the 1370s and 1380s.

Up until now, I have discussed centers of Bible illumination in
the Roussillon region, especially Perpignan, and in Barcelona, although
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it should be noted that most of the manuscripts attributed to this
city on the basis of a stylistic similarity to the Bassas and their fol-
lowers contain no indication of their exact place of origin. The
Sassoon Bible was produced, according to the colophon, in Cervera
(in Catalonia). The attribution to Barcelona is thus based on a styl-
istic analysis of the Gothic decoration. It should be noted, however,
that the Gothic decoration is quite limited, which makes stylistic
analysis extremely difficult. This problem is particularly acute in the
carlier group of Parma 2810, the Istanbul, and Harley Bibles, but
to a certain extent it is also the case with regard to the Ambrosiana
Bible and the later manuscripts, such as the Foa, Sassoon, and Duke
of Sussex Bibles.

The King’s Bible

In 1384, another Bible, was written in Solsona in Catalonia (London,
British Library, MS King’s 1).”? Although this book, known as the
King’s Bible, shares several elements with other Catalan Bibles of
the second half of the fourteenth century,” it is unique in its design.
Its Temple depiction, which extends over three pages (figs. 116, 117,
and 118) appears against the background of the parchment, without
a checkered or otherwise decorated pattern. The design of the imple-
ments combines conventions of the Perpignan Bible group with those
that appear in the later manuscripts. The design of the menorah,
for example, matches its counterpart in the later manuscripts, though
not precisely. The leg and base of the menorah are different, but
the wick tongs and ash scoops hang on the lower branch. The Mount
of Olives is included in the depiction, but in a different manner from
the way it is presented in the other books.

The design of the other implements corresponds to the Perpignan
group (figs. 86 and 87): the basin is not goblet-shaped but instead
appears as a jar with an animal-headed spout, reminiscent of the
handles on the basins in the Parma (2668), and Perpignan Bibles.
The shape of the pans is similar to those in the earlier books, as

% Margoliouth (1909-15), vol. 1, no. 56, 26-28; Narkiss, Cohen-Mushlin, and
Tcherikover (1982), 110.

% In this regard, in the context of the Ark of the Covenant, see Revel-Neher
(1998), 78-79.
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are the rectangular showbread table, the arrangement of the trum-
pets and the shofar, the forks and firepan of the sacrificial altar, and
the more abstract design of the Ark of the Covenant, without rings
or poles. The fact that the pedestal of the basin is in the form of a
Gothic frame places the iconography in specific proximity to that of
Modena 3.8 and the New York Bible. The abstract rendering of the
cherubs—wings only—strengthens the connection to the New York
Bible (the cherubs are absent from Modena 3.8). The addition of
the two columns, Yakhin and Boaz, is new and unknown in any
carlier Sephardic Bible. All three pages of the Temple decpiction
have calligraphic frames, but their texts lack any allusion to escha-
tological hopes.

The King’s Bible includes a dedicatory page (fig. 119): “A mig-
dashya from me, Isaac bar Judah of Toulouse...” against a back-
ground of pen decoration. The general composition is similar to that
of the carpet pages in other Bibles, but the details of the page are
different.®" Apart from the Gothic-style background behind the word
migdashya, there are very few elements borrowed from Gothic art in
the King’s Bible; on the other hand, the manuscript is not clearly
rooted in the Islamic formal language. It has no Gothic arches, no
foliate designs, no decorative masorah, neither has it Islamicizing pat-
terns such as interlaces. Accordingly this book is relatively isolated
from the others, which may have something to do with the fact that
it was not produced in any of the artistic centers in Roussillon or
Catalonia.

The Saragossa Bible

Toward the end of the fourteenth century, due to increasingly pre-
carious situation of the Jews in the Crown of Aragon, the tradition
of Catalan Bible decoration came to an end. The population of
Catalonia had decreased significantly as a result of the Black Plague
in 1348-49, and the Jewish communities were harmed further by
the mass conversions that were forced upon them in this period. The
situation worsened with the anti-Jewish riots of 1391 from which the
Jews of Catalonia recovered only very slowly. Economically, times

o Thid., fig. 332.
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were hard for Catalonia in general and the Jews in particular. The
fifteenth century did not bring any real renewal of book art in the
regions of the Crown. Relatively few Bibles from that period have
survived, they are small in size, and their decoration is modest.

In 1404, a Bible was written in Saragossa by Vidal Satorre, the
scribe of the Sassoon Bible (Paris, Bibliothéque Nationale de France,
cod. héb. 31).°” From the standpoint of decoration, the two Bibles
do not have very much in common. Though the Saragossa Bible
has some of the features of Catalan Bibles, what is most striking at
first glance is its much smaller size: its height is only 230 mm, an
average of about 10 c¢cm less than that of the earlier painted Catalan
Bibles. The book also includes a depiction of the Temple,” but its
state of preservation prevents identification of all of the details. A
particularly prominent element is a full-page depiction of the Mount
of Olives, with two birds flanking it. Zofia Ameisenova linked this
depiction with the iconography of the Tree of Life and identified
the two birds as the birds of Paradise, which symbolize the angels
guarding the tree.*

The Saragossa Bible does not belong to any school or defined
group, but is an isolated case that drew its inspiration from earlier
books. Its Temple imagery is innovative in various respects, and in
general the illuminator did not adhere to a particular program.

A Closer Look at the Temple Depictions

The meaning of the implements,” their functions, and their sources
in the Bible and rabbinic texts have been discussed extensively by

62 Garel (1990), no. 49.

% Metzger (1969-70), figs. 11-12.

8 Ameisenova (1938-39), 341-42.

% A comparative iconographic analysis of the Catalan Temple depictions was
made by Thérese Metzger (1969-70). Her conclusions—the division of the depic-
tions into two groups—cannot be confirmed by other features of the decoration
schemes found in these books. The question of whether any correlation exists between
different iconographic versions of the Temple depiction and other types of decora-
tion, is not dealt with at all. Revel-Neher (1998), 61-62, discusses the Sephardic
depictions of the Temple, focusing on the question of continuity and the religious,
national, and eschatological significance of the Ark of the Covenant in Judaism
through the ages.
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Carl Otto Nordstrém,*® Gutmann,®” Narkiss, Cohen-Mushlin, and
Tcherikover,” Elisabeth Revel-Neher,” and recently by Eva Frojmo-
vic.”” All of these studies highlight the messianic implications of the
images, and there is no need to deal with them further here. Instead
I will focus on the question of conventions, on the one hand, and
issues of cultural background and cultural identity, on the other. As
in the case of the 1277 Parma Bible (figs. 30 and 31), the textual
background of the Catalan implement pages indicates a great deal
of adherence to late antique rabbinic sources, and especially the writ-
ings of Maimonides. Many of the points that I raised with regard
to the Parma Bible are relevant also for the depictions covered in
this chapter, and therefore I will deal here only with those details
that do not appear in the Parma Bible.

Like the Parma Bible, all of the Catalan depictions include the
jar of manna and Aaron’s staff, and in some of them these objects
are shown adjacent to the Ark—for example, in Parma 2810, and
in the Harley (col. pl. VI), Duke of Sussex (fig. 107), King’s Bible
(fig. 118), Sassoon, and Saragossa Bibles. In many of the later Catalan
depictions, the cherubs are not included—they appear only in the
Perpignan Bible (fig. 85) and in some of its relatives, in the King’s
Bible (fig. 118), and in the Foa Bible (fig. 112). It is interesting to
note in this context that in Maimonides’ discussion of the Ark of
the Covenant and in the entire Book of Temple Service, the cherubs
are not mentioned. Although this omission is merely coincidential,
it suggests—as in the case of the jar of manna and the staff—that
our images were envisioned with Maimonides’ discussions in mind.
Nachmanides, on the other hand, goes into great detail regarding
the cherubs. In his description of the Ark and its cover, the cherubs
are mentioned repeatedly:

Moreover, one can also ask why did Scripture repeat the phrase from
between the two cherubim which are upon the ark of the Testimony (Ex. 25:22),
when it is known already from the preceding verses that the cheru-
bim are upon the ark of Testimony? And what need is there to explain
this again, seeing that He has already stated, from above the ark-cover,

% Nordstrém (1968).

7 Gutmann (1967-68); Gutmann (1976); Gutmann (1988).
% Ibid., 101-104.

% Revel-Neher (1998).

* Frojmovic (2002).
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Jrom between the two cherubim (Ex. 25:22)? But the explanation thereof is
as follows: Because He had commanded that the cherubim shall spread
out their wings on high (Ex. 25:20), but had not said why they should be
made altogether, and what function they should serve in the Tabernacle,
and why they should be in that form, therefore He now said, and thou
shalt put the ark-cover with the cherubim, for they are all one, above upon
the ark, because wn the ark thou shalt put the Testimony that I shall gwe thee,
so that there be for Me a Throne of Glory, for there will I meet with
thee and I will cause My Glory to dwell upon them, and I will speak
with thee from above the ark-cover, from between the two cherubim because it is
upon the ark of the Testimony (Ex. 25:22). It is thus identical with the
Divine Chariot which the prophet Ezekiel saw, of which he said, 7#is
is the Lwing creature that I saw under the G-d of Israel by the river Chabar; and
I knew that they were cherubim (Ez. 10:20). This is why He is called He
Who sitteth upon the cherubim (I Sam. 4:4), for they spread out their wings
on high in order to teach us that they are the Chariot who carry the
Glory, just as it 1s said, and gold for the pattern of the chariot, even the cheru-
bim, that spread out their wings, and covered the ark of the covenant of the Eternal
(I Chr. 28:18), as I have mentioned.”

Any illuminator with Nachmanides’ view of the Temple in mind
would certainly have included the cherubs. The visual image that is
evoked by Maimonides’ discussion, on the other hand, could easily
result in an omission of the cherubs from a Temple depiction as is
the case in most later Catalan paintings.

The shape of the showbreads on the table as shown in the Parma
Bible (fig. 30) is repeated in all of the depictions without exception.
The stands for the showbreads in the Perpignan Bible (fig. 86) and
its relatives resemble those of the Parma Bible—the shelf structures
open upward. The later illustrations do not always adhere faithfully
to this form: whereas Parma 2810, and the King’s (fig. 117), and
Saragossa Bibles, for example, follow the earlier depictions of the
shelf structures with their staves based on Maimonides’ description,’
the Harley (fig. 104), Duke of Sussex (fig. 107), Ambrosiana, and
Foa Bibles (fig. 112) show the shelf structures closed upward and the
upper loaves covered.

A brief look at the First Kennicott Bible in Oxford (Bodleian
Library, MS Kenn 1), written in 1476 in La Corufia, Galicia, can
help to ascertain the original arrangement of the staves. It contains
a depiction of the Temple (fig. 135) that is probably loosely based

' Nachmanides’ commentary on the Pentateuch, Ex. 25:21.
™ See above, chap. 3, 79-80.
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on an earlier Catalan model, apparently from the fourteenth cen-
tury. Although it departs in many details from the original Catalan
version, in this particular detail the rendering is more faithful to the
textual description than any parallel. The staves can be clearly dis-
cerned here: three staves four times, but only two between the fifth
and sixth showbreads. There can be no doubt that this iconography
reflects Maimonides’ detailed description of the shelf structures, as
quoted above in the discussion of the Parma Bible.”” The fact that
the depiction as a whole is not especially accurate—for example, the
cherubs hover above the table, one of the altars resembles the stepped
stone of the menorah, whereas the actual steps beside the menorah
are missing—indicates that though it is based on a model, some of
the details were distorted when it was copied. However, with regard
to the staves, no major alteration occurred, and it should be assumed
that this depiction preserves an earlier iconography accurately and
reflects Maimonides’ text in particular faithfully.

Unlike that of the Parma Bible, the Catalan Temple depictions
also include the implements of the sacrificial altar. The implements

are listed in detail in the Bible (Ex. 27:3):

Make for it pots to take away the fat and the ashes, with shovels, toss-
ing bowls, forks, and firepans, all of bronze.

The orderly array of these implements in the Perpignan Bible (fig.
86, at the bottom), accompanied by explicit captions, is a literal
interpretation of the biblical verse. These vessels appear similarly also
in the other Temple depictions in the Perpignan group (figs. 92 and
96). In the later manuscripts, however, the depiction of the altar
implements is less precise. Among all of the commentators, only
Rashi elaborates on the subject of these implements, but the shapes
that appear in the Perpignan Bible do not accord with the addi-
tional information provided by Rashi to clarify the biblical text. For
example, the shovels in the Perpignan Bible are not rakes, and they
do not resemble “a pot cover,” as Rashi describes them. The recep-
tacles with which the ash scoops are equipped according to Rashi’s
commentary do not appear in the visual depiction.”* The conclusion
is that Rashi’s commentary—although often proposed as textual
source for the Catalan depictions—was probably not among the

73 Ibid.
" Rashi on Ex. 27:3.
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sources for these illustrations. For these implements the illuminator
relied on the biblical text alone. Maimonides does not discuss the
form and appearance of the altar implements at all.

The illuminator’s adherence to Maimonides’ detailed descriptions
of the Temple and its implements can be confirmed by the fact that
many of the captions” that accompany the implements in the Farhi
Bible quote the Book of Temple Service word for word. An example
is the text inserted between the two shelf structures of the show-
bread table, referring to the measurements of the Table and the way
the breads were arranged: “The table was twelve handbreaths long . . .”
It is the same text I quoted above in the discussion of the Parma
Bible.”

All of these observations—the analysis of the implements in rela-
tion to Maimonides’ text, the connection of the sacrificial altar to
the drawings in Maimonides’ commentary of the Mishna, the absence
of the cherubs, the quotations in the Farhi Bible—clearly indicate
that it was Maimonides’ discussion of the Temple that stood behind
the iconographic concept and creative process that led to the devel-
opment of the Temple imagery in both the Parma Bible and the
fourteenth-century Bibles from the Crown of Aragon.

The Perpignan Bible and its relatives display a certain degree of
iconographic uniformity,” which decreases significantly in the later
group. The first group—the Perpignan Bible (figs. 86 and 87),
Copenhagen II (fig. 91 and 92), the two Modena Bibles (figs. 96 and
100), and the New York Bible—is characterized by conventions that

7 Those items of the former Sassoon Collection that have not yet been sold—
among them the Farhi Bible—, are currently not accessible to scholars; therefore
the captions could only be examined in the microfilm of the Farhi Bible, where
not all of the texts are easily readable. I would like to thank R. David Sassoon of
Jerusalem, for his willingness to share with me all his photographs and ektachroms
of the Bible.

6 See above, chap. 3, 80, n. 72.

77 In the National Library in Madrid (Cod. Res. 199), there is a copy of Peter
Comestor’s Historia Scholastica, which includes a depiction of the Temple. The
iconography is similar in many aspects to that of the Temple depictions in the
Perpignan Bible group, expecially in Copenhagen II and the New York Bible; sce
Nordstrom (1964). Nordstréom assumed that the illustrations in the manuscript of
the Historia Scholastica were influenced by Jewish sources, while Leila Avrin (1974),
200, suggested that the Jewish illuminators used copies of the Historia Scholastica
as a model. The latter assumption is unlikely, since the iconography of the Madrid
codex is unique and does not recur in other copies of the Historia Scholastica,
whereas it recurs frequently in Hebrew Bibles.
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are rooted in the Temple depiction of the Parma Bible (figs. 30 and
31). For example, the menorah consistently has the same appear-
ance: its base is relatively high and has three legs in the shape of
stylized leaves. The menorah implements, which also retain the same
form, are arrayed in the area beneath the branches. The Ark looks
the same, and it is relatively abstract: the two Tablets of the Law
are long, narrow rectangles, and the cover of the Ark and all of its
components are arranged in an abstract frame without rings or poles.
Only in the depiction of the cherubs are there differences and vary-
ing degrees of abstractness. The portrayals in the Parma, Perpignan,
and New York Bibles are extremely abstract, whereas the illumina-
tors of Copenhagen II and Modena 8.4 did not fear an anthropo-
morphic approach. The depiction of the Ark in Modena 3.8, is even
more extreme in its abstract approach and comprises only a gold
frame divided into two rectangles; the upper side is a bit wide, pro-
trudes beyond the other sides, and is meant to allude to the cover
of the Ark. The cherubs are not depicted at all in this Bible. The
shape of the showbread table is repeated: the table is depicted from
the side and has a rectangular shape. It has four legs and two long,
high shelf structures, above which are leaf-shaped incense saucers.

The golden altar is usually depicted as a cube with horns. In
Modena 8.4, there appears to have been some confusion: the golden
altar is also stepped and it has meshwork, which is missing in the
sacrificial altar. In all of the other books, the sacrificial altar is stepped,
with meshwork and a ramp to its left. Apart from Modena 8.4, all
of the books depict the sacrificial altar with horns.

The shape of the basin preserves the convention that appears first
in the Parma Bible and subsequently in the Perpignan Bible group;
however, it undergoes development in the Modena manuscripts. In
the Perpignan Bible and Copenhagen II, the basin is depicted in the
shape of a jug with a round belly and a lid, three strips of orna-
mentation in the form of stylized acanthus leaves, and two handles
in the shape of animals’ heads. The depiction in Modena 8.4 bor-
rows this shape, retaining the round belly but featuring only one
strip of ornamentation. In Modena 3.8 the jug resembles that of
Modena 8.4, but its shape has changed and it is now tall and nar-
rower than its predecessor. The jar of manna follows the same con-
vention in all of the Bibles in the Perpignan group—jug-shaped with
a round belly, a long neck, and two polylobed handles. It usually
stands beside the flowering staff, and sometimes it is accompanied
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by the dry staff as well. The shapes of the trumpets and shofar repeat
themselves, as do the shapes of the shovels, forks, and ash scoops;
only in Modena 3.8 are the ash scoops lacking.

In the later group of books only a few of these features are retained.
Most of the components have changed and new formal conventions
have been created, though in general, there is not as much adher-
ence to conventions. The way in which the menorah branches are
portrayed remains faithful to the earlier depictions, but a new con-
vention has developed with regard to its base, which has become
wider and shorter, with the stylized leaves smaller in relation to the
base. This shape first appears in the Istanbul Bible, and afterward
it recurs in Parma 2810 (fig. 110), and the Harley (col. pl. VI), Duke
of Sussex (fig. 106), Sassoon, and Foa Bibles. In most of these exam-
ples, the shapes of the implements, which now hang on the lower
branch, are still similar to those in the Perpignan group. Only in
the Duke of Sussex Bible does the shape deviate somewhat.

A new convention has also developed in the depiction of the show-
bread table: as in the earlier depictions, the table is shown from the
side, but it is now trapezoidal, with convex sides. The legs of the
table in the Harley (fig. 104), Duke of Sussex (fig. 107), Ambrosiana,
Sassoon, and Foa Bibles (fig. 112) are nearly identical. Only in Parma
2810 is the depiction of the legs slightly different.

The jug-shaped jar of manna that is customary in the Perpignan
Bible group also appears in the later group—in the Rome Pentateuch
(fig. 101), even though most of the details in this depiction do not
conform to those of its counterparts, and again in Parma 2810, the
Harley (fig. 104), Duke of Sussex (fig. 107), and Ambrosiana Bibles.
In the Foa Bible, on the other hand, this convention is used for the
jug of oil (fig. 112), whereas the jar of manna, shown to the left of
the menorah, appears as a long-necked jug with a handle. To the
right of the menorah, we find the flowering staff. A similar arrange-
ment appears in the Harley Bible: a similar jug and the staff beside
it, at the foot of the menorah (col. pl. VI). Here, though, the jug is
not meant to represent the jar of manna, since the latter appears
on another folio in its typical shape and accompanied by a caption.

