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PUBLISHERS' NOTE.

——————

Tuk first volume of the following work in its English form
has been before the public for many years; but, though
published in the expectation that the French work would
ultimately be completed in accordance with the scheme
laid down by M. Didron in his introduction, the fact that he
did not fully carry out the original plan led to the English
version remaining a fragment. Much material was no
doubt in the author’s possession at the time of his death,
and a large number of illustrations had been prepared for
the continuation of the work; but, beyond a few sheets
of printed matter, concluding the history of the Trinity,
which were not included in the first volume of the trans-
lation, and various papers in some archaological journals,
nothing in the shape of a continuation appeared during
the lifetime of M. Didron. The hope expressed by the
author at the close of his chapter on the Iconography of the
Trinity that, the path having once been opened, other
investigators would carry on the work of study and
observation, has remained without an apparent result, and
the history of the Angels, of the Devil, of the persons and
scenes of the Old Testament, of the Gospel, and of mediseval
legend has remained unwritten.

Unwilling to leave matters in this unsatisfactory state,
the publishers called in the aid of Miss Margaret Stokes,
who was already known as an accomplished student and
writer in this branch of art, to carry on the work. It is
difficult for the reader to appreciate the great labour
which was demanded and the knowledge which was
requisite for such a task, involving as it did the identi-
fication of a large number of illustrations which M. Didron
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CHRISTIAN ICONOGRAPHY.

INTRODUCTION.

CHRISTIANITY was the all-powerful influence which, during
the centuries intervening between the ninth and seventeenth
of our era, produced in cathedrals, parish churches, and
private chapels; in colleges, abbeys, and priories ; a profu-
sion almost incredible of figures, images, and sacred subjects,
sculptured, carved, painted, engraved, and even woven into
tapestries and costly hangings. ;

Some large churches, such as those of Chartres, Rheims,
Paris, and Amiens, are adorned with no fewer than two,
three, or even four thousand statues of stone; or, as is
the case in that of Chartres, and in those of Bourges and
Mans, with three, four, or five thousand figures painted
on glass. Formerly, there was not a church, however small
its dimensions, that did not possess thirty, forty, or perhaps
a hundred figures either in sculpture or painting.

If, then, we take a mean number between the largest and
smallest amounts, and multiply that number by the quantity
of religious edifices known to have existed in France, whether
before the fanatical devastation of the sixteenth, or the poli-
tical destruction of the eighteenth century, we shall be able
to judge of the vast importance that had been given by
Christianity to the imitative arts.

Owing to the ravages of the weather, the changes of the
seasons, the course of ages, and the revolutions to which
mankind have been exposed, the number of such figures now
existing, whether executed in sculpture, carving, or painting,
is singularly diminished. The entire series of personages
represented at Chartres and at Bourges, are, however, yet in
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2 E CHRISTIAN ICONOGRAPHY.

existence, and at least three-fourths of those at Lyons. More
than half the original number still remain at Rheims and at
Strasbourg. The great cathedrals, those which were most
thronged with worshippers, have suffered less than churches
of the second or third rank, so that France is even now
incredibly rich in statues and stained glass. The single city
of Troyes contains no less than nine churches, into which
the light is still admitted through windows of stained glass,
on which are painted historical subjects, memorials extend-
ing from the thirteenth to the seventeenth centuries.

With a few exceptions, nearly all the figures sculptured
or painted in churcﬁ)es are religious or biblical, and we must
seek an explanation of them either in the Seriptures or in
the Golden Legend ; occasionally, perhaps, in Fabliaux and
other popular poems and fictions, but never in serious his-
tory, and very rarely even in the early chronicles. We
should carry with us these two volumes, the Bible and the
Legenda Aurea, when we study the monuments of sculpture
to be found in our cathedrals; the “ Monuments de la
monarchie Frangaise,” by Montfaucon, must, on the con-
trary, be discarded altogether, as his theories are calculated
to involve us in most serious errors.

The instruction of the people, and the edification of the
faithful, were the paramount objects proposed to itself by
Christianity in adopting this singular system of historical
embellishment. Writers of every epoch bear witness that
this idea prompted the execution and arrangement of the
numerous statues and figures which crowd our earlier
religious edifices. Quotations might be multiplied to excess ;
but we shall be content to mention a few only, beginning with
one inscription, the most recent of all, which might, not long
since, have been read in the church of St Nizier, at Troyes,
but which has now disappeared, together with the painted
window, filled with historic figures, beneath which it was
inseribed. A curé of St. Nizier, in the sixteenth century,
directed the principal themes of the Gospel, the Legenda,
and the Dogma, to be painted on glass, and had them placed
in the windows of the nave, the choir, the apse, and the side-
aisles, where they are still to be seen. Below the eastern
window he inscribed, “ Saxora prEBI DEL” At avery differ-
ent epoch, in the year 433, Pope Sixtus, in the same manner,
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dedicated to the “people of God,” the mosaics in Santa
Maria Maggiore, at Rome; and beneath the sacred persons
whom he had caused to be pourtrayed, he placed the follow-
ing inscription : “Xistus episcopus plebi Dei.”* Thus, at
the two extreme points of the middle ages, viz. the fifth and
sixteenth centuries, the same idea prevailed, and even found
expression in the same words. Between those two limits it
was propounded in detail, and often commented upon with
eloquence. So, at the close of the seventh century, Benedict
Biscop, Abbot of Wearmouth, in England, adorned a church,
which he had erected, with paintings brought from Italy
for that purpose. He wished that all, on entering the
House of God, especially those who knew not how to read,
should have before their eyes the ever-beloved image of
Christ and his saints. They were thus stimulated to medi-
tation upon the blessings of the Divine incarnation, and
reminded, by the sight of the Last Judgment, of the duty
and necessity of strict self-examination.t

St. John Damascenus, in the eighth century, employed
the same reasoning in defence of images. “ Images speak,”
cries the eloquent apologist; “they are neither mute, nor
lifeless blocks, like the idols of the Pagans. Every painting
that meets our gaze in a church, relates, as if in words, the
humiliation of Christ for his people, the miracles of the
Mother of God, the deeds and conflicts of the Saints. Images
open the heart and awake the intelleet, and, in a marvellous
and indescribable manner, engage us to imitate the persons
they represent.” I

n

* Ciampini Vetera Monumenta, p. 49, pars prima.

+ “Quatenus intrantes ecclesiam omnes, etiam litterarum ignari, quaqua-
versum intenderent, vel semper amabilem Christi sanctorumgque ejus, quamvis
in imagine, contemplarentur adspectum; vel Dominice incarnationis gratiam
vigilantiore mente recolerent; vel extremi discrimen examinis, quasi coram
oculis habentes, districtius se ipsi examinare meminissent.”—(A4ct. SS. ord.
8. Bened. 2¢ Vol., ot 11¢ Siécle Bénédictin,) Life of St. Benedict Biscop, first
Abbot of Wearmouth, written by the Venerable Bede, his disciple.

% “Etiam loquuntur (imagines) nec mute prorsus sunt omnisve sensus
expertes, uti gentium idola. Omnis enim pictura, quam in ecclesia LEGIMUS,
aut Christi ad nos demissionem, aut Dei genitricis miracula, aut sanctorum
certamina et res gestas, velut imagine loquente, enarrat; sensumque ac
mentem aperit, ut miris eos infandisque modis @mulemur.”’— (Opera .
Johannis Damasceni, Adversus Constantinum Cadalinum oratio, vol. i.,
p. 619, edition of 1712, in fol.)
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4 CHRISTIAN ICONOGRAPHY.

The Synod of Arras, in 1025, declared, as Benedict Biscop
had done, that the illiterate contemplated in the lineaments
of painting what they, having never learned to read, could
not discern in writing.¥* An ecclesiastical chronicler of
Auxerre supports, in an interesting passage, the texts which
precede and confirm the religious dogma concerning images.
It is stated in his “ Histoire des évéques d’Auxerre,” that
under Bishop Geoffrey, son of Hugh, Count of Nevers, in
the time of Henry I., the cathedral of Auxerre was partly
destroyed by a conflagration. The bishop, in the space of
one year, caused it to be repaired, the stained glass replaced,
and the whole covered with a roof of timber and tiles. He
commanded the circular wall of the inclosure, surrounding
the-altar, to be filled with fresco portraits of the holy bishops,
his predecessors. He desired, by this means, not only tc
direct the eye of the officiating priests from the contemplation
of all vain and profane objects, but, above all, to assist those
who were likely to be distracted by vanity or weariness; thus,
in the presence of these images, and at the recollection of
all those pious persons, disinterred, as it were, by painting,
the mind of each was recalled, as by a living counsellor, to
the courage of piety.+ To this explicit passage, belonging,
like the Council of Arras, to the eleventh century, we shall
add the testimony of St. Paulinus, Bishop of Nola, near
Naples, written at the commencement of the fifth, and, con-
sequently, much earlier than the quotations inserted above.
St. Paulinus, after having described the pictures which he
had had executed in the basilica of St. Felix, built by him
at Fondi, says:—*“If any should inquire why, contrary to

* ¢Tlliterati, quod per scripturam non possunt intueri, hoc per quadam

picture lineamenta contemplantur.” Suger (de Administratione sud, ap.
Félibien, Histoire de I' Abbaye de St. Denis, Pitces justificatives), uses pre-
cisely the same language, 115 years later than the Council of Arras.

t ¢ Neque de corona muri claudentis altare, sanctorumque praesulum pictas
habentis effigies sileic justum est, quem canentium oculis sacerdotum non
solum ideo opposuit ut ab eis visus inanes et illicitos excluderet, verum et
idcirco, ut si quis vanitate vel tedio gravatus extra se duceretur, sicut smpe
contingere ex nostre fragilitatis vitio solet, illa prasenti visione et aperta tot
bonorum per picturam memoria mentem et omnium quasi vivo revocatus
consilio ad fortitudinem pietatis relevaret.”—(Nova Bibliotheca Manuscrip-
torum librorum, par le P. Labbe, tom i., p, 452; Historia episcoporum
Autissiodorensium. Paris, 1652, in fol.)
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common usage, I have given personal representations of holy
people in this sacred dwelling, I answer: ¢ Among the crowds
attracted hither by the fame of St. Felix, there are peasants
recently converted, who cannot read, and who, before em-
bracing the faith of Christ, had long been the slaves of
profane usages, and had obeyed their senses as gods. They
arrive here from afar, and from all parts of the country.
Glowing with faith, they despise the chilling frosts; they
pass the entire night in joyous watchings; they drive away
slumber by gaiety, and darkness by torches. But they
mingle festivities with their prayers, and, after singing
hymns to God, abandon themselves to good cheer ; they joy-
ously stain with odoriferous wine the tombs of the Saints.
They sing in the midst of their cups, and, by their drunken
lips, the demon insults St. Felix. I have, therefore, thought
it expedient to enliven with paintings the entire habitation
of the Holy Saint. Images thus traced and coloured will
perhaps inspire those rude minds with astonishment. Insecrip-
tions are placed above the pictures, in order that the letter
may explain what the hzmdP has depicted. "While showing
them to each other, and reading thus by turns these pictured
objects, they do not think of eating until later than before,—
their eyes aid them to endure fasting. Painting beguiles
their hunger, better habits govern these wondering men,
and studying these holy histories, chastity and virtue are
engendered by such examples of piety. These sober gazers
are intoxicated with excitement, though they have ceased
to indulge in wine. A great part of the time being spent
in looking at these pictures, they drink much less, for there
remain only a few short minutes for their repast.’ ”*

* “Forte requiratur quanam ratione gerendi
Sederit hac nobis sententia pingere sanctas,
Raro more, domos animantibus adsimulatis
Accipite, et paucis tentabo exponere causas.”’
* * * * *

K * “ Visum nobis opus utile, totis

Felicis domibus pictura illudere sancta ;

Si forte attonitas heec per spectacula mentes,

Agrestem caperet fucata coloribus umbra.

Qua super exprimitur titulis, ut littera monstret

Quod manus explicuit. Dumque omnes picta vicissim,
Ostendunt releguntque sibi, vel tardius esca
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Thus, then, for those men of the middle ages, for those
Christians of lively susceptibility, but who yet knew not how
to read, the clergy provided rondes-bosses, bas-reliefs, and
pictures, where science on the one hand and doctrine on
the other were personified. A sculptured arch in the
porch of a church, or an historical glass painting in the
nave presented the ignorant with a lesson, the believer with
a sermon,—a lesson and a sermon which reached the heart
through the eyes instead of entering at the ears. The
impression, besides, was infinitely deeper; for it is acknow-
ledged, that a picture sways the soul far more powerfully
than any discourse or description in words.*

The dramatic art also aimed at similar results. The
representation of mysteries and miracles served to put in
action the persons painted on glass windows, sculptured on
the capitals, or encrusted in the vaultings of cathedrals.

In these same eathedrals were performed the Miracles of
St. Martin and of St. Nicholas, the Mysteries of the An-
nunciation, and of the Nativity, which had already been
represented by the hand of art, in sculpture and in painting.

