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Caesar the things which are Caesar’s. But they do not render unto
God the things which are God’s with the same conscientiousness.”
Admittedly in 1127, in the sixth year of Suger’s office as an abbot,
Bernard congratulated his more worldly confrére on having success-
fully “reformed” the abbey of St.-Denis. But, as Panofsky observes,
“this ‘reform,” far from diminishing the Abbey’s political importance,
invested it with an independence, prestige and prosperity that
permitted Suger to tighten and to formalize its traditional ties with
the Crown.” What caused St. Bernard to show more tolerance
toward conditions at St.-Denis than he usually showed toward
monasteries that did not meet his exacting standards? What caused
him to treat Abbot Suger with far greater consideration than he
usually showed toward those with whom he disagreed? Panofsky
concludes that there was a tacit agreement of interests by the two
potential opponents: “Realizing how much they could hurt each
other as enemies—one the advisor of the Crown... the other the
mentor of the Holy See and the greatest spiritual force in Europe—
they decided to be friends.”

The opposition of Abbots Suger and Bernard can also be seen in
the character of the renovations at the abbey of St.-Denis. Abbot
Suger had a great passion for sacred pictures and for all kinds of
church decoration, for gold, enameling, and precious stones, indeed
all kinds of beautiful gleaming objects, and he was especially fond
of stained-glass windows. Bernard, on the other hand, condemned
such decoration, not because he was unreceptive to its charm, but
because he saw in such things a distraction from pious thoughts,
prayer, and meditation. In the case of the Cistercian monasteries and
churches being built in large numbers everywhere in Europe in the
12th and 13th centuries, this meant that the builders had to adopt
a style that observed the numerous rules and regulations inspired by
St. Bernard’s austere aesthetics. Nevertheless, the expanding Cistercian
order played an important role in the spread of Gothic throughout
Furope, for it was receptive to the technical improvements of Gothic
principles of construction, and was itself often innovative, for
example in techniques of hydraulic engineering developed for the
monasteries established in remote valleys.

Peter Abelard

In order to counter the view that the people of the Middle Ages lack a
distinctive individuality, we can now, in this panorama of medieval
culture, look briefly at another of Abbot Suger’s contemporaries, a
man who also endured a problematic relationship with St. Bernard,
and who in fact came into direct conflict with him: the philosopher
Peter Abelard (1079-1142).

In his book Scholasticism, a lively introduction to medieval
philosophy, Josef Pieper gives us a thumbnail sketch of the scholar.
“Peter Abelard... was still only a boy when he attended the famous
Roscelin’s school of philosophy. He was barely twenty when he went
to Paris and, after two or three years of studying, himself opened a
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school of philosophy, at first on the outskirts of the city. At the age of
twenty-nine he marked the success of his school by moving it to Paris
itself, situating it in what is today the university quarter. In 1115 he
was head of the cathedral school of Notre Dame—all of thirty-five
years old. Shortly afterward he met Héloise. Abélard himself relates
in his autobiographical Story of My Adversities (Historia calami-
tatum) how out of sensual passion rather than love he set about
seducing this girl, his pupil. After she had had a child by him, they
were wed in secret.” The sequel was the cruel revenge of Heloise’s
guardian, who had Abelard beaten and then castrated. The famous,
confident professor had to take refuge in a monastery. St.-Denis took
him in. This famous love story—which cannot be followed up here—
did not end there. Héloise went into a convent, but we know from
their letters that the two lovers preserved a remarkable spiritual
friendship for the rest of their lives.

In Abelard we meet an early representative of a new type of
scholar, the professional thinker or intellectual. He makes his appear-
ance with the rebirth of the towns in the 12th century, first as a
master in the schools and then, in the 13th century, as a professor in
the universities. In his study of the early years of the University of
Modena, which was founded at the end of the 12th century as one of
the earliest Italian universities, the Italian scholar Giovanni Santini
writes: “The birth of the ‘intellectual’ as a new sociological type
presupposes the division of labor in the town, exactly as the rise of
the university institutions presupposes a common cultural sphere in
which these new ‘cathedrals of knowledge’ appear, flourish, and can
freely debate with each other.”