We also find a new convention in the depiction of the basin.
Whereas in the Perpignan Bible group, the basin is a jug with ani-
mal-headed handles (fig. 87), in the later group it appears as a gob-
let (fig. 104, on the top right). The Istanbul Bible is apparently the
last to contain the jug with the animal-headed handles, and there it
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represents the jar of manna. This particular type of jug disappears
in the later depictions.

The depictions of the altars are far less governed by conventions.
In all of the examples, the sacrificial altar is stepped, and in most
of them it has horns; the horns are absent only from the Rome
Pentateuch (fig. 102) and the Sassoon Bible. In most of the depic-
tions, the altar is accompanied by a ramp (fig. 104, for example),
which always appears on the right-hand side. The ramp is missing
in the Rome Pentateuch, and the Duke of Sussex (fig. 107), Sassoon,
and Farhi Bibles. Only the golden altar in the Sassoon Bible resem-
bles its predecessors in the Perpignan Bible group: it is depicted in
the shape of a cube with horns. In the Harley (fig. 104) and Foa
Bibles (fig. 112), it has the same shape, but a broader base, and an
additional ascent similar to the ramp of the sacrificial altar; the ascent
appears on the right side in the Harley Bible, and on the left side
in the Foa Bible. In a few of the depictions, the golden altar has a
shape similar to that of the sacrificial altar, it is stepped (fig. 107)
and usually shown without horns (apart from the Farhi Bible) and
without an ascent.

As to the Ark, there are two recurring types. They all include
rings and poles, but in a few of the depictions, the Tablets of the
Law are in the form of two vertical rectangles, one beside the other;
examples are the Rome Pentateuch (fig. 101), the Istanbul, Duke of
Sussex (fig. 107), Sassoon, Foa (fig. 112), and Farhi Bibles. In the
other depictions they comprise two squares, one atop of the other;
this is the case in Parma 2810 and the Harley (col. pl. VI), and
Ambrosiana Bibles. No cherubs appear in any of these depictions.

This comparison reveals a large degree of independence and
changeabilty in the design of the depictions. There are several con-
ventions that are shared by most of them, and yet there is great
variety in the shape of the implements and in the way in which they
are arrayed on the page. No two depictions indicate any icono-
graphic interdependence.

Only between the Harley (col. pl. VI, fig. 104) and Foa Bibles
(fig. 112) few direct links can be observed: each of them features a
similar jug and staff beside the menorah and the golden altar is
depicted in a very similar way in both of them. They also share the
other conventions, such as the shape of the showbread table, and
the sacrificial altar. On the other hand, the depiction of the Ark and
the design of the background are different: the Foa Bible has a
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diapered pattern and the Harley Bible a foliate design. In the lat-
ter the Ark has no frame and, unlike the Foa Bible, it lacks any
Gothic foliate decoration in the margins of the biblical text.

In terms of formal language and painting technique, the Foa Bible
is closer to the Duke of Sussex Bible than to the Harley Bible. For
example, the ornamentation of the arches decorating the columns
listing the differences between the masoretic versions of Ben Asher
and Ben Naftali features not only the thin, linear foliate design of
the Harley Bible, but also the fleshy leaves of the Duke of Sussex
Bible (col. pl. VIII). The decoration within the text (fig. 113) is also
closer to counterparts in the Duke of Sussex Bible (figs. 106 and
107). In short, there is no way of unambiguously defining the rela-
tionship between the Foa and Harley Bibles, and to some degree
the similarities may be coincidential.

The conclusion is that in the fourteenth century and especially in
its second half, Catalonia had a repertoire of iconographic elements
that was based somewhat on the depictions in the Perpignan Bible
group. These observations do not enable any division of iconographic
types along clearly definable lines that would enable us to group the
manuscripts according to places or periods. It clearly indicates, on
the other hand, that the approach to conventions was quite free.
None of the images is a full copy of another. It would seem, there-
fore, that the approach to the Temple theme in the Perpignan group
was quite different from that of the later examples. The Perpignan
group—together with or rather following the Parma Bible—adheres
to a particular concept, which is closely linked to Maimonides’ views
on the Temple. They do so quite faithfully, an approach that strongly
favors the development of conventions with regard to the imagery.
The later manuscripts set out from the basic premise of the Perpignan
group, but become less and less conventional, and the images appar-
ently cease to be conceived with a particular text or exegetical
approach in mind. The impression is that the later Catalan Temple
images were reproduced from memory rather than based on direct
pictorial sources or particular text versions. An exception is the Farhi
Bible, with its literal quotations of Maimonides’ descriptions.

Three of the Temple depictions do not even have a common
ground in the basic conventions. The Rome Pentateuch (figs. 101
and 102), the King’s Bible (figs. 116, 117, and 118), and the Farhi
Bible are different from the others in the design of most of their
details, and yet there is no iconographic connection between them.
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The Rome Pentateuch diverges in many respects from the conven-
tional approach of the Perpignan group. However, nothing indicates
that it stands behind the design of any specific later manuscript. As
noted above, several iconographic elements in the King’s Bible were
borrowed from the Perpignan Bible group, though the resemblance
is not total. It has nothing to do with the Rome Pentateuch’s relation
to the Perpignan group. The implements are arrayed differently and
include the Yakhin and Boaz columns. And yet, as in the Perpignan
Bible, the implements appear against the parchment background
without additional decoration. Finally, the design of the implements
in the Farhi Bible is characterized by a highly individualistic approach.
Apart from the Ark of the Covenant, the implements have no real
parallels in the details, shape, and design. They may have been based
on the illuminator’s personal study of texts related to the Temple.
In conclusion, continuity, homogeneity, and iconographic connec-
tions are clearly in evidence only within the Perpignan Bible group.
These manuscripts, most of which do not have a known place and
date, may therefore have been produced near each other—perhaps
all of them in the Roussillon region—and in a similar time frame-
work, the first quarter of the fourteenth century. The approach to
the Temple imagery was conventional, and direct copying from mod-
els was a normative procedure in the workshops that produced these
Bibles. Between 1325 (the Rome Pentateuch) and 1336 (the Istanbul
Bible) this conventional approach was discarded. New conventions
developed, but only for a few implements. From this period on, a
repertoire of the traditional iconographic conventions was used by
the illuminators, but at their own discretion. The manuscripts were
produced in various arecas—we know of Barcelona, Cervera, and
southern France—and at different times over the course of the cen-
tury. The lack of iconographic similarity suggests that some of the
implements, or entire depictions, were reproduced from memory.
While real iconographic development cannot be detected, we can
discern a development in terms of forms and motifs: from the
Perpignan group, with its Temple depictions, Gothic arches, and
micrographic carpet pages, to the absence of carpet pages, icono-
graphic changes in depictions of the Temple, and the addition of
Gothic-style foliate design toward the middle of the century and
thereafter, to the revival of painted carpet pages, together with a
renewed adherence to Maimonides’ text, in the later part of the sec-
ond half of the century, without relinquishing other features that
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were customary in other books of that time, such as the Gothic-style
foliate design.

In the middle of the fourteenth century or thereabouts, the dec-
oration program of the Catalan Bibles influenced the design of another
Bible, whose place of origin is unclear. The book is in the Karaite
Synagogue in Cairo (to be referred to as Gottheil 16 in the follow-
ing),”® and—like the Cervera Bible—includes not only the biblical
text but also David Kimhi’s Sefer Mikhlol. Along with decorated parashah
signs it features also seder markings decorated with simple penwork.
Therefore, the book was probably produced in Castile, rather than
in the Crown of Aragon. Indeed, in spite of some echoes of the
Catalan iconographic tradition, there are no real parallels to this
manuscript’s decoration program.

The decoration is lavish and the Gothic tradition prevails in its
formal language and painting technique. It includes initial panels at
the beginning of biblical books, with a variety of vegetal patterns.
Emerging from these panels are floral motifs typical of Gothic mar-
ginal decoration in the fourteenth century. These motifs lack any
three-dimensional effect and recall those found in early fourteenth-
century Passover Haggadot.” They have nothing in common with
the fleshy leaves of the Bassa school. A similar approach was used
in the decoration of the parashak signs. The manuscript includes one
carpet page, which is covered with small squares and its dense de-
sign 1s similar to parallels in early medieval Spanish manuscripts (fig.
44). This artistic tradition is also manifest in the arches that frame
the text columns at the beginning of the book. They are shaped like
horseshoe arches, but the decoration around them is typically Gothic.
Apart from the carpet page, there are smaller panels with different
ornamentation, usually in a technique typical for Gothic manuscript
decoration, but in some cases with interlace patterns. Some of these
are reminiscent of depictions of the matsah in Passover Haggadot
from the fourteenth century.?* Most of these panels appear in Kimhi’s
text.

Gottheil 16 also contains a depiction of the Temple, which extends
over three pages. A few of the details recall Catalan counterparts,
but most of the elements are unique. Each of the three pages has

8 Gottheil (1905), no. 16, 630-31.
7 See examples in Narkiss, Cohen-Mushlin, and Tcherikover (1982), 57-101.
8 For example, ibid., fig. 153.
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a checkered background. The shape of the Ark of the Covenant is
a complete departure from all of the conventions in the Catalan
depictions: in its center are two rectangular, narrow, and high tablets
enclosed in a structure that is reminiscent of the above-mentioned
depictions of the Ark from late Antiquity. Above the Ark is a dec-
oration composed of Gothic-style arches that are similar to the conches
common in the late antique depictions; they rest on two stylized
columns. This depiction does not resemble any of its counterparts
in other Bibles. In a certain sense, it renews an ancient tradition
that is described by Revel-Neher,” and which appears in the Sephardic
realm only in the Sarajevo Haggadah (fig. 36).

To the right of the Ark is a depiction of the Mount of Olives. A
full page is devoted to the menorah and its image is more in line
with the Catalan parallels of the second half of the fourteenth cen-
tury than are all of the other elements in the Temple depiction. The
third page is devoted to the altars and includes the sacrificial altar
in a form known from many other examples. A second altar appears
in the lower part of the folio; it has horns and is stepped, but only
on one side, and is thus similar the stepped stone of the menorah
in the Catalan depictions. This peculiarity might have been the result
of a misunderstanding on the part of the illuminator. Arrayed on
the page is another assemblage of implements, including two ash
scoops in the shape of small brooms. This difference may also be
due to a misunderstanding, though the ash scoops are depicted in
this way in the King’s Bible (fig. 118), the Farhi Bible, and a four-
teenth-century copy of Peter Comestor’s Historia Scholastica, now
in Madrid.* This depiction is apparently based on the Jewish iconog-
raphy that was customary in the Catalan Bibles.”” Like the King’s
Bible, the manuscript of the Historia Scholastica is iconographically
similar to counterparts in the Perpignan Bible group.

In conclusion, the manuscript in Cairo does not belong to the
Catalan group of Bibles but its design was influenced by them. The
seder markings indicate a Castilian origin and the style of the paint-
ing indicates that the manuscript was produced before the middle
of the fourteenth century. The depiction of the Temple draws from
a variety of sources—both from the Perpignan Bible group and from

8 See chap. 3, 83-84.
8 See above, n. 77; Revel-Neher (1998), fig. 76.
8 Nordstrom (1964).
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later Catalan examples. Apart from them, other, unknown sources
were used by the illuminator.

Decoration of the Masorah Magna

A relatively small group of Bibles features more modest, unpainted
decoration. The masorah is written in decorated micrography, with
some additional penwork. Common to all of these manuscripts are
their relatively small dimensions in comparison with the other Cata-
lan Bibles—their height varies between 21 and 26 cm. The more
elegant, painted manuscripts are about 10 cm larger on the aver-
age. Narkiss, Cohen-Mushlin, and Tcherikover suggest that the larger,
more sumptuous volumes were intended for synagogue services,
whereas the smaller specimens were meant for private use. Another
indication of this practice is the dedication in the King’s Bible, which
states that the patron is “giving the migdashya”—which probably
means that he is donating it to the community.** Apart from the
King’s Bible, however, none of the manuscripts contain any nota-
tion that they are the property of or given to a community; the
names of patrons are mentioned without any hint as to whether the
book was meant for private or public use. Only Elisha Benvenist
mentions that he produced the Farhi Bible for his own use. It is
likely that the volumes containing the Pentateuch with the haflarot
were indeed meant for use in a synagogue, but those books are in
the minority.

The use of micrography is a longstanding tradition in the art of
the Hebrew book. Geometric and interlace patterns were customar-
ily used in the Middle East, northern Africa, and Castile. In Joshua
ibn Gaon’s environment in Navarre, the illuminators specialized in
various animal patterns, and in Catalan manuscripts vegetal pat-
terns predominate.” A common motif in Catalan micrographic dec-

8 Narkiss, Cohen-Mushlin, and Tcherikover (1982), 101.

® Metzger (1974), 95, mentions two manuscripts that indicate the existence of
such a tradition in Aragon as well. However, neither of them contains enough infor-
mation to attribute them to any artistic tradition. One is in Parma (Biblioteca
Palatina, MS Parm 3183), see Richler and Beit-Ari¢ (2001), no. 8. It is the more
lavish of the two and includes a carpet page with a centered pattern and a masorah
decorated with geometric patterns. The second manuscript is in the Vatican, Biblioteca
Apostolica, MS Rossian, 601. A common denominator of the two manuscripts is
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oration® is the candelabrum-like tree. As noted, this pattern is already
known from the thirteenth century, from other regions; it can be
found, for example, in Cambridge 465 and Madrid 1 (fg. 22). It
also appears in a manuscript that was produced in Barcelona in
1278 (Parma, Biblioteca Palatina, MS Parm 3214).% In ca. 1300, it
reappeared in the manuscripts of Joshua ibn Gaon, and in 1325, it
was included in the Rome Pentateuch, from Barcelona. In the sec-
ond half of the fourteenth century, the pattern became common in
Catalonia and it is known from the Harley (fig. 105), Duke of Sussex
(fig. 108), and Foa Bibles,*® as well as other manuscripts.

This motif also appears in three smaller manuscripts, one of them
written in Castillon d’Ampurias in 1396.* The latter includes only
the Book of Prophets and the Hagiograph and there is no infor-
mation as to whether the beginning of the book had any decora-
tions reminiscent of the various Catalan decoration types, such as a
Temple depiction, or carpet pages. In the extant parts, we find a
large assortment of vegetal micrographic patterns, including the tree
design.” This book is notable for its wealth of micrographic pat-
terns, which may be related to its later date. As we will see, in the
fifteenth century micrography played an increasing role in the design
of Bibles from Castile. However, many of the patterns in the manu-
script from Castillon d’Ampurias—apart from the candelabrum-like
tree—have no parallels.

The fact that the extant parts of the manuscript contain no painted
decoration, such as foliate design at the beginning of the books, may
indicate that there was none, even at the beginning of the codex.
The book was produced a short time after the anti-Jewish riots of
1391, at a time when Catalan Jewry was struggling to recover.
Expensive painted decoration was no longer done in Catalonia, and
the patron may have settled for micrographic decoration, which was
a challenge for the masoretor. Though the micrographic decoration
is very opulent, from the standpoint of material quality, such as size,

the horseshoe arch decoration, but in the other aspects the two books are com-
pletely different. On the Parma manuscript, see also Tamani (1968), 47.

% On micrographic decoration in general, sece Metzger (1974); Avrin (1981);
Gutmann (1983).

8 Tamani (1968), 46; Metzger (1974), 36; Richler and Beit-Arié (2001), no. 17.

8 Garel (1979), fig. 8.

8 See above, 146.

% Narkiss, Cohen-Mushlin, and Tcherikover (1982), figs. 338-39.
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use of gold, and a rich palette of colors, this book does not com-
pare to those produced prior to 1391.

No indication of date or place of production is provided in two
other books, one housed in London (British Library, MS Add. 15252,
fig. 120),°" and the other in Cambridge (University Library, MS Mm.
5.27).” Comparing their micrographic decoration with that of late-
fourteenth-century manuscripts, Narkiss, Cohen-Mushlin, and Tcheri-
kover date them to the last quarter of the century,” but we do not
have enough information to establish this date with certainty. The
Castillon Bible’s rich and varied micrographic decoration has no par-
allels in London 15252 or Cambridge 5.27.”* The Jewish National
and University Library in Jerusalem (MS 4°780) possesses a Bible
with features similar to these three manuscripts, though it is con-
siderably larger (27x34 cm). The micrography is decorated with sim-
ilar patterns and also includes modest painted decoration at the
beginning of Genesis.”” An extensive study of micrographic techniques,
patterns, and motifs has not yet been undertaken. As essentially a
scribal type of decoration, micrography was clearly governed by
norms different from those common among illuminators, who were
entrusted with the painted decoration of Bibles and other manuscripts.

9 Margoliouth (1909-15), vol. 1, no. 60, 31-32; Narkiss, Cohen-Mushlin, and
Tcherikover (1982), 100—-109, figs. 328-31.

92 Schiller-Szinessy (1876), 12-15; Kahle (1931); Narkiss, Cohen-Mushlin, and
Tcherikover (1982), 113-55, fig. 337; Reif (1997), 54.

% Narkiss, Cohen-Mushlin, and Tcherikover (1982), 114.

9 Narkiss, Cohen-Mushlin, and Tcherikover (1982), 118-21, attribute two more
manuscripts to this group: London, British Library, MS Harley 5773, and Oxford,
Bodleian Library, MS Hunt. 69. Their common denominators are their small dimen-
sions and their micrographic decoration. In both of them, the micrographic deco-
ration is confined to geometric patterns, and neither of them feature floral designs.
Since this type of micrographic decoration, does not exist in any other context in
Catalonia, not only the attribution of the two books to this group is doubtful, but
also the possibility that they were produced in Catalonia. Nor is there any reason
to date them to the end of the 14th c.; in fact, there is no basis at all for deter-
mining a date. Moreover, when the Oxford codex was originally written, only the
parashot were marked; at some stage another, less professional hand, added seder
markings, which may indicate that this book was in use in Castile and perhaps was
produced there.

% Weiser (1992), 20-22.



CHAPTER SIX

CULTURAL TRANSITION AND THE
ART OF THE HEBREW BOOK

Bibles are only one aspect of the art of the Hebrew book. The fol-
lowing chapter will discuss them in the context of other illuminated
manuscripts produced in late medieval Iberia. Looking at Sephardic
books of various types—such as Bibles, Haggadot, manuscripts of
Maimonides’” writings, and prayer books—we find two different visual
idioms, reflecting different cultural identities, socioeconomic back-
grounds, and ideological, cultural, and social conflicts. One—as
observed in most Bibles—is the non-narrative, non-figurative, almost
aniconic idiom marked by a clear preference for ornamental deco-
ration that is influenced, often considerably, by Islamic ornamenta-
tion. Some of the decoration programs belong completely to the
cultural world of the Middle East and others are open to various
Gothic influences, but the non-figurative approach—the most dominant
characteristic of the Islamic heritage—is common to all of them.
At first glance, this approach might seem to be an integral part
of Jewish culture, in light of the Second Commandment (Ex. 20:4):
“You must not make a carved image for yourself, nor the likeness
of anything in the heavens above, or on the earth below, or in the
waters under the earth.” The avoidance of figurative motifs, how-
ever, seems to come from the Islamic aniconic approach rather than
a narrow interpretation of the biblical precept.! Rabbinic authorities
mostly allow representational art in two-dimensional media, while
the restriction prevails for figurative sculpture.? The history of Jewish
art has shown that the presence or absence of figurative painting is
not entirely a matter of adherence to the law but owes more to

' For the rabbinic attitude to the Second Commandment in late antiquity, see,
for example, Urbach (1959); for the Middle Ages, see Schubert (1984), 69-79; for
a selection of sources on this matter, sece Mann (2000). For a recent discussion on
the notion of Judaism as an antivisual culture, see Bland (2000).