‘Words and gestures interpreted what outline and colour-
ing had expressed, and the intention which actuated both
was the same; in short, the graphic and dramatic arts
became a book to those who could read no other.t Itis
in this light that they must be regarded; in this character

Sint memores, dum grata oculis jejunia pascunt,
Atque ita se melior stupefactis inserat usus,
Dum fallit pictura famem ; sanctasque legenti
Historias, castorum operum subrepit honestas,
Exemplis inducta piis. Potatur hianti
Sobrietas ; nimii subeunt oblivia vini.
Dumque diem ducunt spatio majore tuentes,
Pocula rarescunt, quia, per miracula tracto
Tempore, jam paucw superant epulantibus horw.”
—(Divi Paulini episcopi Nolani opera, poema XX VL., de Felice natal. carm.
ix.,v., 541—594, p. 642 et 643 de Pedit. de Muratori. Verone, 1736, fol.)
* Horace (d¢ Arte Pocticd) expresses this idea in the two following verses : —
“Segnius irritant animos demissa per aurem
Quam qua sunt oculis subjecta fidelibus.”

+ “Ejus (Dei) porro formam, sensibili expressam modo, omni in loco
statuimus ac per eam sensum primum sanctificamus—inter sensus enim primas
tenet visus—quemadmodum et per sermones auditum. Imago siquidem
monimentum quoddam est ; ac quidquid liber est iis qui litteras didicerunt, hoe
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we must seek a clue to the interpretation of the figures
—true hieroglyphics of the middle ages, which Christian
archzology, although at present only in its infancy, already
begins to decipher and comprehend, ‘

The imitative art as practised in cathedrals, performed
the combined offices of a lesson for the purpose of instrue-
tion, of a sermon for morality, and an example for edification ;
like the religious drama, it gave individual forms to the whole
range of Christian science and its dogmas. Assisted by such
material objects, by statues, images, and scenic games, the
most feeble intelligence might rise to the conception of truth,
and a soul plunged in the lowest abyss of darkness might
soar upwards in the light displayed by art before its eyes.

% Mens hebes ad verum per materialia surgit
Et, demersa prius, hac visa luce resurgit.” *

It was in order to attain the twofold object of instruc-
tion and edification that writers selected their doctrinal
texts from the sacred Scriptures, and texts referring -to
science from the didactic writers of the age. The book
composed by the first class, the Theologians, was the “ Bible
Historiale,”” in which both the Old and New Testament were
melted into one ; that of the other party, the Savants, bore
divers names, but all are comprised in the general appella-
tion of “livres de clergie "—* clergie”’ signifying science.
From these two works, one sacred and doctrinal, the other
civil and scientific, were framed general Encyclopzdias,
called also by various names, the most popular of which
were the “Hortus Deliciarum,” or “le Vergier de Solas;”

imago est illiteratis et rudibus ; et quod auditui preestat oratio, hoc visui
confert imago.”—(Opp, S. Johannis Damasceni, Oratio prima de Imaginibus,
tom. i., p. 314, 315.)

* These two verses, more beautiful in idea and expression than those of
Horace quoted above, and which express an analogous idea, were written by
the Abbé Suger, the great artist of the Cathedral of St. Denis. They were
inscribed, by his command, on the western portal central entrance, upon the
bronze folding-doors of which were the ¢ Passion,” the * Resurrection,”
and the “ Ascension,” and beneath the carvings representing the ¢ Last Judg-
ment.” These verses, which still exist, serve as an explanation of the door-
posts, vaultings, and tympanum, which are completely covered with illustrious
personages.—(Suger, de A dministratione sud, in Félibien, Histoire de T Ab-
baye de St. Denis, Pitces justificatives, p. clxxii. Paris, 1706, fol.)

»
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the “Summa Theologi®,” by Thomas Aquinas; the ¢ Miroir
Universel,” by Vincent de Beauvais;* the “ Image du
- Monde,” + the ¢ Propriétaire des Choses,” 1 and the
¢ Lucidaire.”

In the eleventh, twelfth, and thirteenth centuries learned
men and philosophers thought only of making encyclopedias.
The number of facts relating to nature or to mankind, accu-
mulated by the Greeks, the Romans, the Byzantines and
Alexandrians, had become a chaos, and unparalleled exertions
were made in order to carry light into this night of intelli-
gence, in which all was disjoined, incoherent, or misapplied.
Before proceeding to investigate new facts, before calling
other ideas into existence, it was indispensably necessary
to pause for a while-to reflect, to arrange an inventory of
the treasures already acquired, and classify as in a museum
or library those disorderly heaps of information which had
hitherto been thrown together pell-mell in all the confusion
and disorder of a storehouse or magazine. It was thought
desirable to glance back at the past before proceeding
onwards.

A feeling of the necessity of, and a prepossession for,
classification, prevails in all works of the middle ages,
whether literary or scientific. To give some few examples
only. Innumerable legends existed, scattered throughout
a host of volumes. An Archbishop of Genoa, Jacques de
Voragine, collected all in one single volume, to which he
gave the name of “Légende dorée,” or Legenda Aurea. ||

* Vincentii Bellovacensis Speculum Quadruplex, Naturale, Doctrinale,
Morale, Historiale, 7 vols. folio. Argent, Mentelin, 1473-76. Frequently
reprinted. The first French translation was published at Paris by Verard in
1495-6, in 5 vols. folio.

+ Two English editions were printed by Caxton, both in 1487, under the
title of “ Thymage or Myrrour of the World.”

1 Originally written in Latin by Bartholemazus Anglicus (Glanville) and
supposed to be printed at Cologne by Caxton, about 1470. The many early
editions, and the several translations into French and English, bespeak its
great popularity. Shakespeare is shown by Mr. Douce to have been familiar
with its contents.

§ An English translation was printed by Caxton, in small 4to, under the
title of ““ A lytel treatise, intytuled or named, The Lucidarye.”

|| One ought to say “ Légende d'or,” as one would say “ Livre d’or,” since
the word is “aurea,” not “aurata,” but “dorée ™ has prevailed.
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Theological science was diffused throughout. a multitude of
treatises : St. Thomas concentrated all in one grand work,
entitled the “Summa Theologi®.” Even the books of
Holy Scripture had been hitherto separated, the Old
Testament from the New, and: in the New Testament the
Acts of the Apostles from the Four Gospels. The Acts
were now united with the Gospels, the Old Testament
with the New, and the single volume thus produced was
enfitled “Scholastic History.”* The plan adopted was
similar to that pursued in natural science, in which several
species collected form a genus, several genuses a family,
several families a kingdom. The Legenda Aurea, a’'com-
bination of all the different families of legends, and the
“Scholastic History,” or “ Bible Historiale,” a combination
of the various families of the Holy Books of Scripture, may
aptly be compared to the several families forming the kingdom
of Nature. Vincent de Beauvais, a man of profound learning,
went still farther, and, under the name of “ Miroir Uni-
versel,” (Speculum Universale,) comprised in one book all the
different facts and ideas then current in the Christian world.

Classification became almost a mania. In narrating a
history, or reciting a fact, it was always contrived, however
unnecessary and irrelevant, to introduce a catalogue of
objects, more or less analogous with, or foreign to, the
subject under consideration.

Jacques de Voragine tells us, that at the feast of the
Nativity, all created nature acknowledged and celebrated
the Birth of the Saviour, and he eagerly seizes the oppor-
tunity thus afforded him, of explaining into how many families
and kingdoms, natural objects, the beings created by God,
ought to be divided. :“There are,” says he, “beings which
exist, but do not live, as the stars; which exist and live,
but do not feel, as plants; which exist, live, and feel, but
do not think, as the animals; which exist, live, feel, and
think, but are without prescience, as men; and, lastly,
beings in whom all the preceding qualities are united and
combined with perfect intelligence, as the angels”” In
the Legend of St. Catherine, who was herself a philosopher,

* The Haistorica Scholastica was the work of Peter Comestor, or Pierre
Mangeur, and was written in the latter half of the twelfth century.—Trans.

a
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the same Genoese encyclopedist takes occasion to explain
the meaning of the term philosophy. He insists that this
science must be divided into theory, practice, and logic ; then
he proceeds to subdivide each of these divisions: Theory
into intellectual, natural, and mathematical ; Practice into
ethics, economy, and politics; Logic into demonstration,
supposition, and sophistry.*

Fashion and Necessity inspired in everything a taste for
classification and encyclopadias.

Since the philosophers, who originated ideas, and the
learned men, who scrutinised facts, together, fixed at that
time the arrangement of both, artists, whose office it is to
give a special and peculiar form to the impulses of the age
in which they live, bowed to the prevailing influence;
they could not breathe this encyclopadic atmosphere without
imbibing the predominant ideas and rendering them after
their manner.

Consequently, the object of art being to instruct, the
plan of instruetion was intended to be encyclopwedic, and
effectively it became so.

Among the numerous different encyclopadias composed
at this epoch, that of Vincent de Beauvais, was the latest,
and consequently the most ecomplete ; it was also the most
remarkable, having been produced by one whose mind was
clear and well organised. This work bears, as has been said,
the title of “ Speculum Universale,”” or “ Miroir Universel.”

Vincent de Beauvais, the preceptor of the children of
St. Louis, was a man of extraordinary erudition; he was
as deeply learned as Pliny the Elder, and knew all that
could be known at the close of the thirteenth century, and
he classified all human knowledge accérding to a plan which
has never yet been surpassed. In this arrangement, the
chronology, carried down from the earliest period, agrees
admirably with the clearest method, the most rigid analysis.

He follows the course of time from year to year and from
Age to age, interweaving logically, and as if of necessity, all
those facts pertaining to nature or to mankind, of which
he had, by careful analysis, traced the distinction or the
connection.

# Légende dorée, de Nativitate Domini—De sanctd Katarind virgine.
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He commences by classifying all objects with which we
are acquainted, according to the nature of those objects,
and the system adopted in Botanical works; that, for
example, in which plants are arranged according to their
organic structure. This plan is immutable as natute herself,
and far superior to that of the French encyclopadists of
the eighteenth century, who divided all branches of knowledge
according to the order and imagimaryaffiliationof our faculties.
The classification of the French philosophers is artificial
and arbitrary: it is a classification that must vary with
every change in the psychological system.

Vincent de Beauvais established, besides, four orders of
science; Historical, Moral, Abstract or Mechanical, and
Natural science, These divisions, determined by analysis,
are arranged in their chronological order. First, Nature,
next Science, then FEthics, and lastly History. It is not
a pure dry classification, nor a picture merely, but a frame-
work filled up by degrees ; for each title is followed by its
appropriate chapter, and the first mention of the science is
immediately succeeded by the scientific treatise.

According to the teaching of Vincent de Beauvais, before
the creation of the universe, God alone existed, in solitary
grandeur and immensity: but, desiring to see himself
reflected in his works, and to make himself adored, beloved,
and comprehended by his creatures, the Supreme Being
determined to call the angels into existence. At this point,
the Christian encyclopadist explains what God is; eon-
siders whether there are one, two, several, or none; and
details the nature and attributes of divinity. Then he
passes to the celestial spirits—to the Angel, the Spirit of
Good, and the Demon, or Spirit of Evil, who were the
first of all created beings.

God afterwards created heaven and earth: and then
comes a treatise on geography and mineralogy ; the creation
of the sun, moon, and stars, serves to introduce astronomy
and astrology. On the day on which the earth is said to
bring forth and bud, a treatise on botany is subjoined,
together with its application to agriculture and horticulture.
The day of the creation of birds, fishes, and terrestrial
animals, is followed by an entire system of zoology. At
length, man is created, and to the scriptural account is
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appended an anthropology or disquisition on the structure
of the human frame and intellect, and on the anatomy and
physiology of the various families of the human race, which,
considering the period in which it was written, is wonder-
fully lucid and complete. Then God rested; and Vincent
pauses to examine and discuss the harmony and beauty dis-
played in the economy of the universe.

This harmony is too soon interrupted by the Fall of Man ;
and the beautiful cosmical drama which had opened in such
perfect symmetry, becomes broken and confused ; then the
elements break their bonds, and ravage the physical creation,
while human passions shake the foundations of the moral
world: hence volecanoes, hurricanes, and erime. At the
fall of Adam, the first series of natural and physical science
is brought to a close.

Man had fallen ; but he had still the power to rise. He
might, says Vincent de Beauvais, repair by science his lost
. perfection. Consequently, the indefatigable encyclopedist
resumes his discourse, and proceeds to teach man to speak,
to reason, and, last of all, to think. He gives treatises on
grammar, logic, rhetorie, geometry, mathematies, musie, and
astronomy. Then follow the other sciences ; their application
to domestic life being exhibited in economy, and to public
life in politics; while their employment in the mechanical
arts is shown in architecture, navigation, the chase, com-
merce, and medicine.

The second division, the class of sciences, properly so
called—those which Vincent terms doctrinal, is thus brought
to a conclusion.

It is well for man to know, but it is no less necessary for
him to act. The stream of science flows onward, but it
must  flow restrained within due limits, without over-
whelming the intellect or laying waste the reason. The
moral sciences therefore are next invoked to point out
to man that it is his duty to walk .in a certain straight
line, called the law, and which is both divine and
human, both ancient and new. The law teaches man his
duties by .instructing him in the nature of virtue.
Vincent de Beauvais wrote as many treatises as there are
distinct and particular virtues. Men must have faith, hope,
and love ; must be chaste, humble, meek, patient, temperate,



INTRODUCTION. 13

courageous, and prudent : thus they will be meet for ha(})pi-
ness in heaven, and the bliss of heaven is detailed af

length, as an incentive to good works. If men relax ever so

little in their onward progress, or turn aside voluntarily

from the right path, they become liable to purgatory: and

purgatory is, therefore, described, and the different sorts of

sin enumerated, and defined either as mortal or venial.

Those who go entirely astray will be cast into hell, where

pride, envy, blasphemy, sloth, and simony, are punished
with peculiar rigour. Not a single moral treatise of any real

importance, is forgotten in this framework, which forms

the third division of the Encyclopadia.