Abelard played a decisive part in the development of Paris as a
center of lively philosophical and theological debate. Here medieval
scholars found ample opportunity to sharpen their intellectual
weapons. Abelard himself was the most important spokesman of his
age in the perennial debate over universals, one of the main themes of
medieval philosophy, and with his dialectical work Sic et #on he was,
together with John Scotus Erigena (9th century), and Lanfranc and
Anselm of Canterbury (both 11th century), one of the founders of
scholasticism. The dominant form of thinking and exposition in
medieval philosophy and theology, scholasticism involved reaching
conclusions by means of the lengthy exposition of arguments and
counter-arguments (sic et non), leading finally to a “determination”
by the master. Thus Abelard was one of those who laid the foundation
for the later “cathedrals of ideas™ of high scholasticism just as Abbot
Suger, through the rebuilding of his abbey church, became the joint
initiator of the construction of Gothic cathedrals. As we have already
mentioned Panofsky’s Gothic Architecture and Scholasticism, perhaps
we should point out here that such parallels can sometimes be drawn
rather too hastily and often do not survive close scrutiny.

Abelard’s thinking, strongly marked by the separate philosophical
discipline of logic, can be understood, in its critical, antidoctrinaire
tendency, as an early attempt at a medieval Enlightenment. It often









developed a new line of interpretation inspired by Viollet-le-Duc’s
ten-volume Dictionnaire raisonné de [Parchitecture (frangaise
(1854-68), which considered the development of the Gothic cathe-
dral from a structural and technical point of view, an approach
encouraged by the development of iron construction during the 19th
century. Essentially an engineer’s perspective on Gothic, this
approach has been continued by several 20th-century writers
(notably Victor Sabouret and Pol Abraham), though without the
creation of such succinct interpretative concepts as Jantzen’s “diaph-
anous wall” or Sedlmayr’s “baldachin system.” The scholar Otto von
Simson follows Jantzen’s and Sedlmayr’s formal and analytical tradi-
tion of interpretation, a tradition pioneered by Franz Kugler in his
studies of the Gothic cathedral in his Handbook of Art History
(1842) and his History of Architecture (1856-59). But von Simson
also, more importantly, draws on Panofsky’s interpretation of Gothic
in terms of intellectual history. Taking his lead from Panofsky’s 1946
lecture on the relationship between Gothic architecture and scholasti-
cism, in which Panofsky discusses Abbot Suger’s understanding of
the role light was to play in his new church, von Simson gives partic-
ular emphasis to the way in which the spiritual concept of light deter-
mined the development of the Gothic cathedral. He expanded his
approach in 1956, when, as a reaction to Sedlmayr’s The Emergence
of the Cathedral, he published The Gothic Cathedral: Origins of
Gothic Architecture and the Medieval Concept of Order. Since then
there have been many attempts to interpret the precise significance
played in the building of cathedrals by the light streaming in through
their stained-glass windows, all of these interpretations deriving from
remarks Suger himself made. A recent example is Michael Camille’s
chapter “Heavenly Light” in his book Gothic Art (1996).

Abbot Suger described the rebuilding of his abbey church in two
short works, Libellus de consecratione ecclesiae Sancti Dionysii
(A Brief Account of the Consecration of the Church of St.-Denis) and
De rebus in administratione sua gestis (Work Done Under His
Administration), written about 1145-50, justifying his project as a
work pleasing to God. It is in these two accounts that Suger mentions
the particular importance of light, developing an aesthetic of the
ascent from the material (light from the windows, and precious
stones) toward the spiritual (the light of God). Suger speaks of the lux
mirabilis, the wonderful light, and of the sacratissimae vitrae, the
most sacred windows. Panofsky believed that these and other state-
ments by Suger were to be interpreted in the spirit of the neoplatonic
philosophy of light. It was clearly this approach that laid the founda-
tions for von Simson’s interpretation of the “metaphysics of light.”
Several art historians followed him. But in recent years, in view of the
weakness of other conclusions reached by von Simson, his ideas on
this topic have lost much of their persuasiveness.