2 See, for example, Maimonides, Mishne Torah, book 1, Hilkhot Avodat Kokhavim
wechugot Ovdeha, 3:10; for an English translation of this statement, see Mann (2000),
23-24.
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acculturation. Within a Roman, Greek, or Christian environment,
Jewish art was often figurative, whereas within Islamic culture, orna-
mental decoration was the norm.’?

Alongside the non-figurative idiom, is another artistic language
telling the story of the Jewish people in a rich narrative mode and
fully employing figurative imagery; its style is strongly influenced by
Christian Gothic art,* and almost totally ignores Islamic culture (figs.
121, 123, and 126). The use of this artistic idiom is typical of a
group of illuminated Haggadot.

Neither dates nor provenances can convincingly explain the devel-
opment of these distinct artistic languages within the Jewish art of
the Iberian Peninsula. They largely overlap chronologically and geo-
graphically. The Islamicizing aniconic idiom appeared around the
1230s in Castile and c. 1300 in Roussillon, and then spread to
Catalonia and Aragon, where it remained popular throughout the
fourteenth century; the other idiom, more limited in time span and
region, developed in Castile in the late thirteenth century and flourished
in Catalonia between 1320 and ca. 1375. None of the examples of
this latter group is dated or bears an indication of origin, but for-
mer research has placed them in these particular artistic environ-
ments and time frames.

Associating narrative-figurative language with Haggadot and the
aniconic approach with Bibles seemed hitherto to have been a means
of explaining the coexistence of two such different visual languages.
That is how Bezalel Narkiss, Aliza Cohen-Mushlin, and Anat Tcheri-
kover deal with this phenomenon.” Recently, Gabrielle Sed-Rajna
presented the two visual languages in terms of artistic development
and chronology. In her opinion, the Islamic influence characterizes
the art of the earlier Hebrew book; this art gradually became open
to influences from the surrounding culture and also included new
themes, including narrative ones. These new themes are described
by Sed-Rajna as a revolutionary innovation in the illustrative art of
Hebrew manuscripts. From the few buds of text illustration in the
Damascus Aeter and manuscripts decorated by Joshua ibn Gaon in
Tudela in 1300, Sed-Rajna maintains, the narrative tradition devel-

* It is interesting to note in this connection that documents in Saragossa from
1383 and 1406 mention a Jewish artist, Abraham de Salinas, who painted at least
four pictures for various churches in Saragossa—see Blasco Martinez (1989).

* Narkiss, Cohen-Mushlin, and Tcherikover, 13-15.

> Ibid., 15.
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oped, coming into full bloom in the illustrations of the Catalan
Haggadot of the fourteenth century.® This viewpoint ignores the con-
tinued existence of the Islamicizing visual language not only at the
same time, but also in the same region.

Similarly, according to Gutmann, the Islamicizing decoration reflects
the heritage of “the first Golden Age of Jewry in Islamic Spain,”
whereas the narrative decoration inserted in the Haggadot reflects
an interaction with the Christian environment.’

Kurt and Ursula Schubert also examined this phenomenon and
concluded that since the Bible was a book of a public nature, used
during synagogue services, its decoration was strongly influenced by
Islam’s strict adherence to the Second Commandment; the Haggadah,
which usually remained within the confines of the home, reflected
a more liberal attitude.?

Islamic Culture, Aniconism, and the Sephardic Bibles

The Spanish Hebrew Bible first flowered during the reigns of Fernando
IIT (1217-52) and his successor, Alfonso X the Wise of Castile
(1252-84). As noted,’ this period has been characterized by some
scholars as convivencia. However, this was not only a period of intense
cultural exchange between the three religions, but also one of cul-
tural transition and transformation: Spain, previously the western-
most outpost of the Islamic Empire, became a group of Christian
kingdoms, and Spanish Christianity, previously a minority on the
frontier, became part of Christian Europe. Thus, Spanish Jewry found
itself shifted from an Islamic environment to a Christian one. No
scholarly effort is necessary to observe that aniconic decorative pat-
terns reflect an exchange with Islamic culture, whereas the icono-
graphic program of the biblical picture cycles has its counterpart in
the Christian world. Instead of being seen as a conclusion, this dis-
tinction could become a starting point in an investigation of how
this cultural transition shaped Jewish art, what steps the transition
took, and what the use of an Islamic idiom meant.

% Sed-Rajna (1992).

7 Gutmann (1978), 20.

¢ Schubert (1984), 76-77.

9 See above, chap. 1, 25-30.
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As shown in the previous chapters, the Islamic component in Bible
decoration in thirteenth- and fourteenth-century Castile, Navarre,
and the Crown of Aragon was extremely dominant, but even in
those cases in which the Gothic formal language played a more
prominent role, the ornamental character of Bibles, as opposed to
the narrative character of the Haggadot, is self-evident. The illumi-
nators were inspired by various models, but common to all is an
abstract approach to depictions of the Temple, the flat representa-
tion of its implements (figs. 85 and 86), and the use of ornamental
carpet pages (col. pls. I and IX) and other non-figurative patterns—
many of them borrowed from a repertoire of forms that is custom-
ary in Islamic art. All of these features point to the Islamic culture
as the soil from which this creative process sprung.

In the decoration program of Bibles from Toledo, a Middle Eastern
visual language is dominant, even though these Bibles were produced
nearly 200 years after the Christian conquest of Toledo. Whether
the Damascus Keter (figs. 26—29) originated in Toledo or Burgos is
not certain. The latter had been Christian ever since its founding in
the ninth century. These two cities are salient examples of convivencia.
With the conquest of Toledo in 1085, the Christian society dealt for
the first time with a large Muslim population that chose to remain
in the city instead of emigrating southward to the area under Muslim
rule. In the centuries to come, the Muslim population constantly
decreased due to migration to Muslim territories, but Mudéjar cul-
ture always remained a component of Toledo’s cultural ambiance.
Although Burgos had never been under Muslim rule, a relatively
large Mudéjar community lived there as well. When the city was a
political and economic center in Old Castile, it attracted many Mudé-
jares who were expert in a variety of crafts, such as ceramics and
the building trades. Toledo and Burgos also had important Jewish
communities. At the same time, it should be remembered that these
two cities were first and foremost Christian cities. The prevailing cul-
ture was Christian and the churches that were built there in the
thirteenth century were Gothic in every sense. The illuminated man-
uscripts produced in the court of Alfonso X contain echoes of an
early medieval style of decoration (fig. 17),'" but the Gothic style is
dominant in them. Though Mudéjar craftsmanship played an impor-
tant role and left many imprints—primarily in the sphere of archi-

0" See chap. 3, 53.
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tectural decoration of secular buildings—there is no doubt that the
Christian culture of Toledo and Burgos in the thirteenth century
had caught up with that of Christian Europe.

The Bibles discussed in Chapter Three, then, were produced in
an artistic environment that was first and foremost Gothic Christian.
However, they do not simply display a few Islamic elements as a
reminder of the Islamic cultural heritage or an echo of Mudéjar cul-
ture in the illuminators’ surroundings. They, in fact, clearly favor
the visual language borrowed from the Islamic culture. The distinct
preference for Islamicizing motifs in the Toledan manuscripts harks
back to the previous cultural symbiosis between Judaism and Islam,
and Jewish scribes and artists were very comfortable with the Islamic
artistic language, disregarding the repertoire of forms that was used
in Christian art at the time.

This preference also characterized the architectural decoration of
the synagogues in Toledo and elsewhere in Spain. Both of the syn-
agogues that have survived in Toledo were built under Christian
rule in a distinctly Mudéjar style.!" One is associated with Joseph
Ben Meir ibn Shoshan and was built in the thirteenth century. The
other was built for Samuel Halevi Abulafia in 1356. All of the syn-
agogue remains are in areas in which Islamic culture flourished for
a long time and which were inhabited by large Mudéjar communi-
ties that left their imprint on architectural decoration. The work of
the Mudéjares in various building trades was popular among Christians
and Jews, but for the Jews it was a definite preference; they did not
use any Romanesque or Gothic features.

Sometimes not only the architectural decoration but even the basic
shape of a synagogue would be in the Islamic style. One example
is the interior space in the Ibn Shoshan synagogue in Toledo, which
is divided by four rows of columns placed close together; it is
reminiscent of the hypostyle halls commonly found in mosques in
Spain and throughout the Islamic world."? The influence of Christian

! Detailed descriptions and discussions of these synagogues can be found in
Cantera Burgos (1984); Ben Dov (1989). Recently, Jerrilyn Dodds discussed the
question of the Mudéjar style in the synagogues in light of the cultural exchanges;
see Dodds, Mudéar Tradition and Synagogues (1992) 113-32; with regard to the Sephardic
synagogues 1in light of the government laws and other documents, see Assis, Synagogues
(1992).

'2'An outstanding example can be found in the Great Mosque of Cordoba; see
Dodds (1990), 94-105.
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architecture, on the other hand, is minimal. It is known only from
the relatively late (ca. 1460) synagogue in Tomar, Portugal,”” where
the shape of the arches and the style of the columns and capitals
are attributed to the Christian architectural tradition. However, as
Jerrilyn Dodds notes, the floor plan of the same synagogue is simi-
lar to those that were common in small mosques throughout the
Islamic world."

The use of Islamic stylistic elements by Jews in Christian-ruled
areas attests, as noted, to the centuries-old cultural symbiosis between
Judaism and Islam, a symbiosis that has no parallel in the cultural
encounter between Christianity and Judaism. Dodds defines the rela-
tionships of the Mudéjar-style synagogues with their Islamic models."”
She also describes the links between the Ibn Shoshan synagogue in
Toledo and the style of decoration that was common at that time
in Almohad architecture in the Maghreb. She suggests very con-
vincingly that the Jewish patrons and the architects they employed
did not just choose an Islamic style from the remote past, but used
patterns and motifs that were common in Islamic cultures in their
time.

Her conclusion about Abulafia’s synagogue, on the other hand,
is, in my opinion, farfetched. The stucco decoration in this building
is strongly reminiscent of the style that was used in the fourteenth
century in the Nasrid court in Granada and dominates, for exam-
ple, the decoration of the Alhambra.'® Dodds argues that this choice
reflects an ideological affinity for King Pedro I, who was known as
Pedro the Cruel. Pedro was frequently criticized for his friendly rela-
tions with the Nasrids. The architecture of his time indeed shows a
notable preference for the Mudéjar style. The Alcazar, Pedro’s palace
in Seville, echoes in most respects the style common in Nasrid art."”
Abulafia, who served as Pedro’s treasurer and adviser, was compelled
to praise the king in one of the inscriptions inside the synagogue.
His ultimate fate, however, clearly proves the fragility of his status.
After having been arrested in 1360 for unknown reasons, he was
tortured and died in prison. In short, the cultural and social atmos-

¥ Ben Dov (1989), 136.
* Dodds, Mudéar Tradition and Synagogues (1992), 129.
Ibid., 113-32.
6 Stewart (1974); Grabar (1992); Dickie (1992); Fernandez Puertas (1997).
17 With regard to the stylistic similarity between Pedro’s palace and Abulafia’s
synagogue, see Goldman (1992).
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phere of mid-fourteenth century Castile was not conducive to a cul-
tural symbiosis of the type that prevailed in the Islamic period.

It seems, therefore, that Abulafia’s affinity for Nasrid architecture
simply coincided with Pedro’s and did not necessarily stem from a
need to identify with him, as Dodds maintains. It is likely that the
architects and designers of the synagogue were directly influenced
by Islamic patterns, rather than drawing their inspiration from secular
Christian architecture in the Mudéjar style; Pedro’s palace was, in
fact, the work of builders from Granada and not domestic Mudéjar
builders."®

The Mudéjares were, as noted, known for their expertise in var-
ious building trades: architecture, architectural decoration, ceramics,
and tile-making. Their work had considerable influence on the devel-
opment of Spanish architecture in the Middle Ages, and the build-
ing tradition they created spread as far as Latin America. All of the
synagogues that are known to us in Spain drew from this stylistic
tradition, and notwithstanding the modern scholar’s deep interest in
seeking ways to interpret this phenomenon by identifying it with one
culture or another, we should not forget that this is simply an artis-
tic language popular with certain sectors.

On the other hand, very little is known to us about the Mudéjar
style in the sphere of illuminated manuscripts. To the best of my
knowledge, Islamic illuminated manuscripts produced in Mudéjar
communities under Christian rule have not survived. We do not even
know very much about the decoration of manuscripts that were pro-
duced under Muslim rule.” Only a few publications have been de-
voted to the influence of Islamic art on Spanish Christian painting.
Karl Werckmeister discussed the relatively few influences on the illu-
mination of early medieval manuscripts.”” In 1953, Francis Spalding
published a small book about the Mudéjar ornamentation in a group
of Christian manuscripts.?’ In his opinion, the filigree pen decora-
tions that were common in western manuscripts in the late Middle
Ages were rooted in Islamic art. This theory is not relevant to He-
brew manuscripts. When this type of decoration began to appear in
Hebrew books, it was already an integral part of the art of the book

18 See above, chap. 2, 56, n. 99.
' Khemir (1992).

2 Werckmeister (1965).

21 Spalding (1953).
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throughout Europe; therefore, its use in Hebrew manuscripts was
simply a matter of adopting a popular type of decoration and not
a case of direct Islamic influence. To sum up, a Mudéjar tradition
in manuscripts is not known, and when we speak of Hebrew man-
uscripts, we are not speaking of an artistic fashion as in the case of
architecture, but rather an isolated phenomenon in the overall con-
text of illumination of manuscripts in Spain, a phenomenon that is
unique to Jewish art and has no parallels in Christian art.

In light of these facts, no analogy can be drawn between the pref-
erence for the Islamic style in Hebrew manuscripts and its domi-
nance in the architecture and decoration of the synagogues. In
thirteenth- and fourteenth-century Castile, Mudéjar-style architecture
and architectural decoration was found all over and could easily be
adopted. Moreover, it was also likely that Mudéjar builders were
hired for the construction of synagogues. On the other hand, it
should not be assumed that Mudéjar illuminators were employed in
the production of Hebrew manuscripts. Apparently, there was no
tradition of manuscript illumination among the Mudéjares. The
Islamicizing style was preferred by Jewish patrons, scribes, and illu-
minators because they were far more familiar with the Islamic cul-
tural language than with the Christian cultural idiom. Decorators
and scribes in the second half of the thirteenth century in Toledo
still preferred this language even though the city had been ruled for
nearly 200 years by Christians and the Christian culture was the
dominant one in their immediate environment.

From 1300 on, similar principles of decoration guided illumina-
tors and scribes in Roussillon and Catalonia. Depiction of the Temple
became widespread, as did the carpet page. Despite the introduc-
tion of Gothic formal and stylistic elements, the Islamicizing tradi-
tion played a central role until the end of the fourteenth century.
When the Perpignan Bible was signed, Roussillon was part of the
kingdom of Mallorca, and thereby also part of the federation of the
Crown of Aragon. Culturally, Roussillon had been closely linked to
Catalonia for many generations. The entire area had been rooted
in the Christian culture of France ever since Louis the Pious had
conquered Barcelona in 801. The connection between Catalonia and
southern France had always been much stronger than that of the
other Spanish kingdoms. In the thirteenth and fourteenth centuries,
Catalan art was completely Gothic, and this style constituted the
artistic environment of the Jewish scribes and decorators. At a time
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when Mudéjar culture had a prominent presence in other areas of
the Crown, such as southern Aragon and Valencia, it was absent
from northern Catalonia and Roussillon. Limited exposure to Islamic
culture came only with the conquest of Saragossa and Huesca at the
beginning of the twelfth century, and Valencia in the middle of the
thirteenth century.

Catalan Jewry left very few architectural remains. Not one com-
plete synagogue survived in the entire area. The only traces that
have appeared are the remains of three bathhouses found recently
in Besalu, Barcelona, and Gerona. The latter is called “the Arab
bathhouse” by local residents. Since we do not know of a Mudéjar
community in this city, scholars assume that this is a Jewish build-
ing that was referred to in that fashion because of its Islamic style.”
The remains of the building in Besalu are dated to the twelfth or
thirteenth century and fragments of a Romanesque vault can be dis-
cerned.” We should not reach sweeping conclusions on the basis of
this solitary find, but it may be an indication that in a period when
the Jews of Castile had a definite preference for Islamic types of
construction and architectural decoration, the Jews of Catalonia
included also Christian architectural elements from their surround-
ings among the components of their building style.

As shown in Chapter Five the Catalan Hebrew Bibles not only re-
vive the decoration program rooted in an Islamic cultural environment,
but also echo—in some cases slightly, in others more explicitly—the
European Christian Gothic artistic environment of fourteenth-century
Catalonia. Yet here, too, it is Islamic design and aniconism that are
dominant. Viewed in the light of the cultural tradition of Catalonia,
especially its northern parts, where Islamic culture never played the
role it did in Castile, this preference for Islamic features is surpris-
ing, and its circumstances need to be explored further. In past research
on Sephardic manuscript painting, the culture of the entire penin-
sula has been treated uniformly as a Christian culture nourished
heavily by its Islamic heritage. This approach is misleading as the
Islamic features in Catalan Jewish art cannot be judged by the same
criteria as those of Castilian Jewish art.

Bezalel Narkiss’s recent publication on the Golden Haggadah
includes a discussion of the flourishing Jewish community in “Moslem

2 Lacave (1992), 465.
% TIbid.
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Barcelona” in the ninth, tenth, and eleventh centuries. According to
Narkiss, the wealth of the fourteenth-century Barcelona community
and its roots in the Islamic past account for the splendor of the
Golden Haggadah.”* This notion is founded on a misconception: a
Judeo-Islamic community never existed in Barcelona. The city was
conquered by the Carolingians in 801.* “Old Catalonia” had only
a small Islamic cultural presence. It was never large and strong
enough to leave a cultural imprint on its environment and to be as
influential as the Mudéjar community was in Burgos, for example.
Few such communities existed in the towns of northern Catalonia.
It was, in fact, the Jews who were the cultural conduits between the
two worlds. Although the Jewish community of Barcelona had no
Islamic history, it included among its members the descendants of
immigrants from the south who had fled the Almohad persecutions
of the twelfth century. According to Philip Daileader, Perpignan
never housed a Muslim community.”® This is true also of northern
Catalonia.” In only a few towns is there evidence of a small Muslim
population. Gerona, for example, can account for one Mudéjar house-
hold.” Only Barcelona, apparently because it was an economic cen-
ter, had a slightly larger Mudéjar population.”’