Man is born, he is endowed with knowledge and the
ower of action; science has been placed as a buckler in
his left hand ; morality, as an instrument of action, in his
right. He may then live in the world, and work out his
own history. Thenceforth all the different epochs of the uni-
versal history of our species, from the period when Adam,
driven from the terrestrial Paradise, was condemned to
constant labour, form themselves into groups around him.
Vincent passes in review, and relates the history of, all
nations and people; he pauses at the year 1244, that in
which he lived; but he has almost divined (if I may be
allowed the expression) the events that would succeed.
Besides, he was far too catholic, too universal in his
ideas, to leave a vacancy. He tells us when time will be
accomplished ; when the universe shall perish; how man-
kind shall be judged ; and when eternity without end shall
recommence, as if it had not been interrupted for a season
by the creation and by history; how the world will end,
whether by water or by fire. He predicts all the phenomena
that will precede the Last Judgment; and the fourth and
last portion of this work closes with the end of the world.

* I must again repeat that this analytical and chronological
arrangement, at once historical and natural, is most remark-
able. I am myself disposed to consider it superior to that
adopted by Bacon, or by the encyclopadists of the eighteenth
century ; and even to that of Marie Ampére, whose classifi-
cation is almost the latest, and seems, perhaps, preferable
to any that has been attempted up to the present time.
This order is precisely that in which the statues decorating
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the exterior of Chartres Cathedral are arranged. The sculp-
tures here open with the creation of ‘the world, to the
illustration of which thirty-six tableaux and seventy-five
statues are devoted, beginning with the moment when God
leaves his repose to create the heavens and the earth, and
continued to that in which Adam and Eve, having been
guilty of disobedience, are driven from Paradise, to pass the
remainder of their lives in tears and in labour. This is
made by the encyclopwedist, the first groundwork of his
subject ; it is the Genesis of organic and inorganic nature
—of living creatures and reasoming beings; that in which
the biblical cosmogony is developed, and which leads to
that terrible event, the fearful malediction pronounced
upon man by his God. This first section, called by
Beauvais the “Miroir Naturel,” is sculptured on the
central arch of the north porch.

But although man, by the guilt of Adam, had incurred
the penalty of death to the body, and torment to the soul,
he might yet redeem himself by labour. Even while
expelling them from Paradise, God still had compassion on
our first parents: he gave them skins of beasts for gar-
ments, and taught them how to clothe themselves; and
the sculptor hence took occasion to instruct the Beau-
cerons how to labour with the hands, and with the mind.
On the right of the Fall of Man, he sculptured, under the
eyes of all men, and for their perpetual instruction, first, a
calendar of stone, describing all the labours of the country
in their seasons; then a catechism of the mechanical arts
practised by the dwellers in towns; and, finally, for the
benefit of those engaged in intellectual occupations, a manual
of the liberal arts, personified, preferably, under the figures
of a philosopher, a geometrician, and a magician. The
entire subject is developed in a series of 103 figures, in the
north porch, and more especially in the arch on the right
hand. Such is the second division, exhibiting at once an
historical and allegorical representation of agricultural and
manufacturing industry—of commerce, and of art.

It is not, however, enough for man to labour only; his
muscular powers and intellectual energy must be exerted
for a worthy object ; he must make a good employment of the
faculties with which he is endowed by God, and of the riches
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acquired by his own industry. To walk is not enough: we
must walk in a straight path, nor is it enough to act, unless
we act well and virtuously. Thus, for moral and religious
purposes, the porches of Notre Dame de Chartres were
encrusted with 148 efligies, representing the virtues which
it is our duty to embrace—the vices that we ought to
overcome. “

Man, created by God, has duties to fulfil towards his
Maker from whom he is derived, towards society in the
bosom of which he lives, towards the family in which he
was brought up, and the household over which he, in his
turn, presides; lastly, he has duties towards himself,
possessing, as he does, a physical organisation to be preserved,
a heart to be softened and warmed, and a mind to be en-
lightened. Thence arise four orders of virtues, the theo-
logical, political, domestic, and personal; all placed in
opposition to their contrary vices, as light is to darkness.
Personifications of all these virtues are sculptured in the
different bands or courses of the vaulting. Theological and
political virtues, the influence of which is external, and
suitable for the public arena, are placed without; domestic
and personal virtues, which affect the individual and his
family, are made to retire within the porch, where they find
shelter, in stillness and comparative obscurity. Such is the
third part, the “ Miroir Moral,’ which occupies the left
archway, and the north porch generally.

Now that man is created ; that he has learned to labour,
and to guide his actions aright ; that he takes toil with the one
hand for his support, and virtue with the other for his guide
and protectress, he may advance without fear of going
astray : he may live, and become the architect of his own
history ; and, after a certain period, he will reach the point
he has had in view. Man’s career is then continued
from the Creation to the Last Judgment, just as the sun
pursues his course from east to west, and the remaining
statues are, therefore, devoted to exhibiting the history of
the world, from the period of Adam and Eve, whom we left
digging and spinning without the gates of Paradise, down
to the end of time. The inspired sculptor has, indeed, by
the aid of the Prophets and of the Apocalypse, divined the
future fate of man, long after (poor mortal !) his own earthly
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-existence should have terminated. No less than 1488
statues were employed, and still remain, to set forth a
history comprising so many ages, so many events, and so
many human beings. This is the fourth and last division;
it fills three recesses of the north porch, as well as the entire
porch and the three bays of the southern entrance.

These sculptures, then, are, in the fullest sense of the word,
what, in the language of the middle ages, was called the
“Image or Mirror of the Universe.” They form an entire
poem, in the first canto of which we see reflected the image
of Nature, organic and inorganic; in the second, that of
science ; that of the moral sense in the third ; of man in the
fourth ; and in the whole, lastly, the entire world. Such is
the intellectual framework of this stone Encyclopadia ; such
its plan and moral unity. It remains for us now to examine
its material unity and physical arrangement.

The history of religion resolves itself for the Christian
into two distinct periods; the first, precedes the coming
of our Saviour, and is occupied by the history of the
Hebrew nation, the people of God; the second, com-
mencing at the birth of Christ, comprehends the history ofall
Christian people, the Law and the Gospel, the Old and New
Testament. As the Jews did not in their social life consort
with Christians, and as in the thirteenth century the Old
Testament, represented by tables, with circular tops, differed
from the New, which was always represented in the form of
a square book, so in Notre Dame de Chartres the history
of the Jewish people is actually separated from that of
Christians by the entire breadth of the church, or, we should
rather say, by the whole length of the transepts. The effi-
gies illustrating Old Testament history, from the creation of
the world to the death of the Virgin, are ranged in the north

orch; and those of the New, from the moment in which
Christ first bade his Apostles who were around him, “ Go
teach and baptise all nations,”* even to and including the Last
Judgment, in the south. In stained glass of the thirteenth
century, and sculpture of the fourteenth, Christ is repre-
sented enthroned on clouds, and his back supported by a

* “Go ye therefore, and teach all nations, baptising them.”—DMatt.,
xxvii. 19.
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rainbow ; the Tables of the Law are placed upon the Ark of
the Covenant on his left hand, the Book of the Evangelists*
is lying open upon an altar on his right. In every epoch
the Old Testament has had its position on the left, and the
New Testament on the right hand. This is as it-should be;
for Christians regard the Old Testament as the pedestal or
groundwork of the Gospel. The Old Testament is an antici-
patory portrait, of which the New presents the after-model.
The New Testament is the fulfilment, the Old the meta-
phorical or prophetic type. Now, in all times, even at the
present day, in civil customs as well as in military manceuvres
and religious ceremonies, the left is held inferior to the right ;
the right hand is given invariably to those who are most
honourable. The artists at Chartres, therefore, placed the
Bible on the north, or the left hand (when we face the east),
and the Gospel on the south, or the right hand. Thus, too,
the Northumbrian bishop, Benedict Biscop, commanded that
the southern portion of the church should be entirely filled
with pictures from the Gospel.¥ X

The 1814 statues which people the exterior of the church
of Notre Dame de Chartres, are arranged on the same
principle. )

Many encyclopzdias of the middle ages are far less com-
plete than that of Vincent de Beauvais. Some writers have
selected one particular portion, or one “Miroir” only, in
preference to another, instead of ecombining the four several
branches into one united work. Others have preserved the
unity of each branch of the four divisions; but in one or
other of the “Mirrors” they have omitted either entirely
or in part some particular branch of science, or passed 1t
over with slight notice, in order to exaggerate the dimen-
sions of some other science connected with it. In the same
manner, many, one might even say the majority of the French
cathedrals, are incomplete in comparison with that of
Chartres. Some one branch of the Encyclopadia is treated
too fully, to the neglect of one, two, or sometimes of the
three other branches. Thus, in the Cathedral of Rheims,

* Missale abbatice Sancti Maglorii parisiensis.  Bib. Avsen. Théol. Lat.
188, fol. 214, recto. XV. century.
+ ¢ Detulit . ... imagines evangelicee historize quibus australem ecclesiz
parietem decoraret.”  (Life of Benedict Biscop, cited above, p. 3.)
o]
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what we may call the “ Historical Mirror,” comprising more
especially the Life of Christ, and the end of the world, or
the Apocalypse, is extended hbeyond all due proportion ;
while the ¢ Mirror of Nature ” is greatly abridged, and that
of “Doctrine” seems almost forgotten. Still, in each of
these cathedrals the principal chapters of the ¢ Universal
Mirror ” are represented by eight or ten figures at least.
Even that of Laon, which is in this respeet more exclusive
and less complete than most others, gives the argument or
summary of the book, which is treated in full detail at
Chartres. It has, for these reasons, been thought expedient
to adhere in the following work to the classification adopted
by Vincent de Beauvais, and reproduced in the Cathedral of
Beauce.

The order of this arrangement is of the highest import-
ance ; and should be constantly borne in mind and diligently
followed, while examining or describing sculptured statues
or painted effigies. Many a statue which, isolated, appears
uninteresting and unintelligible, takes a new meaning when
connected with the others which ought properly to precede
and follow it. Either from negligence in the person
appointed to superintend the building, or ignorance in
the sculptor, transpositions frequently occur in regard to the
places occupied by certain figures ; or the displacement may
have been occasioned by the architectural form of the
building; by its exaggerated or limited dimensions; by the
limited surface of the area appointed for decoration, or by
the preponderance of that from which ornaments were
excluded. In every occasion of difficulty, or when there is
reason to suspect that such alterations have been made, it
will be expedient to have recourse to the arrangement of
Vincent de Beauvais. In the Cathedral of Chartres, for
instance, one vaulting of the eastern porch is devoted to the
signs of the zodiac and the labours of the different seasons.
As, however, there was space for ten signs only, it was
necessary to remove the two signs, Pisces and Gemini,
which could find no place in the first vaulting, to an-
other; and thus, banished from their proper sphere, they
seem devoid of meaning or intention. Similar examples
are numerous, and must be regarded with scrupulous
attention.
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As the statues and effigies with which our churches are
decorated are all arranged according to the system of
Vincent de Beauvais, it has been found necessary to adhere
closely to that arrangement in the following treatise. The
subject opens, therefore, by speaking, firstly, of God;
secondly, of the creation of the first divine beings; and
proceeds thus in order, through the four emcyclopzdic
divisions mentioned above, down to the end of the world. It
commences, before the © Genesis,” that is, before the Crea-
tion, and will not terminate till it reaches the “Apocalypse,”
after the end of the world. It begins with God, because
Grod existed before all things; from God, the fountain of
universal existence, it descends to the final judgment, that
point in which the several streams of facts and ideas ter-
minate their course.

The first part of the “Instructions for Iconography ™
contains the Archzological History or Ieconography of God ;
then follows that of the Angel, a Being immortal, if not
eternal, and who ranks next to the Deity, both in the
hierarchy and in chronology ; next, the Iconography of the
Devil—that fallen angel who was precipitated from heaven,
crushed and overwhelmed, at some period subsequent to the
creation of angels, and before the birth of man.

In a future work I propose to treat upon the seven days
of Creation so often represented in our churches, the
Birth and Fall of Man, the archeological history of
- Death, and of the “Dance of Death.”” As man, though
doomed to death, may yet regain something of his original
virtue by the labour of his hands, the cultivation of his
mind, the practice of what is good, and the avoiding of evil ;
personifications of the labours of the country and the city,
of the liberal arts, of the Virtues and Vices, will be given,
and their intention and signification fully explained.

The History of the Patriarchs, Judges, Prophets, and
Kings of Judah, will occupy the succeeding portion ; next
to this will come the Life of the Virgin Mary, and that of
Christ—admirable subjects, weil worthy of being treated at
length. 'We must afterwards pass in review the figures of
Apostles, Martyrs, Confessors, the most distinguished saints,
and those whose effigies are most frequently seen on our

portals and painted windows. The concluding portion of
c2
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the work, of which this is only a preliminary sketch, will
contain a description of such figures as are borrowed from
the Apocalypse.

The principal types will be shown in engravings, and the
text will be little more than the legend of the figures repre-
sented. The designs will all be outlines from authentic
monuments, and the date and origin of each will be given
with the greatest possible precision. They will be selected
principally from illuminated manuscripts, statues, or paint-
ings on glass; but frescoes, mosaics, tapestry, enamellings,
and carvings will also be laid under contribution.

