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PREFACE

This volume has its origins in a conversation at a cricket match, circumstances that seem sufficiently removed from European Romanesque to be worthy of comment. What are the gaps in Romanesque studies? Were there obvious opportunities to develop the subject that could or should be embraced? The feeling was that, although Romanesque had enjoyed considerable popularity with students in the UK over the second half of the 20th century, the last decade had seen a decline in the number of undergraduate courses being offered, and a sharp decline in interest among postgraduates. North American academics were similarly reporting an easing off in Romanesque research proposals. In Europe, however, the situation appeared much healthier. Perhaps one way to rekindle enthusiasms would be to connect the Anglophone world with continental scholarship, and establish a biennial series of conferences that would look at the subject internationally, and be internationally based. Despite the pan-European aspirations of the Journeés romanes de Cuxa and the medieval convegno internazionale di studi at Parma, there is still a tendency for northern and southern European scholars to discuss Romanesque separately. A different platform might help bring them together, particularly if that platform were peripatetic. At least it would offer a new opportunity to open out the subject. The result was that John Osborn generously undertook to finance the first two conferences, and the British Archaeological Association agreed to take on their organization.

The fundamental aim was thus to create an international forum to discuss Romanesque, and the original proposal was that a conference should be held in London in April 2010, to be convened by John McNeill and Richard Plant. However, we were also under no illusions that if we were to establish this as a series, the BAA should make preliminary plans for a second conference, and Rosa Bacile generously agreed to convene a conference in Palermo in the spring of 2012. That decision coloured the planning of the London Conference, for it meant that we were not thinking of it as a single event. Future conferences may favour particular areas or specialisms, but the initial theme had to make sense across the whole of western Europe and across all media. Our first thoughts were to put together something that examined the tension that exists between local and non-local forms. What lay behind the impetus to create a formal family of churches in certain parts of Europe? How might distant models be interpreted locally? Are there discernible patterns in the intensity or precision with which forms are transmitted across regions? And to extrapolate from place to time, how does a local sense of Romanitas intersect with a sense of Romanitas elsewhere? The underlying theme would be regionalism and its counterweights. The objection was that this may be important for architecture and site planning, but it is far less relevant if you are interested in, say, liturgical metalwork.

The move from place to time was the obvious way to go. As Eric Fernie points out in the concluding essay in this volume, for certain scholars a concern for the past is the one unifying theme in the Romanesque. So we decided on the title Romanesque and the Past: Retrospection in the Art and Architecture of Romanesque Europe, and the call for papers invited potential speakers to consider spolia, selective quotation, archaism, and the construction of histories. It pointed to how for certain institutions the past was important for reasons that may or may not be long-standing, may be immediate and local, and invited consideration of how and why Roman and early medieval forms, particularly ornamental and geometric forms, were used in new combinations in the 11th and 12th centuries. Is what passes for the past in, say, Romanesque Ireland or Hungary, similar to the past as viewed from southern Italy?

That was the promise of the conference, and, though not all the papers delivered in London are published here, there are enough to convey its flavour.1 Bringing out this set of conference transactions has taken longer than it should, and in the course of it the editors have incurred innumerable debts. Many of these relate to the conference itself, and the editors would like to express their gratitude to the small Steering Group which ultimately brought the conference into being, to the Advisory Panel (see p. v) and to the twenty-five speakers from eight countries who enlightened the conference with their papers. A total of 135 people attended the conference, and the British Archaeological Association awarded fifteen scholarships to postgraduate students from France, Germany, Spain, Portugal, the UK and US. Others, whose help was invaluable, included Glyn Davies and Paul Williamson at the Victoria and Albert Museum, along with Paul Crossley and John Lowden at the Courtauld Institute, and we are immensely grateful to them for all they did. The Saturday evening of the conference was marked by a reception in the Courtauld Galleries to honour the contribution of a great Romanesque scholar. Professor George Zarnecki (1915-2008), and it is appropriate here to record our thanks to the Courtauld’s Director, Professor Deborah Swallow, for so generously, and gracefully, hosting the event. Grateful thanks are also due to the Conference Secretary, Natalie Hill, who did a fantastic job in first registering 135 people, and then keeping them informed and refreshed over three days of conference papers. We should also like to thank Christie’s Education for their generous help in allowing us to use their photocopying facilities at no charge to the Association, Tony Carr for the extraordinary elan with which he sorted out the index at short notice, and Linda Fisher for her impeccable editorial work. Finally, without the resourcefulness and keen generosity of John Osborn there would be no International Conference series. It was he who initiated the conversation at a cricket match, and his encouragement that saw the conference and this volume bear fruit. The editors, and the British Archaeological Association, are profoundly in his debt.

John McNeill and Richard Plant


NOTE


	Papers that illuminated the conference but were not offered for publication considered ‘Innovation and the Uses of Antiquity in the Romanesque Architecture of the Loire Valley’ (Daniel Prigent), ‘The Recollection of the Past in the Romanesque Art of the Auvergne’ (Laurence Cabrero-Ravel), ‘The Antique Sources of the Sculpture of St-Sernin at Toulouse’ (Quitterie Cazes), ‘Imitation and the Past at St-Savin-sur-Gartempe’ (David Park), ‘The Construction of History Through Images in the Liber Floridus’ (Hanna Vorholt), and ‘From Shell Niche to Ribbed Semi-Dome’ (Sandy Heslop).
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VETERES STATUAS EMIT ROME: ROMANESQUE ATTITUDES TO THE PAST

DOI: 10.4324/9781003580355-1

John McNeill



Notwithstanding attempts to equate the art and architecture of Romanesque Europe with larger historical movements and events, expressions of interest in the past during the 11th and 12th centuries can be difficult to understand. By way of an introduction, the following paper concentrates on architecture, and the allusive potential of sites and stonework.1




INTRODUCTION

At the end of a lengthy description of the monuments of ancient Rome, the mid-12th-century author of the Mirabilia Urbis Romae concludes with an assurance that he has dwelt upon the buildings in question so that they should not be forgotten.


These and many more temples and palaces of emperors, consuls, senators and prefects were in pagan times in the city of Rome, as we read in the old annals and see with our own eyes and have heard from our elders. How beautifully they shone in gold and silver, bronze, ivory and precious stones, we have taken care to summon up as best we could for the remembrance of future generations.2



The author’s primary purpose in composing a guide to Rome was to persuade his readers to reflect on the city’s past, with which in mind the monuments he describes are almost entirely pre-Constantinian. Excepting short descriptions of the basilicas of St Peter, St Paul and the Lateran, churches feature merely as navigations marks. He also rather tellingly offers a new identification for an image — the bronze equestrian figure of Marcus Aurelius — widely believed to be Constantine during the middle ages and to embody the papacy’s close relationship with the first Christian emperors. `If we wish to know the truth’, the author assures us, it is a representation of a bold and virtuous squire who saved Rome from conquest during the Republic.3 In detaching ancient buildings from their 12th-century settings the Mirabilia has something of the quality of a modern gazetteer, though it is one with a bias towards a particular epoch. Buildings and events are most frequently associated with ‘the times of the consuls and senators' — that is to say, the Republic and not the Empire. The Mirabilia Urbis Romae was written in the early 1140s, around the time that the citizens of Rome revived the Roman Senate and appointed Giordano Pierleoni, brother of the Antipope Anacletus II, as its first leader — an event to which the Mirabilia is intimately related.4 This is a Rome described and imaginatively recreated in the service of a set of political objectives, but they are not the objectives commonly associated with 11th- or 12th-century appeals to Rome's past. Rather they coalesce around the potentially radical idea that Rome may be better served by turning away from both Pope and Emperor, and governing herself.

In one sense the Mirabilia is no more than local politics dressed up as universal history — a common enough theme in the Romanesque. From another perspective, however, the Mirabilia gives notice of a wider problem. Allusions to the past are plentiful and varied in the 11th and 12th centuries, but appeals to Rome, and to Romanitas, are endemic. In the absence of the sort of clear texts and contexts provided by the Mirabilia, what are we to make of them? It seems entirely reasonable to suppose that Speyer Cathedral took a Roman Imperial building as a model because it was built for an Emperor, or that the late 11th-century architecture of southern Italy espoused the architecture of Constantinian Rome because its patrons wished to advertise their support for the late-11thcentury papacy.5 It is perhaps slightly less obvious that the appearance of equestrian riders in 12th-century Aquitaine — images that were loosely based on the giant equestrian figure of Marcus Aurelius now in the Musei Capitolini in Rome — was intended to indicate support for papal claims to temporal authority? But if we can accept that, was the flowering of images of the spinario — thorn-pullers — in the same area also ideologically motivated? How far down these paths can or should we go?