It is all the more puzzling, therefore, that within this western
European Christian Gothic cultural environment, the Islamic artis-
tic idiom enjoyed a strong revival in the decoration of Hebrew Bibles.
Until now, scholars have offered the explanation that the earlier
artistic tradition was transmitted from the Middle East to fourteenth-
century Catalonia via Castile, or they have attributed the phenom-
enon to the presence of Islamic culture on the peninsula in general.
Considering, however, the cultural past of the Catalan heartland,
Languedoc, and Roussillon with their links to Christian France rather
than to Muslim Spain, this latter conclusion is erroneous.

Conduits for the transmission of Islamic influence to fourteenth-
century Catalonia did exist. They included the descendants of Jewish
immigrants from the south, Mudéjar communities in the conquered

# Narkiss (1997), 64.
As described in detail, for example, by O’Callaghan (1975), 106.
% Daileader (2000), 131.
7 Lourie (1990), VII, 17; Nirenberg (1996), 22.
Ibid., n. 14.
? Romano (1976), 49-88; Nirenberg (1996), 22.
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areas of Saragossa and Valencia, and Jewish diplomats from Catalonia
who were sent on missions to the Islamic world.* Although Catalan
trade in general—and Jewish international trade in particular—was
in decline in the fourteenth century, we do know of Catalan Jewish
merchants who traded with the Maghreb, while other branches of
commerce with other parts of the Muslim world became less and
less available to Jews, due to an increase in Christian commercial
activity in the high and late Middle Ages.”

And vyet, the dominance of the Islamic idiom in the Hebrew Bibles
is striking. Commerce is not a sufficient explanation here. Moreover,
the fact that Christian merchants had trade connections with the
Middle East did not mean that Islamic culture had the same (if any)
impact on Christian Catalan art that it had on Jewish art, or to the
degree that Italian mercantile exchange had on Christian Catalan
culture.”? Neither can the dominance of Islamicizing forms be explained
simply in terms of the continuation of a Castilian tradition, since no
clear evidence of Castilian influence is apparent in Catalan Hebrew
Bibles. The Catalan Bibles develop the iconography of the Temple
implements far beyond that seen on Castilian opening pages, and
the carpet page designs, with their peculiar mixture of styles and
their dependence on late medieval Islamic parallels, are different in
most details. In specific patterns, none of the Catalan manuscripts
follows any of the known Castilian predecessors. Thus, the Catalan
Bibles are an interesting manifestation of merged styles, with Islamic
features remaining prominent. Although the concept of convivencia
cannot be applied to Catalan culture, the design of the Bibles pro-
duced in this area nevertheless reflects Jewish-Islamic cultural inter-
action and therefore has evoked associations with convivencia. These
association, however, have misled earlier scholarship.

Christian Art, Pictorial Narratwe, and the Sephardic Haggadot

As mentioned, the aniconic idiom of the Sephardic Bibles, display-
ing various degrees of affinity with Islamic forms, contrasts strongly

%0 Assis (1985); see also Nirenberg (1996), 22, n. 14.

3 Assis (1988); Assis, Economy (1997), 101-103.

* For Italian influences in Christian Catalan art, see Dodwell (1993), 256;
Dominguez Bordona (1969), 48. For Italian stylistic features in figurative illustra-
tions of Hebrew manuscripts, see Narkiss (1997), 50.
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with the narrative character of the biblical picture cycles in some of
the Haggadot. A further puzzle is the fact that the group of Haggadot
under discussion exhibits an illustration program completely unre-
lated to the text. The text of the Haggadah, containing the narra-
tive of the Exodus of the Israelites from Egypt, offers abundant
opportunity for visualization. It includes a variety of biblical themes
specifically related to the Passover feast, but these do not necessar-
ily figure in the biblical cycles of our group. In Central Europe, the
highly narrative character of this text gave rise to rich iconographic
programs closely linked to the text portions they accompany, inserted
in the margins of the relevant pages.” Some Sephardic examples
likewise depict events specifically indicated in the Haggadah; they
appear—as in Central Europe and in Italy—in the margins of the
text.” Other decorated Haggadot adopt an aniconic approach, but
in a Gothic style; they may reflect a cultural background similar to
that of the Bible manuscripts under discussion.”

None of these approaches was used in the group I will discuss in
the following paragraphs. The most prominent artistic component of
these manuscripts is an elaborate biblical cycle, covering—with some
variations in length, detail, and selection of scenes—the narrative in
Genesis and Exodus. The miniatures appear at the beginning of the
Haggadah, preceding the text, or at the end, but no attempt is made
to link their imagery to the actual text. The main focus of the cycles
is not the Haggadah or the departure from Egypt, but biblical his-
tory in general. Most of the surviving Haggadot were produced in
the fourteenth century, and scholars believe them to be of Catalan

# For example, the Birds’ Head Haggadah in Jerusalem (Isracl Museum, MS
180/57); the Joel ben Simeon’s Haggadah in London (British Library, MS Add.
14762). The same is true for all of the Ashkenazic and Italian Haggadot with only
two exceptions: the Second Nuremberg Haggadah, Jerusalem (Schocken Library,
MS 24087), and its sister manuscript, the Yahudah Haggadah, Jerusalem (Israel
Museum, MS 180/50), see Kogman-Appel (1999). These two manuscripts present
entire biblical cycles placed on the margins. Numerous efforts were made to adjust
the sequence of the biblical scenes to the contents of the Haggadah; the biblical
scenes were juxtaposed with numerous scenes specifically related to the Haggadah
text.

% London (British Library, MS Add. 14761), see Narkiss, Cohen-Mushlin, and
Tcherikover (1982), 78-84, figs. 209—45; and Jerusalem (Isracl Museum, MS 180/41,
formerly in the Sassoon collection, MS 514), see Fishof (1992).

% One such example is the so-called Mocatta Haggadah, London (University
College Library, MS 1), see Narkiss, Cohen-Mushlin, and Tcherikover (1982), 52-55,
figs. 10522, and Avrin (1989). Another example is preserved in the Monastery of
Poblet, see Nom de Deu (1992).
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provenance.”® MS Or. 2737 in the British Library is an early exam-
ple, probably produced in late-thirteenth-century Castile (fig. 46).”
The largest cycle of the group is in the Sarajevo Haggadah (Sarajevo,
National Museum of Bosnia and Herzegovina, fig. 36);™ it opens
with a series of Creation scenes and concludes with depictions of
the Israelites in the wilderness on their way to the Promised Land.
The cycle in the Golden Haggadah in London (British Library, Ms
Add 27210, fig. 126)* and a related cycle (British Library, Ms. Or.
2884)" also include events from Genesis and Exodus. Others, such
as the Rylands Haggadah in Manchester (John Rylands University
Library, MS heb. 6, fig. 123)*" and a close relative (British Library,
Ms Or. 1404, fig. 121),* limit themselves to Exodus. The iconog-
raphy of these cycles raises many questions, especially concerning
their pictorial sources, and has been the subject of numerous schol-
arly debates.”

As I have shown elsewhere, I assume the pictorial sources to be
primarily of contemporary Christian origin.** The image of Moses’s
rod turning into a serpent in London Or. 1404, for example (fig.
121) can easily be compared to its parallel in a late twelfth-century
southern Italian ivory relief in Salerno (fig. 122). However, the cycles
underwent significant changes in the process of translating the Christian
sources into a recognizably Jewish pictorial language. As part of this
process, the imagery was augmented by extrabiblical interpolations,*
which played a major role. This material is based on midrashic exe-
gesis, which enriches the biblical account with explanatory legendary
material, often comprising additional independent narratives. It can

% Narkiss, Cohen-Mushlin, and Tcherikover (1982), 57-100. The Catalan Haggadot
were introduced by von Schlosser and Miller (1898); for later studies, see Roth
(1968); Narkiss (1970); and Narkiss, Cohen-Mushlin, and Tcherikover (1982), 42-100.
See also Gutmann (1965); Sed-Rajna (1987); Sed-Rajna (1995).

% Narkiss, Cohen-Mushlin, and Tcherikover (1982), 45-51, figs. 79-104.

% For a facsimile edition, see Werber (1999).

% For a facsimile edition, see Narkiss (1970); see also Narkiss (1997); Narkiss,
Cohen-Mushlin, and Tcherikover (1982), 58-66, figs. 123-54.

" Narkiss, Cohen-Mushlin, and Tcherikover (1982), 67-77, figs. 155-208.

" Loewe (1988); Narkiss, Cohen-Mushlin, and Tcherikover (1982), 86-93, figs.
250-82.

2 Narkiss, Cohen-Mushlin, and Tcherikover (1982), 93-98, figs. 283-305.

# Narkiss (1970); Narkiss (1997); Sed-Rajna (1987); Sed-Rajna (1995).

" See, for example, Kogman-Appel (1996); Kogman-Appel, Rylands Haggadah
(1997). For some of the Christian sources, but strictly from the viewpoint of recen-
sional history, see Narkiss (1970); Narkiss (1997); Sed-Rajna (1987).

* Kogman-Appel, Sephardic Picture Cycles (1997).
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also be shown that Jewish polemical writings of the high and late
Middle Ages guided the creators of the programs in dealing with
the christological and typological content of their Christian models.*
For the depiction of the striking of the doorposts in the Rylands Hag-
gadah (fig. 123), for example an Italian model was chosen, used later
also in the Padua picture Bible (fig. 124). The latter was more suitable
for a Jewish context than the more common Christian iconography
(fig. 125) for this theme displaying the mark in the shape of a cross.

One example of many*” will suffice to elucidate the use of midrashic
exegesis: the Golden Haggadah includes a unique depiction of Jacob’s
dream of the heavenly ladder (Gen. 28:10—15), on a page with three
other illustrations (fig. 126). In a style typical of Christian Gothic
art, with close Christian counterparts in contemporary Catalan book
art,” it shows the patriarch lying at the foot of the ladder, while
two angels, who have stepped down from it, contemplate him. An
angel on the ladder is stepping up to a windowlike hole in the sky,
in which the face of another angel can be seen. According to the
late antique Aramaic Targumim, which elaborate on the biblical nar-
rative,” the two angels who went to Sodom were expelled from the
heavenly realm for having revealed the secrets of the Lord of the
World. They wandered the earth until Jacob left his father’s house,
and then they accompanied him to Bethel. On the night of the
dream, they climbed the ladder and summoned their fellow angels
to see the righteous patriarch. The other angels then came down
and contemplated Jacob. The miniature seems to show the con-
templating angels on the ground, with one of the exiled angels call-
ing to the others in heaven. The “window” in the sky recalls Christian
depictions of this scene from the high and late Middle Ages, where
the bust of an anthropomorphic figure of God appears in a similar
opening;’® however, this common iconographic type is transformed
to reflect a Jewish tradition. Thus, these cycles draw on contempo-

% Kogman-Appel (2000).
7 For additional examples, sec Kogman-Appel, Sephardic Picture Cycles (1997).
For specific comparisons, see Narkiss (1997), 50-54.
¥ Targum Pseudo-Fonathan, on Gen. 28:11.
An early example from Spain is found in the Rippoll Bible, tenth century,
Vatican (Biblioteca Apostolica, cod. lat. 5729, fol. 3v), see Neuss (1922), fig. 11.
For later examples, see London, British Library, MS Cotton Nero C IV, fol. 5r,
and the Peterborough Psalter in Brussels (Bibliothéque Royale, MS 9961-62, fol.
92v; Sandler (1974), pl. 59. See also Kogman-Appel, Sephardic Picture Cycles (1997)
467-68.
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rary Christian art but reflect a specifically Jewish understanding of
the biblical narrative.”

The Cultural Climate within Late Medieval Sephardic Jewry

The phenomenon of two such different artistic idioms coexisting in
Sephardic book art reveals very divergent patterns of acculturation,
to Islam on the one hand and to Christianity on the other. Accul-
turation to Islam had been a continuous process ever since the Judeo-
Islamic cultural symbiosis developed in the early Middle Ages; it
survived the Almohad persecutions to some extent, somehow stabi-
lized in the period of convivencia, and remained an important element
in the cultural life of some circles in the fourteenth century. The
borrowings from Christian art reflect some degree of acculturation
to Christianity, as well as significant efforts to cope with the Christian
content of these borrowings. In order to comprehend this coexis-
tence of such strikingly different—and clearly separate—manifesta-
tions of acculturation, we need to familiarize ourselves with the
climate of late medieval Spanish Jewry. The related discussion in
this chapter will focus on the audience of the Islamicizing Bible; the
audience of the biblical picture cycles will be discussed in detail else-
where.” The audience of the Sephardic Bibles, as will be proposed
here, should be sought among those Jews who represented the val-
ues of Judeo-Arabic culture, as opposed to others who broke with
this tradition and instead were open to Ashkenazic influence.

Both Spanish Christian and Spanish Jewish culture of the thir-
teenth and fourteenth centuries underwent a process of transition
from Muslim to Christian domination, not only on a political but
also on a cultural level. Whereas political rule could change within
a few days on the battlefield, cultural transition was a century-long
process. The Islamic-Jewish cultural symbiosis had given rise to gen-
erations of Jewish scholars whose cultural background differed in
many respects from that of the Talmudic sages of the past; it differed

1 Or. 2737, although labeled by Narkiss “Hispano-moresque,” see above, chap.
3, 94-95, reflects, in fact, a similar artistic idiom, deriving as in the Catalan Haggadot
from iconographic influences from Christian art and midrashic exegesis.

52 Katrin Kogman-Appel, Bible and Haggadah visualized: The Place of Pictorial Narrative
in Late Medieval Sephardic Culture, forthcoming University Park.
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even more significantly from that of contemporary Ashkenazic schol-
ars. A group of rational Jewish philosophers joined the stream of
Muslim thinkers of the Middle Ages. They represented certain cul-
tural values that were not in contradiction to the halakhic tradition
of the talmudic period, but were very different from other religious
values of the past. The biblical exegesis of late antiquity was dom-
inated by the midrashic method; that of early medieval Spain was
guided primarily by linguistic and philological thinking, a method
used, for example, by Abraham ibn Ezra. Other scholars offered an
allegorical or metaphorical interpretation of biblical narratives as well
as midrashic narratives of the talmudic era.

The resulting cultural climate, associated with a certain set of social
and intellectual values, reached a peak in the scholarship of Mai-
monides. The latter’s cultural values, philosophical rationalism, and
scientific thinking combined with Halakha, were closely linked to the
Islamic-Jewish symbiosis. The educated Jew in this cultural atmos-
phere was fluent in Arabic, participated in Islamic culture, and was
active in the transmission of ancient and Islamic knowledge to
Christian Europe. The writings of Maimonides began to circulate in
the later decades of the twelfth century. They spread quickly and
were widely read among Spanish Jews, the majority of whom were
living under Christian rule by the time of Maimonides’ death. Besides
philosophical treatises, Maimonides wrote a halakhic codex known
as Mishne Torah, which organized the halakhic material according to
themes, an innovation in halakhic teaching, foreshadowed by the
earlier halakhist, Isaac ben Jacob Alfasi. Henceforth, the study of
Halakha would not necessarily mean painstaking talmudic research
but instead could be the study of a well-organized and structured
legal codex. Maimonides’ interpretation of Halakha was also strongly
influenced by his rationalist worldview. One of many examples is
his discussion of the mezuzah. His attack on the popular practice of
turning the mezuzah into an amulet is particularly caustic.”

Maimonides’ teachings and the cultural values associated with
them were grounded in the Muslim-Jewish coexistence in Muslim
Spain; the Islamic artistic idiom of the Hebrew Bibles appears to be
an expression of this culture. By the end of Maimonides’ life, this
culture had begun to wane. Moreover, shortly after his death in

% Mishne Torah, book 2, Hilkhot Mezuzah, chap. 5 and 6.
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1204, his worldview became a subject of controversy.”* Some schol-
ars maintained that rationalism jeopardized traditional Jewish val-
ues, and that allegorical interpretation of the midrashim was a threat
to the authority of the talmudic sages. Some opponents believed that
even Maimonides’ halakhic compilation would lead to the neglect of
talmudic studies, although the majority of scholars accepted it as
authoritative.

A cultural struggle arose between rationalists and their opponents,
reaching a climax in 1232, when Maimonidean writings were burned
by the Church. The precise circumstances of this event and the role
Jewish opponents of rationalism may have played in it are not entirely
clear.”® The burning of the books was preceded by mutual rabbinic
excommunication by Maimonidean and anti-Maimonidean scholars.
The first significant objections to Maimonides’ teaching had been
raised by Solomon of Montpellier and his student, Jonah Gerundi.
Moses ben Nachman of Gerona, known as Nachmanides, who ide-
ologically supported the antirationalist side, strove for a compromise.
Among the prominent rationalists were Judah Alharizi—no longer
alive at the time of the excommunications of 1232—and Sheshet
Benvenisti of Barcelona. The Maimonidean worldview had been
adopted by the Jewish elite, many of whom belonged to the large,
wealthy Jewish community of Toledo.

The controversy did not end in 1232, and its continuation in the
150 years that followed left a strong mark on Jewish culture in Iberia
and southern France, with far-reaching consequences. The rational-
ist worldview remained dominant in Spanish Jewry for a few decades,
but it was challenged by an antirationalist movement nurtured and
supported by northern French Ashkenazic scholarship, whose repre-
sentatives—known as Tosafists—stood for traditional talmudic study,
an antirationalistic worldview, and an uncritical acceptance of the
authority of the talmudic midrash. Allegorical and metaphorical inter-
pretation of the midrash and especially of the Bible was vehemently
refuted; the philosophical approach was not pursued. It should be
noted, however, that the acceptance of talmudic Halakha was never
an issue.

* For details on the “Maimonidean controversy,” see Silver (1965); Septimus,
Ramah (1982); Kriegel (1979), 145-79; and Touati (1977).
% Silver (1965), 148—49.
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The gap between rationalists and antirationalists survived the
Maimonidean controversy of the 1230s. In the later thirteenth and
carly fourteenth centuries, the split took the form of those who
accepted non-Jewish, Greek philosophy and tended to preserve the
Judeo-Islamic heritage, versus those who rejected non-Jewish thought
and grew more and more detached from Judeo-Islamic culture. By
the time these attitudes had crystallized in the early fourteenth cen-
tury, the authority of Maimonides’ writings was unquestioned. What
remained in dispute were some of the issues the original controversy
had brought to scholarly consciousness. In 1303, when Abba Mari
of Lunel decided that philosophical study was being carried to extremes
among other southern French scholars, he urged the supreme halakhic
authority of his generation, Solomon ibn Adret of Barcelona (1235—
1310), to ban the study of Greek philosophy for those under the age
of twenty-five.”® One of the most urgent concerns at this stage was
the allegorical interpretation of the Bible, as practiced by some of
the philosophers in southern France. A second ban was therefore
proclaimed, on the same date, against scholars teaching extreme alle-
gorical interpretation.’’

Concern for the authority of the late antique midrash, put at risk
by rationalist, allegorical, and metaphorical approaches, led to its
revival and the proliferation of new midrashic writings and compi-
lations. Another issue that began to dominate the cultural realm of
Jewish thought was the kabbalistic worldview growing from the seeds
of antirationalism.”® The Book of Zohar, the central work of Kabbalah,
was composed in the 1280s by Moses de Leon. Its wealth of midrashic
material placed it directly within the scope of the revival of midrashic
exegesis.”