The drawings, like those in the present volume, will be
executed by M. Paul Durand, Correspondent of the His-
torical Society of Arts and Monuments, a patient anti-
quary, who examines, with most scrupulous attention, every
archzological character likely to afford either indispensable
or.merely useful information. M. Durand accompanied me,
with the greatest zeal and disinterestedness, during my visit
into Greece and Turkey, in July, 1839, and February, 1840,
to the city of Athens, to the Morea, Sparta, Salamis, Thebes,
Delphi, the Meteora of Thessaly, Macedonia, Salonica,
M. Athos, and Constantinople. He made drawings of
every monument, whether in architecture, sculpture, or
painting, which I had proposed to myself to describe:
several Byzantine types of God, Angels, and the Evil
Spirits, reproduced by his pencil, are inserted in the work
now before the reader.

All the drawings here given have, with some few excep-
tions, been either copied or outlined by M. Durand. A few
subjects only were copied from the designs of MDM. Lassus
and E. Boeswilwald, “architects at Paris ; Duthoit, sculptor
at Amiens; Ch. Fichot, designer at Troyes; Amable Crapilot,
architect at Auxerre; Klein, painter at Strasbourg, and
Hippolyte Durand, formerly an architect at Rheims. These
artists, skilful, learned, and obliging, placed their time and
talents at my entire disposal, in order to procure for me the
subjects I required, and which are dispersed throughout the
cathedrals of Amiens, Auxerre, Rheims, Troyes, and Stras-
bourg. M. E. Boeswilwald gleaned for me among the beau-
tiful paintings of the Campo Santo at Pisa.

The designs were all engraved, with studious care, by
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MM. Andrew, Best, and Leloir, who are entitled to my
warmest thanks.

The text of the work was read before a special committee,
selected from the Historical Society of Arts and Monuments.
It was composed of MM. Delécluze, Baron Taylor, Comte
de Montalembert, Comte Auguste de Bastard, Du Som-
merard, Auguste Leprévost, Schmit, and Albert Lenoir.
Several doubtful points were discussed and decided, several
suggestions were made and adopted. The work was ordered
and approved by the Committee, but the arrangement and
appreciation of the facts was left entirely to the author’s
diseretion. M. Villemain, Minister of Public Instruction,
was induced, at the request of the committee, to authorise
the printing and publishing of the work.

M. Chabaille, Correcteur to the Comités Historiques
revised the proofs of my work with great attention—
I may almost say, with peculiar affection. Ie did not
confine himself to the mere correction of typography;
but, being well versed in the dramatic art of the Middle
Ages, and the literature of the Mysteries and Miracles, he
advised me occasionally to draw a parallel between the
imitative, and the spoken or mimetic arts; and to consider
scenic representations in their connexion with effigies and
statues: and I gratefully accepted suggestions so judicious,
offered, too, with so much candour and politeness.

Finally, and to acquit myself, in some degree, of my
numerous obligations, I must express my gratitude to
MM. the Conservators of the Bibliothéque Royale; to
MM. the Librarians of St. Geeneviéve; and to M. Amyot,
of the Library of the Arsenal, who placed at my dispo-
gition the finest illuminated MSS., from which I copied
several miniatures. MM. le Comte Auguste de Bastard
and Du Sommerard entrusted me with, or described to me,
many valuable specimens of carving in ivory, glass painting,
and painting in enamel or on vellum. I shall always retain
a grateful remembrance of the kindness which aided and
encouraged my efforts, and conferred personal honour on
myself.

DIDRON.

Panis, May, 1841,



PART I

i

THE NIMBUS, OR GLORY.

Brronr entering on the subject of Iconography generally,
it may be advisable to devote a few pages to the examina-
tion of an attribute which is of very frequent occurrence
in Christian Archeology, and which alone will often be
found sufficiently expressive to enable us to determine the
dignity and character of the personage invested with it.
This peculiar ornament is usually designated the Nimbus,
or Glory.

The Glory is constantly adopted by artists, both in
painting and sculpture, as a characteristic ornament: it
either encircles the head alone or the entire figure. As an
attribute it serves to denote a holy person, in the same
manner as the crosier or the sceptre distinguishes a bishop
or a king. When this attribute enriches the head only it
is called a nimbus. In this case it is analogous in signifi-
cation to a crown, from which, however, it differs essentially
in position if not in form. Both the crown and the nimbus
are circular, but the former is placed horizontally on the
head, the position of the latter is vertical.

The nimbus may sometimes be almost microscopic in
dimensions, but its importance ought never to be overlooked.
Every sculptor occupied in making or re-modelling Gothic
statues, every painter engaged in the restoration of ancient
frescoes, or of early stained glass, each antiquary whose
time and energies are devoted to researches in Christian
Tconography, will find this characteristic to Dbe of the
highest practical importance, and one, too, which requires
to be studied with scrupulous attention, since the omis-
sion of it may transform a saint into an ordinary mortal,
or an incorrect application elevate the mere mortal into
a divinity. Errors of this description are frequently
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committed by artists of the present day in their represen-
tations of religious themes. Some years since, for example,
a painting on glass, representing Christ and a few saints,

IFig., 1.—CIARLEMAGNE CROWNED, AND WITH THE NIMBUS.
Painting on Glass from the Cathedral of Strasbourg; x1r and x1v centuries.®

was exhibited. One of the saints, a bishop only, was
adorned with that form of nimbus, which is appro-
priated to the Deity alone, and the figure of Christ was
entirely destitute of the insignia which Christian artists
have universally employed as the symbol of his divinity.
Consequently the saint was represented as divine, while

* This head of Charlemagne occupies the upper part of a beautiful stained
glass window in the left aisle (collateral gauche) of Strasbourg Cathedral.
Charlemagne is represented with a crown and nimbus. On the circumference
of the nimbus the following legend is inscribed : Karorvs macnvs rex. This
glass painting, as well as the series of fifteen Kings or Emperors, in the same
side aisle (bas cdté) belongs to the eleventh or twelfth century, but was re-
stored in the fourteenth. The floriations on the crown and the inscription on
the nimbus belong to the period of that restoration.



24 CHRISTIAN ICONOGRAPHY.

our Saviour appeared but as a man. The nimbus, there-
fore, in Iconography is of equal importance with the fingers
and the mammals in zoology, and although its form may

Fig. 2.—CHRIST IN AN ELLIPTICAL AUREOLE.

Minjature in the Biblioth¢que Royale, xIv cent.*

be by no means striking to the eye, the idea it should
convey is often of the higkest importance.

In some instances, not the head alone but the entire
person is encircled by a nimbus; in this latter case, it
ought to be designated by another name, in order that two

* This drawing is taken from the Speculum Humanee Salvationis, a
beautiful Ttalian MS. of the fourteenth century, belonging to the Bibliothéque
Royale. The elliptical figure within which the Saviour is represented is au
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ornaments, varying so much in size and nearly always in
form, may not be confounded ome with another. The
nimbus encireling the body will for the present be dis-
tinguished by the term aureole, and the propriety of this
denomination will be justified hercafter. The aureole is of
less universal application than the nimbus, or ornament of
the head, properly so called ; it is very rarely seen in Pagan
Iconography, and in Christian art is restricted almost
exclusively to the Divine persons, to the Virgin Mary, or to
the souls of saints, exalted after the death of the body into
the kingdom of heaven.

The nimbus of the head and the aureole of the body differ
in a remarkable degree, yet both are sometimes figured in
the same manner, and both usually impart the same idea,
that of apotheosis, glorification, or deification. It seems,
therefore, desirable that one single word should be employed
as a generic term to include both species of nimbus, and
express the union of the two ornaments.

In speaking of the combination of the nimbus and aureole,
I shall in future employ the term glory : nimbus will be
applied peculiarly to that encircling the head, awreole to
that of the body, and glory to the union of both.*®

DEFINITION OF THE NIMBUS.

The Latin word nimbus appears to agree in signification
with the Greek wds, of which vigw is the original root.
The verb »vigw vigew signifies to snow, to water, to wet;
npds 13 used to express snow, shower, dew, a raindrop, and
even, by extension, hail.

The meaning of nimbus is the same as that of the Greek
noun npds ; and it also signifies cloud, that is to say, the
placein which are formed rain, hail, or snow, either of which

aureole ; the transverse line, intersecting this ellipsis in the centre, is the rain-
bow, or, perhaps, clouds, as they were usually drawn by Italians at that epoch.
This line seems, also, to form a support for the Saviour in his ascension to
Heaven,

* In fig. 2, the figure of Christ has the nimbus around the head, and the
aureole encircling the body, and is conscquently enveloped in a complete glory.
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may be intended by the Greek word. Nimbus may also be
understood to signify the aerial car, the cloud, which,
according to Virgil, serves as a chariot for the gods; ina
metaphorical sense it means also the veil worn by women,
a fine and transparent covering, air, consolidated as it were
into substance, woven wind, a cloud of gauze, as the ancient
Greeks would have said.

TIsidore of Seville, in his “ Origines,” describes the nimbus
to be a transverse bandeau of gold, sewed on the veil and
worn by women on their forehead.*

The Romans employed the expressions, nimbus florum—
nimbus  saxorum—nimbus sagittarum, nimbus equitum—
nimbus numismatum—to indicate a shower of blossoms
shaken from the trees, the odoriferous snows of spring, as

* ¢ Nimbus est fasciola transversa ex auroe, assuta linteo, quod est in fronte
feminarum.”’—(Orig., lib. XIX., cap. xxxi.)

It seems, nevertheless, probable that the learned Bishop of Seville was mis-
taken in his explanation of the terms mimbus and nmimbatus. He was
probably misled by that passage of Plautus, in the Peenulus, scene 2, in which
the servant, speaking of a lady beloved by his master, says,

¢ Quam magis aspecto, tam magis est nimbata,”

and thence concluded that nimbate signified wearing a coquettish head-dress.
Comparing the passage in Plautus, with one in the Satire of Petronius, where,
in enumerating the charms of a Roman lady, he particularly notices the low-
ness of Ler forehead (frons minima), with another, in which Horace declares
that his dear Lycoris was distinguished by her low forchead (insignis fronte
tenui), and with a third, in which Arnobius, in his Treatise on the Nature of
Man (ch. viii.), asserts that women who desired to possess this charm, thean
valued as 2 sign of intellectual endowments, lessened the forehead by con-
cealing it with bandeaux, Isidore de Seville imagired the term nimbata,
used by Plautus, to refer to a woman who attempted, by wearing an elegant
head-dress placed low upon the brow, to make her forehead appear lower
hence he drew his definition of nimbus. I imagine that the text of Plautus
should rather be translated as follows :—* The more I look at her the
more radiant (nimbée) she appears;” that is to say, bright, dazzling, or
beautiful ; for the nimbus, as will hereafter be shown, is an emanation
of light, the rays of which are rendered visible in sculpture or painting.
In fact, Isidore himself says, “ Lumen quod circa angelorum capita pingitur
nimbus vecatur; licet et nimbus sit densitas nubis”” Nimbafe must,
then, be considered in the light of a metaphor serving to express an ideal
beauty, and is well rendered in our language by the word “radiant.”” It is
not a word properly applicable to any peculiar ornamient for the head ; besides,
had the word been properly understood in the latter sense, as a woman’s veil
or bandean, its derivation would probably have been found in the transparent
delicacy of the tissue.
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an illustrious Frencli poet of our time has happily termed
them; also the hail of stomes or arrows with which an
enemy is pierced and crushed; the cloud of soldiers who
darken the air with the dust raised by the galloping of their
horses; the handfuls of largesse or showers of money
thrown to the people on occasions of public rejoicings.*
This “rain,” “snow,” “hail,”’ or “cloud,” are but metaphors
which serve to explain and elucidate the signification of
nimbus, and of wpds.

It has thus been shown that the analogy between these
two words, the one Greek and the other Latin, approaches
almost to an identity of meaning.

‘With regard to the pronunciation, if the Latin & be
changed into the Greek ¢, that is to say, if the soft labial
be transformed into the labial-aspirate, and the & pronounced
like a v, as is the practice among the modern Greeks, the
resemblance between the two words will become even more
remarkable. There can thus be little doubt, that nimbus
is derived from wipds. -

The etymology of the word has been little regarded by
artists, for the nimbus, which ought always to have the
character of a cloud, a vapour, or flakes of snow, frequently
assumes the form of a circular disk, sometimes opaque, some-
times luminous, and sometimes transparent. 1t has the
shape of a triangle or a square; that of several jets of
flame ; of a star, with six, eight, twelve, or sometimes even
a countless number of rays. There is scarcely, perhaps, a
single instance in which the shape of the nimbus agrees
entirely with the idea which that word seems intended to
convey.

* Monarchie frangoise, par le P. Montfaucon, Discours préliminaire,
p. xx. Servius, the commentator on Virgil, in the fourth century, referring
to the following verse in the ZEneid, book i. . 51:

¢ Nimborum in patriam, loca feeta furentibus austris,
ZEoliam venit—"’
observes ¢ Nimbus nunc ventos significat ; plerumque nubes vel pluvias—
Proprie nimbi repentine et precipites pluvie.—"(Virgil, 4to. édition de
Geneve, 1636, p. 176.)
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FORM OF THE NIMBUS.

The nimbus is almost invariably circular, in the form of
a disk, although in some cases the centre of the disk has
disappeared and the outer line only is left.®

The centre field of the circular nimbus is either plain or
ornamented. "When not plain it is striated with foliage, or
decorated with countless radiating lines, occasionally with
three rays ounly, narrow or broad, resembling the branches
of a Greek cross.