The equestrian statue of Marcus Aurelius was one of a group of ancient bronze sculptures known to have been displayed during the middle ages in the forecourt of the Lateran Palace, which included a bronze shewolf, the Lupa, suckling Romulus and Remus, a bronze tablet referred to as the Lex Vespasiani, and a colossal head along with a hand carrying a globe that became popularly associated with Samson. Notwithstanding the scepticism of the author of the Mirabilia, the equestrian rider was widely believed to represent Constantine during the 11th and 12th centuries.6 Indeed, the meanings imputed to the various images at the Lateran relate to their popular medieval identities in a way that suggests the ‘collection' was carefully chosen. Krautheimer did not go quite so far as to suggest they were a visual equivalent to the Donation of Constantine, but he drew attention to their ability to function in this way. ‘The palace of our imperial rule at the Lateran, which excels all other palaces on earth' was mentioned as such, and as a gift from Constantine to the papacy in the Carolingian text of the Donation. Thus the Lateran palace belonged to the pope in loco imperialis, while the equestrian statue confirmed the pope as ruler of the West, much as possession of the Lupa could stand for papal claims to suzerainty over Rome, the Lex Vespasiani to the transfer of power from the Senate and the fragments of Samson to the triumph over paganism.7

As the most eye-catching and powerful of the Lateran bronzes, the equestrian statue of Marcus Aurelius/Constantine could stand as an abbreviation for all the above. That the so-called ‘Constantinian riders' of western France were understood in this way is suggested by two pieces of evidence. The first is that at least one was described as ‘Constantine of Rome' in a 12th-century source. A charter of 1146 × 1151 mentions the wish of one William David to be buried by the north portal of the Abbaye-aux-Dames at Saintes ‘sub Constantino de Roma qui locus est ad dexteram partem ecclesie’.8 The second is the occasional pairing of ‘Constantine" with Samson, as on the west facades of St-Jouin-de-Marnes, Parthenay-le-Vieux and La Rochette (Fig. I).9 The earliest surviving example of a Constantinian Rider in western France is probably that painted in the baptistery at Poitiers, usually dated to c. 1100 but arguably slightly earlier. The form then seems to continue in use into the 1130s and 1140s, as at Chateauneuf-sur-Charente. It is also found in northern Castile, at Santa Maria del Camino, Carrion de los Condes, where reliefs of Constantine and Samson formed part of a portal composition otherwise formally indebted to western French portal composition.10

The evidence for an ideological purpose behind the proliferation of thorn-pullers is far less clear, and ultimately depends upon when the bronze Spinario now in the Palazzo dei Conservatori in Rome first appeared outside the Lateran, and, if this was indeed the source for medieval thorn-pullers, how one assesses the prestige and publicity that was conferred on sculptures by virtue of their being displayed in front of the Lateran palace. The date at which the bronze Spinario arrived at the Lateran is uncertain, though the description in the De Mirabilibus Urbis Romae of Magister Gregorius, composed around 1200, makes it clear the statue was there by the date of Master Gregory’s visit.11 Circumstantial evidence suggests the Spinario was displayed at the Lateran long before it was noted by Magister Gregorius, but this cannot be proven. A second problem is that the Lateran Spinario was one of many, and a considerable number of terracotta versions of the composition have been found in excavations, particularly in Roman Gaul.12 The third objection is rather nicely stated in Master Gregory’s text. The spinario was seen as ridiculous, pagan and priapic. It is not an obvious sculpture to copy if the aim was to allude to papal Rome. Against this is its recognizability and pattern of use. As with ‘Constantine’, the earliest western French version of the spinario is in paint, in the Second Bible of St-Aubin at Angers of & 1100, and it is subsequently found in stone sculpture across a significant number of churches in western France; St-Pierre at Melle, Foussais, Benet, Petit-Palais, and so on. It is obviously not peculiar to western France, and variations on the thorn-puller can be found across Romanesque Europe, but nowhere else does it seem so popular. This suggests the ultimate source for the western French compositions probably was Rome, and that it should be associated with the same stable as the Constantinian Rider figures. If one accepts this, the circumstances of the 12th-century revival best suit a situation in which a description or a folio of drawings of the Lateran sculptures had found its way to Aquitaine. Again, this cannot be proved, and in the absence of further evidence the arguments can only be weighed as probabilities, with inevitably subjective results. Moreover, even if one accepts that the spinario was first used in western France because the image was identifiably Roman, did it remain so, or was there a point at which model and message parted company, and the composition was adopted by local sculptors because they valued it for its artistic qualities alone?13

Finally, to move from the figurative to the geometric and decorative, how should we understand the appearance of patterns associated with Roman tessellated pavements in vertical elevation in 11th-century western France?14 Do these also in some way symbolize an attachment to Roman or Early Christian ideals, and if so was this connected to outbreaks of Romanitas elsewhere? Notwithstanding attempts to equate the art and architecture of the 11th and 12th centuries with larger historical movements and events, there is no contemporary equivalent to the type of semicentralized cultural guidance associated with the Carolingian renovatio imperii romani, which means that Romanesque expressions of interest in the past can seem inscrutable. As will become apparent, when viewed archaeologically and architecturally. retrospection in the Romanesque is often eclectic, partial, and highly localized.

[image: ]FIGURE 1Parthenay-le- Vieux: west front (John McNeill)



ENCOUNTERS WITH THE PAST

At a basic level, the manifestation of the past is as a physical presence, an infrastructure, which can be adapted and used in wholly pragmatic ways, something which is true of any period. The reason behind the medieval occupation of the castrum arenarum, the amphitheatre at Arles, for example, or the 11th-century redevelopment of the iron-age hill fort at Old Sarum, is almost certainly convenient advantage.15 They are ready-made potential centres of territorial power that when first occupied deny their use to one’s opponents and, when consolidated, can be developed as political and administrative complexes. There is little evidence at either that their Roman or Iron Age origins were seen as cause for celebration. Indeed, for the Romanesque cathedral at Old Sarum, the past was the sort of eye-catching infrastructure it could do without, a hindrance, and in the first three decades of the 13th century a tremendous amount of money and effort was expended in moving the cathedral down from its hill.16


Spolia

However, the past is clearly also more than a given, an accidental, in the 11th and 12th centuries. There are plenty of instances in which fragments of the past were harnessed in ways that seem to have been deliberate and meaningful. Take spolia — a subject, or rather a process, that lends itself to fragmentation, appropriation and display. As a focus of scholarly interest this has developed out of all recognition over the last forty years, particularly since Arnold Esch published a pioneering article on the use of spolia in Italy. Instead of examining spolia as a source of information about the monument or culture from which it was taken, Esch switched attention to the practice of assimilation — the transformation of material through re-use.17 The problem with positivist interpretations of spolia is that in the absence of supportive documents — or of the sort of inscriptions that survive at, say, Gerasa — the evidence for a meaningful purpose is circumstantial.18 Even the celebrated references to the transportation of ancient building materials from Rome for patrons such as Theodoric, Charlemagne, or Desiderius, have nothing to say about the perceived significance of the material’s age or provenance, though they do lay stress on its constitution — marble — and can allude to its beauty and lustrousness.19 The documentary evidence largely favours aesthetics over ideology. As such, ascribing meanings to prominently displayed items of architectural salvage — meanings beyond the usual generalized assertions that spolia might act as a reminder of an institution’s antiquity, power, or access to wealth — is a leap of faith.20 Not that this should act as a deterrent.

When David Stocker and Paul Everson surveyed the re-use of stone in Lincolnshire, they divided it into three categories: casual, functional and iconic.21 Casual would be where material is re-used in a way that disregards its original formal context and is chosen on grounds of economy and ease. If the stone in question is rubble this can be hard to detect, unless fragments of original mortar still adhere to the stone, or nonindigenous material is used in the mix.22 It is often also invisible, as wall cores are frequently of this type. At a step up from this, though still casual, ashlar could be recut or redeployed for use as walling. There are innumerable examples of this, particularly if the blocks of stone are large and therefore suitable for re-use towards the base of walls, as can be seen in the broached Roman stonework favoured for the lower courses of the exterior aisle walls at the largely mid-12th-century cathedral of Vienne (Isère). If Roman ashlar was plentiful, entire churches might be built from re-cut stone. The unfinished late-11th-century abbey of La Trinità at Venosa (Basilicata) is a case in point (Fig. 2), where the appearance of arbitrarily truncated classical inscriptions, many arranged vertically, makes it clear that the arrangement of the blocks is wholly casual.23 It neither mimics the disposition of the stone in its original setting, nor does it seem likely it was intended to be seen. Marble is frequently subject to this sort of treatment, with the caveat that with marble the surface of the stone was meant to be left visible, as with the exterior walls of Pisa cathedral.24 At the more exotic end of the spectrum, though not in this case involving recutting, the apse and east exterior walls of the transepts at Sta Maria d’Anglona (Basilicata) employ large quantities of stamped terracotta metopes (Fig. 3), presumably taken from a local Greek temple of the 6th or 5th centuries BC.25 It is tempting to see in the texture and visually arresting compositions of these re-used plaques an aesthetic or even ideological purpose,

[image: ]FIGURE 2La Trinità, Venosa: Chiesa Nuova (Basilicata); unfinished south transept interior (John McNeill)

[image: ]FIGURE 3Santa Maria d’Anglona (Basilicata): exterior detail of apse (John McNeill)

[image: ]FIGURE 4St John Baptist, Alkborough (Lincolnshire): west tower arch from nave (John McNeill)

though their relatively even distribution across the exterior wall surface (both stamped-face inwards and outwards), and the evidence of plaster adhering to the faces of some, suggest they were probably rendered and invisible in the 12th century. Sta Maria d’Anglona is an undocumented, undated and unexcavated church, and though on balance the internal ordering of the spolia points to it being a piece of fortuitous scavenging, it is the sort of arguable case about which opinions will vary. Even if excavations were to prove the Romanesque church was built on the site of a Greek temple, it would still be difficult to determine whether the spolia at Sta Maria d’Anglona was making a statement, and if so what exactly it said.