The cultural atmosphere in which we thus should seek the patrons
of Paris 25, the Parma and Marseilles Bibles, the Damascus Refer,
and others, is the world of the Sephardic elite, who for hundreds of

% On this phase of the controversy, see Silver (1965), 42; Touati (1990), 20117,
Assis, Golden Age (1997), 305-307; and Ben-Shalom (1996). For details and two
different views on the political issues involved in the banning, see Saperstein (1986);
Ben-Shalom (2000).

7 Touati (1990), 205, 210—12; Ben-Shalom (1996).

% For a view that focuses on this particular aspect of the controversy and secks
its actual roots in the gap between rationalistic and kabbalistic worldviews, see
Hames (2000), 31-82.

% For an English text, see Johar (1934); on the Book of Zohar, see, for exam-
ple, Scholem (1961); Liebes (1993).
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years lived within the Islamic culture. It was in this cultural sphere
that the fashion of ordering such Bibles must have developed. The
decoration programs used in these Bibles underwent renewed devel-
opment around 1300 in Perpignan (figs. 86-90), and perhaps the
Parma Bible itself served as a model there (figs. 30-32). The spiri-
tual leader of the Perpignan community in those years, Menachem
ben Solomon Hameiri, was one of the key figures of rationalist schol-
arship in the second stage of the controversy. As noted, he espe-
cially admired the work of Israel ben Isaac of Toledo, scribe of
Kennicott 7 and New York 44% and the relative of Isaac ben Israel,
the scribe of the Marseilles Bible, and Chaim ben Israel, scribe of
the Parma Bible. The affinity for the artistic language of the Perpignan
Bible and others produced in Roussillon at the beginning of the four-
teenth century is thus not surprising, even though from a cultural
standpoint this city belongs to the Christian culture of France.

The adoption of an artistic language whose origins are in Islamic
culture—perhaps under the influence of decoration programs that
were used in Toledo—is a clear expression of the spiritual world of
Menachem Hameiri, his pupils, and his community in Perpignan.
Hameiri admired Maimonides and reacted to Abba Mari’s claims
that rational philosophy was not merely an issue of assimilating
courtiers, by insisting that among the philosophers were many pious
men.”" He criticized Abba Mari for approaching Ibn Adret, in his
view a kabbalist and enemy of wisdom, meaning an enemy of philo-
sophical study. Hameiri was well aware that after Ibn Adret became
involved, the issue ceased to be a mere philosophical controversy,
but turned into a general cultural struggle.®® It is reasonable to assume
that intellectual circles in places such as Perpignan and Barcelona,
which were rooted in a symbiosis with the Islamic culture, identified
with Maimonides’ worldview, and were involved in the struggle for
the realization of this worldview, were open to influences from Islamic
culture in general and that of the Mudéjar communities in Aragon
or Valencia in particular. Cultural goods transmitted through the
various contacts of Jewish travelers with the Islamic world, and per-
haps through the works of art that they brought with them, fell on
fertile ground in these circles.

% Hameiri (1957), 48, and see chap. 3, 62.
o1 Halbertal (1994), 77.
52 Thid., 99-100.
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Apart from the preference for Islamicizing style, the iconography
of the Temple depictions also links the decoration schemes of these
Bibles to this cultural sphere. As observed repeatedly in the pre-
ceding chapters, it is rooted deep in Maimonides’ spiritual world,
and drawings from his writings were among the sources of inspira-
tion for the design of those pictures (fig. 33). Maimonides’ discus-
sions of the Temple service in the eighth book of the Mishneh Torah
greatly influenced the design of the implements—mainly in the years
in which this iconography developed, that is, at the end of the thir-
teenth and the beginning of the fourteenth century. The later illus-
trations are different variations on the same theme. In the Farhi
Bible quotations from the Book of Temple Service are incorporated
in the images.

A brief comparison with Ashkenazic depictions of the Temple can
further clarify this point: unlike the Sephardic Bibles, illuminated
Ashkenazic manuscripts do not often deal with the theme of the
Temple. Notable are depictions in the above-mentioned Regensburg
Pentateuch in Jerusalem (Israel Museum, Ms 180/52, fig. 34) and
the Poligny Bible in Paris (Bibliothéque Nationale, cod. hébr. 36).?
Most striking is the fact that the Ashkenazic depictions unhesitat-
ingly combine human figures with the iconography of the Temple.
On the other hand, none of the details based on Maimonides’ teach-
ings that I pointed out in Spanish manuscripts appear in Ashkenazic
depictions, which were most likely based on Ashkenazic texts. This
assumption supports my argument that it is in particular Maimonides’
discussion of the Temple, rather than Rashi’s, that inspried the
Sephardic Temple imagery.

The decoration program typically used in the workshops of Toledo
evolved in the decades following the first phase of the controversy.
The earliest extant decorated Hebrew Bible was signed in 1232,
apparently in Toledo, and the following decades saw the blossom-
ing of this creative activity. The presence of Mudéjar culture in
Toledo together with traces of earlier Islamic culture supplied a whole
range of models.

Catalan Bible decoration developed under different circumstances.
Its sources were apparently in Perpignan, a town dominated by
Christian culture for centuries. When the Toledan decoration pro-

65 Revel-Neher (1998), figs. 81-82.
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gram was adopted in Perpignan in 1299, it might have been affected
by the contemporary tensions in the cultural climate that led to Abba
Mari’s activity in 1303 and the resulting ban in 1305. The roots of
this phase of the conflict over philosophical study lie in southern
France, where the earliest decorated Bible of this group can be
traced. In those years, the community of Perpignan was led by Mena-
chem Hameiri, who was actively involved in the controversy. As the
latter’s remark about Israel ben Isaac shows, Toledan Bibles were
available and treasured in early-fourteenth-century Perpignan. Within
this environment—Christian for five centuries—those intellectual
groups that had a strong interest in rational philosophy were also
linked to the Judeo-Islamic heritage, and were therefore also open
to influences from Islamic art. The earlier Castilian Bibles were just
one of the sources upon which the Catalan ones relied. When it
came to specific decorative patterns—of the later carpet pages, for
example—contemporary Islamic art played the major role. Islamic
influences could have been provided by Mudéjar communities in
Huesca, Saragossa, or Valencia, or by trade connections between
Catalan Jews and the Maghreb. However, such models were not
found in the immediate neighborhood. The lack of nearby Islamic
models underlies the mixture of Islamic and Gothic forms in the
Catalan Bibles.

Very little is known about the people involved in the production
of Hebrew Bibles and their patrons. Several names of scribes are
known and, in several cases, the names of patrons, but no infor-
mation 1s available as to their worldview or their personal back-
grounds. In some cases we have information about relatives known
from other sources. One of the manuscripts signed in Toledo by
Joseph ibn Merwas, the Toronto Bible was commissioned by Meir
Halevi ben Todros Abulafia, a member of a famous family of rab-
bis. He was a relative of an earlier scholar by that name, known as
Ramah, who was a contemporary of Maimonides. A native of Burgos
he became a leader of the Toledan community. He was one of the
first to criticize Maimonides’ writings, his objections coming from a
perspective of eschatological belief, and some claim that his criticism
planted the seeds of the controversy that broke out later. Notwith-
standing his criticism, the Ramah® in fact arose from the same

% Septimus, Ramah (1982).
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Jewish-Islamic heritage as Maimonides and belonged to the upper
class. More than 100 years later, one of his descendants commis-
sioned the Toledo Bible from Joseph ibn Merwas.

Elisha ben Abraham Crescas, the scribe of the Farhi Bible, stated
in the colophon that he had produced the book for himself; he
apparently also decorated it. He was a descendant of the Benvenisti
family, which identified with rationalist circles; Sheshet Benvenisti of
Barcelona was actively involved in the first stage of the Maimonidean
controversy. The Farhi Bible is a salient example of the renewal of
the decoration program that is rooted in Islamic art. It features, as
we have noted, a flat depiction of the Temple incorporating quota-
tions from Maimonides, and no fewer than twenty-nine extremely
elaborate carpet pages.

Sasson 16 was written for a descendant of Solomon ibn Adret.
Even though it was ibn Adret who, as #he rabbinic authority of
Barcelona, imposed the ban on engaging in philosophical doctrine
in 1305, his association with antirationalistic scholarship is not entirely
clear cut. Like Nachmanides, his teacher, he advocated moderation
and compromise while representing the antirationalistic point of view.
On the other hand, he was a member of an “aristocratic” family
from Barcelona. Like other scholars, he occasionally criticized the
way of life of the elite, in spite of his connections with it and his
financial dealings. His main importance as a sage was in the sphere
of halakha, ethics, and community leadership. Although his contri-
bution was also considerable in social reform, he remained faithful
to the conventional social norms represented by the old Sephardic
elite. The social criticism of the Kabbalists and other antirational-
ists was entirely alien to him. Maimonides’ influence on his halakhic
work was substantial and he was also known to have taken an inter-
est in philosophy, though he never wrote any philosophical work.
Ibn Adret did not unequivocally reject the teachings of Maimonides,
nor did he take a clear stand in the Maimonidean controversy. In
1280, he was even prepared to defend Maimonides’ teachings. How-
ever, in another context, he expressed his reservations with regard
to allegorical interpretation of the Bible. It should also be noted that
he sharply criticized various kabbalists, among them Abraham Abu-
lafia. He was involved in the second stage of the controversy by
virtue of his rabbinical authority and took a stand similar to that
taken by Nachmanides in the first stage—a call for compromise. In
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short, despite the fact that he imposed the ban, Ibn Adret did not
unequivocally represent extreme antirationalism and his roots were
in Spanish Jewish-Islamic culture. We do not know anything about
the spiritual or cultural world of the patron who ordered Sasson 16.
The Islamic visual language is not a prominent element of this book.
Though the illuminator took a non-figurative approach, the book
belongs to the group of manuscripts that are profusely decorated in
a distinctly Gothic style, and clear expressions of Judeo-Islamic cul-
ture seem somewhat blurred.

The narrative picture cycles of the Haggadot tell quite a different
story. Their midrashic elements were noted above. As demonstrated
exhaustively in previous research, this material belongs to the world
of traditional Judaism® and its values. It faithfully mirrors traditional
midrashic exegesis, authoritative and untouched, that flourished among
the leading opponents of rationalist thought. The main sources of
influence for these antirationalist scholars were the Tosafists of north-
ern France, who strictly followed the conservative scholarly methods
associated with Rashi. Their methods and teaching played a major
role in the Maimonidean controversy and the cultural conflict that
it generated. Anxious that the authority of the talmudic sages might
be endangered, and alarmed by the damage a rationalist worldview
could cause to the values of traditional teaching, the Sephardic pro-
ponents of the Tosafists safeguarded traditional study and the midrashic
method. The cultural struggle was not merely waged around a ratio-
nalist-versus-antirationalist dispute, but ended up pitting Sephardic
Jewry against Ashkenazic, the former preserving the heritage of the
Islamic-Jewish symbiosis and the latter having developed its think-
ing in a European Christian environment.

If we now approach the picture cycles in the Haggadot from the
point of view of the midrashic revival, things become clearer. Among
the scholars associated with anti-Maimonidean ideology and prac-
ticing the midrashic method was Nachmanides, who, though he called

% Von Schlosser and Miiller (1898); Narkiss (1970); Narkiss, Cohen-Mushlin, and
Tcherikover (1982), 57-101; Schubert and Schubert (1984), 98-122; and Narkiss
(1997). Earlier research, especially by Narkiss and Kurt and Ursula Schubert, referred
to these interpolations as traces of the late antique tradition of Jewish narrative art
and interpreted them in terms of recensional history. On the recension method in
the context of the Haggadah cycles and my own view on this matter, see Kogman-
Appel (1996), 111-14.
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for moderation during the actual events arising from the controversy,
admired Rashi and in matters of scholarship stood clearly on the
side of the antirationalists.®® Another important figure in this con-
text was the late-thirteenth-century scholar Bahye ben Asher of
Saragossa, who combined all of the methods common in Sephardic
scholarship but, in showing a clear preference for the kabbalistic
direction, largely opposed the rationalist worldview.®” A preacher in
Saragossa and a disciple of Ibn Adret, Bahye ben Asher had a thor-
ough knowledge of, and a broad interest in, the midrashic narra-
tives relating to the Bible. In short, it is the spirit of the talmudic
sages and of Rashi, the Tosafists, and their Sephardic followers that
dominates the imagery of the pictorial cycles of the Sephardic Passover
Haggadot.

Another example from the Haggadot picture cycles further sup-
ports this argument. A picture from London Or. 2884 shows Joseph
hosting his brothers after their arrival in Egypt (fig. 127). According
to the account in Genesis (43:31-34), Joseph had not yet revealed
his identity to his brothers. At the banquet, he arranged that the
brothers be seated according to the identity of their mothers and
their ages, leaving the brothers wondering how he knew all these
details. Late antique midrashim explain that Joseph pretended to
read their identity with the aid of a goblet, which figures promi-
nently in the depiction.®® The same interpretation recurs frequently
in all of the sources that must have played a role in the revival of
the midrash in Spain. Rashi himself, the supreme authority for anti-
rationalist scholars, refers to it.*? Later it is found in Ashkenazic
midrashim collections, such as the thirteenth-century Yalgut Shim’onz,”
a book known to have circulated in Spain and to have been used
in the fifteenth century by Isaac Abravanel for his Bible commen-
tary.”! The story is also told by Bahye ben Asher.”” A reexamina-
tion of all the Haggadah cycles reveals that the Yalqut Shim’oni and
Bahye ben Asher’s commentary are the most dominant sources for

% For background and sources, see Grossmann (1992), 138.
57 Ibid., 142—43.
8 Targum Pseudo-Jonathan, on Gen. 43:33; Genesis Rabbah 92:5, Neusner (1985),
288.
% Rashi on Gen. 43:33.
O Yalgut Shim’oni (1973-77), no. 150.
I Stemberger and Strack (1982), 315.
? Bahya ben Asher (1967), 346.
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the midrashic interpolations. All of the midrashic elements occurring
in the cycles can be found in either of them and usually in both.
Many were also mentioned earlier by Rashi.

The preference for Islamic art over borrowings from Gothic art
can also be considered in terms of the attitudes of Spanish Jews
toward Islam. Spanish Jews related to Islam as a political power—
ranging from tolerant to hostile—, a host society, a competing minor-
ity under Christian rule, and a religion. Clear statements from the
early days of Al-Andalus are rare, but the degree of acculturation,
the cultural symbiosis of the two religions, and the familiarity of Jews
with Islamic culture, its lifestyle, and the Arabic language perhaps
speak for themselves. Scholars have warned us away from the roman-
tic notion of a golden age,” yet Islam was generally tolerant enough
to stimulate a comparatively high degree of acculturation.

The Almohad persecution in the late twelfth and early thirteenth
centuries shook Jewish-Islamic relationships severely. In this situa-
tion, Maimonides made a strong anti-Islamic statement, suggesting
that Christian rule might be preferable.” This statement has often
been quoted by scholars who claim that Jews always suffered under
Islam. Mark Cohen, however, has made it clear that Maimonides’
statement must be viewed in its specific context, the Almohad per-
secution, and does not refer to all aspects of Islamic-Jewish interac-
tion.” When the shock of the Almohad persecution had ebbed, and
the Jewish and Islamic communities became minorities under Christian
rule, the two sometimes competed and sometimes cooperated. In the
late thirteenth, fourteenth, and fifteenth centuries, Jewish attitudes
toward Islam—as culture, society, or religion—could vary widely.
Many Jewish statements compared Islamic and Christian rule, and
the comparison was often between bad and worse rather than between
good and bad.” Jewish comments on Islam ranged from positive to
ambivalent and indecisive, to negative, and highly critical.”

Negative attitudes toward Islam usually arose from an antirationalist
or kabbalistic viewpoint, dominated by the fear of the potential dam-
age of acculturation to Islam. (Acculturation to Christianity never

7 See Cohen (1994), xv—xvil.

" For details, see ibid., xvi.

7 Ibid.

6 Septimus, Edom (1982), 107.

77 They are discussed by Septimus, Edom (1982), 103-11, and Gutwirth (1989).
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played a comparable role in Jewish society and did not cause sim-
ilar anxieties.) Among these negative pronouncements is one by Bahye
ben Asher,’”® mentioned above in the context of the midrashic revival
and its impact on the narrative cycles. A particularly defamatory
statement was made by the fourteenth-century Kabbalist Joseph ben
Shalom Ashkenazi.” Such attitudes were due to a lack of familiar-
ity with Islamic culture and to anxieties that Islamic cultural influence
would weaken the bulwarks of traditional Judaism.

The more positive statements were made by people with a strong
Interest in maintaining the social status and cultural values of the
old Sephardic elite,’” a social group that felt closer to the heritage
of the Judeo-Islamic symbiosis than to Kabbalah or other facets of
antirationalism. This social differentiation merits more attention. Much
has been said about the Jewish elite in Islamic Spain.?' Culturally,
this elite was one of the most remarkable expressions of the Judeo-
Islamic symbiosis and acculturation to Islam. In thirteenth-century
Christian Spain, when the controversy over philosophy erupted, this
class was still powerful in many respects. While the controversy pri-
marily affected scholars, the majority of the members of the social
elite (some of them engaged in scholarship themselves) had a ratio-
nalist worldview. Moreover, the philosophers themselves created an
aura of intellectual elitism,* giving the Kabbalists a basis for attack-
ing them on social issues.”

Subsequently, economic decline, competition from Christian cour-
tiers, and social tensions prevalent since the late thirteenth century
caused far-reaching shifts in the stratification of Jewish society.** While
the old Sephardic elite, with its Judeo-Islamic cultural values, waned,
a new strong, educated middle class evolved, and the two coexisted,
competing with each other. It is not yet possible to determine if the
decoration program of the Haggadot had its roots in the intellectual
background of this rising new middle class, which was not as well
defined as the old elite; this question should be the subject of a sep-
arate study. For our purposes, it is significant that positive attitudes

<

¢ Bahye ben Asher (1966), 439-40, and Septimus, Edom (1982), 104.
% Vajda (1956).
80 Gutwirth (1989).
' Baer (1961) vol. 1, 30-38.
? Kiriegel (1979), 152-55; on kabbalistic elites, on the other hand, see Idel (1994).
Described in detail in Baer (1961), vol. 1, 243-305.
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toward Islamic culture are associated with a social class that repre-
sented the cultural and social values of Judeo-Islamic culture. For
these circles, the choice of an Islamic artistic language as a source
of inspiration is not surprising.

Notwithstanding the assumption that the two artistic idioms rep-
resent different cultural backgrounds, I would be wary of interpreting
them as ideological statements. They may be viewed as manifesta-
tions of specific cultural and social identities, growing from different
cultural soils. The Islamicizing ornamental decoration of the Bibles
was associated with the Sephardic elite and Judeo-Islamic scholar-
ship. Not that a Judeo-Islamic background was always entirely con-
gruent with a rational worldview: some of the critics of Maimonidean
philosophy can be found among members of the Sephardic elite, a
prominent example being Meir Halevi Abulafia in the early thir-
teenth century.” Later scholars of the same Judeo-Islamic back-
ground, notably, Abraham Abulafia of Saragossa (1240-91), engaged
in Kabbalah, a clear manifestation of an antirationalist worldview.®
In this period, Sephardic Jewry underwent a transition from the
Islamic culture and its norms to a European one. This transition
also opened a channel for Ashkenazic influence on Sephardic cul-
ture, in particular that of the Tosafists. It should be emphasized that
the rationalists, and even more so their opponents, were not always
clearly defined by a complete set of cultural, social, or ideological
parameters, and the transition was a long and complex process. What
is of importance in the context of the Spanish Hebrew Bibles is the
fact that there were varying degrees of affinity with Islamic culture.