Thus Giinther Binding, for example, who among other things has
closely studied medieval building practice, in his essay “The New
Cathedral: Rationality and Illusion” (1995) considers it misleading

St.-Denis, former Benedictine
abbey church

Windows in nave and transept clerestory

“to understand Gothic architecture as a reflection, or more precisely
as the representation, of a supernatural reality.” Moreover, he does
not agree with von Simson’s view that Suger sought “to lead visitors to
the new sanctuary on to the religious experience that art had revealed
to Suger himself,” nor with his claim that “the design of his church,
Suger’s creation of Gothic form, originated in that [religious]
experience.” Binding thinks that such faulty interpretations stem from
the fact that von Simson, and Panofsky before him, took individual
statements in the sources out of context, or interpreted them in ways
that were wrong, or at least biased. Pointing to the fact that a long
time before Suger the buildings described in scripture—Noah’s ark,
the tabernacle of Moses, the temple of Solomon, Ezekiel’s vision of the
new kingdom of God, and the New Jerusalem of the Apocalypse—
already possessed symbolic value for medieval patrons, he concludes
that “the sources used selectively by Otto von Simson cannot establish
a ‘theory’ of a new cathedral, namely of the Gothic choir of St.-Denis.
They neither created nor founded the Gothic cathedral, but are clearly
to be assigned to the realm of the artes (academic disciplines) and
theology, and interpreted in the traditional way known long before the
12th century. That also goes for the attempts of Erwin Panofsky... to
establish an analogy between Gothic architecture and scholasticism.”
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Kimpel and Suckale’s Gothic Architecture in France 1130-1270,
which has succeeded in establishing itself as a standard work on
Early and High Gothic architecture in France. The authors base their
work on the thesis that “the area where Gothic began and expanded
until 1200 corresponds exactly to the crown lands of France. As late
as 1270 the masons’ lodges of the crown lands are the real centers of
innovation.” They write of “the dynamic character of the style and of
the social system supporting it,” and thus indicate that they consider
political and social factors to have been equally important in the rise
and spread of Gothic. It is typical of their approach that they also
look closely at the first 25 chapters of Abbot Suger’s account books
for his building work, in which he mentions several historical and
economic aspects of his architectural projects that have until now
been largely ignored by art historians (see page 2.8).

The multifaceted nature of the approach used by Kimpel and
Suckale becomes clear in their first chapter, where they use the
cathedral of Amiens as an “introduction to the study of the Gothic
cathedral.” Alongside the architectural history and the detailed des-
criptions of form and function, they attempt a reconstruction of
the original appearance of the building, examine the early stages of
building work, and discuss the building’s patrons and its functions.

In this connection they analyze the complex web of relationships
between the bishop (who took the initiative for the new building), the
cathedral chapter, the people (the citizens), and the king (and other
founders), and consider the role of each of them in the new building
of the cathedral. In brief, they see both the politics and the building
work as motivated by the shared interest of the king, the bishop, and
the citizens “in keeping down the tyranny of the feudal nobility. In
model form we have before us the coalition that determined this
epoch and its architecture.”

Further close studies of the master builders, the stonemasons, their
tools and their lodges, the constructional knowledge of the architects,
and so on strengthen the impression that the authors are essentially
concerned with the elucidation of the social and economic factors in
the building of the cathedrals. At the beginning of the 1980s there was
certainly a need for an emphasis on such facets of medieval building,
though it cannot be denied that the authors are also governed by a
specific ideology. All the same, they also pay attention to formal,
aesthetic, and iconographic factors. On the age-old controversy as to
whether the building technology or the “idea” came first in the
building of the cathedrals, the authors take up a middle position. “We
would like to admit openly that in our opinion Gothic form would
never have arisen without technical and constructional innovations;
but we do not by any means regard Gothic architecture as merely an
early form of engineering. It can be fully understood only in terms of
the dialectical relationship of aesthetic and constructional, political
and religious, economic and intellectual trends.”