Functional re-use applies to elements that have been redeployed with the same architectural purpose as they originally enjoyed. When Umberto Eco considered the re-use of objects in the early middle ages, the analogy he hit on was a jacket. An old and discarded jacket might be re-used by mending or patching and restitching frayed hems. When all repairs fail and it is worn out, it will probably be cut up and used to make patches for other garments.26 A jacket is tailored cloth. Casual re-use disregards the tailoring and treats it as nothing other than cloth. Functional re-use treats the jacket as a jacket. The 11th-century west tower at Alkborough (Lincolnshire) is a case in point, where it has been argued that the arch leading from the tower into the nave is a Roman arch that has been taken down and reset (Fig. 4).27 Not only are the voussoirs shaped with a quality and precision foreign to the rest of the tower, so that relatively little mortar was used between the individual stones, but the upper edge of the arch has also been cut to form a semicircle. Moreover, the moulded bases of the tower arch are undoubtedly re-used Roman bases, one of which (the north) was laid above a section of Roman trellis ornament.28 Autonomous architectural components — columns, capitals, architraves, bases — are particularly susceptible to this type of re-use, especially if carved from marble. It is a type of recycling that is widespread in parts of southern Europe, and arguably encourages an aesthetic, a bias in favour of variety, that itself has Late Antique roots.29

However, and here is the rub, columns are the most ambivalent form of spolia. They are frequently transported large distances and are used in configurations that suggest they are intended to do a lot more than support an arch or lintel. By way of examples one might point to the façade of St Mark’s at Venice as remodelled with columns in the 13th century (Fig. 5), Selles-sur-Cher (Loir-et-Cher), or Sant Pere de Rodes (Catalonia). These have an emblematic value, express a cultural orientation, embody something of the history and aspirations of a foundation. At St Mark’s the columns are the most prolific of the many pieces of spolia with which the ducal church and surrounding area were embellished around the middle of the 13th century, and were clearly intended to trumpet the cosmopolitan wealth and splendour that Venetian seapower could bring to a city that saw itself as a gateway to Constantinople. They were among the most visible elements of a church whose entire constructional history has been described as ‘an exercise in authentication by appropriation’.30 At the re-founded earlynth-century Augustinian church of Selles-sur-Cher, columns and capitals likely to have come from its predecessor, a Merovingian church, seem to have been carefully grouped in discrete areas and may have acted as processional markers to the shrine of the 6th-century hermit and founder. Saint Eusice.31 While in the case of Sant Pere de Rodes it seems likely the columns were even intended to support an argument — and to validate to local eyes the monastery’s contested claim to freedom from comital and episcopal oversight and direct right of appeal to Rome — one Saint Peter (Sant Pere) to another (Fig. 6).

Sant Pere de Rodes was the most important Benedictine monastery between Girona and Elne in northeastern Catalonia, and seems to have become embroiled in a dispute with the local counts whose families had played a leading role in the establishment of Rodes as an independent Benedictine monastery at the beginning of the 10th century. Relations were still cordial in 974, as Gausfred. count of Empuries and Rosselló. gave the abbey four additional estates and a number of outlying churches early that year, an endowment which was then confirmed by Benedict VI at the same time as he reissued Sant Pere’s immunity from episcopal oversight, and direct protection from Rome. Some five years later, in 979. Pope Benedict VII issued a new bull which, in addition to confirming existing rights, granted the same indulgences to pilgrims who visited Sant Pere de Rodes that they would have received had they visited the shrine of St Peter in Rome. Links with Rome were thus close and had been carefully cultivated. By the early 11th century, however, relations between the counts and the abbey had deteriorated, and in 1021 and 1022 Abbot Pere sent successive deputations and letters to Rome complaining about the depredations the monastery had suffered at the hands of the counts. In a letter recording the consecration of the high altar of a new' monastic church, the abbot also listed the bishops who had agreed to attend the ceremony, those of Osona. Agde and Apt, led by the archbishop of Narbonne. The local bishops (Girona and Elne) are conspicuous by their absence. This dispute and the monastery's relationship with Rome form the backdrop to the building of the surviving Romanesque monastic church. Crucial to understanding the extraordinary use of columns at Rodes — columns that are set against sections of wall and stacked in the manner of the scaenae frons of a Roman theatre — is that columns are exceptional in the early Romanesque architecture of Catalonia. Columns had been used at St-Martin-du-Canigou. but otherwise Catalan architecture of the first half of the 11th century employs piers and pilasters to support vaults, and favours straight edges over rounded or columnar forms of articulation. Sant Pere de Rodes thus stands outside local building traditions and. though constructionally it is only in its use of columns that it appears to distance itself from local forms, the usage is so striking it is likely that the columns were employed rhetorically

[image: ]FIGURE 5San Marco, Venice: detail of west from to north (John McNeill)

[image: ]FIGURE 6Sant Pere de Rodes (Catalonia): transepts and crossing to south (John McNeill)

to underline the abbey’s relationship with Rome.32 This touches on what Everson and Stocker called iconic re-use — though the term iconic is too pictorial for what I have in mind — and the terms meaningful or symbolic are too vague and portentous. This type of re-use appears to invest stone with an allusive capacity, and, as a working term, allusive re-use will probably suffice.

There are a couple of good examples of this in latellth-century England — and their locations could hardly be more striking — in churches that respectively enshrine the remains of Britain’s most celebrated evangelist, and its first martyr. At St Augustine’s Canterbury, a new church was begun under Abbot Scolland c. 1072 which was intended to completely supplant the earlier buildings.33 Indeed, we are told by Goscelin of St-Bertin that Scolland ‘was offended by the standing work — which had been clumsily extended’.34 However, although Scolland’s new church owes nothing to the architectural styles of its predecessors, it is remarkably sensitive to their liturgical arrangements, and effectively superposes what had been two churches — St Mary, and SS Peter and Paul, one above the other,35 The remains of the sainted early archbishops of Canterbury were then translated from their old positions in SS Peter and Paul, to the new presbytery.36 Two columns were also seemingly retained from the earlier buildings, which, as can still be seen, are larger than any others in the crypt (Fig. 7).37 They have been deployed with great care and are most likely to have come from a triple screen in one of the 7th-century churches. Perhaps they were intended as literal historical touchstones — ora means of suggesting that the new church rose upon the pillars of the old. But whatever view one takes of that, it is surely significant that it was in the vicinity of these columns that Abbot Scolland was buried after his death in 1087.38 The implication is that one of the roles of these columns, at least, was to draw attention to Scolland as rebuilder of the house and suggest he was a worthy guardian of its traditions.

At St Albans, we may be catching a glimpse of a similar concern on the part of Norman patrons to imaginatively engage with the traditions of the community whose church they are replacing. The arguments here are complex, but the monastic church at St Albans was largely built out of re-used Roman brick during the abbacy of Paul of Caen (1077-93) and for the most part the elevations around the crossing survive, notable for the clear distinction between the forms used in the transepts, and those of the nave (Fig. 8).39 The nave has, or had, a full gallery. By contrast, the arches of the transept triforium are subdivided by short stone columns; either re-used Anglo-Saxon baluster shafts, or purpose-made cylindrical or octagonal columns — the purpose-made columns being concentrated to the west, while the baluster shafts predominate to the east. As the presbytery upper elevation was replaced in the second half of the 13th century, the great question is whether the Romanesque transept triforium continued into the presbytery, something which seems very likely.40 When Alban was eventually translated into a new reliquary chest in 1129, his shrine will have been placed within the main apse, the position it occupied in the 1170s when Abbot Simon (1167-83) had a new table made so the shrine could be set up on high.41 Viewed from the ritual choir, the shrine of St Alban was thus potentially framed by the triforium arches and Anglo-Saxon baluster shafts. The architectural framing is Paul of Caen's contribution, a part of the late 1070s and 1080s build, and the apparently artful positioning and high visibility accorded the baluster shafts is of a wholly different order to the re-used Roman brick, most if not all of which will have been rendered.42 It is difficult not to see this careful redeployment of elements of the past as anything other than symbolic, intended to complement Alban’s shrine in the apse and celebrate his status as Britain’s earliest martyr. It is even possible these baluster shafts were not only given a new role in the present, they were also given a new past, and looked upon as Roman.43