Rationalist scholarship, the cultural identity of many members of
the old Sephardic elite, and the decoration program of the Bibles
under discussion are among the manifestations of a high degree of
affinity, and they may as well be linked together. The patrons who
ordered Bibles with an entirely antifigurative decoration program
executed mostly in a typically Islamic artistic language tended to
come from the Sephardic elite, which for hundreds of years was nur-
tured by the Judeo-Islamic symbiosis.

The patrons of the Haggadot with biblical cycles were most likely
to be associated with different cultural values, in which the Judeo-
Islamic heritage did not play the role it did among the patrons of

% Septimus, Ramah (1982).
% Idel (1989).
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the aniconic Bibles. The pictorial cycles provide a visual interpreta-
tion of biblical narrative and biblical exegesis as understood in anti-
rationalist circles. Their evolution as part of the decoration program
of the Haggadah—a new type of book that developed after 1300—
may have come in reaction to the extreme allegorical interpretation
practiced in some circles, an issue especially pertinent in the years
after 1300. The well-known argument that the aniconic decoration
of the Bible was due to reservations concerning figurative art for
official books® probably also played a role in the choice of the
Haggadah, rather than the Bible, for the picture cycles. Such con-
cerns may have led people seeking a suitable medium for the visual
manifestation of this kind of understanding of the biblical narrative
to prefer a small, mostly privately used book. This may explain why
the two artistic idioms appear in two different types of book. Another
reason for choosing the Haggadah instead of the Bible might have
been the latter’s length. Bibles are large and heavy, Haggadot small,
thin, and light, and therefore more conducive to the addition of two
quires of images. In Christian art, biblical cycles were also rarely
attached to volumes containing the entire biblical text. They appear
instead as separate picture Bibles or adorn the opening pages of
Psalters.®

These arguments might be sufficient to explain the two artistic
types. However, were it not for the different cultural backgrounds,
we might expect the two idioms to merge at some point; a few
figurative scenes in the Gothic style might have been inserted in the
decoration program of some Bibles, and Islamicizing forms might
have entered the decoration of the Haggadot.* Yet apart from the

8 See, for example, Schubert (1984), 76-77.

% Prominent examples are the Pamplona Bibles, ca. 1200, Navarre, see Bucher
(1970), and the Padua Bible, ca. 1400, northern Italy, see Folena and Mellini (1962).

% The only echo of Islamicizing forms in the Catalan Haggadot are interlace
patterns in some of the depictions of the matsah, for example, in the Mocatta
Haggadah, fol. 43r, see Narkiss, Cohen-Mushlin, and Tcherikover (1982), fig. 118,
and the Golden Haggadah, fol. 44v, see Narkiss (1997), 64, and Narkiss, Cohen-
Mushlin, and Tcherikover (1982), fig. 153. Their composition indicates that carpet
pages were used as models. Only a few indeed contain interlace patterns. Others
are entirely Gothic in style, as for example, London, British Library, MS Add.
14761, fol. 61r, see Narkiss, Cohen-Mushlin, and Tcherikover (1982), fig. 240. For
a complete listing of representatives of the two stylistic trends, see Batterman (2000),
chap. 4. For an interpretation of the matsah panels as a visualization of the Divine
Presence in terms of Kabbalah, sec ibid., and recently also Batterman (2002). Such
strong links to Kabbalah are not easily reconcilable with Batterman’s own view of
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aniconic Gothic elements in the Catalan Bibles, the two idioms in
fact never meet. It should be noted, too, that however “Gothic”
these Bibles become, they always remain aniconic.

Joshua 1bn Gaon and foseph Hatsarfati

The work of Joshua ibn Gaon” reflects a slightly different cultural
ambiance. Like his Castilian contemporaries, Joshua favored a reper-
toire of forms borrowed from Islamic art. Foreshadowing the later
Catalan school, his decorations combine Gothic and Islamic features:
dragons, grotesque animals, as well as naturalistic ones (figs. 59, 60,
and 61), geometric interlace designs, architectural elements designed
in the Mudéjar style (figs. 64 and 65), carpet pages (col. pl. I), and
features typical of early medieval Spanish art (figs. 63 and 68).
According to my suggested reconstruction of Joshua’s career, he
began to work as a masoretor in his hometown of Soria and devel-
oped the tradition of Castilian micrography using a variety of geo-
metric and floral motifs. At a later stage, after he moved to Tudela
and made the acquaintance of Joseph Hatsarfati, he began to add
painted decorations, inserting various animal motifs. Joshua ibn Gaon’s
art, rather than drawing on one particular cultural environment,
arises from the climate of cultural exchange that was typical of late
medieval Navarre in general and Tudela in particular. In Navarre,
both Jews and Mudéjares suffered persecution less frequently than
elsewhere in Spain, so their living conditions were better than in
other areas of the peninsula. At the same time, the political atmos-
phere of Navarre, which apparently did not play a dominant role
in the debate over Maimonides’ writings, provided a suitable climate
for cultural exchange and mutual influence, with a consequent mix-
ture of styles such as that found in the Ibn Gaon books. Mudéjar
craftsmanship performed an important function in Tudela, the home
of a large Mudéjar community and the economic situation of the
Muslim population was better than in other regions of Christian
Spain, where the Mudéjares usually belonged to the lower classes.

the declining class of court Jews and their claims, which he believes to be mani-
fest in the decoration program of the Haggadot.
9% As described above, chap. 4.
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The tendency observed in the work of Joshua ibn Gaon is yet
more distinct in the art of Joseph Hatsarfati (fig. 79). Joseph’s art
was only partially influenced by the tradition of the Spanish Hebrew
Bible. Christian sources, on the other hand, played a major role in
his work, and the most striking feature is his break with the ani-
conic tradition of Hebrew Bible decoration (fig. 75). Although it com-
bines Gothic and Islamic motifs, the rich, ornamental decoration
shows a certain preference for Gothic design.

It 1s not clear what the name Hatsarfati, “the French” implied, cul-
turally speaking, in early-fourteenth-century Tudela. Joseph may sim-
ply have been a French immigrant; Navarre took in Jews after each
of the repeated expulsions from France in the late thirteenth and
carly fourteenth centuries. However, in the context of the contro-
versy over philosophy, and for the rationalists, fsarfati had a nega-
tive connotation: it meant “Tosafist,” alluding to the fact that the
Tosafists were Ashkenazic Jews from northern France. Jews from
Provence, the Comtat Venaissin, and the Languedoc, educated in
the Judeo-Islamic tradition, were not included in this stereotype.”
Whether he was just an immigrant indicating his origin or proudly
hinting that his cultural identity was associated specifically with north-
ern France, Joseph Hatsarfati created an art that did not come from
the world in which the rest of the Sephardic Bibles evolved. Joseph’s
approach was that of a well-trained, experienced miniaturist, and it
apparently had a strong influence on Joshua, but Joshua’s scribal
decoration nonetheless retained a more graphic character and remained
faithful to the Sephardic tradition of aniconic Bible decoration and
Islamic form.

Maimonides® Texts Decorated

A last small group of manuscripts should be mentioned. Early man-
uscripts of Maimonides’ texts—The Guide of the Perplexed, the
Mishne Torah, and the Mishna commentary—were not decorated.
From the time they were first compiled, manuscripts of the Mishne
Torah and the Mishna commentary contained instructive plans of the

Temple (fig. 35). Neither the philosophical content of The Guide of

9 Septimus, Ramah (1982), 64.
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the Perplexed nor the halakhic content of the law codex inspired
decoration. It was not more than a century after Maimonides’ schol-
arship had sparked the controversy that his texts began to be embell-
ished. When they were first decorated, the original quarrel had long
been forgotten; Maimonides’ authority was unchallenged and was no
longer impeded by social tensions and cultural transition.

Decorations for manuscripts of his writings appear from the mid-
dle of the fourteenth century on, in Catalonia. With one exception,
in the Copenhagen copy of The Guide of the Perplexed (fig. 109),
these are all of aniconic character, but in a pure Gothic style. They
are either painted or drawn with a pen and limited to the sphere
of ornamental decoration.” The Copenhagen manuscript includes
four figurative depictions, executed, scholars believe, by Christian
artists, namely, Ferrer Bassa and his workshop.” The manuscript is
also rich in ornamental decoration stylistically related to the other
manuscripts. When this kind of book was first decorated in mid-
fourteenth-century Catalonia, there was no pictorial tradition that
illuminators, whether Christian or Jewish, could draw upon. In cre-
ating a new one, they relied exclusively on the style common to their
immediate artistic environment. This practice might explain why this
group of manuscripts does not reflect the Islamicizing style with
which the Judeo-Islamic tradition of decorating Hebrew Bibles is
associated, although most of them preserve the tradition of aniconic
decoration.

After the mid-fourteenth century, Spanish Jewish culture widely
adopted the characteristics of Ashkenazic scholarship on the one
hand and Maimonidean teaching on the other—as happened among
Ashkenazic Jewry as well. The two worlds were no longer in oppo-
sition to each other, or at least not to the extent that they had been
a few decades earlier.

Viewing the two distinct types of Hebrew illuminated manuscripts
from Spain in context of the cultural-historical circumstances in which
they were produced, certain phenomena, underscored in this chap-
ter, become evident. The first is the existence of the aniconic and
narrative modes side by side, but never merging, as a noteworthy

9 For an exception—depicting a philosophical concept—see Garel (1991), 41-42.
9% Meiss (1941); Sed-Rajna, St. Mark (1992); Narkiss, Cohen-Mushlin, and Tcheri-
kover (1982), 124.



202 CHAPTER SIX

Sephardic phenomenon. The second is the preference for design bor-
rowed from an Islamic repertoire of forms even though all of the
known Sephardic Bibles were produced in Christian Spain. Whereas
the Islamic heritage and Mudéjar culture contributed to this phe-
nomenon in the Castilian context (although it cannot serve as the
sole explanation), these factors do not apply to the Catalan Bibles.
Third is the fact that the preference for Islamic forms in Sephardic
Bibles cannot be explained in terms of avoiding cultural exchange
with Christianity, since the Haggadot depended on biblical cycles
from Christian pictorial sources.

Viewing these phenomena from the cultural-historical perspective
I suggest that the explanation for these phenomena should be sought
within the fabric of Jewish polemics and cultural change within Jewish
society. The aniconic and Islamicizing decoration of the Bibles may
thus be linked to the cultural values of circles associated with the
Judeo-Islamic heritage and its scholarship, whereas the narrative bib-
lical cycles of the Haggadot seem to be embedded in Ashkenazic
scholarship and the revival of midrashic exegesis arising from an
antirationalist worldview. In other words the use of Islamic decora-
tion patterns and the adherence to aniconic ornamentation cannot
be explained simply in terms of the centuries-long presence of Islam
in most parts of the peninsula. Rather, the preference for Islamic
styles mirrors a continuous dialogue with Islamic culture in an effort
to keep alive those cultural values upheld by traditional Sephardic
Jewry at a moment in history when those values were being chal-
lenged by other cultural trends.



CHAPTER SEVEN

CASTILIAN SCHOOLS OF THE
FIFTEENTH CENTURY

Hebrew book art flourished in the late thirteenth and fourteenth cen-
turies in various parts of Castile, Navarre, and the Crown of Aragon.
As the observations in the previous chapter show, this art reflects
the cultural processes taking place in Spain at the time and the cul-
tural struggle within the Sephardic community. The decoration pro-
grams in many of these Bibles mirror cultural values rooted in the
symbiosis of Jewish and Islamic culture. Toward the end of the four-
teenth century, Jewish book art began to decline, apparently due to
the Jews’ deteriorating political and economic situation, the perse-
cutions following the Black Plague of 1348-49, and the anti-Jewish
riots of 1391. Daily life changed, and the social status and economic
strength of the elite, whose members were the patrons of the sump-
tuous manuscripts.

Apart from a few manuscripts, Sephardic books of the fifteenth
century contain only modest and simple decorations. Biblical man-
uscripts were no exception. Depictions of the Temple almost disap-
peared from the repertoire, and painted carpet pages from that period
are very rare. Micrographic decoration as a distinct and exclusive
feature of the Hebrew book not only continued to play an impor-
tant role, but became a dominant factor in many manuscripts. Other
books are embellished by a variety of painted Gothic foliate designs.
As in the previous centuries, Sephardic Bibles of the fifteenth cen-
tury contain very little figurative or narrative illustration.'

An important school in which these two elements—micrography
and Gothic foliate decoration—developed into a unique style existed
in Portugal. In the last quarter of the fifteenth century, artists of this
school decorated a number of Bibles (fig. 128) and used patterns

' The treasury of the cathedral in Pamplona contains a Bible that is dated to
the beginning of the fifteenth century. It is rich in micrographic decoration that is
very similar to that of Joshua ibn Gaon about 100 years carlier. This decoration
includes human faces. See De Silva y Verastegui (1988), 169-88.
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that were borrowed from late medieval and early modern Italian
art. This school is clearly defined and other scholars have discussed
it at length.? Consequently, I do not intend to elaborate on this sub-
ject here.

Macrographic Decoration in New Castile

A large group of Bibles with ornate micrographic decoration, which
continued to develop the Islamicizing tradition, was produced in
southern Castile from the late 1460s onward. An examination of
these manuscripts reveals that the centers of production were Toledo,
Cordoba, and Seville. However, most of the books’ characteristics
are shared by the entire group and are not limited to one area or
another.

Thérese Metzger, who studied the micrographic designs of this
group, maintains that the dates and locations of the books reflect
the waves of persecution in the second half of the fifteenth century.
The earlier ones were produced in Seville in the 1460s and early
1470s, before the arrival of the Dominicans in 1480. Then, as she
puts it, the decoration program “moved” to Cordoba at the end of
the 1470s. The latest manuscripts, from the 1480s, come from Toledo.?
This reconstruction of the travels of the decoration program of
fifteenth-century Bibles is tempting, but since many of the books do
not note their place of origin, such a claim is problematical. There
is no doubt that the anti-Jewish persecution and the Dominicans’
activity brought a halt, at least temporarily, to the Jews’ artistic activ-
ity. But we cannot go so far as to conclude that a certain decora-
tion program migrated—together with the illustrators and scribes—from
city to city and that the route of its wanderings can be reconstructed.
The last dated book from Seville was produced in 1472, eight years
before the arrival of the Dominicans. But the Dominicans’ activity
in Toledo began in 1485, and a decorated Bible was produced there
in 1487.* As we will see later in this chapter, it is possible to attribute

? Sed-Rajna (1970); Metzger (1977); Narkiss, Cohen-Mushlin, and Tcherikover
(1982), 137-51; for a critique on Sed-Rajna’s book on manuscripts from Lisbon,
see Beit-Arié¢ (1971) noting that Sed-Rajna’s definition of this particular scribal school
is based exclusively on an analysis of the decoration.

5 Metzger (1996), 171.

* Madrid, Palacio Real, MS II, 3231-46. See below, 216.
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a group of books to Toledo, but these books were produced before
the 1480s, concurrently with those from Seville. There is no known
scribe whose travels can be traced to the route that Metzger sug-
gests. Some scribes signed books in Seville in earlier years and reap-
peared several years afterward, but no city is indicated on the later
manuscripts.

In a few manuscripts it is possible to discern a slight connection
to the Portuguese school. These books do not contain any painted
embellishments. The decoration is confined to the micrographic maso-
rah magna, micrographic carpet pages, and other scribal ornamenta-
tion, such as parashah signs and seder markings. As a result, they
evidence a relatively large degree of continuity and homogeneity.
This continuity is manifested by use of types of decoration known
from Toledo already in the thirteenth century. The homogeneity is
within the group itself with the main decoration patterns recurring
in most of the books. They have very few features that connect them
to the Catalan schools or to Joshua ibn Gaon.

Links to the earlier Castilian tradition of decoration can be found
in seder markings and calligraphic frames. An example of unknown
provenance, dated to 1478, can be found in Dublin (Trinity College
Library, MS 13).° It is very small (195x234 mm) and much wider
than other Sephardic Bibles. Due to its format, size, and seder mark-
ings, Bezalel Narkiss, Aliza Cohen-Mushlin, and Anat Tcherikover
suggest that it was produced in Toledo.® Another, slightly larger book
(217 x 266 mm) is kept in Oxford (Bodleian Library, MS Poc 347).”
Additional manuscripts with similar characteristics, all of unknown
origin, are in Modena (Estense Library, MS 0.5.9, dated to 1470),
Philadelphia (Free Library, MS Lewis Or. 140, dated to 1496),
Oxford (Bodleian Library, MS Opp. Add. 8),> and Cambridge (Trinity
College Library, MS F.12.106).°

Only a few differences can be discerned in the decoration pro-
grams of these books. In Dublin 13 and Oxford 347, the masorah is
decorated with simple geometric designs—a feature also typical of
the earlier Toledan Bibles. On the other hand, in Modena 5.9,

> Narkiss, Cohen-Mushlin, and Tcherikover (1982), 167-68, figs. 512-19.

¢ Ibid.

7 Neubauer (1886-1906), no. 8; Narkiss, Cohen-Mushlin, and Tcherikover (1982),
169-70, fig. 520.

¢ Neubauer (1886-1906), no. 10; Metzger (1974), 108.

9 Narkiss, Cohen-Mushlin, and Tcherikover (1982), 174-75, figs. 534—40.
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Oxford 8, and Cambridge 12.106, the masorah is decorated with more
lavish micrographic ornamentation and with interlace and vegetal
patterns. Modena 5.9 and Cambridge 12.106 also contain frames
for the Songs of Moses in Exodus and Deuteronomy.

All these manuscripts—apart from Cambridge 12.106—also have
micrographic carpet pages featuring two different types of composi-
tion. In Dublin 13 (fig. 129) and Oxford 347 (fig. 130), the carpet
pages are composed of a broad outer frame, a narrower inner frame,
and a rectangle or rosetta in the center. These pages usually con-
tain a combination of micrography and pen flourishings. Since this
composition is somewhat reminiscent of works of the Portuguese
school, Narkiss, CGohen-Mushlin, and Tcherikover refer to the group
as the “Hispano-Portuguese” school.!” The Castilian manuscripts,
however, contain no trace whatsoever of the Italian stylistic influence
so typical of the Portuguese workshops. If we compare them, for
example, with the Lisbon Bible of 1482 (fig. 128) now in London
(British Library, MS Or. 2626-28),'"" we see that instead of the ornate
foliate design that characterizes the Portuguese school, the manu-
scripts from Castile are ornamented with interlace patterns that rely
on the thirteenth-century tradition, where they are often used in the
decoration of the masorah magna, micrographic frames, and more."
These characteristics, which indicate a continuation of the thirteenth-
century Toledan tradition, suggest that these manuscripts may have
originated in the same city.