These transverse lines are either plain or adorned with
pearls and precious stones (the latter unpolished), or
marked with Greek or Latin letters: they are formed
either of straight gcometrical lines, or of lines resembling
the undulating motion of flame.t

The preceding observations may suffice for the description
of the lines radiating from the centre and finishing at the
circumference of the nimbus; but, besides these, it is fre-
quently divided by concentrie circles into several zones; the
central zone then becomes the nimbus properly so called ;
the.others are rather prolongations of the first, or radiations
from it. Pearls and precious stones, polished or unpolished,
are introduced into these zones, which are one, two, or three

* See for the first species of nimbus, figs. 1 and 2, pp. 23, 24, and those
which follow. The drawings here given being in outline merely, the nimbus
is indicated by the outer line alone ; but in the originals the centre is filled up
and solid. The transparent nimbus, marked by the line of the circumference
alone, was frequent among the Greeks before the thirteenth eentury, and the
Italians after the fifteenth. In the History of God the Father, we shall give
2 design copied from a Greek MS. in the Bibliothéque Royale, representing
the Father conversing with Isaiah, standing between allegorical figures repre-
senting Night (»9¢) and Day (0pfpos.) The figure of Night has a nimbus,
consisting of the single linc of circumfercnce only. Raphael, in the “ Disputa,”
has adorned with a perfectly transparent nimbus the several personages
assembled in eouncil.

+ These varieties, and others, will be shown in the various drawings which
follow. In the Evangéliaire of Charlemagne, Bib. Roy., St. Matthew wears
a nimbus ornamented with a semicirele of rays, in the form of a shell. The
Angel who appears to be giving inspiration to the Evangelist has a nimbus, the
rays of which diverging from one common centre, each terminate ina pearl,
at the line of circumference, resembling needles with pearl heads.
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in number. In some cases the name of the personage
whose head they surround is inscribed upon them.*

The outer edge of the circumference of the nimbus is
usually either plain or indented, that is to say, furnished

|
E\

Fig. 3.—ST JOHIN THE EVANGELIST, WITH A CIRCULAR NIMBUS SURMOUNTED B8Y
TWO BUN-FLOWERS, EMBLEMS OF THE SUN.

Glass Painting of the x11 cent, St. Rémi. Rheims.

with prolongations, formed ordinarily either by straight or
wavy lines. Sometimes, as at St. Rémi of Rheims¥, two
sunflowers are inserted in the outer circle of the nimbus,
this plant being considered in the vegetable kingdom

* The nimbus of Karolus Magnus, fig. 1, p. 23, is composcd of three zones :
the first and innermost is plain, the second ornamented with figured bands and
small crosses of St. Andrew, and on the third, or outer circle, are written the
name and title.

 From a stained glass window in the apse in the Tribune, dating from the
twelfth century. It represents the Blessed Virgin and St. John the Baptist,
standing beside Christ on the'Cross, and bewailing the agony of the Redeemer.
Both Mary and St. John wear the nimbus, and, from the top of each nimbus,
rise two sun-flowers, the stalks crossing each other. The head here given is
that of St. John. This idea is curious in itself, and reminds us of those
Egyptian figures, from the heads of which two lotus-flowers rise in a similar

manner. The great work on Egypt is full of such figures.
%
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as symbolic of the sun or of the light, of which the sun
is the source. It here forms a sort of double feather sur-
mounting the symbolic headdress.

The nimbus is sometimes triangular* This form is

Fig. 4—GOD THE FATHEE, WITH A TRIANGULAR NIMBUS BEARING RAvS.}
Greek Fresco of the xviI. cent.

extremely rare in France: it is frequent enough in Greece
and Italy, especially after the fifteenth century.}

* The fignre of God the Father, which follows, is copied from a fresco at
Mount Athos. Rays issue from each side of the triangular nimbus.

+ It must be observed, that in a mosaic belonging to the close of the eighth
or the beginning of the ninth century, in the Cathedral at Capua (see Ciampini,
Vetera Monimenta, part 2, pl. 54), the Holy Ghost, in the form of a dove,
with a triangular nimbus, is represented hovering above the Virgin, who
carries the Infant Saviour in her arms. St. Peter, St. Paul, St. Stephen, and
St. Agatha, stand around the Virgin. It is possible that this nimbus may be a
later restoration ; and this opinion is confirmed by the circumstance that the
figure of Christ, and that of another divine person in the upper part of the
mosaic, are without a cruciform nimbus. Mosaics have been so frequently
retouched ! Ciampini (Vet. Mom., part 2, p. 168,) says:—* Hujus
triangularis formee aliud antiquius me vidisse minime recordor.” e is right;
the triangular nimbus is always of recent date, and that at Capua, if genuine,
would be unique.

+ See also a Greek engraving, representing the “ Skite du Prodromos,” a
monastic village situated near Ivirén,on Mount Athos.
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The nimbus is sometimes a double triangle, constructed
of two intersecting triangles, which thus form a star of five
points.* ¥,

-

Fig. 5.—ST. GREGORY IV, WITH A S8QUARE NIMBUS.}
Roman Mosaic in St. Mark, 1x cent.

The nimbus is at other times square: a perfect square,
with sides either straight or concave.

The nimbus is occasionally arectangular or oblong square,
or, to nse the expression of St. John the Deacon, in the

* This bi-triangular nimbus is figured below in the chapter on the Appli-
cation of the Nimbus, fig. 21, p. 60.

* A Roman mosaic, representing Gregory offering to God the Church of
St. Mark, which was built and decorated by his command, about the year 828.—
(Ciampini, Vet. Mon., part 2, p. 119, tab. 37.) In Ciampini, the Pope is
young, beardless, and smiling; but M, P. Durand, who made this drawing
from the mosaic, assures me that the expression of the countenance is
melancholy, as it is here represented.
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form of a table, as shown in the preceding design. Another
kind of nimbus also is often met with in Italian MSS.,
resembling a volumen of
parchment unfolded in the
centre,remaining partially
rolled at each end, or a
roll which has not entirely
taken the plane form, or
a cylinder not completely
flattened, so that the ex-
tremities at which the
pressure is less powerful,
curl inwards on them-
selves.®

The nimbus may some-
times be met with lozenge-
shaped, with straight sides,
B s covetnon ynnes o> 58 10 the head of God the
Miniature of the close of the )-mr cent. M, in Father 11.1 the “ Dlsputa )

the Bibliothéque Royale. or the sides are concave,
as in an example given
below in the History of God, fig. 22.

‘When the nimbus is circular and belongs to one of the
Persons of the Holy Trinity, it is always, unless the omission
arises from the ignorance of the artist, divided by two lines,
drawn from the outer edges and intersecting each other
at right angles in the centre. These lines form four rays,
but one of them, the lowest, is concealed by the head.

Sometimes of the entire disk, only the rays or cross lines
that divide the field, are retained.

When these intersecting lines have the form of Iwminous
rays, they often spread and approach so nearly as almost to
re-compose the disk; the rays, however, that issue from
the temples and the summit of the head or brow, are longer

* Sec Seroux d’Agincourt (Hist. de UArt par les monwments, peinture,
pl- 37.) An example of thisform is given below, fig. 27.

# This drawing, which is copied from the  Biblia Sacra,” No. 6829, repre-
sents the persons of the Trinity creating Adam, whom they appear to raise
from the ground. The Holy Spiritisin the form of a Dove, and has the
cruciform nimbus, as well as the other two persons. This form of nimbus is a
valuable archaological characteristic, and the invariable attribute of Divinity.
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than those intervening. In this case the circumference
being broken into three parts, assumes what we might
almost call the form of a Greek cross, broader at the
extremities than in the centre.

Besides the circle, either plain or ornamented; besides
the simple and the double triangle, or the star; besides the
square, the oblong, and the lozenge shape; the nimbus has
still other forms, which it may not be useless fo describe.
¥ will be shown hereafter that the nimbus is nothing more
than a representation of the radiation of light supposed to
issue from the head, and there are various ways in which
that radiation has been represented.

Sometimes rays of equal number and dimensions emanate
from all points, and thus produce a circular nimbus.
Sometimes the rays issuing from the temples and the
summit of the head, are stronger and more vivid, while those
from other points are shorter and more feeble. If in these
cases an external line be traced, uniting all those rays of
unequal lengths, a sort of lozenge with concave sides, similar
to that above mentioned, will be produced. This line is very

¥ig. 7.—X1MBUS WITH RAYS OF UNEQUAL LENGTH, WITHOUT ANY CONNECTING LINE.
Miniature of the xv1 eent. MS. in the Bibliothéque Royale.

seldom supplied, and the nimbus consequently appears as in
the above drawing.*

* If theso rays were all united by one external line, we should have &
lozengc-slmpeq ni.mbus with concave sides. This drawing is taken from the MS.
920, in the Bibliothéque Royale. 'The miniature is of the sixteenth century.

b D
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The intermediate space between the three grand luminous
points is, in some instances, destitute of rays, and the
‘nimbus is then reduced to three clusters, each consisting
in general of three rays only. These three streaks of light
are frequently connected by a circle which thus forms the
cruciform nimbus so commonly to be met with, but at
other times the three luminous clusters of rays pass beyond
the line of circumference, as if too strong to be contained
within its limits. :

Fig. 8.—~TRANSVERSE LINES, OR LUMINOUS CLUSTERS OF RAYS PASSING BEYOND TIL
CIRCUMFERENCE OF THE NIMBUS.*

Miniature of the 1x cent. MS. of the Biblioth¢que Royale.

It will be remarked that these rays diverge from the
centre towards the circumference; that is to say, they are

contracted at the base; broader and more open at the
extremities.

In Pagan Jeonography we particularly observe a nimbus,
the rays of which are broad at the base and pointed at the
extremity ; they are placed at equal distances and appear

to emanate equally from all pomnts of the circle of the
head.t

* This beautiful head of Christ, beardless, but serious in expression, and
of mature age, was given by M. de Bastard in his great work, Peintures
¢t Ornéments des Manuscrits, 4th book. The cross-lines of the nimbus are
formed of three clusters, each containing three rays; the clusters, it will be
observed, emanate from the temples and the upper part of the head.

+ Montfaucon (Antig. Expliq.) gives several examples of rays thus sharp-
cned at the points.
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This form, resembling that given by artists to the stars,
forcibly reminds us of the radiated crowns so frequently
seen on Greek and Ro-
man coins. The dispo-
sition of these rays is
exactly the reverse of
those clusters of light of
which we have just spo-
ken, and is, it must be
added, completely op- -
posed to the physical
nature of luminous rays ;
for light emanating from
a centre, becomes, at the

circumference,  diver-

Fig.9.—APOLLO A8 THE SUN, ADORNED WITH THE
NIMBUS, AND CROWNED W’l’!’ll SEVEN RAYS.* gent' H n0t N convergent'
Roman Sculpture. In this design, the rays

are linked together, not
at their points, but at about half their length, by a circle
or thread which appears fo confine them. The circum-
scribing thread is sometimes placed nearer to the head,
in which case the rays, instead of emanating from the head
itself, start from that circle. The nimbus, as has been
already observed, is a disk, the field of which is sometimes
streaked with rays: in this case the rays are within the
interior of the circumference, covering the interior space
within the outer circle, but in the arrangement just described
it is exactly the reverse, the line of circumference being
within, and the rays without.
The extent of the nimbus is generally indicated by an

* These seven rays, placed at equal distances, exceed the limits of the
nimbus surrounding the head. The head given above is that of the Sun; it
is ‘taken from the “ Antiquité Expliquée de Montfaucon,” tom. i, p. 118, pl. 54.
Lucian also observes, that the head of the Syrian Goddess had rays, éml 7§
reparfi dxrivas péper. Ciampini (Vet. Mon., part 1.,)) says, ¢ Publ. Victor
in Colosso Solis, quem Zenodorus Neroni dicavit, de quo Plin., cap. xxiv.,
lib. 7, Seprenis caput ejus radiis coruschsse tradit, quorum singuli viginti
duos pedes et semis in longitudine prastabant.” It will be observed that the
number of rays surrounding the head of the colossal Sun of Zenodorus are
precisely the same as those of the youthful Sun figured in our engraving.
Each ray is suppesed to dispense its radiance to a planet, and the Sun forms
the centre of all. “The Star of Julius Ciwsar, says Suetonius, shone for seven
successive days.—See below, note, p. 37, ‘

D2
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unbroken line, forming a perfect circle; yet, among the
Romans especially,* and also
among the Hindoos,t this circle
is frequently broken into zigzag
lines, which give the edge the
appearance of being cut like the
teeth of a saw. The points
of these teeth maybe considered
as the extremity of the cloud of
rays emanating from the head,
and which spread, in one com-
pact body of light, to the cir-
cumference, but, when they
reach that limit, become
broken and divided, extending
their points in every direction.
Fig.10.—NIMBUS BORDERED WITH I shall notice, in the last
E :"’fe“d““ R:::'I . place, a form which appears to

B Christian period. > be antique, and constantly oc-
curs in the Iconography of the

* See the coins of the time of the Antonines; they bear on the reverse a
bird—the pheenix—symbol of immortality. This bird, which is supposed to
be regenerated by fire, has its head encircled by an indented nimbus.,  On the
coins of Faustina, Eternity is represented with a peacock, wearing a similar
nimbus. It is a singular fact, that a Christian MS. in the Bib. Roy., 434,
St. Germ., has two peacocks wearing the nimbus appropriated to Szints,

+ See the symbolism of Creuzer, (German Atlas,pl. 31,) among others, and
pl. 17 of the French Atlas, accompanying the translation of M. Guignaut. The
sun is there placed in the centre of a disk indented interiorly ; between the
luminous circle surrounding the sun, and an exterior circle containing the
signs of the Zodiac, is a narrow space on which eight personified plancts are
represented: Luna, or rather Lunus—that constellation being masculine
amongst the Hindcos—Mars, Mercury, Jupiter, Venus masculine, Saturn,
Rahou, and Ketou. The head of each is encircled by a nimbns or aureole,
indented like that of the immortal bird of the Romans (See below, fig. 12, p. 43.
Maya surrounded by a nimbus indented or zigzag). In the fresco paintings of
Greece, the Holy Spirit is frequently drawn under the form of a Dove, gene-
rally within a nimbus or aureole, with a zigzag circumference, like that of the
Pagan Phenix. An engraving brought from Mount Athos, representing the
great Monastery of Iviron, has a similar figure of the Holy Ghost, descending
from Heaven at the time of the Annunciation. Ciampini ( Vet. Mon., part 1,
pl. 36, fig. 14,) gives an engraving from a coin of Faustina, in which the alle-
gorical figure of Eternity holds a bird, supposed by Ciampini to be a peacock,
but which may, possibly, be a phenix. It is represented with an indented
nimbus, like that of the Holy Spirit at Ivirén.