Emulation

At Canterbury and St Albans, spolia was arguably used to draw attention to the seniority and ancient pedigree of Christian sites and saints. However, the greatest of the 11th-century exponents of spolia culture — Desiderius of Monte Cassino — goes well beyond this, and takes us into the world of emulation. What we know of Desiderius’ Monte Cassino is tantalizing, and there is much to suggest that, along with the slightly later cathedral built by Archbishop Alfanus at Salerno, and the important monastic cell at Sant’Angelo in Formis, Monte Cassino lies at the beginning of an unusually thoughtful interest in the forms, as well as the materials, of Early Christian Rome; spolia in re in addition to spolia in se.44 Most of what is known of Monte Cassino comes from Leo of Ostia, who tells us that Desiderius resolved to build a new monastic church in 1066 in the teeth of opposition from his own community, and that in order to do so he first ordered the levelling of the ridge that had supported the earlier church, and then went to Rome where, in Leo’s words,


after consulting each of his best friends and generously and wisely distributing a large sum of money, he brought huge quantities of columns, bases, epistyles and marble of different colours. All these he brought from Rome to the port, and from the Portus Romanus by sea to the tower at the Garigliano river, and from there with great confidence by boats to Suium. But from Suium to this place he had them transported with great effort on wagons. In order that one may admire even more the fervour and loyalty of the



[image: ]FIGURE 7At Augustine’s, Canterbury: Scolland's crypt to east (John McNeill)
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faithful citizens, a great number of them carried up the first column on their arms and necks from the foot of the mountain.45



Leo's chronicle makes clear that this spolia was then used at Monte Cassino to build a church in the manner of a Late Antique basilica, describing the aisles, apse, columns and bases, and even remarking the windows were ‘rather large'.46 Leo also tells us that the most significant difference between Monte Cassino and a 4th- or 5th-century Roman basilica — the raised presbytery was forced on Desiderius by the unexpected discovery of the ancient tomb of St Benedict. Not wishing to disturb this. Desiderius constructed above it a ‘sepulchre of Parian marble' and abandoned the earlier plan to lower the site of the earlier sanctuary so as to be level with the nave.47 To the west, an atrium was constructed, an atrium Leo of Ostia insists was called ‘in the Roman fashion. Paradisus’.48 In terms of overall planning, this last is the most remarkable feature of Monte Cassino, and a clear indication that Desiderius had Old St Peter's in his sights. If we believe the measurements given by Leo of Ostia are at least approximately right, and there's no reason why we shouldn't, the atrium was two thirds as long as the church.49 Or, to put it another way, two-fifths of the overall length of a constricted hill-top site we are assured was levelled with great difficulty was given over to an atrium.50 The intention to emulate St Peter's in Rome was also evident in the inscription with which Desiderius emblazoned the triumphal arch leading to the apse.51

[image: ]FIGURE 9Salerno Cathedral (Campania): atrium to north (John McNeill)

Though it differed in a number of important respects, the architectural shell Desiderius created for the monastic church at Monte Cassino survives in simplified form at Sant'Angelo in Formis — and its magnificent atrium is very clearly reflected at Salerno cathedral (Fig. 9).52 Salerno is the monumentalization of this atrium — the closest we will ever now get to the experience of stepping into the paradisus at Old St Peter's, and with a stunning display of twenty-eight antique columns. These buildings employ spolia, and aesthetically the spolia is important in lending colour and antique polish to the architecture — a point made by Archbishop Alfanus I of Salerno (1058-85) in a poem in praise of Desiderius, in which he describes a pavement at Monte Cassino: 'He [Desiderius] made the alabaster and stones of green and purple porphyry sparkle. The Proconnesian paving stones fitted together so neatly that the work seemed like a sea of glass'.53 However, in addition these buildings invoke some of the spatial and even textual formulae of the great 4th-century basilicas of Rome. The buildings, the materials used in them, the inscriptions employed above their various doors and arches, the fact that they are celebrated in contemporary descriptions, the language that is used in those descriptions, all complement each other — they pull in the same direction and the direction in which they point is Early Christian Rome. They are among the earlier examples in an archipelago of buildings that seem to chime with the rhetoric of the Gregorian Reform.

[image: ]FIGURE 10Salerno Cathedral: Porta del Leoni, detail of lintel (John McNeill)

This is not, however, to say retrospection is all there is to them.54 Salerno rose with a continuous T-transept above a hall crypt — a type of crypt unknown in Early Christian Rome and an initiative that subsequently blossomed spectacularly in Apulia.55 It is also possible that the nave at Salerno Cathedral incorporated a wooden-floored gallery, a suggestion here offered extremely tentatively as the archaeology is far from clear.56 Most importantly, spolia was not simply carefully chosen at Salerno. It was also imitated and reworked. The most obvious example of imitation is the Porta dei Leoni, the principal processional entrance into the atrium.57 The lions embellishing the base of the jambs here are clearly late 11th century, while the jambs themselves are made up of unadorned and possibly re-cut marble. The architrave, however, is closely related to that used over the central western portal of the cathedral itself, an architrave that was identified long ago as having come from the macellum at Pozzuoli.58 But the carving on the Porta dei Leoni architrave is medieval, with a rather desiccated version of the Pozzuoli acanthus framed by an ape and a dog, and a beautifully carved inscription celebrating the reconciliation of Robert Guiscard and Jordan of Capua (Fig. 10).59 The clearest example of reworking is the episcopal throne. The side panels and supporting lions of the throne are Roman, presumably taken from a Roman table, but the lion’s heads were obviously, and very roughly, recarved in the late 11th century.60 Thus, for its patrons Salerno Cathedral might have represented the restoration and renewal of the building through reference to the past,61 for the craftsmen who were employed there it fostered the sort of flexible and easy working relationship with spolia that became characteristic of architecture throughout the 12th and early 13th centuries in central and southern Italy.

[image: ]FIGURE 11Otranto Cathedral (Apulia): crypt capital (John McNeill)
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[image: ]FIGURE 13San Giovanni Battista, Matera (Basilicata): presbytery aisle capital (John McNeill)

To an architectural historian with an interest in the manipulation of forms and materials, what is striking about this continuing engagement with spolia is how a tolerance of the compromises involved in re-use could of itself give rise to aesthetic innovations. One of the more remarkable examples of this is the disappearance of the astragal in a group of churches built around 1200 in southern Apulia and Basilicata. The most significant is the monastery of SS Niccolò e Cataldo in Lecce (Apulia), founded in 1180 by Tancred, count of Lecce, though interest in creating capitals without neckings continued well into the first quarter of the 13th century, the likely date of San Giovanni, Matera (Basilicata).62 The capitals in both were clearly made for their respective churches and are broadly based on Julio-Claudian Corinthian capitals, but the omission of an astragal can only have resulted from familiarity with the unequal juxtapositions of re-used Roman capitals with spolia columns that were common in southern Italian crypts (Figs 11-13).63 There are plenty of examples scattered across Europe of allusions to antiquity that rather than imitating antique models in fact imitate their redeployment — that is to say which imitate spolia. The scrappy arrangement of stylistically discordant bits of sculpture on the entry fagade of that celebrated 12th-century pastiche of late Roman architecture at St-Gabriel, just outside Tarascon (Bouches-du-Rhone) is a case in point. All the carved stonework there, of whatever apparent provenance, was carved for the building. But what one is witness to at SS Niccolo e Cataldo goes further than this. It is not a late-12th-century imitation of spolia. Rather it reflects a desire to create a fully Romanesque equivalent to the potential for elision as well as disjunction, innate to spolia compositions.



Locality

Notwithstanding the harnessing of the spolia culture of south and central Italy to the late-11th-century papal reform movement, most invocations of Antiquity are more limited in their horizons, and are locally rooted. This is true of the Adriatic and of most regions around the Mediterranean, from the Amalfi peninsula as far west as Tarragona, areas that on the whole had become urbanized under the Romans, if not before, and where there is good evidence for a flourishing early Christian economy. The intensity of this engagement with the past varies considerably, however, as does the date at which it becomes important. In Catalonia, for example, at least before the mid-12th-century resettlement of Lerida and the appearance of sculpture associated with the Cabestany Master, there is little evidence of a concern for Antique forms.64 It is this that makes Sant Pere de Rodes all the more remarkable. In Languedoc, on the other hand, one is conscious of a strong Late-Antique back-beat throughout the late 11th and 12th centuries. The critical building here was St-Sernin at Toulouse — a church created to honour a 3rd-century martyr which replaced a funerary basilica that in turn was constructed on the site of an extramural necropolis. Quitterie Cazes has argued that the earliest carvings at St-Sernin, the small capitals of the outer ambulatory wall, were set into position during the 1070s and were modelled directly on carefully chosen Antique prototypes. This established the norm for sculpture at St-Sernin. The subsequent enhancement of the church's iconographical programmes by the sculpture of the high altar and its accompanying reliefs before 1096, and the two nave portals in the opening decade of the 12th century was then accompanied by explicit references to texts and images that can be associated with the early Christian period.65 What is most striking about the ambulatory capitals at StSernin, however, is the number of different models that were used. One from the axial chapel, for example, employs patterns more usually associated with Roman vases.66 Others, particularly the large respond capitals, are based on lst-century Julio-Claudian Corinthian capitals, while a significant number of the small capitals are directly modelled on a mid2nd-century type of Corinthian capital specific to south-western Gaul.67 The detailing at St-Sernin is unmistakable, and what follows from this is that the starting point for the foliate sculpture cannot have been a model book or a set of early medieval intermediaries. Rather, the early capitals were directly based on a series of local Antique models. That dialogue between Romanesque sculptors and Antique models then continues through the various building phases at St-Sernin, and can be felt throughout Languedoc for much of the rest of the 12th century.68