A manuscript with similar features can be found in Paris (Biblio-
théque Nationale de France, cod. hébr. 1314)." It contains two folios
with a Temple depiction,'* either an imitation of the earlier Catalan
tradition or an earlier Catalan double sheet bound together with it.
The style and composition of the image, and the layout of the cal-
ligraphic frames—the latter of the type integrated into the painted
work—, point at a Catalan background of the late fourteenth century.

Paris 1314 has several features in common with Dublin 13 and
Oxford 347. Like them, it is relatively small (230x285 mm); each of

10 Thid., 169-70.

""" Margoliouth (1909-15), vol. 1, no. 62, 33-35; Sed-Rajna (1988); Sed-Rajna
(1970), 24—29; Metzger (1977), 33—48; Narkiss, Cohen-Mushlin, and Tcherikover
(1982), 141-44, figs. 404-19.

2 For example, in Paris 25; see above, in chap. 3.

13 Schwab (1898); Garel (1990), no. 36.

'* See Revel-Neher (1998), 80, fig. 73.
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these three books is under 30 cm high and they are all wide rela-
tive to their height. It also contains carpet pages of a composition
similar to theirs. In two of them, the outer frame comprises microg-
raphy in continuous interlaces, and the inner part is designed as a
centered interlace pattern. The spandrels between the central circle
and the outer frame are decorated with a stylized vegetal pattern
typical of Islamic art; it appears frequently in medallions in Qur’an
manuscripts (figs. 1-3) and in Mudé¢jar and Nasrid architectural dec-
oration (fig. 18). Joshua ibn Gaon also used this pattern a great deal
(figs. 64 and 65). The same design recurs on a third carpet page,
filling a rectangle in the center of the page.” Another five carpet
pages use a similar decorative language.

Like Dublin 13 and Oxford 347, Paris 1314 contains seder mark-
ings, but it does not have calligraphic frames (except in the inserted
Temple image). The text columns at the beginning of the book are
decorated with micrography in the shape of horseshoe arches—
thereby reviving Joshua ibn Gaon’s characteristic design, albeit in
micrography rather than painted. As opposed to the simple masorah
decoration that characterizes Dublin 13 and Oxford 347, Paris 1314
has richer ornamentation, in the form of interlace patterns and frames
for the Song of Moses. A manuscript in the Municipal Library in
Coimbra (MS 1) contains carpet pages with similar compositions, as
well as micrography, interlace patterns, and horseshoe arches, but
lacks seder markings and calligraphic frames.'®

The micrographic carpet pages of the Philadelphia Bible, Modena
5.9, and Oxford 8 feature another type of composition: instead of
being divided into frames and an inner section, they are covered
with continuous interlace patterns or vegetal motifs. Their most
prominent feature is their great density and horror vacu.

In general, these decoration programs revive many aspects of the
thirteenth-century tradition: they include seder markings, calligraphic
frames, and micrographic frames in interlace patterns. In both types

' Narkiss (1984), 30, fig. 19.

'® The carpet pages in Cambridge 12.106 contain calligraphic frames, which are
very similar to those in Dublin 13 and many thirteenth-century Castilian manu-
scripts. However, the decoration within the frames consists of very poor penwork.
This decoration was crearly not part of the original design, which may have called
for micrographic carpet pages. The micrographic decoration in the body of the
text, on the other hand, is adept and is executed in the style used in the other
manuscripts.
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of carpet page composition—centered and continuous—the same pat-
terns are used. The pattern that appears in the frames of the car-
pet page of Oxford 347 (fig. 130) and Paris 1314, for example, recurs
in many of the continuous compositions; the same applies to the
above-mentioned Mudéjar-style vegetal pattern found in Paris 1314.
All of these carpet pages draw from the same repertoire of forms,
and the differences are manifested only in the compositional type—
continuous versus centered.

The three manuscripts—the Philadelphia Bible, Modena 5.9, and
Oxford 8, also feature rich decoration of the masorah, micrographic
ornamentation of the columns listing the differences between the
masoretic versions of Ben Asher and Ben Naftali, and various micro-
graphic frames.

Carpet pages of the continuous compositional type appear in
numerous Bibles of that period, which also contain a wide variety
of other micrographic decoration, such as frames, panels, and the
like. On the other hand, traditional features, such as seder markings,
calligraphic frames, and a masorah written in simple geometric shapes,
are less common; the only traditional decoration type found fre-
quently in them is micrographic interlace frames. One manuscript
contains a colophon attesting that it was written by Isaac Shoshan
in Cordoba in 1479 (New York, Jewish Theological Seminary, MS
L5). The carpet pattern appears in this manuscript only on small
panels at the end of each book. Apart from these features, there is
opulent decoration of the masorah magna and micrographic frames for
the Song of Moses (fig. 131).

The available data does not enable us to attribute the various dec-
oration types in this group to specific locations. None of the attempts
to take a regional approach when discussing this group are con-
vincing. The Portuguese connection that is suggested by Narkiss,
Cohen-Mushlin, and Tcherikover with regard to Oxford 347 or
Dublin 13 is a very tenuous one. The New York Bible’s origins in
Cordoba do not help us to attribute the rest of the group. Some
books have features that point at Toledo: small size, wide format,
seder markings, and calligraphic frames, but the evidence is not clear-
cut. The other decoration types in the manuscripts of this group can
be observed in other books as well. This is a very homogeneous
group, which draws from a tradition and a familiar repertoire of
forms but is also innovative and original, mainly in the composition
of the carpet pages.
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The notion of linking the group with the Portuguese school is
appealing, but problematical. Most of the Castilian manuscripts are
not dated, and the majority of those whose date is known are from
the 1470s. The Portuguese school was flourishing in the early 1470s
and 1480s—the Lisbon Bible (fig. 128), for example, was produced
in 1482. As noted, a distinct Italian influence can be seen in the
Portuguese manuscripts, whereas Italian-style features are completely
absent from the Castilian group. If the Portuguese decoration had
influenced the Castilian group directly, the Italian style would surely
have been evident in the latter. The total absence of any feature
that recalls an Italian style suggests an influence in the opposite direc-
tion: the Portuguese school was inspired by carpet page composi-
tions used earlier in various centers in Castile, and translated them
into another formal language combining the Islamicizing design with
Italiate foliate patterns.'’

Modena 5.9 was written in 1470 by Moses bar Joseph of Terutiel;
no place of production is noted in the colophon (fol. 342r). Moses
bar Joseph is also known from another Bible, which was produced
in Seville in 1468; it is now in the Van Kampen Collection in
Orlando, Florida.”® Modena 5.9 has sumptuous micrographic deco-
ration of various kinds, such as centered carpet pages reminiscent of
Dublin 13 and Oxford 347. As in New York 5, the compositions
with continuous patterns in this manuscript appear only in small
panels at the end of each biblical book, and not on large carpet
pages. The decoration of the masorah is also rich, as is the orna-
mentation of the Song of Moses; however, unlike most of its coun-
terparts in the other manuscripts, the frame for the Song of Moses
is not closed but instead has an open composition, using a variety
of motifs. The connection with traditional conventions is not espe-
cially strong in this manuscript. There are no seder markings or cal-
ligraphic frames, and the micrographic frames are not of the usual
kind. As in the Philadelphia Bible or Paris 1314, the text columns

7 An unusual Castilian Bible in Copenhagen, Kongelige Bibliotek, Cod. Hebr.
III-IV, shows clear traces of the Portuguese school. The book was produced in San
Felices de los Gallegos, a place very close to the border with Portugal, which might
explain this stylistic connection. For discussions of this Bible, see Narkiss and Sed-
Rajna (1994); Metzger (1996), 168.

'8 Former Sassoon Collection, MS 487; Sassoon (1932), vol. 1, 15-16. For some
time it was part of the Collection of William Gross, Tel Aviv, but was recently
acquired by the Van Kampen Foundation.
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at the beginning of the book are decorated with micrographic horse-
shoe arches. Though Modena 5.9 and the manuscript in the Van
Kampen Collection were the work of the same scribe, their micro-
graphic decorations share very little and presumably were executed
by different masoretors.

Another scribe known from several manuscripts is Moses ben Jacob
ben Moses Khalef, who also worked in Seville. In 1472, he signed
a Bible in Seville, now in New York (Hispanic Society of America,
HC: 371/169)," followed in 1473 by another Bible, now in Parma
(Palatina Library, MS Parm 2809).° In 1480, he signed the so-called
Abravanel Bible, which is now in the Bodleian Library (MS Opp.
Add. 4726).”' Most of these books contain carpet pages with contin-
uous compositions featuring various interlace and vegetal designs (figs.
132 and 133); these designs are of a type similar to that within the
centered compositions of Oxford 347, Paris 1314, and others. The
Bible in the Hispanic Society is particularly rich in decoration and
contains both centered and continuous carpet pages. On the basis
of this group’s similarities to Dublin 13 and similar books, Narkiss,
Cohen-Mushlin, and Tcherikover went so far as to add by exten-
sion the Ben Khalef manuscripts to the area of influence of the
Portuguese school,”” although they have nothing in common with
works produced in Portugal.®

Similar carpet page patterns and other features return in several
other books. One of them is a small Psalter in Oxford (Bodleian
Library, MS Opp. Add. 8°10),** whose design reflects the same dec-
orative tradition: carpet pages with a dense, continuous composition,
and a micrographic masorah decorated with similar patterns. Combined
with these types of decoration is penwork similar to that of the span-

19 Metzger (1974), 108, where the book is called “the Hirsemann Bible;” Metzger
(1996), n. 34.

% Antonioli Martelli and Mortara Ottolenghi (1966), 43, 90-91; Tamani (1968),
54; Richler and Beit-Arié (2001), no. 23.

2 Neubauer (1886-1906), no. 30; Narkiss, Cohen-Mushlin, and Tcherikover (1982),
171-72, figs. 521-27. Narkiss, Cohen-Mushlin, and Tcherikover pointed out a dis-
crepancy between the day in the week and the date in the Abravanel Bible, and
so there may have been an error in the year, although it is more likely that the
error occurred in the day and not the year.

22 Narkiss, Cohen-Mushlin, and Tcherikover (1982), 171-72.

» An undated Bible with similar features, in Coopenhagen, Kongelige Bibliotek,
Cod. Hebr. I, can be added to this group; Narkiss and Sed-Rajna (1994).

# Neubauer (1886-1906), no. 109; Narkiss, Ciohen-Mushlin, and Tcherikover
(1982), 173-74, figs. 528-33.
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drels in the carpet pages in Dublin 13 and Oxford 347; the resem-
blance is in the design, the patterns, and the thickness of the lines
in relation to the white background. Narkiss, Cohen-Mushlin, and
Tcherikover present the character of the pen flourishings as addi-
tional evidence of a connection with Portugal. However, the pen-
work in the Portuguese manuscripts is characterized by heavier lines,
different shapes, and greater density than that of the Castilian man-
uscripts. In general, the formal and stylistic language of the pen
flourishings in the Oxford Psalter is similar to parallels all over
Iberia.® Just as they resemble penwork produced in Portugal, they
also bear a resemblance to that of the First Kennicott Bible (fig.
137), from La Corufa in Galicia. The similarity between the man-
uscripts under discussion and the Portuguese manuscripts is not
specific enough for us to conclude that they were produced in Portugal
or under the influence of the Portuguese school. The common denom-
inator between them is simply the formal language that was gener-
ally used throughout the entire Iberian Peninsula.?

To conclude, this group of Bibles from Southern Castile is sur-
prisingly homogeneous. They were not produced in the same work-
shop, not even in the same city. The homogeneity stems from the
fact that the ornamentation is exclusively micrographic, and there is
no painted decoration. This confirms my conclusion that in the realm
of scribal decoration a high degree of continuity, preservation of
artistic tradition, and duplication was the norm. Such a great resem-
blance in composition, specific patterns, and details does not exist
in any other group of manuscripts. Accordingly, it can again be
observed that scribes and masoretors, whose main duty was to copy
texts, also copied decoration patterns down to the last detail. As a
result, their decoration is much more conventional than any painted
ornamentation.

Another striking observation is that in the second half of the
fifteenth century the decoration schemes of the Castilian Bibles are
still entirely and exclusively embedded in Islamic culture. In this
respect the Castilian manuscripts are different from the Portuguese
ones whose decorators and patrons were open also to influences from
western, particularly Italian art.

» See Spalding (1953).

% Another manuscript that is similar to the group under discussion is now in
the Library of Trinity College in Cambridge (MS F. 12.101), Narkiss, Cohen-
Mushlin, and Tcherikover (1982), 176, figs. 541-43.
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The First Kennicott Bible

The most lavishly illuminated fifteenth-century Sephardic manuscript
is the First Kennicott Bible, now in Oxford (Bodleian Library, MS
Kenn. 1). With its opulent decoration, it clearly stands out among
other Hebrew books of that period. According to the colophon (fig.
139), it was written in La Corufia in 1476, by Moses ibn Zabarah
for Isaac ben Don Solomon di Braga. A second colophon notes that
the illuminator was Joseph ibn Chaim.?”” The decoration relies on a
variety of models from the past, among them the Cervera Bible,
itself a strikingly unique work. The Cervera Bible contains an inscrip-
tion from 1375 informing us that its owner at the time, Don David
Mordechai, lived in La Coruna. Like the Cervera Bible, the First
Kennicott codex contains David Kimbhi’s Sefer Mikhlol.

Galicia had no earlier tradition of illuminated Hebrew manuscripts
and there is no school to which this Bible can be attributed; in fact,
it is an isolated phenomenon. It is replete with painted decorations
combining Gothic style and Islamic elements. The manuscript was
described and analyzed repeatedly since the 1920s.%® It is described
in detail in the 1982 catalogue compiled by Narkiss, Cohen-Mushlin,
and Tcherikover,” and in the 1985 facsimile edition,*® and so there
is no need to discuss it in detail here.

In addition to the Cervera Bible, Joseph ibn Chaim probably used
also a Catalan Bible and other pictorial sources from Central Europe.
The main common denominator of the Cervera Bible and the First
Kennicott Bible—apart from formal, iconographic, and codicological
elements®—is the inclusion of narrative and even figurative illustra-
tions. Both illuminators—Joseph Hatsarfati and Joseph ibn Chaim—
break with the antifigurative tradition characteristic of other Sephardic
Bibles. The Cervera Bible provided the model for the illustration of
the Book of Jonah (fig. 75),* for the design of the zoomorphic
colophon, and for many of the frames of David Kimhi’s Sefer Mikhlol
(figs. 69 and 134). Even the design of the incomplete carpet pages

" Narkiss, Cohen-Mushlin, and Tcherikover (1982), fig. 464.

% Wischnitzer (1921); Roth (1952); Roth (1957).

% Narkiss, Cohen-Mushlin, and Tcherikover (1982), 153-59, figs. 441-86.

% Narkiss and Cohen-Mushlin (1985).

31 All of these elements are detailed in ibid., 18, 66—68.

52 For the Kennicott image, see Narkiss, Cohen-Mushlin, and Tcherikover (1982),
fig. 469.
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in the Cervera Bible is echoed in the composition of the carpet pages
in the First Kennicott Bible.”” On the other hand, Joshua ibn Gaon’s
decoration of the Cervera Bible’s masorah magna had no influence
whatsoever on the masorah in the First Kennicott Bible. The latter
comprises only geometric patterns.

The Temple depiction in the First Kennicott Bible (fig. 135),*
which includes an image of the Mount of Olives, draws from Catalan
predecessors, and is probably based on a model from the middle or
second half of the fourteenth century. The depiction of the meno-
rah in the First Kennicott Bible bears no resemblance to its paral-
lel in the Cervera Bible, other than the fact that a full page is devoted
to it. In its details the depiction is closer to its Catalan predecessors
than to the rendering of Joseph Hatsarfati, which is based on the
vision of Zechariah.

Not only the Sephardic tradition left its imprint on the design of
the First Kennicott Bible. As previous research has demonstrated,
various features link it to models from Central Europe. Sheila Edmunds
showed that Joseph ibn Chaim used a repertoire of animal motifs
that is borrowed from ornamentation on engraved playing cards.”
Such cards were produced throughout the fifteenth century in Germany
and the Netherlands, where they were very popular and also had a
considerable influence on manuscript illumination.”® They hark back
to earlier painted cards from the 1430s. In the First Kennicott Bible,
these motifs are used to decorate Kimhi’s text (for example, figs. 136
and 137), and also appear in the elaborate parashah signs in the body
of the Bible.”” Playing cards were also produced in Spain; their design
and motival repertoire, however, differed widely from those from
Central Europe. Edmunds therefore concludes that Joseph had access
to German models due to commercial ties between Germany and
the Jewish community in La Corufia or the patron himself.*

The appearance of motifs borrowed from the same repertoire in
the Second Nuremberg Haggadah (Jerusalem, Schocken Library, MS
24087) and in the Yehuda Haggadah (Jerusalem, Israel Museum,

% For example, ibid., figs. 456 and 462.

% For a discussion in connection with the Catalan depictions of the Temple, see
Revel-Neher (1998), 80-81; and above, chap. 5, 00.

% Edmunds (1975-76); Narkiss and Cohen-Mushlin (1985).

% Edmunds and Van Buren (1974).

%7 See Narkiss, Cohen-Mushlin, and Tcherikover (1982), fig. 479.

% Edmunds (1975-76), 35.
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MS 180/50), both decorated in the 1460s in Franconia, proves that
Ashkenazic illuminators, too, were familiar with these motifs and
used them (fig. 138).* Accordingly, we should not rule out the pos-
sibility that the model used by Joseph ibn Chaim was a Jewish man-
uscript, but there is no certainty that this was the case. The fact
that the birds in figs. 137 and 138 and other motifs, appear as mir-
ror images, indicates that the Ashkenazic Haggadot and Joseph ibn
Chaim drew the motifs from different sources. The use of the cop-
per engraving technique by which the cards were usually produced
often led to the reversal of the motifs which originally were painted.
In the Ashkenazic manuscripts, the motifs follow those of the engraved
cards, whereas those in the First Kennicott Bible appear inverted
and must therefore rely on another version with its roots probably
in painted renderings which predate the engravings.*

Ursula Schubert pointed out another source used by Joseph ibn
Chaim in the decoration of the manuscript. The ornamentation of
the Sefer Mikhlol includes a motif that may also have been borrowed
from southern German models: mice and cats at war with each
other, and hares attacking a wolf. This motif represents the inver-
sion of the human world," and is not known in Spanish art.

The First Kennicott Bible is truely a unique phenomenon and is
not an expression of a wider school.* It stands alone in the context
of fifteenth-century Bible decoration, which is usually characterized
by modesty, few innovations, and in most cases a return to an ear-
lier decorative tradition, while preserving the Islamic heritage. Joseph
ibn Chaim, a skilled artist from a technical and compositional stand-
point, often relied on a wide variety of sources. In this sense, his art
is more eclectic than most of the illuminated Bibles from Spain. At
the same time, he used a slightly “archaic” style, which was very
linear and flat. Unlike other examples of fifteenth-century book art,
the many figures, animals, and plants in the scroll design lack any
illusion of volume or other impressions of three-dimensionality.

¥ Kogman-Appel (1999), 156-65.

" On fol. 185r of the First Kennicott Bible, the depiction of King David echoes
a composition also common in card games. But as Edmunds demonstrated, such
compositions did not appear in the early engraved cards from Central Europe, but
rather in other decks of cards, which circulated in Spain; Edmunds (1975-76),
26-27; Narkiss and Cohen-Mushlin (1985), 55.