+ This ontline is taken from an engraved gem called Abraxas, used as
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Renaissance : it is that of a tongue of fire placed upon the
forehead of genii. At the removal of the remains of
Napoleon, on the 15th of December, 1840, this tongue of
fire might be seen illumining the brows of the statues of
genii placed on the Pont du Carousel, and on the esplanade
of the Invalides. The Holy Spirit, descending upon the
Apostles at Pentecost, was represented in the seventeenth
and eighteenth centuries, by a similar tongue of flame.
The Apostles are supposed to have been transformed at
that moment, from ordinary mortals, into divinely inspired
beings almost genii. This tongue of flame was the star
shining on the forehead of the statue of Julius Cmsar.*

Such are the principal varieties of the nimbus. We
have yet to notice the different modes of application which
have been commonly adopted, and which will be easily
defined and understood.

ON THE APPLICATION OF THE NIMBUS.

The nimbus, in Pagan Iconography, is the ordinary
attribute of divinity; but it is also given frequently to
Roman Emperors, to the Kings of Eastern Europe, and of
Asia. It is likewise commonly worn by female magicians
and prophetesses, and almost invariably distinguishes per-
sonified figures of the constellations, or of the good and evil

an amulet by the Gnostics. It is a species of Panthaic * deity. This genius
of the world is shown to be Celestial by the Sun and Moon, introduced into
the field on which he is engraved ; Terrestrial, by the Lion’s head ; Aquatic,
by the serpent-like tail; Divine, by the nimbus of twice seven luminous rays.
See “ I’Ant. Exp. de Montfaucon,” tom. iv,, p. 363.

* ¢ Ludis quos primo consecratos ei (Julio Ceesari) heeres Augustus edebat,
stella crinita per SEPTEM dies continuos fulsit, exoriens ecirca undecimam
horam. Creditum est animam esse Ciesaris in ccelum recepti, et hac de causa
simulacro ejus in vertice additur stella.”’—(Suetonius. Vita Julii Cwsaris.)

* Panthée, nom que les anciens donnaient aux statues qui réunissaicnt

les symboles ou les attributs de differentes divinités.—(Dictionnaire de
- UAcadémie.) .
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powers, which exert their influenee on the human soul, on
nature, and on society.*

In Christian Iconography, it is worn by the three Holy per-
sons of the Trinity, whether represented together, or apart ;
it distinguishes the Virgin Mary, the apostles, angels, saints,
and prophets. Sometimes, but more rarely, it is given to
the personifications of the virtues; to allegorical figures of
natural or psychological objects; to several of the constel-
lations ; and to certain qualities or affections of the soul.
Political power, the energies of nature, and the genius of
evil, are sometimes dignified with this attribute, but very
. rarely, and only when Pagan influences have been infused
into the symbolism of Christianity.

THE NIMBUS OF GOD.

In representations of the Godhead, the figure of the
Divinity, like that of angels and saints, is depicted with the
circular nimbus or disk ; but that the Creator may be dis-
tinguished from his creatures, the field of the divine nimbus
is intersected by two bars, which, meeting in the centre,
cross at right angles, and thus present the figure of a
Greek cross. One of the half bars, that which forms the
foot of the cross is concealed by the head, which appears to
restuponit. The three others are visible, and extend verti-
cally from the summit of the head, and horizontally from
the extremity of the temples.

It seems doubtful whether it can actually have been
intended to decorate the field of the Nimbus of God, with a
cross ; possibly, the form of the ornament which marks the
nimbus of divine persons, is not borrowed, as one might
be led to believe, from the instrument of our Saviour’s
suffering.

The propriety of the Redeemer being represented with a
nimbus thus decorated, is sufficiently obvious: but why
should it be worn also by the Father and the Holy Spirit ?
It is as if they wore the badge and insignia of the Som,
which would not be very consistent. Besides, the halo

* See page 84, and figs. 9, 44, 45.
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encircling the heads of several Buddhist and Hindoo
divinities, is marked with a similar cross; and it cannot be

Fig. 11.—THE TRINITY—EACH DIVINE PERSON WEARING THE CRUCIFORM IMBUS.*
Miniature taken from the  Ieures du Duc d’Anjou.”—Bib. Roy. End of xuir. cent,

supposed that, in these instances, any allusion is designed
to the Cross of Calvary. 1

The nimbus, worn as a badge of holiness by an ordinary
saint, or a mortal who has received the honour of apotheosis
or canonisation, is properly plain ; the simple glory; but in
a figure of God, this halo should be more distinctly marked.
Not only is the entire body encircled by a nimbus, that is,
to speak more correctly, by an aureole, as will appear here-
after, but the nimbus of the head is marked with a cross,
the one limb drawn from the top of the head, and the two

* This miniature of the Trinity belongs to the fourteenth century, or rather
to the close of the thirteenth. It is taken from a MS, bearing the name of
Louis, Duke of Anjou, and containing an inexhaustible fund of information for
iconologists. T shall notice here, with a view to deducing a conclusion here-
after, that it is not possible to distinguish the figure of the Father, in this
painting, from that of the Son.  Vide fo. 183 of the MS. Coté Lavall, 127.
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others from the ears or the temples. Rays of light may be
seen to emanate from the entire confour of the head ;* but
there are three principal sources of radiance, na.mely, the
three essential parts of the cranium, the region of the brain
or cerebrum, and the two temples, where life, defined and
concentrated, throbs in the great arteries. The forehead
and temples may therefore be termed the three cardinal
points of the cerebral sphere.

‘When the figure of God is surrounded by an aureole, as
well as by the nimbus, and the field of both is striated by
luminous’ rays emanating from all parts of the body, these
Tays are seen to issue in much greater abundance from the
head than from the trunk, because the head is the most
important part of man. The brow and the temples are still
more radiant; for the forehead and the temples bear the
same relation to the head as the head does to the body:
they are, in fact, the essential organs.

Thus, in the followmg sketch, the Hindoo goddess, Maya,
is represented pressing her breasts, whence flow those
copious streams of milk by which all living creatures are
nourished and supported. A veil of Ideas, the prototypes
of creation, surrounds the richly-attired figure of the
goddess. Maya is represented in a semi-aureole, or large
Nimbus, the circumference of which is indented with
zigzags, and the field striated with luminous sparks.
Parallel with the temples and forehead, and stretching beyond
the circumference, three clusters of rays dart forth, cor-
responding exactly with the cross lines in the Divine nimbus
of Christian archzology. In fig. 34, an infant Christ
may be seen wearing similar jets of hght these rays, on
transverse lines, seem therefore intended rather to Sym-
bolise the superior power residing in those three regions of
the head, than the Divine cross.

Still, it must be acknowledged that in some rare instances,
and when Christ alone is represented, the figure behind the
head of our Saviour is indeed that of a genuine cross, the
instrument of the passion. This is seen clearly on an ivory
tablet in the Louvre, belonging to the eleventh century.t

* See in the History of Christ, fig. 67, a figure taken from the Campo
Santo, in which the rays of light spread in all dircctions.
1 Armoires du Musée Charles X., Salle Gothique.
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The Christ sculptured on this curious monument rests his
head upon a cross, the upper limb of which is longer than

Fig. 12.—MAYA, THE HINDOO GODDESS, WITH A CRUCIFORM NIMBUS.*
Hindostan Iconography.

the transverse bars. The three branches are not united by
a circular line, and thus theiridentity with the cross becomes
even more striking.

In an ancient sarcophagus preserved in the Vatican, and
belonging to a very early period, is a figure of Christ,
bearded, and standing on the mystical mountain, whence
flow the four streams of the Celestial Paradise. Our
Saviour appears to be giving his last instructions to his
apostles. He tells them to go forth into all parts of the

* Réligions de D Antiquité, atlas, planche 19, No. 103.
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world to preach and to baptise ; to preach the Word written
in the volume in his right hand, which he extends towards
them; to baptise with the water of the sacred streams
which roll their waves at his feet. The apostles, of whom
six only are represented on the sculpture, three on the left
and three on the right hand, are under the form of lambs ;
Christ himself is accompanied by the symbolic lamb, as the
Ferouer, the emblem of man among the Persians, accom-
panies the individual, whose person he is supposed to
inhabit. These lambs have no nimbus, neither has the
person of Christ; for the monument belongs to an epoch
antecedent to that in which the nimbus was first adopted ;
but the symbol of Christ, the Divine Lamb, bears on its
brow the image of the cross on which our Saviour suffered.*
At Arles, in the church of St. Trophemius, chapel of the
Sepulchre, a tomb, which was brought hither from the
Aliscamps,t presents a figure of Christ, with a beard,
teaching the Clospel, and seated within an aureole, the
upper part of which is eircular. On the head of the Saviour,
almost as if implanted in the crown of the skull, is a little
cross, perfect in form; a curved line drawn in an angle on
the right of the upper part of the cross, forms a P, the 2o

* See a drawing on this subject, in the History of Christ, fig. 86.

*k « Beyond the walls, to the cast of the town, is situated the ancient cemetery
of Arles, called Aliscamps, a slight variation from the original name (Zlisii
Campt) by which it was known eighteen centuries ago. It was of vast extent,
a complete necropolis, and the dead were brought hither from other cities, as
far distant as Lyons, for interment. Dante mentions it in the Inferno, IX.
112:—

¢ Si come ad Arli ove ’1 Rodano stagna,
Fauno i sepoleri tutto 'l loco varo :*

and Ariosto alludes to it in the Orlando Furioso,

¢ Piena di sepolture & la Campagna.’

One portion of the ground was used for burial in Pagan times ; another marked
off with crosses, was afterwards designated for the interment of Christians.
The ground teems with gravestones, sepulchral memorials, and sarcophagi;
but the most curious have been removed to the museums of Arles, Toulouse,
Marseilles, &c.”—Murray’s Hand-Book of France, page 467, edition 1847.

In a work upon Arles in my possession I met with the following anecdote
of a tomb, which I think may be the one alluded to by M. Didron. T shall, I
trust, be pardoned for introducing it here: .

% Dans un autre chapelle (de St. Trophime), Il y a un tombeau de marbre
blanc, orné de trois belles figures, dont celle du milieu représente Jésus
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of the Greeks. The cross itself is equivalent to a ¢k, X, and
we thus obtain the monogram of Christ, XP (Xpiorés).
These examples prove more decidedly than those before
given, that the rays from the head of God, united by a
circle, are designed to represent a cross, more particularly
when they adorn the head of Christ.

I"ig. 13,—DIVINE LAMB, WITH CRUCIFORM NIMBUS AND THREE SMALLER CROSSES.*
Italian Sculpture of the x cent.

It must also be remarked that the nimbus worn by the
Lamb of God, of which a drawing is here given, is not only

Christ, qui, d "unc main, présente ’évangile & Geminus Paulus Gouverncur, et
de ’autre, il lui donne sa bénédiction.
“ Ce tombeau a €té transporté dans la chapelle du Saint Sepulchre de 1'église
métropolitaine (d’Arles) en 1804, ott il sert d "autel.
. “ Voici 1%épitaphe qui est sur le tombean :—
Vir Agrippinensis Nomine Geminus,
Hic jacet qui post dignitatem Prasidiatus
Administrator rationum qui novem,
Provinciarum dignus est habitus
Hic post annos XXXITX.M.II, Dies sex
Fidelis in fata concessit
Cujus ob insignem gloriam
Cives sepulchralia adornaverunt.
—Abrége Chronologique de I’ Histoire I’ Arles, par M. De Noble Lalausiere,
Arles, 1808.—Trans,

*2I7<]ngraved in Bosio. Roma sotterraneda, in fo., édit. de Rome, 1636 (1632),
p. 627.
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cruciform, like that borne by several other lambs, but that
each cross limb contains a smaller cross.

If, then, these transverse bars be intended, as seems
probable, to indicate the divine power or energy, this
singular peculiarity of a nimbus, the transverse branches of
which also bear crosses, would appear in some sort to
elevate that energy into a fourth power. A romanesque
fresco, in one of the transepts of the Church of Montoire
(Loire-et-Cher), near Vendome, represents Christ in an
oval glory.

Fig. 14.—DIVINE NIMBUS, WITH THE TRANSVERSE BRANCHES OF THE CROSS ELEVATED.®
Fresco of the X1 cent. in the Church of Montorio (Loire-et-Cher).