St-Sernin is unusual in the depth and precision of its engagement with the past, and it is difficult not to conclude it is site specific. What was important was that the church stood in a Roman necropolis and housed the relics of a 3rd-century martyr widely believed to have been the first bishop of the city, something that can not only be inferred from its surviving Romanesque imagery and architectural sculpture, but is evident from the number of Late Antique sarcophagi that are or were to be seen there.69 Whether other buildings in similar situations were concerned to advertise their history in their fabric it is difficult to say, though what evidence there is suggests that displays of ancient sarcophagi took precedence over the sort of creative assimilation and reinterpretation of Antique sources on show at St-Sernin. San Feliu at Girona probably has most in common as a foundation, being a church that stands on the site of a former extra-mural necropolis and contains the relics of SS Narcissus and Felix, a legendary bishop and deacon of Girona, both of whom were said to have been martyred under Diocletian.70 The present church certainly houses a number of Roman and early medieval sarcophagi but, sadly, virtually nothing is known of the Romanesque building.71 Equally, St-Honorat at Arles was built within one of the most famous necropolises of the late Roman world. Les Alyscamps, and housed the tombs of both a great bishop of Arles, Honoratus (d. 429), and a celebrated early-4th-century local martyr, Genesius. Its early history has yet to be elucidated, however, and, though the crypt and elements of a mid-11th-century building survive, the 12th-century church seems never to have been completed.72 Therein lies the problem. Very few buildings that historically parallel St-Sernin survive in a form that approaches their Romanesque state. Even if one extends the net, there is little to compare with St-Sernin by way of a sustained exposition of Antique forms and manners that emanates directly from the possession of an early Christian martyr or from adjacency to a place of martyrdom or early Christian burial. At Santa Maria del Miracle at Tarragona, for instance, it is the site that seems all-important — a Roman amphitheatre in which St Fructuosus, Tarragona’s first bishop and his two deacons, were martyred. The church itself is relatively modest. Great care was taken to encompass the place of martyrdom, but there is no evidence that the antiquity of the events commemorated by the church spilled over into architectural sculpture.73 And at the other end of the scale, Genoa Cathedral was almost certainly built within a necropolis, but enjoys neither a direct association with a martyr, nor even a bishop of Genoa, though the cathedral does make extravagant use of Roman sarcophagi across its exterior and deploys a broadly classicizing style of capital in its nave.74 In this sense the most aspirational of all is Pisa, which in the absence of both a necropolis and an early martyred bishop, built the greatest cemetery of the medieval world, thus housing a stunning collection of classical and Late Antique sarcophagi in the shadow of the largest of all Romanesque variations on the Late Antique columnar basilica.

[image: ]FIGURE 14St-Restitut (Drôme): south portal (John McNeill)

If the above suggests that a particular set of circumstances will not always elicit the same response, the corollary is that the catalysts for a revival of interest in the past will vary. Indeed, in Provence towards the middle of the 12th century, one can detect a concern for local Roman and Late Antique forms whose expression and motivation is often formal, and which is workshop-based.75 There is a group of churches between Aix-en-Provence and Avignon, for example, which utilizes a particular classicizing portal composition (Fig. 14): the south nave aisle portal of the cathedral at Aix (Bouches-du-Rhône), St-Restitut (Drôme), and Notre-Dame-de-Nazareth at Pernes-les-Fontaines (Vaucluse).76 All of these appear to be by the same workshop, which also specialized in capitals, friezes and elaborate exterior cornices. Their most ambitious work can be seen at Cavaillon Cathedral (Vaucluse), where the source of the rinceaux design used along the frieze beneath the exterior clerestory parapet was almost certainly immediately to hand; the lst-century ‘Arch of Marius’ now re-erected in the market square at Cavaillon.77 The cathedral at Vaison (Vaucluse) is the work of a different group of masons and sculptors, but shares a comparable repertoire, tellingly enhanced by the survival of tiny corbels half-way up the outer orders of the nave arcade (Fig. 15).78 These are leftovers from the centering system and were intended to support the formwork used in building the arch. They are home-made versions of the corbels used at the Pont-du-Gard (Fig. 16), and like the corbels of the Pont-du-Gard they were not cut back after the building work was completed, surviving as prima facie evidence for 12th-century Provencal designers looking at and thinking about Roman constructional methods to inform a contemporary building. At St-Trophime in Arles, the workshop responsible for the west front based the dominant arch and gable on Roman Imperial architecture, but turned to a very different set of sources when it came to developing a narrative relief style.79 Rather than looking to 1st- and 2nd-century models, the narrative reliefs are taken directly from 4th-century sarcophagi, the slightly awkward figures and insistent channelling of the drapery are instantly recognizable, as are the architectural frames for the Magi, which are based on sarcophagi associated with the abbey of St-Honorat (Figs 17 and 18).80 These narrative reliefs play a minor role within the overall scheme for the west front, but by bringing a locally recognizable pictorial language from an extra-mural cemetery into the centre of the city, the sculptors are doing more than drawing attention to a titular saint’s Late Antique pedigree.81 They are adding a new ingredient to the mix. The west front at St-Trophime is genuinely eclectic, its various registers subordinated to a larger interest in the Antique, evident in innumerable details of handling from the monumental setting of an arch within a gable to the symmetrical pairing of capitals to either side of the portal. The keenly observed imitation of Roman architectural sculpture practised at Vaison, Cavaillon and St-Restitut does not prepare one for this, or at best it forms a distant background. The classicizing sources that appealed to that generation were drawn from a single chronological plane.82 The models used in the Arles west front are drawn from at least two distinct historical strata. The result is a three-dimensional dialogue with the past that is as creative as that of St-Sernin, but whose iconographical meanings are different, and which has been arrived at by a different route.

[image: ]FIGURE 15Vaison-la-Romaine Cathedral (Vaucluse): north nave bay (John McNeill)



Family identity

The above is intended simply to introduce themes that are examined in greater detail elsewhere in this volume, and I do apologize if the effect has been to exaggerate the significance of the Roman to the Romanesque. Early medieval forms are every bit as important, and locally may be very important indeed. One even finds the recreation of early-11th-century modes in the 12th century, so I felt I should conclude with a couple of examples that touch on more recent pasts. In certain parts of Romanesque Europe it is possible to find groups of buildings that share a set of characteristics so insistent that collectively they constitute a family. It is perhaps clearest in the Auvergne. In the diocese of Clermont this sense of architectural pedigree, of kinship, is developed to a quite exceptional degree. Notre-Dame-du-Port at Clermont-Ferrand. Saint-Austremoine at Issoire. Saint Saturnin, Saint Nectaire. Orcival, Volvic, Mozac. Billom. Ennezat. Cournon. Chauriat (all Puy-de-Dôme) constitute the betterpreserved survivors of a group of 11th- and 12thcentury churches that are the most consistent of any diocese in Europe.83 Individual treatments do vary, particularly in terms of the presence or absence of crypts, the number and arrangement of radiating chapels, the range and extent of exterior architectural polychromy and the style and distribution of figurative sculpture, but the overall architectural frame — apse ambulatories, crossing towers supported by raised

[image: ]FIGURE 16Pont-du-Gard (Gard): detail of middle storey (John McNeill)

[image: ]FIGURE 17St-Trophime, Arles (Bouches-du-Rhône): detail of Magi from west front (John McNeill)

[image: ]FIGURE 18St-Trophime, Arles: detail of 4th-century sarcophagus in north nave aisle (John McNeill)

intermediate bays, pierced internal screens, galleried naves with continuous barrel vaults, western massifs — reigned supreme for over a century (Fig. 19).84 Nor do there seem to be alternatives. Every Romanesque church within a radius of 20 km of Clermont, an area known as the Limagne, shares the same essential character.85

[image: ]FIGURE 19Notre-Dame-du-Port, Clermont-Ferrand (Puy-deDôme): exterior from south-west (John McNeill)

[image: ]FIGURE 20St-Victor et Ste-Couronne, Ennezat (Puy-de-Dôme): nave to west (John McNeill)

From a strictly formal perspective, what is interesting about this is that, although certain elements were susceptible to innovation — types of blind arcading, or the treatment of aisle responds, for instance — others were apparently immutable, as with crossings or continuous barrel-vaulted naves. The result is beautifully illustrated by the nave at Ennezat, where half-columns are used on the longitudinal and aisle faces of the arcade piers, but are omitted on the inner face (Fig. 20).86 It is as if two architectural systems have been arranged side by side; a fully articulated aisle next to a main elevation in which the wall is treated as a continuous plane. Juxtapositions such as these, which endure into the middle of the 12th century, lend an archaizing air to the churches of the Limagne which is born of more than insular architectural conservatism. Inward-looking they may be, but the more important foundations, such as Mozac, exhibit an alertness and selective responsiveness to the past that is notably sophisticated.87 Beyond the sharing of an architectural identity one can also detect a deeper past, evident in the remarkable strength of early episcopal and local founder cults throughout the diocese.88 The likelihood that the 1 lth-century cathedral at Clermont is the ghostly model behind this phenomenon has long been recognized, the problem being that little is known of its architectural detailing.89 Whatever the model, however, there can be little doubt there is an early Romanesque paradigm, an architectural arbiter and mother church to which the Romanesque churches of the Limagne are faithful. The Auvergne would appear to be a case of historicism in the service of family attachment.