' Fols. 442v and 443r; Schubert (1986-87); see also Schubert (1984), 84-85.

# For a discussion of the “First Kennicott Bible group” as described by Narkiss,
Cohen-Mushlin, and Tcherikover, see below, 216-19.
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Moses ibn Zabarah, the scribe of the First Kennicott Bible, is
known from other manuscripts.”” One of them is illuminated (for-
mer Sassoon Collection, MS 1209),* and Moses’s name is credited
with checking and correcting the text. The book is dated to 1477
and includes the Books of the Prophets and the Hagiograph. Its dec-
orations are modest and were clearly not executed by Joseph ibn
Chaim.* This book contains a small painted carpet panel that is
somewhat similar in its structure to the centered carpet pages with
thick frames from southern Castile, such as Dublin 13, and includes
Gothic motifs in the center and Islamic motifs in the frames. In the
other decorations, the Gothic style is dominant and is characterized
by a variety of foliate designs at the beginning of each book.

Solomon ben Isaac ibn Zabarah, perhaps related to Moses, wrote
a small Bible (former Sassoon Collection, MS 1210);* it probably
dates to 1466, since it contains calendars from that year on. The
decorations include micrographic carpet pages, which are similar in
character to those in southern Castile but simpler in design. A few
of them are enclosed in gold frames, while others are surrounded
by filigree penwork. These frames are somewhat similar to parallels
in the First Kennicott Bible, but in general there is not a very broad
basis for comparison.

French and Italian Influences

Besides the manuscripts that continue the earlier Castilian tradition
and are faithful to the Islamic formal language, there are others”
that reflect a different cultural background, and draw exclusively
from Gothic art. The most typical decoration type found in these
manuscripts is ornamentation of initial panels from which foliate
designs emerge.

Only few of these books bear an indication of date or origin.* A

# On the life of Moses ibn Zabarah, who moved to Morocco after the expul-

sion of the Jews from Spain, see Richler (1992).

" Sotheby (1994), 45.
> The claim in Sotheby (1994), no. 41, that this is the same artist is not convincing.
¥ Sotheby (1994), no. 41.
7 Metzger (1996) surveys many of these manuscripts and provides brief descrip-
tions of their decoration.

# Examples of this type predating the fifteenth century are few in number. Two
examples can be found in the Jewish National and University Library in Jerusalem:

S
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example is now in Madrid (University Library, MSS 2),* and was
written in 1482 in Tarazona, in northern Aragon, not far from
Navarre. Another Bible in Cambridge (Trinity College, MS F 18.32—
18.33), written in 1474, may be from the same area; the colophon
indicates a place of provenance, that may be identified as Tauste in
Aragon. Another book, in Hamburg (Staats-und Universitétsbibliothek,
cod. heb. 45), was written in 1484 in Alba de Tormes in the Salamanca
region. It is tempting to conclude from a survey of those books whose
place of origin is noted, that this approach was especially favored in
the northern part of Spain. However, since the located manuscripts
comprise a small minority within this group, no clear-cut conclu-
sions as to the origin of the group as a whole can be reached.

Moreover, one manuscript in this group was written in Toledo in
1487 (Madrid, Palacio Real, MS II 3231-3246), indicating that this
approach was also customary in New Castile alongside the one that
favored the development of the traditional micrographic decoration.
The book is unique in character, consists of sixteen volumes, and
contains very few features that are customary in other books from
Toledo. Its decoration comprises polylobed arches ornamenting text
columns, typical fifteenth-century penwork, calligraphic frames—the
only feature that is clearly typical of Toledan tradition—, and painted
foliate designs in late Gothic style.

With regard to books in libraries in England, Narkiss, Cohen-
Mushlin, and Tcherikover lump the character of their decoration
together with that of the First Kennicott Bible and refer to these
manuscripts as “the First Kennicott Bible group.” This classification
is based on the most general features, which were customary in var-
ious regions and periods. Moreover, the First Kennicott Bible is, as
stated, unique in its overall character, mainly due to the lavishness
of the decoration and the inclusion of figurative illustrations, which
have no parallels; it is also unique in its flat, linear style.

The foliate designs in these manuscripts are too different from
each other and from the First Kennicott Bible to enable us to attribute
them to one group or school. The books were most likely produced

MS 4°780, from 1322, contains micrographic decoration including the candelabra-
shaped tree, and painted foliate designs. MS 4°1401, from 1341, features some dec-
orated Gothic arches and initial panels. Both books share only very little with the
common Catalan decoration schemes described in chap. 5.

¥ Formerly shelf-marked as MS 118 Z 21; Metzger (1996), figs. 3, and 8. The
date given by Metzger (1487) is erroneous.

% Narkiss, Cohen-Mushlin, and Tcherikover (1982), 152. See Metzger (1986).
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in different periods in the fifteenth century, and in many regions
throughout Spain. Among these examples is a small Bible (138x193
mm) in the John Rylands University Library in Manchester (MS
heb. 36), which features painted initial panels.”’ Outside the frames
of the panels, foliate patterns were added. However, these resemble
only in the basic shape of the foliate design, not in style. Those of
the First Kennicott Bible are much flatter and the execution is quite
linear, with heavy outlines.

The same is true for another relatively small manuscript (125x178
mm) in Cambridge (University Library, MS Add. 468).”* In addi-
tion to ornamented initial panels with painted foliate designs emerg-
ing from them, it also contains small text illustrations that include
figures. As in the case of Rylands 36, the comparison between the
fleshy scroll motifs and the flat, linear ones of the First Kennicott
Bible is not convincing. Most of the text illustration have no paral-
lels. It is interesting to note, however, that the depiction of Noah’s
Ark (fol. 4v) reflects the traditional, early medieval iconography of
the manuscripts of Beatus of Liébana’s commentary on the Apoc-
alypse (fig. 74). As we have seen, this iconography is also used by
Joshua ibn Gaon in Paris 20 (fig. 73).”% It recurs also in the First
Kennicott Bible.”

The decoration schemes in the books discussed in this section™
are quite varied in style, and therefore should not be classified as
belonging to one particular school. The only element they have in
common i3 a clear preference for French and Italian Gothic style

I Rylands Catalogue (1958), no. 4; Narkiss, Cohen-Mushlin, and Tcherikover
(1982), 160-61, figs. 487-88.

2 Narkiss, Cohen-Mushlin, and Tcherikover (1982), 161-62, figs. 489-98; Reif
(1997), 55. Another volume of this book is in Cincinnati (Hebrew Union College
Library, MS 13).

% See above, chap. 4, 120.

" Narkiss, Cohen-Mushlin, and Tcherikover (1982), fig. 490.

% Another example is Cambridge, University Library, MS Add. 469; Schiller-
Szinessy (1876), no. 18, 27-29; Narkiss, Cohen-Mushlin, and Tcherikover (1982),
163-64, fig. 499. It was written probably in 1415, see ibid.; see also Madrid, Bib-
lioteca Nacional, cod. Va 26/6; Madrid, Escorial Library, MS G. I1.8; Copenhagen,
Kongelige Bibliotek, Cod. Hebr. V, Narkiss and Sed-Rajna (1994); Edelmann (1969),
no. 3; Jews in Denmark (1983), vol. 2, no. 8; Mann (1992), no. 12. In the Copenhagen
manuscript, the penwork is similar to that of the fifteenth-century Bibles from Castile
mentioned above, 210—11. But the character of the micrographic decoration differs
widely from that of the Castilian manuscripts, includes vegetal patterns only, and
1s devoid of carpet pages. The character of the delicate scroll design in the microg-
raphy has no parallels in southern Castile.
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without any Islamic influence. Only the absence of figurative images
in most of these manuscripts connects this group to the tradition of
other Sephardic Bibles.

Only one book in this entire group has a genuine formal con-
nection to the First Kennicott Bible; its style appears to be linear
and flat like that of Joseph ibn Chaim. This manuscript, containing
the Pentateuch and the Aaflarot, is now in Parma (Biblioteca Palatina,
Ms Parm 2948); it was written in 1474 in Calatayud.” Its decora-
tion includes arches ornamenting the columns listing the differences
between the masoretic versions of Ben Asher and Ben Naftali. These
arches are relatively abstract and densely ornamented with interlace
patterns. The colophon (fol. 266r) is integrated into a carpet page
with a centered composition reminiscent of those in Dublin 13 and
Oxford 347, although not micrographic but painted. The inner frame
contains a stylized and abstract spared ground vegetal pattern; the
floral motifs are similarly flat as those of Joseph ibn Chaim (see, for
example, fig. 139). The middle frame features typical fifteenth-cen-
tury filigree work. The outer frame displays a spared ground inter-
lace pattern, also similar to parallels in the First Kennicott Bible.
This is, then, the only book that has any, though only a remote,
connection to Joseph ibn Chaim’s art.

Other manuscripts do not confine themselves to one particular
approach but instead combine various traditions from the past with
characteristics of the late Gothic style, as well as those that are asso-
ciated with Islamic culture. Examples can be found in Berlin (Staats-
bibliothek, Preussischer Kulturbesitz, MS Hamilton 81),"” and Parma
(Biblioteca Palatina, MS Parm 2018).”® The latter, dated 1484, con-
tains micrographic vegetal patterns, painted foliate designs, decorated
initial panels, and decorations of columns listing the differences
between the masoretic versions of Ben Asher and Ben Naftali. The
latter borrow Islamic formal elements, mainly interlace patterns.

Still other manuscripts revive the painted carpet page—for exam-
ple, a Bible in Paris (Bibliotheque Nationale de France, cod. hébr. 29)*

% Metzger (1996), fig. 9; Richler and Beit-Arié (2001), 147.

7 Apparently some of the decorations in this book were executed by a later,
French hand, see Nechama and Sievernich (1991), 424, with a reproduction of one
of the “French” examples (20:1/12).

% Tamani (1968), 62; Richler and Beit-Arié¢ (2001), no. 151.

% Zotenberg (1866), 4; Nechama and Sievernich (1991), 263, fig. 12/7. There is
no way of verifying the claim in the catalogue from Berlin that the book is from
Barcelona and that it was produced at the end of the fourteenth century.
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and another in Parma (Biblioteca Palatina, MS Parm 1994-95).%
They share several features, mainly in the manner in which they
combine the two different formal languages—TIslamic and late Gothic.
Paris 29 was written for Abraham ben Moses Hakohen, who pur-
chased it, according to the colophon, in 1490. Its decoration includes
micrographic carpet pages and horseshoe arch ornamentation for
columns listing the 613 precepts at the beginning of the volume.
This type of decoration is distinctly reminiscent of the group of
Castilian Bibles from Toledo, Cordoba, and Seville that was dis-
cussed at the beginning of this chapter. At the beginning and end
of the book are several pages made of a thinner and softer parch-
ment. These additions contain painted carpet pages with Islamicizing
motifs integrated with Gothic floral motifs. The decoration program
of Parma 199495 includes similar carpet pages (fig. 140), a depic-
tion of the menorah, imitating those in earlier Catalan manuscripts,
and opulent foliate design. At least two artists were involved in its
decoration.

The carpet pages of both these manuscripts share a unique com-
bination of elements borrowed from the late Gothic style and Islamic
motifs. Emerging from the carpets are foliate motifs that evidence
an Italian influence. Hints of this influence can also be found in the
body of the carpet itself. This group, the last to return to the tradition
of Bible decoration in Spain, and once again highlights the Islamic
tradition that played such a central role in the cultural life of the
Jews of Spain and in the artistic design of the illuminated Bibles.

% Tamani (1968), 54-55; Antonioli Martelli and Mortara Ottolenghi (1966), nos.
45 and 46; Richler and Beit-Arié (2001), no. 11.
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Throughout the Middle Ages, the Jews of Spain played an impor-
tant role in cultural exchange in the Iberian Peninsula. Jewish cul-
ture as a whole reflects this exchange in various ways and the Bibles
decorated by Jewish illuminators in Spain between the thirteenth and
fifteenth centuries reflect one aspect of this phenomenon. In these
Bibles, we can see a variety of influences from the two cultures in
whose midst the Jews of Spain lived in the Middle Ages—Islam and
Christianity.

The study of the history of the Sephardic Bibles leads from work-
shops in thirteenth-century Toledo to Joshua ibn Gaon and Joseph
Hatsarfati in Soria and Tudela around 1300, and to the blossom-
ing of the schools of Roussillon and Catalonia in the fourteenth cen-
tury. More modest manuscripts attest to the Sephardic Jews’ economic
decline in the fifteenth century. The unique development of micro-
graphic decoration in this period is a by-product of this decline.
Unable to afford the more prestigious painted decoration, patrons
settled for this type of ornamentation, which then became a trend.
In this general atmosphere, the lavishly decorated First Kennicott
Bible, is a striking exception. It was written and illuminated only
sixteen years before the expulsion of the Jews from Spain, an event
that brought a halt to Jewish life in the Sephardic communities where
Bibles and other books had been produced for centuries. The Jews
of Spain took their cultural heritage with them to new centers that
arose throughout the world since the sixteenth century. Evidence of
the cultural flowering of the Jewish communities of medieval Spain
1s preserved in various libraries in Europe, the Middle East, and the
United States.

I have kept two main questions in mind throughout the discus-
sion. The first concerns the degree of continuity and tradition that
governed the design of the books. Bibles had been decorated in the
Middle East since the tenth century and it is only natural to ask
how much of an imprint their design left on the illumination of
Sephardic manuscripts.

In the past, most scholars argued that Sephardic Bible decoration
relied a great deal on Middle Eastern predecessors, and that there
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were hypothetical illuminated manuscripts from Islamic Spain, now
lost, that served as a connecting link. It occurs, however, as the pre-
ceding chapters show, that striking degrees of continuity can be
observed only in scribal decoration, such as penwork, calligraphy,
and micrography. Since the work of scribes requires maximum fidelity
to the original—whether the text is copied directly from the origi-
nal or written from memory and checked and corrected afterward—
the scribes and masoretors would also be more faithful to the models
in the decoration they executed. The late-fifteenth-century microg-
raphy school of southern Castile, for example, produced extremely
homogeneous decoration schemes, executed in a uniform manner.

But the painted works of artists reveal only minimal reliance on
carlier Jewish models. We can observe continuous traditions only in
general iconographic ideas, such as the Temple, and in certain types
of design, such as the carpet page, but the details do not have a
great deal in common with those of the earlier works. The formal
repertoire of the Bibles from the various schools reflects innovation
and iconographic freedom on the part of the illuminators, who also
found original ways to use the artistic languages that were prevalent
in their environment.

A great deal of homogeneity, however, can be observed within
each school, not only in the types of decoration and iconographic
concepts, but also in the repertoire of forms. When a particular pat-
tern, iconographic theme, group of patterns, or type of decoration
was favored by patrons, it was used again and again in the same
area and period. An outstanding example for this is the Perpignan
Bible group.

Between the schools, however, continuity exists only in the most
general terms. The connection between the Toledo group of the thir-
teenth century and the later Tudela group, for example, is quite ten-
uous. It seems that only several general decorative elements, such as
the carpet page, or the Temple depiction, were common in all of
the various areas and periods. We should not rule out the possibil-
ity that the use of certain types of decoration developed through ver-
bal communication between one illuminator and another or between
an illuminator and his patrons. The creation of decoration patterns
may have been based on something a patron saw in another man-
uscript and described to the illuminator. Or it may have been the
illuminator who remembered seeing an interesting decoration pattern
in another context, perhaps even another medium, and decided to
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apply it in his own work. Use of concrete visual models and their
duplication are less common than what scholars previously assumed,
and the relative similarity in the choice of certain types of decora-
tion stems not from the copying of models but rather from knowl-
edge, from verbal communication, and from memorized guidelines—all
in accordance with the dominant artistic trends.

The similarity in patterns and formal repertoire between the Toledo
group and the manuscripts associated with Joshua ibn Gaon is min-
imal and the differences between them cannot be explained only by
the existence of different local styles. The analyses presented here
reveal the planning and the process of decorating manuscripts as a
succession of different choices made in accordance to a specific cul-
tural background and pattern of cultural identification. Even when
we can connect a manuscript to a particular model, as in the case
of Parma 2668 and the Perpignan Bible in Paris, we cannot ignore
the fact that this connection exists only with regard to part of the
decoration—namely, the Temple depiction or one of the micro-
graphic carpet pages.

As for the other types of decoration, it can be discerned that the
schools of Catalonia and southern France produced a distinct dec-
oration program developed in the course of an ongoing dialogue
both with the late medieval Spanish-Islamic (Mudéjar and Nasrid)
culture and with Gothic art. This dialogue played a more crucial
role than any earlier Jewish artistic tradition. Even if earlier deco-
ration patterns or iconographic themes were copied faithfully—and
there are such cases—this duplication is not significant enough to
generalize about continuity in all types of decoration and in the pro-
duction of illuminated manuscripts as a whole.

These conclusions lead to the second question, which relates to
the nature of this artistic environment, and the manner in which
influences were absorbed as a result of cultural exchange. The Jews
in the various cities of Spain in the thirteenth, fourteenth, and fifteenth
centuries lived in a Christian cultural environment, in which the
Gothic style was commonly used. In this climate, the Islamic cul-
ture still played a substantial role due to the strong imprint left by
Mudéjar artists on the urban landscape in many places throughout
Castile and parts of the Crown of Aragon. But this Islamic tradi-
tion is not part of the cultural history of northern Catalonia and
southern France, and Mudéjar communities did not live there. The
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only link to Islamic culture in those areas was provided by Jewish
immigrants from the south.

Even though all the surviving Bibles were produced in a Gothic-
Christian cultural environment, their artistic language is closely con-
nected to the Islamic culture. The Gothic artistic tradition gradually
made its way into this language, but only to a small degree. The
most striking feature of the visual language of these Bibles is the ab-
sence of human figures and narrative depictions, in spite of the vividly
narrative character of the biblical text.

A figurative narrative approach can be found in another type of
manuscript, under the strong influence of the Christian art in the
environment. The Passover Haggadot that were produced mainly in
Catalonia in the fourteenth century speak a language that is com-
pletely different from the idiom used in the Bibles. Their illustra-
tions derive from Gothic art, and at the same time their iconography
1s strongly influenced by rabbinic exegesis. Their illumination is in
sharp contrast to the aniconic approach in the Bibles. This fact makes
the Bibles’ connection to Islamic art even more remarkable. The
existence of two such different idioms side by side can be explained
within the context of the cultural transition that occurred in Spain,
together with the dissension that followed the first publication of the
writings of Maimonides in the thirteenth century and the resulting
cultural and social processes. The illuminated Bibles reflect the cul-
tural world of upper-class Jews, who strove to preserve the symbio-
sis between Judaism and Islam and, for the most part, embraced a
rationalistic approach. The illustrations in the Passover Haggadot,
on the other hand, reflect the cultural world of Jews of Ashkenaz
and those who identified with them in Spain, that is, the opponents
of the rationalistic approach. The affinity for Islamic culture as an
expression of cultural identity of the patrons of the Bible manuscripts
beyond sheer nostalgia for the Judeo-Islamic past, is underscored by
the fact that it was contemporary Islamic art—not that of the past—
that provided much of the inspiration for the decoration of the Bibles.
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