The nimbus surrounding the head is divided by rays,
but the transverse branch, the centre of which in the

* See the “ Musée Egyptien,” in the Louvre ; the great work on Egypt,
the Zodiac of Denderah; and pl. 29, 30, 32, 33, 34, 35, &c., of the % Atlas
des Religions de 1’ Antiquité.”
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preceding examples is concealed by the head itself, in this
is raised above it and entirely visible. This transverse Limb,
being thus entirely visible, makes the cross-like form of these
rays more distinctly evident than in any other of the like kind
of nimbus. The form of a cross is, therefore, more distinctly
recognised in this nimbus than in any of those hitherto
described. Still the upper limb and branches of this cross
(the foot, if it exists, 1s concealed by the Saviour’s head)
are confined by an external line in such a manner, that the
nimbus in its general form resembles that of the terrestrial
globe, as it is ordinarily represented in the hand of God.
The three bands which form the cross of Montoire exactly
resemble the circles drawn upon the representation of the
terrestrial globe ; Christ would thus appear to support the
world upon his head, and this circled sphere carries us back
immediately to Bgyptian Iconography, in which we meet
with numerous personages bearing the world upon their
heads in a similar manner.

The arms forming the transverse bar in the divine
nimbus, vary considerably in size, and are sometimes broad,
more or less ; sometimes more or less slender; occasionally
they are formed by one line only, a simple thread, and at
other times they occupy half of the entire surface. In the
latter case they are ordinarily adorned with pearls, precious
stones, or other varied ornaments. Among the Greeks
each bar of the cross bears a letter, and the three united
form o wv, I am, or “the Being.”” The arrangement of
these letters varies; sometimes, and most frequently, the
omicron is on the left, sometimes at the top, as in the
drawing given below.

In the “ Guide de la Peinture,”* we find the following
directions : “ On the cross intersecting the crown (nimbus)
of each of the three persons of the Trinity, the Father, Son,
and Holy Ghost, let the following letters be inscribed, 6 dv,
for it is by these words that God was pleased to reveal
himself to Moses in the burning bush; ‘éyd &pl 6 oy, ‘I
am that I am.” Let the letters be thus arranged: Place

*® épuived Tis (wypagucis, a MS. which I purchased at Mount Athos,
and which my fellow-traveller, M. P. Durand, has recently translated and
prepared for the press, with an introduction and notes, written by myself.
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formed by two parallel lines, drawn from the centre of the
dise to the circumference. The bar is often equal in breadth
throughout its entire length, but sometimes increases in
width, like a spatula, at the circumference; it is then
narrower in the middle of the disk, and at the half of its
length considerably narrower and appearing as if forcibly
- compressed.

Between these transverse bars there are no ornaments,
and most frequently the field is plain. Sometimes narrow
threads or little rays, in groups of threes, or fours, fill the
space intervening between the great rays which compose
the cross of the nimbus.

The cruciform nimbus is entirely appropriated to the
Deity: it is given more peculiarly to Christ the Saviour,
and frequently, as in the Byzantine monuments, as has been
already shown, the letters o wv,  am, or “He who is,” are
inscribed on the branches of the cross.*

This idea has sometimes been imitated by the Latins;
but instead of ¢ d» they inscribe the word REX, also in
three letters, one for each visible branch of the cross. ¥

Both the original artists and the copyists of the middle
ages appear to have been often ill-instructed, and either
from ignorance or negligence the latter frequently passed
over some important word or phrase, and the artists omitted

* The Greeks, who were intimately conversant with the sacred writings,
remembered, as we are told in the “ Guide de la Peinture,” that verse in the
book of Exodus, where God announces himself by the words, “I am that I
am,” (Exod. iii,, 14). They wished, by the aid of painting, to embody
that sublime "expression; and, not content with the divinity of expression
conveyed by painting alone, added the letters ‘o &w, in the halo encircling the
head of God. The Christian artists of the West, on the contrary, either less
instructed, or relying more implicitly on the omnipotence of art, sought to
convey the idea of Deity by the countenance alone. In the cathedral of Athens,
now transformed into a public library, a figure of Christ, painted in fresco on
the vanlting of the cupola, has a cruciform nimbus, but without the & dv
inscribed upon it ; rough precious stones and pearls supply their place. The
absence of these three Greek letters is, perhaps, a token of antiquity; the
cathedral is certainly the most ancient church in Athens.

t See Gori Thesaurus Veterum Diptychorum, vol, iii, p. 79. The
drawing represents Christ within an oval aureole, and is sculptured on an ivory
tablet, which served as a cover to a book of the Gospels. This singular relic,
the date of which is uncertain, is from the Musée of the Camaldules de St.
Michel de Mariano, at Venice, and must have been executed by some Latin
artist who loved and had studied Byzautine art.
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some constant characteristic feature. We must not, there-
fore, be astonished often to find one of the persons of the
Trinity without a nimbus, or with a nimbus plain instead
of cruciform. Such errors are, indeed, extremely com-
mon, as in the annexed engraving, which represents the
Ascension of Christ, and is taken from a carving on wood,
executed in Italy about the fourteenth century.*

Fig. 16.—CHRIST WITH A PLAIN NIMBUS, ASCENDING TO HEAVEN IN A CIRCULAR
AUREOLE. Carving in wood of the x1v cent.

A contrary error, but much less frequent than the former,
is that of representing an ordinary mortal with the cruci-
form or divine nimbus. Anancient MS. in the Bibliotheque
d’Amiens,t contains at the commencement, within an illu-
minated capital B, adorned with arabesques, a young man,
beardless, crowned with a diadem and seated ; he holds in

* This carving is the property of M. Paul Durand, who brought it with him
from Italy.

+ Liber Psalmorum : attributed to the ninth century. M. Je Docteur
Rigollot (Atlas de UEssai Historique sur les Arts du dessin en Picardie,
depuis U époque Romaine jusqu’aw xvie, siécle, 8vo, Amiens, 1840,)
gives a drawing by M. Duthoit, of this capital B, illuminated with arabesques
and miniatures. ~ It is the first letter of the ¢ Beatus Vir,” with which the
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his left hand an open book, and in the right a pen, which
he is in the act of dipping into an inkstand. This young
writer wears a cruciform nimbus; he appears to be listening
attentively, as if’ to catch inspiration from a dove hovering
near his ear, and breathing into i, we may imagine, the
oetry he is about to write. The mjniaturist is here un-
oubtedly in fault; the figure is probably intended for
David writing the Psalms, or at the most for St. John the
Evangelist, attended and assisted by his eagle; but in
either case the figure is that of a mortal, not of a god. -

In the Bibliothéque de I’ Arsenal a miniature* is preserved,
representing a priest officiating and adorned with a cruei-
form nimbus of gold. It may be that the personage is
designed for Christ himself performing the functions of a
priest ; but it must be remarked, in confutation of this,
that the figure here has the head bald, the characteristic of
St. Peter, and that our Saviour is never so represented.

Still granting that this be Jesus in person and that no
error exists in reality, other unquestionable facts may easily
be adduced.

The missal of the Abbey of St. Magloire, at Paris,t be-
longing to the fifteenth century, contains a picture of the
“ Nativity of Mary,” in which the little virgin is represented
wearing a golden nimbus, divided by three black transverse
lines. The Virgin hasalso a large aureole, in which her body
is entirely enclosed, exactly like that encircling the figure
of God, of which an engraving will be given further on.
The Virgin is thus made almost equal with God. The
figure may have been designed by one of her enthusiastic
votaries, and the error may be one of intention and not

book of Psalms opens. M. Rigollot, without deciding (Essai, &c., p. 36,) the
question, considers the young man to be intended either for the Evangelist
St. John, or the Psalmist David. I believe it to be David, inspired by the
Holy Spirit, The figure of David is frequently thus painted at the head of the
book of Psalms ; and a similar drawing will be given in the History of the
Holy Ghost, in which the Spirit is seen to hover above him, and inspire his
sacred songs.

* Evangelarium in fo, Théolo. lat., No. 202, End of the fourteenth cen-
tury. This miniature is to be found in the Gospel for the Feast of the Holy
Trinity, fo. 139, verso.

+ Bibliotheque de 1’ Arsénal, Théol. lat. 188, fo. 307, verso. Jr Nati-
vitate beate Marice.

E
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simply of fact. But in another MS. of the end of the
thirteenth century the mistake is clearly evident, and even
involves a double error.* The Prophet Joel is there repre-
sented youthful, beardless, with a cruciform nimbus; Joel
is listening to the words of inspiration, breathed into his
ear by a form, intended to be a personal representation of
the Deity; but it is singular that God is drawn with a
simple nimbus. The true intention is, in fact, reversed;
the cruciform nimbus, the symbol of divinity, is removed
from God to a mortal, while the Creator has simply the
attributes of the creature. Such errors are of much im-
portance and throw a certain light on the education then
received by Christian artists.

The divine nimbus was not immediately cruciform; the
earliest Christian monuments found on Sarcophagi are, it
will be remarked, generally either without the nimbus, or,
if introduced, it is completely simple and undecorated.

I would mention, as instances of the latter style, an
old carving on ivory, in the possession of M. le Comte
Auguste de Bastard,¥ the bible of Charles the Bald,} and
the first and most ancient portion of the MS. of Herrade.§
In this latter work, with the exception of God creating
the angels, the other representations of the deity, up to
folio 54, have only a plain nimbus without the cruciform
divisions.

In the drawing on the following page, taken from a fresco
in the Roman catacombs, || our Saviour is represented beard-
less, seated between the two apostles St. Peter and St. Paul,
who are standing; the nimbus of our Saviour is plain,

* Officium Ecclestasticum. Bib. de 1’Arsénal. Théol. lat. 123 ; fol. 790,
verso.

+ This carving belongs, probably, to the fourth or fifth century. It repre-
sents the paralytic healed by Jesus; the woman touching his garments; the
swine rushing into the sea, at the voice of the Incarnate God. Christ is in
each scene represented beardless, with a simple nimbus, and sandals on his feet.

+ In the “ Creation,” in this beautiful Bible, God the Creator is represented
young, beardless, his feet bare, and with a staff in his hand. The nimbus is
not cruciform.

§ Hortus Deliciarum, MS., filled with splendid miniatures. It is an
Encyclopedia, compiled and even painted, it is said, in 1180, by Herrade de
Landsberg, Abbess of the convent of Saint Odile, in Alsace. This precious
MS. belongs to the Bibliothéque de Strasbourg.

Il Roma Sotterranea, p. 475.
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not cruciform, and exactly resembles those of the two
apostles.

The age of this painting is uncertain, but the monument
itself belongs to the earliest period of the Church, and this
example of the Christian nimbus is certainly the most
ancient that can be found. The other representations of
Grod are like that given below without a nimbus: Christ is
here represented beardless and with long hair.* (Fig. 18.)

Both angels and saints wear the plain nimbus. Still
numerous MSS. contain figures of angels wearing a cruci-
form nimbus, like that appropriated to the Deity. Various
explanations may be given of this singular anomaly ; either
the artist has been mistaken, as sometimes appears, and inad-
vertently made the nimbus cruciform when he ought to have
left it plain, or, he has here intended to represent that
historical scene mentioned in the Old Testament, wherein it
is related that Abraham, having met three angels, prostrated
himself at the feet of one only and worshipped him. “Tres
vidit, unum adoravit:** “ Three he saw, one he worshipped.”+

Commentators having asserted that these three persons
represented the divine Trinity under the angelic form,
artists followed the directions of theologians and made the
nimbus of the heavenly angel, whom Abraham was said to
have adored, cruciform. In the Bible, No. 6 of the “ Biblio-
théque Royale,” even the wings are removed, and the per-
sonage before whom Abraham prostrates himself is repre-
sented with a beard, in order the more fully to display the
characteristics of the Deity. (Tig. 19.)

#* Christ is here without a beard, seated on a throne, and his feet supported
hy a scarf held by a naked female figure, the personification of the Earth ; the
Earth being thus the “footstool ™ of Christ, as had been prophesied by Isaiah.
(“Ponam terram scabellum pedum tuorum.” (See Roma Sotter.) In this
picture, the allegorical figure sustaining Christ is a woman, probably
because it represents the Earth. Elsewhere we generally find an aged man
with a beard; this aged man is, perhaps, designed to symbolise the Heavens,
and, if so, the idea must have been borrowed from Paganism. Mythological
ideas have, in many cases, been adopted by Christian Art; it is not unlikely
that these ideas were, in the first instance, borrowed from the Jewish faith
and Christianity, in reclaiming them from the Pagans, merely entered into
possession of her own birthright.

+ M. Didron’s version of this scene is different from that in our Bible,
Gen. xviii. 2.

I These figures are scrupulously correct as copies, but the original drawing
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" In the History of the Devil, a drawing taken from the
“ Emblémes Bibliques,” MS. of the thirteenth century,

Fig. 18.—CHRIST WITHOUT NIMBUS, AND BEARDLESS.
Seulpture from one of the Sarcophagi in the Vatican, First ages of Christianity.

in the Bibliothéque Royale, will be given. It represents
three angels engaged in combat with Behemoth and Levi-
athan ;* one only of the three has the eruciform nimbus ; he
is engaged in single conflict with Behemoth, while the other

is bad. The MS. from which they are taken is mo less ugly, in an @sthetic
point of view, than it is valuable as an archzological treasure. .
* Vide infra, fig. 132.