In other instances of which I am aware, the allusions tend to be restricted to symbolic motifs — their meaning derived from their locality in a manner that nonetheless creates a sort of family identity. Many of the churches around Spoleto, in southern Umbria, for instance, carry a type of foliated cross, whose origins are uncertain but are probably Late Antique or early medieval.90 The cross is usually set in a rinceaux design, and may be found across several locations in any one building, but it is often also repeated on axis above an entrance. Early instances survive at the probably 8th-century Tempietto sul Clitunno, just north of Spoleto, where it is treated as a type of Chrismon (Fig. 21), and in a probably Longobardic context at the Late Antique extra-mural church of San Salvatore (Fig. 22).91 But one can similarly find it on the west front of late-12th-century San Pietro, and the cathedral west portal as completed by 1197 (Figs 23 and 24).92 Not every Romanesque church in Spoleto has it, but it keeps recurring, and what seems to be important is that the motif is indigenous and retrospective. Although one can no longer be sure that the mother was the early medieval cathedral, the children still bear the mark.

[image: ]FIGURE 21Tempietto sul Clitunno (Umbria): detail of west pediment (John McNeill)

[image: ]FIGURE 22San Salvatore, Spoleto (Umbria): detail of lintel over west portal (John McNeill)




CONCLUSION

[image: ]FIGURE 23San Pietro, Spoleto (Umbria): detail of west portal lintel (John McNeill)

[image: ]FIGURE 24Spoleto Cathedral (Umbria): detail of west portal lintel (John McNeill)

This paper opened with the Mirabilia Urbis Romae and closed with a few observations about the importance of locality. Implicit to it is the question of whether there is a discernably Romanesque sense of the past — an attitude or set of approaches different to that encountered in, say, the 14th century, or the 4th? In so far as there is an answer, it lies in the frequency in which one encounters allusions to Rome, or at least to a past that was shaped before Charlemagne entered Italy. These allusions are for the most part locally accented, and may be as aesthetic in their motivation as they are ideologically explicit, but they are persistent and geographically wide-ranging. It is here that 11th- and 12th-century buildings differ from those of the 14th century, and this that underpins the term Romanesque. As a coda one should also add that architectural Romanitas is just one element in the visual expression of a much larger world, an intellectual engagement with the past that can be seen in the writings of Anselm, or Alberic of Monte Cassino, or Hildebert of Lavardin — or in the tendency of history in the 11th and 12th centuries to be written within a tradition of the writing of history — of Suetonius or Pliny or Bede or Gregory of Tours — something of which one is acutely conscious in Helgaud’s Life of Robert the Pious, or the work of John of Salisbury.93 Bernard of Chartres was clearly not the only potential Romanesque patron to have seen himself as a dwarf on the shoulders of giants.94
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NOTES


	The title of this paper is taken from John of Salisbury’s account of the acquisition of antique sculpture from Rome by Henry of Blois: ‘Cum vero episcopus preter absolutionem se nihil optinere posse videret, accepta licentia rediens veteres statuas emit Rome, quas Wintoniam deferri fecit’. M. Chibnall ed., The Historia Pontificalis of John of Salisbury (Oxford 1986), 79. For a wide-ranging analysis of this passage, see J. West, ‘A Taste for the Antique? Henry of Blois and the Arts’, in C. Lewis ed., Anglo-Norman Studies, XXX (2008), 213-30.

	For the full Latin text with English translation, see F. M. Nichols ed., Mirabilia Urbis Romae: The Marvels of Rome or A Picture of the Golden City (London 1889). The translation offered here is taken from R. Krautheimer, Rome: Profile of a City, 312-1308 (Princeton 1980), 199, who, in keeping with a majority of scholars, identifies the author of the Mirabilia as a canon of St Peter’s by the name of Benedict. A more recent discussion can be found in M. A. Lanzillotta, Contributi sui Mirabilia Urbis Romae (Genoa 1996).

	Nichols, Mirabilia (as n. 2), 42-43.

	Krautheimer, Rome (as n. 2), 152-53, 197.

	On the 1027-61 campaigns at Speyer (Speyer I) and their relationship to the Aula Palatina at Trier, see H. Kubach, ‘Trier und Speyer: Römische und Romanische Wandgliederung’, Neues Trierisches Jahrbruch (Trier 1963), 30-37, and D. von Winterfeld, ‘The Imperial Cathedrals of Speyer, Mainz and Worms’, in Mainz and the Middle Rhine Valley: Medieval Art, Architecture and Archaeology, ed. U. Engel and A. Gajewski, British Archaeological Association Transactions, xxx (Leeds 2007), 14-32 at 15-19, esp. fig. 3. The evidence for a close metrological relationship between Trier and Speyer Cathedral was presented by Peter Kidson at the British Archaeological Association’s 2003 conference in Mainz, though, sadly, remains unpublished. The literature on late-llthcentury Rome and southern Italy is substantial, but see in particular H. Cowdrey, The Age of Desiderius: Montecassino, the Papacy and the Normans in the Eleventh and Early Twelfth Centuries (Oxford 1983); H. Cowdrey, Pope Gregory VII, 1073-1085 (Oxford 1998), D. Glass, ‘Revisiting the “Gregorian Reform’”, in Romanesque Art and Thought in the Twelfth Century, ed. C. Hourihane (Princeton 2008), 200-18, and the various essays gathered in F. Avagliano ed., Desiderio di Montecassino e l'arte della Riforma Gregoriana (Montecassino 1997) and A. C. Quintavalle ed., Il medioevo delle cattedrali. Chiesa e Impero: la lotta delle imagine (secolo XI e XII) (Milan 2006).

	See L. de Lachenal, ‘Il gruppo equestre di Marco Aurelio e il Laterano’, Bolletino d’Arte, 61 (1990), 1-52. The status of the Capitoline she-wolf has also been questioned, in this case as a result of scientific analyses conducted during recent conservation work. These suggested that the she-wolf donated by Pope Sixtus IV in 1471 to the Palazzo dei Conservatori was probably manufactured in the middle ages, with various dates being offered between the 9th and 13th centuries. See A. Carruba, La Lupa Capitolina. Un bronzo medievale (Rome 2007). As such, the bronze she-wolf now in the Musei Capitolini may not be that described in the 10th or 11th centuries, though obviously it does not follow that there was no bronze she-wolf at the Lateran before the manufacture of the present image. The late-10th-century chronicler, Benedetto del Sorrate, mentions the she-wolf twice. Towards the end of a long passage in Benedetto’s chronicon describing a visit to Rome by Louis the Pious, he states: ‘Abetat autem in palatio Lateranensis iudices preordinati, per singulos dies, a locus ubi dicitur a Lupa, quod est mater Romanorum, et populum Romani, per districtum placitum a dux Spolitinus, Aciprandum nomine, discutiendum’. G. Zucchetti ed., Il Chronicon di Benedetto, monaco di S. Andrea del Soratte e il Libellus deimperatoria potestate in urbe Roma (Rome 1920), 145. And in the section of his libellus that concerns the conspiracy that led to the blinding of Pope Leo III in 799, he associated the site of the she-wolf with the dispensation of justice. ‘Moltotiens vero non ante apostolicum, sed in iudiciali loco ad Lateranis, ubi quidam locus dicitur ad Lupam, quae mater vocabatur Romanorum, ibi iudiciariam legem finiebant.’ Zucchetti, Il Chronicon e il Libellus (as above), 199. The extended description given by Magister Gregorius of the shewolf in front of the portico of the papal winter palace (in porticu etiam ante hiemale palatium domini pape) can only realistically refer to the Lateran, as was recognized by Rushforth, Borchardt and Krautheimer. See G. Rushforth, “‘Magister Gregorius De Mirabilibus Urbis Romae”: A New Description of Rome in the Twelfth Century’, Journal of Roman Studies, 9 (1919), 14-58 at 58; P. Borchardt, ‘The Sculpture in Front of the Lateran as Described by Benjamin Tudela and Magister Gregorius’, Journal of Roman Studies, 26 (1936), 68-70; and Krautheimer, Rome (as n. 2), 192-93. I am grateful to Richard Plant and Richard Gem for discussions on this point. For a full account of the history of the she-wolf as a symbol of Rome, and the Capitoline she-wolf in particular, see C. Mazzoni, She-Wolf The Story of a Roman Icon (Cambridge 2010).