54 CHRISTIAN ICONOGRAPIY.

two, who attack Leviathan, have only a plain nimbus and
appear to be angels. Was there mtention in this fact,
or is it an inadvertence? Was it the artist’s design to
represent the Triune god united in one person, and attack-

0

Fig. 19.—THE THREE HEAVENLY BEINGS WII0 APPEARED TO THE PATRIARCH ABRAHAM,
ONE WEARING A CRUCIFORM NIMBUS, OR NIMBUS STAMPED WITH A CROSS.

Miniature of the x cent. Bible No. 6. Bibliothéque Royale.

ing the Genius of Evil under the form of that Behemoth,
who exerts his evil influence upon Earth, even as Leviathan
holds dominion over the waters ?

The nimbus, as has already been observed, by established
usage encircles the head : it is a species of religious crown ;
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but there is in this respect one singular exception, referring
only to God the Father. Artists, for various reasons
which will hereafter be explained in the Archezological
History of God, have sometimes thought fit to represent
the Divinity by one portion only of his body; by the hand,

for instance, which is seen
extended from the clouds, X AR \\\\\Q
while the entire body remains X Y
concealed in the heavens. In \
these instances the hand is
distinctly shown to be the em-
blem of Deity by being encir-
cled with a eruciform nimbus.
Hands thus decorated with
the nimbus formed the earliest
symbolic representation of the
Father; the example subjoined,
which belongs to the ninth
century,* is interesting on ac- Fig.20.—THE DIVINE HAND, WITH A
count of the peculiar direction . .. T TR ey,
given to the branches of the 21} s
cross, and of the rays which seem attached in groups
of four to the line of circumference. Either from a
feeling of reverence, in compliance with some religious
dogma, or even, as will be subsequently explained, from an
ill-feeling towards the supreme Being, nothing more was
shown of the Father than the hand extended to .bless,
at first destitute g)f any nimbus,} and subsequently with
the cruciform nimbus.

* Bib. Roy. Liber Precum. The miniature represents the Martyrdom
of St. Stephen, who appears to be gazing into the opening Heaven, from which
the hand of God is extended towards him.

+ Sce (Peintures et Ornements des Manuscrits) a Divine Hand without
the nimbus, belonging to the first half of the eleventh century, in a collection
of Treatises on various subjects. (MS. de la Bibliothéque Royale fonds de
St. Germain.) Another hand, without a nimbus, appearing to St. Stephen at
his Martyrdom, may be seen in a missal of St. Denis, of the middle of the
eleventh century, Latin MS., supplement. In the frescocs of St. Savin,
twelfth century, the hand of God, without a nimbus, is extended from the
clouds in the act of blessing Melchizedeck. In the cathedral of Chartres is a
painting on glass, representing the History of Charlemagne and the Death of
Roland, The haud of God, without a nimbus, is seen extended from the
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Not merely the countenance of God, but even his hand,
when the hand alone is shown, is decorated with the cruci-
form nimbus; not only the actual figure or person of
Divinity, but even the ldeal of Divinity itself, the symbol
under which that idea is sometimes conveyed, is distinguished
by the same attribute.

Thus, the lamb is the symbol of our Saviour, for Jesus
shed his blood and yielded up his life without a murmur;
it is the symbol of Christ, who was pointed out to the
people by St. John the Baptist with these words, « Behold
the Lamb of God.” This symbol, the use of which is as
ancient as the Christian faith, and which still continues to
be employed, is likewise invested with the cruciform nimbus.

In the engraving in which St. John is represented holding
a lamb, the divine emblem has no nimbus ; the omission is
without doubt either accidental or occasioned by the diffi-
culty of carving it in so small a space; the lamb, however,
is encircled by an aureole.*

In the History of Christ, an engraving copied from a
sculpture in the Catacombs, will be found belonging to a
period prior to that in which the nimbus was universally
adopted among Christians, and for this reason, the Divine
Lamb is distinguished from the Apostolical Lambs around
by the cross upon its brow.

In fig. 13, the Lamb has a cruciform nimbus, and each
branch is again marked by a lesser cross.

The lamb is the most common, and generally popular,
symbol of our Saviour; still it is far from being the only
one in use. The lion is the type of the tribe of Judah,t
and Christ is descended by David from that tribe;+ Christ,

clouds, appearing to Roland, who, in his distress, sounds the oliphant, and
cleaves a rock with his good sword Durandal. This painting belongs to the
thirteenth century. The hand of God, represented on sarcophagi of the first
Christian ages, as presenting to Moses the Tables of the Law, never has a
nimbus ; still, notwithstanding these and similar exceptions, the hand of the
Eternal is very frequently decorated with a circular nimbus, divided by the
cross-bars. We shall meet with many more examples.

* This figure is given in the History of Christ. It represents a colossal
statue placed against one division of the morth porch in the cathedral of
Chartres. See fig. 83.

+ ¢ Catulus leonis Juda.” Genesis, xlix. 9.

I St. Matt, i. 1, 2.5 Rev. v. 5. “ Ecce wicit leo de ¢tribu Judn, radiz -
David.”
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like the lion of St. Mark, filled the deserts with the voice
of his Gospel;* as Christ lived in the tomb,t so likewise
the lion sleeps with unclosed eyes. In short, since the
lamb, the personification of gentleness, was the accepted
emblem of the Son of God, Art, which delights itself in
contrasts, completed the symbolism by the introduction of
the lion, the type of strength and energy. In fact, the
Bible of Charles le Chauve] contains a sacred lamb, adorned
with the cruciform nimbus, and gazing on a lion, with a
glory divided in the same manner by the cross. The com-
bined symbols are significative of Christ in his fulness of
perfection, ready to break the seals of the mysterious volume
placed near him.

The Abbé Suger § confirms this explanation. In a large
painting on glass which he commanded to be executed for
the western window of St. Denis, among other symbolic
themes, the lion and the lamb’ are introduced breaking
the seven seals of the book of the Apocalypse. The two
verses subjoined, which are from his pen and placed by his
command upon the window, explain the allusion :

“Qui Deus est magnus, librum Leo solvit et Agnus;
Agnus sive Leo fit caro juncta Deo.”

It is probable that this lion and lamb, both of which
unhappily are destroyed, had the cruciform nimbus like
those 1n the Bible of Charles le Chauve.

The nimbus represents the radiation of light from the
head, and the head being spherical, this radiation ought

* ¢ Marcus ut alte fremit vox per deserta leonis.”” Inscription in Saint Paul
hors-les-Murs (8. Paoli di fuor), copied or repeated in several MS. Gospels,
particularly in the Quatuor Evangelia, Theol. Lat., 33 ; Bib. de I'Arsénal.

F Aleciatus thus explains the presence of the sculptured lions who frequently
guard the entrance of churches :—

¢ Est Leo, sed custos oculis quia dormit apertis;
Templorum idcirco ponitur ante fores.”

% This Bible is in the Bib. Roy. M. de Bastard (Peintures et Ornements
des Manuscrits) has given the miniature of the Lion and Lamb, each with the
cruciform nimbus, standing face to face, the book of the Apocalypse lying
between them.

§ De Administratione Sud, ap. Félibien. Histoire de I'Abbaye Royale
de St. Dends.
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necessarily to be of the same form, and the nimbus in conse-
quence is almost always round. .

Still there are instances of both the triangular and the
square nimbus being applied to the head of Deity. The
reason may, probably, be thus explained: the jets of flame
from the brow and temples are represented as larger, longer,
and more abundant, because there the emanation is supposed
to be more energetic. In this case the circular nimbus is
intersected by cross lines, or by rays drawn from the centre
towards the circumference. At certain epochs, however,
and more particularly in the fifteenth century, these ijets of
flame were made to exceed the limits of the circumference
of the disk ; and to render this extension less unpleasing to
the eye, the line circumseribing the disk was omitted.*

On the other hand,some artists,in certain countries, wishing
to re-connect these three rays from the brow and temples,
drew a direct line from the extremity of one to that of the
other two points, and thus formed a pyramid, the point of
which was above ; the base was formed by the horizontal line
which connected the two jets of flame from the temples, as the
two sides of the pyramid connected the temples with the
brow ; a triangle was thus formed.}

But although first produced by chance, or, at least,
without direct design, the triangle has maintained itself,
and indeed, been further developed in Iconography, from a
much higher cause, for a mystical reason. In all ages, the
triangle has been the geometrical emblem of the Divine
Trinity. An unbroken area, terminated by three angles,
expressed, with wonderful exactitude, the unity of one God
in three persons. Consequently, Italy, more ideal and
imaginative than France, or any other country of Western
Burope, eagerly adopted for the nimbus a figure which thus
symbolised the fundamental dogma of Christianity. Greece
embraced the same idea, and even heightened it, declaring
positively that the triangle was a fitting symbol of the Deity
—of the great I AM—by inscribing, in each of the three
angles, one of the letters, o wv, THE BEING.]

* See Fig. 7. + Sce Fig, 4.
+ Sce a Greck engraving of the Annunciation, from Mount Athos, copied
rom a fresco there, At Kares, Mount Athos, which is the capital of this
province of monks, copper-plate engravings may be purchased, either coloured
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The Greeks, more mystical even than the Italians, were
not content with one triangle only; they made the nimbus
to consist of two triangles intersecting one another, and
thus forming five angles instead of three. If a single
triangle express the perfect divinity, two would seem to
indicate the infinity of the Godhead. This idea is analogous
to that of the cruciform nimbus, in which each hmb further
bears a eross, and is an ingenious manner of figuring the
omnipotence of the Divinity.

It should be remarked that it has always been the
practice to indicate the divine attributes by means of the
nimbus.* The Supreme Being is designated by the three
Greek letters ; the Trinity by the triangle; the infinity of God
by the double triangle ; eternity by a circle ; life by a square,
and the eternity of existence by a square within a circle.

A’ nimbus, of triangular form, is thus seen to be the
exclusive attribute of Deity, and is most frequently restricted
to the Father Eternal. The other persons of the Trinity
sometimes wear the triangle, but only in representations of
the Trinity, and because the Father is with them. Still,
even then, beside the Father, who has a triangle, the Son
and the Holy Ghost are often drawn with a circular nimbus
only ; but in all cases these two persons of the Trinity, like
the first, are alone honoured with the triangular nimbus of
divinity. A copy of Dante, printed in the sixteenth century,
and ornamented with engravings, contains, amongst others, a
Trinity of three heads on one single body ; this Trinity has one
triangular nimbus only for the three heads.t In some
instances, both the Father and the Son have a triangular

or plain, representing all the monasteries and the different villages (skites)
of the mountain. These drawings, moreover, analogous to those made at
Epinal, present to us the chief Saints, and the principal Legends of Christianity.
‘We thus obtain the entire Greek Iconography. I brought back with me a
complete series of these engraviugs, which, although sufficiently rude, yet
possess much interest. * See Fig. 13.

+ See this design below, in the History of the Trinity (Fig. 147).
Since it has been found necessary, in this Iconographical History to be
somewhat sparing of engravings, when any particular fact is enunciated, and
not accompanied by a drawing in illustration of it, it will almost invariably be
found in some other paragraph to which it more decidedly belongs. The
reader i3, therefore, requested to look through the engravings, in order to dis-
cover the solution of any difficulties, or the explanation of certain facts that
may perplex him.
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nimbus, while the Holy Spirit is encircled by a circular
aureole. The divine persons are thus figured in the
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Fig. 21.—GOD THE FATHER, WITH A BI-TRIANGULAR NIMBUS;
GOD THE SON, WITH A CIRCULAR NIMBUS ;
GOD THE TIOLY GHOST, WITHOUT A NIMBUS, AND WITHIN AN AUREOLE.*

Fresco at Mount Athos.

“ Epigonation,” with which Greek archbishops and bishops

% This representation of the Trinity is taken from “a fresco, in one of the
Greek convents of Mount Athos. The Holy Spirit is drawn within a radiat-
ing aureole, the flame of which encloses within its light the two other Divine
Persons. The Iloly Ghost has no nimbns. The Son has a circular nimbus
with the cross rays,.on which are inscribed the letters 0 wy. The Father has
a double triangular nimbus, and the three letters, o wy, are traced in the
corners of that triangle, the point or apex of which isat the top. See, further,
a Greck engraving, representing the Monastery of St, Paul, one of the convents
on Mount Athos. The lowcer portion of this engraving contains a general view
of the Monastery ; the upper part gives a representation of the Trinity. The
Son and the Holy Ghost have each a cireular cruciform nimbus; the Father a
bi-triangular nimbus.  The five points of the triangle are connected by a circle.
Another, an engraving of the Convent of Chilandari, also on Mount Athos,
contains the Coronation of the Virgin by the Holy Trinity. Mary has a
simple circular nimbus, the Holy Ghost a circular radiating nimbus, Christ
a circular cruciform nimbus, with the letters o wy. The Father alone has
the triangular nimbus. Thus, then, from the Virgin up to the three Divine
Persons, are different gradations of dignity, as from Saints to Angels. The
artist may also have intended, by the various kinds of nimbus, to express the
different relations existing between the Divine Persons themselves. The
different forms are thus made to indicate the hierarchy of created beings,
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are sometimes decorated. The Holy Trinity is represented
in the same manner on the “ Epigonation,” worn by a great
image of St. Nicholas, which may be seen in the principal
convent of Météora, in Thessaly, near the ancient city of
Tricca, now Triccala.* It has thus been clearly shown that
the triangle belongs especially to the Father, sometimes to
the Son, occasionally, though not often, to the Holy Ghost,
and is never given to