	See Krautheimer, Rome (as n. 2), 192-95.

	See A. Tcherikover, High Romanesque Sculpture in the Duchy of Aquitaine c.1090-1140 (Oxford 1997), 88 and 120, n. 44.

	See Tcherikover, High Romanesque Sculpture (as n. 8), 87-91.

	For a full discussion, see C. Andrault-Schmitt, ‘Le “Cavalier Constantin", une image polysemique de Rome dans l’Aquitaine du Xlle siecle’, Méditerranées, 28 (2001), 129-53. I am extremely grateful to Professor Andrault-Schmitt for sending me an offprint of her article.

	11 ‘Est etiam aliud eneum simulacrum valde ridiculosum quod Pria[pum] dicunt. Qui demisso capite velud spinam calcatam educturus de pede, asperam lesionem pacientis speciem representat. Cui si demisso capite velut quid agat exploraturus suspexeris, mire magnitudinis virilia videbis.’ See Rushforth, ‘Magister Gregorius’ (as n. 6), 49. One can probably push back the first mention of the spinario to 1165x67, the date of Benjamin of Tudela’s first visit to Rome. Benjamin describes four sculptures outside the Lateran, the colossal head and and hand which he identifies with Samson, the equestrian figure of ‘King Constantine the Great", and ‘Absalom, the son of David'. Absalom is likely to have been the name given to the spinario in Jewish communities, by association with the description in II Samuel, ‘But in all Israel there was none to be so much praised as Absalom for his beauty: from the sole of his foot to the crown of his head there was no blemish in him’ (II Samuel, 1425). See Borchardt, ‘Sculpture in Front of the Lateran' (as n. 6), 69.

	See J. Adhémar, Influences antiques dans l’art du Moyen Âge (London 1939), 190.

	See in particular, S. Moralejo, ‘Marcolfo, el Espinario, Priapo: un testimonio iconográfico gallego’, in Primera Reunión Gallega de Estudios Clásicos (Santiago-Pontevedra, 2-4 julio 1979). Ponencias y Comunicaciones (Santiago 1981), 331-55. For a general discussion of the spinario in the middle ages, see W. Heckscher, ‘Dornauszieher’, Reallexikon zur Deutschen Kunstgeschichte, 4 (1958), 289-99: and the section entitled ‘Le tireur de l’épine’ in Adhémar, Influences antiques (as n. 12), 189-92.

	The classic discussion of the use of geometric decorative masonry patterns in Romanesque western France remains F. Lesuer, ‘Appareils décoratifs supposés carolingiens’, Bulletin Monumental, 124 (1966), 167-86. For a more recent consideration along with a fuller selection of examples, see D. Prigent, ‘Evolution de la construction médiéval en pierre en Anjou et Touraine’, in Anjou: Medieval Art, Architecture and Archaeology, ed. J. McNeill and D. Prigent, British Archaeological Association Transactions, XXVI (Leeds 2003), 14-33 at 19-21.

	The amphitheatre at Arles was cleared of post-Roman buildings between 1826 and 1830, leaving only the medieval towers that had been built above the summa cavea. Prior to this it housed over 500 dwellings, and a significant Romanesque church dedicated to St Genesius (commonly known as St-Genès-aux-Arenes). The ampitheatre was probably first fortified and occupied in the 8th century, and was effectively organized as an urban parish in the middle ages, though the date at which it attained parochial status cannot be pinned down precisely. A bird’s-eye view of the amphitheatre by Jean-Baptiste Guibert shows it in its late 18th-century state. See J. Formigé, ‘L’ampithéâtre d’Arles: histoire et date de construction’. Revue archéologique, t.2 (1964), 21^11 and 113-63; J. Formigé, ‘L’ampithéâtre d’Arles: histoire et date de construction’, Revue archéologique, t.l (1965), 1^-6; C. Sintès, ‘Vicissitudes d’un théâtre antique, Arles’, in Les théâtres de la Gaule Romaine, Dossiers histoire et archéologie, 134 (1989), 26-29; and C. Sintès, ‘La reutilisation des espaces publics à Arles: un témoignage de l’Antiquité tardive’, Antiquite Tardive, 2 (1994), 181-92. For Old Sarum, see Royal Commission on Historic Monuments (England), City of Salisbury, I (London 1980), 1-24.

	On the translation of the cathedral from Old Sarum, see T. Cocke and P. Kidson, Salisbury Cathedral Perspectives on the Architectural History (London 1993), 37^10; and C. Frost, ‘The Symbolic Move to New Sarum’, Wiltshire Archaeological and Natural History Society Magazine, 98 (2005), 155-64.

	A. Esch, ‘Spolien: Zue Wiederverwendung antiker Baustüke und Skulpturen im Mittelalterlichen Italien’, Archiv für Kulturgeschichte, 51 (1969), 1-64. The ability of spolia to convey a message had, of course, long been recognized — and Esch was writing in the slipstream of a well-established debate whose most earnestly considered exemplar was the Arch of Constantine — which Hans Peter L’Orange had argued used spolia specifically to present Constantine as a new Trajan. See H. L’Orange and A. von Gerkan, Der spätantike Bildschmuck des Konstantinsbogens (Berlin 1939). However, it was Esch’s article that led to the recent plethora of publications on architectural recycling in the middle ages. Many of these are straightforward case-studies and catalogues, but a significant number are concerned with aesthetics and ideology — with spolia as a potential bearer of meaning. The case study par excellence remains the Arch of Constantine, for recent interpretations of which see the persuasive dismantling of L’Orange’s original contentions in P. Liverani, ‘Reading Spolia in Late Antiquity and Contemporary Perception’, Reuse Value: Spolia and Appropriation in Art and Architecture from Constantine to Sherrie Levine, ed. R. Brilliant and D. Kinney (Farnham 2011), 33-52; and J. Elsner, ‘From the Culture of Spolia to the Cult of Relics: The Arch of Constantine and the Genesis of Late Antique Forms’, Papers of the British School at Rome, 68 (2000), 149-84. The most wide-ranging descriptive catalogue, albeit one limited to Italy, is L. de Lachenal, Spolia: Uso e reimpiego dell'antico dal III al XIV secolo (Milan 1995), while the most useful synthetic overview of the re-use of marble is M. Greenhalgh, Marble Past, Monumental Present: Building with Antiquities in the Medieval Mediterranean (Leiden 2009). Interpretative essays abound, for a flavour of which one should consult the articles collected in J. Poeschke ed., Antike Spolien in der Arkitectur des Mittelalters und der Renaissance (Munich 1996); A. Quintavalle ed., Medioevo: il tempo degli antichi. Atti del convegno internazionale di studi, Parma, 24-28 settembre 2003 (Milan 2006); and Reuse Value (as above).

	The inscriptions over the entrances to the 6th-century basilicas of St Theodore at Gerasa (modem Jerash, Israel) and St Sergius at nearby Zovara make it clear that the building of these churches above and out of the ruins of a pagan city symbolized the triumph of their martyrs over the past. See J. Moralee, ‘The Stones of St Theodore: Disfiguring the Pagan Past in Christian Gerasa’, Journal of Early Christian Studies, 14/2 (2006), 183-215.

	Einhard simply says ‘He [Charlemagne] was unable to find marble columns for his construction [Aachen Cathedral] anywhere else, and so he had them brought from Rome and Ravenna.’ Einhard, The Life of Charlemagne, ed. and trans. L. Thorpe (Harmondsworth 1969), 79. In a letter collected in Cassiodurus’s Variae, Theodoric wrote to the citizens of Aestunae requesting marble: ‘We wish to build new edifices without despoiling the old. But we are informed that in your municipality there are blocks of masonry and columns formerly belonging to some building now lying absolutely useless and dishonoured. If it be so, by all means send these slabs of marble and columns to Ravenna, that they may be made beautiful again and take their place in a building there’. T. Hodgkin ed., The Letters of Cassiodorus (London 1886), III.9. For descriptions of the work of Desiderius at Montecassino by Leo of Ostia and Alfanus, see below.

	For two bracing and well-aimed jets of cold water on the imputation of meaning in spolia, see M. Greenhalgh, ‘Spolia: A Definition in Ruins’, in Reuse Value (as n. 17), 76-95; and R. Coates-Stephens, ‘Epigraphy as Spolia — the Reuse of Inscriptions in Early Medieval Buildings’, Papers of the British School at Rome, 70 (2002), 275-96.

	D. Stocker and P. Everson, ‘Rubbish Recycled: A Study of the Re-Use of Stone in Lincolnshire’, in Stone Quarrying and Building in England AD43-1525, ed. D. Parsons (Chichester 1990), 83-101. Although the study originated in work on Anglo-Saxon sculpture and is confined to Lincolnshire, its broad conclusions are applicable to most areas — though one can obviously break down material re-use into a far greater number of categories. Michael Greenhalgh felt he should offer seventeen in order to erect ‘a pyramid of reuse possibilities, from a very broad base of economic and casual reuse to the gleaming and distant tip of probable meaning’. Greenhalgh, ‘Spolia: A Definition in Ruins’ (as n. 20), 82-87.

	A particularly striking pre-Romanesque example of this type of mixing of re-used stones is All Saints, Brixworth (Northamptonshire). See D. Sutherland and D. Parsons, ‘The Petrological Contribution to the Survey of All Saints’ Church Brixworth: An Interim Study’, Journal of the British Archaeological Association, 137 (1984), 45-64.

	L. Todisco and M. Chelotti, La scultura romana di Venosa e il suo reimpiego (Rome 1996), 129-54; and de Lachenal, Spolia: Uso e reimpiego (as n. 17), 263-66. The fullest account of the unfinished monastic church is the first section of the chapter entitled ‘The Tombs of the Early Norman Rulers in the South of Italy, c. 1069-1101’ in R. Bacile, ‘The “Dynastic Mausolea” of the Norman Period in the South of Italy, c, 1069-1189: A Study on the Form and Meaning of Burial Monuments in the Middle Ages' (unpublished D.Phil. thesis, University of Oxford, 2010), 1-60.

	This concern for the surface lustrousness of marble was underlined by the recent restoration of the Porte Miègeville at St-Sernin, Toulouse. Much of the sculpture here, most notably the lintel, was carved out of marble taken from Late Antique sarcophagi, and was shown never to have supported polychromy. Personal communication, Quitterie Cazes.

	Similar terracotta metopes have been found at Siris and Metapontum, the two greatest former Greek coastal cities to the south of Sta Maria. The only study of the church is G. Roma, Sta Maria di Anglona: Struttura architettonica e decorazione pittorica (Cosenza 1989).

	U. Eco, ‘Riflessioni sulle tecniche di citazione nel medioevo’, in Ideologie e pratiche del reimpiego nell'alto medioevo: Settimane di Studio del Centro ltaliano di Studi sull’alto Medioevo, 46 (1999), I, 461-84.

	Stocker and Everson, ‘Rubbish Recycled’ (as n. 21), 90-91.

	Alkborough lies at the northern end of the limestone ridge known in Lincolnshire as the ‘Edge’ or ‘Cliff, close to the point at which Roman Ermine Street crossed the river Humber. For a fuller discussion of the west tower at St John the Baptist, Alkborough, see D. Stocker and P. Everson, Summoning St Michael: Early Romanesque Towers in Lincolnshire (Oxford 2006), 94—99.

	The great majority of re-used Roman bases, columns, sections of entablature, and capitals are of marble, or a type of granitic or volcanic stone that can be polished, though this disguises variations between different components — re-used classical columns are almost invariably marble or granite — whereas significant numbers of re-used capitals are of limestone. For an extended discussion of the traffic in marble, see Greenhalgh, Marble Past, Monumental Present (as n. 17). The question of the origins of an aesthetic of architectural variety is complex, but a concern for contrasting materials is clear in the interior of the Pantheon in Rome, and self-evidently goes hand-in-hand with the importation of varied polishable stones for use in opus sectile pavements and walls, as well as for fashioning into columns. The use of spolia arguably gave a boost to this interest in variety, or at least provided a convenient mechanism to ensure varied surface effects. Most importantly for later ecclesiastical architecture, both the Lateran Basilica and St Peter’s in Rome employed spolia columns and capitals in their naves. At the Lateran, the aisles were separated by columns of green verde antico, while the nave elevation rested on red columns of apparently differing diameters and heights. See R. Krautheimer, S. Corbett, and A. Frazer, Corpus basilicarum christianarum Romae, V (Vatican City 1977), 64-65, 79-80; and the comments in B. Brenk, ‘Spolia from Constantine to Charlemagne: Aesthetics Versus Ideology’, Dumbarton Oaks Papers, 41 (1987), 103-09, esp. 104-07. By the middle of the 6th century, it also became common to employ a variety of different capital designs even where the capitals had been carved and shipped out specifically for the building in question, as in the nave of the Euphrasian basilica at Poreč (Croatia), or San Vitale at Ravenna, in both of which the capitals are predominantly arranged as matching pairs. See M. Prelog, The Basilica of St Euphrasius in Poreč (Zagreb 1986, English translation Verona 2004), passim. This does also seem to be the period in which basilican naves begin to be built using highly varied assortments of columns, as with the later 6th-century churches of Sant’Eufemia and Sta. Maria delle Grazie at Grado (Friuli-Venezia-Julia). For good illustrations, see G. Cuscito, Grado e le sue basiliche paleocristiane (Bologna 1992), figs 7-11 and 52-58. There are innumerable instances of later buildings where bases, columns and capitals of vastly varied design are used and which have been assembled in ways very similar to Grado — and I would cite, more or less at random, the naves at San Miguel de Escalada (Castile) or San Salvatore at Brescia (Lombardy), the Baptistery at Venasque (Vaucluse), the crypt of San Gregorio, Spoleto (Umbria), and the atrium at Salerno Cathedral (Campania).

	F. Barry, ‘Disiecta membra: Ranieri Zeno, the Imitation of Constantinople, the Spolia Style, and Justice at San Marco’, in H. Maguire and R. Nelson ed., San Marco, Byzantium and the Myths of Venice (Dumbarton Oaks 2010), 7-62 at 7. Notwithstanding the far-better known bronze quadriga, it was the deployment of over a hundred Antique columns in two registers across the west facade of St Mark’s that had the greatest impact on the ceremonial entrance to the church from the Piazza San Marco, and frames the mosaics depicting the legend of the translation of the relics of St Mark from Alexandria to Venice.

	Four grey marble columns with re-used early medieval capitals carved in a white marble outline the Romanesque west portal, while four green marble columns capped by capitals in yellow marble are set in the angles of the crossing piers at the entrance to the choir. This apparently carefully orchestrated sequencing of spolia is note-worthy, though sadly it is impossible to develop it any further, since the 12th-century church was badly damaged during the Wars of Religion, and the earlier choir and crypt were remodelled within the surviving envelope wall in the early 17th century. Nonetheless, the cult of St-Eusice is well attested thanks to Gregory of Tours, including the fact of the church erected as an ex-voto after his death by Childeric. An early-12th-century frieze devoted to the miracles of St-Eusice also survives on the exterior wall of the ambulatory. See F. Lesuer, ‘Selles-sur-Cher, in Les églises du Loir-et-Cher, ed. A. Picard (Paris 1969), 392-97; and E. Vegnolle, ‘L'art roman, epigone ou renaissance de l’art romain', in Actualité de l'Art Antique dans l’Art Roman: Cahiers de Saint-Michel-de-Cuxa, XXXIX (2008). 7-21 at 11.

	Little has been published on the 11th-century church, but for summary accounts and a review of the documentary evidence as outlined above, see J. Badia, Monestir de Sant Pere de Rodes (Barcelona 1993); M. Mataro and E. Riu-Barrera, ‘Sant Pere de Rodes: Un monastir comtal a la periferia de l'extingit Imperi carolingi’, in Catalunya a l'éepoca carolíngia (Barcelona 1999), 236-12; and I. Lorés i Otzet, El Monastir de Sant Pere de Rodes (Barcelona 2002). The dating of the surviving fabric is far from straightforward, and the church is the result of at least two main building campaigns, but it is most likely to straddle the period of the dispute. The east end is widely thought to have been complete by the time of the 1022 consecration, with the nave dating from shortly thereafter.

	R. Gem, The Significance of the 11th-Century Rebuilding of Christ Church and St Augustine’s, Canterbury, in the Development of Romanesque Architecture’, in Medieval Art and Architecture at Canterbury, ed. N. Coldstream and P. Draper, British Archaeological Association Transactions, v (Leeds 1982), 1—19, at 15-19; and R. Gem, 'The Anglo-Saxon and Norman Churches’, in R. Gem ed., St Augustine's Abbey Canterbury (London 1997), 90-122.

	Gem, The Anglo-Saxon and Norman Churches’ (as n. 33), 111.

	See the extremely helpful cut-away reconstruction drawing by J. A. Bowen in Gem, The Anglo-Saxon and Norman Churches’ (as n. 33), 115.

	The 7th-century porticus housing the tombs of Canterbury’s early archbishops was demolished during the abbacy of Wido (1087—c. 1093), who not only arranged for the relics to be translated in September 1091, but also commissioned Goscelin of St-Bertin to write an account of what was an extravagant ceremony — the Translatio sancti Augustini. This tells us exactly where the various tombs and shrines were positioned in the ambulatory and radiating chapels of the upper church — an arrangement which was maintained into the later middle ages, as can be seen in the early-15thcentury drawing in Thomas of Elmham's history of the monastery (Cambridge, Trinity Hall MS 1, fol. 77r, conveniently reproduced as colour plate 1 in St Augustine's Abbey (asn.
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