This many-sided approach is also the approach taken in the
present volume. It is a reflection of changing fashion in art history,
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however, that in this volume there is no discussion of “dialectics,”
and that the perspectives used, in contrast to those of Kimpel and
Suckale, have again shifted firmly in the direction of a comparative
analysis of form.

Gothic and Renaissance

“The Gothic cathedral of the 13th century can clearly be seen to
differ from the Romanesque of the 12th in many respects: pointed
arch instead of round arch, buttress system instead of wall mass,
diaphanous, space-defining walls instead of thick walls pierced
by windows, openwork tracery instead of walls with stepped and
niched surfaces, and above all the creation of one unified space rather
than the mere addition of spatial units which had been usual until
that time.” Giinther Binding describes these characteristics in detail,
and adds to the list more elements which as a whole make up the
medieval masons’ repertoire, including the elements which con-
tribute to the breaking-up of the exterior of the building such as
gables, pinnacles, finials, and crockets. (The reader can find these
and other elements belonging to the vocabulary of the Gothic cathe-
dral illustrated on pages 18-27. Terms not explained there can be
found in the glossary.)

On the subject of the relationship of the Gothic cathedral to other
types of Gothic church, such as the Cistercian monasteries partly
marked by Gothic, the churches of the mendicant orders, and the
Gothic hall churches of Poitou, Sedlmayr has shown that their partic-
ipation in Gothic “morphology” can be traced back to a confronta-
tion with the Gothic cathedral. “From the Gothic cathedral these
‘Gothics’ (if we can use this term) adopt individual forms like the
pointed arch, the shape of the vault, the clusters of shafts, the rose
window, and the radiating chapels in the choir, but give them a new
meaning each time in their new setting... It is not ‘the’ Gothic, there-
fore, which produces the Gothic cathedral, but the cathedral that
produces the Gothic.”

After discussing the beginnings of Gothic, we can conclude by
briefly looking at the relationship between Gothic and Renaissance.
Since Gothic is identified with the end of the Middle Ages, and
Renaissance with the beginning of the modern age, it is not surprising
that there is such extensive debate over the precise point of transition
between the periods. At the heart of the discussion was (and still is)
the very concept of the Renaissance, for it is according to a particular
concept of the Renaissance that the suggested transition dates stand
and fall. “After the threshold of the new age had been linked for a
long time (and unalterably, as it seemed, to the age of the great
discoveries around 1500), there finally emerged in history and
literary studies a genteel ‘revolt of the medievalists,” helped along by
constant research into specific details, which was directed against the
antithetical separation of the two ages. Miich that is generally seen as
characterizing the Renaissance can already be seen in the late Middle
Ages, and likewise some medieval phenomena could be pursued far
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Bruno Klein

The Beginnings of Gothic
Architecture in France and its
Neighbors
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The Political and Architectural Background

It can be argued that the foundation stone of Gothic architecture was
laid on July 14, 1140. For it was on that day, a few kilometers to the
north of Paris, that the rebuilding of the choir of the Benedictine
church of St.-Denis was begun at the instigation of Abbot Suger.
A work of the highest artistic achievement, the choir harmoniously
integrates the elements and motifs we now consider characteristically
Gothic, and thus effectively established the basis for the emergence of
the style. The choir’s importance in this respect is undisputed. But the
building of the choir should not be seen in isolation. It was part of
social, political, and philosophical developments that had begun
several decades earlier. Moreover, it owes its pre-eminence in archi-
tectural history to the energy and skills of its patron, Abbot Suger of
St.-Denis (ca. 1081-1151), the man whose remarkable ambition and
vision led to its creation.

In considering the significance of St.-Denis it is necessary to bear
in mind two important historical factors. First, since the 10th century
this region of northern France had, like others, witnessed a gradual
improvement in trade and commerce which led to a steady growth in
both population and prosperity. Second, by the time St.-Denis was
begun, in the early part of the 12th century, the French monarchy, at
least within the Royal Domain around Paris, had become far more
secure. A friend and advisor to both Louis VI (1108-37) and Louis
VII (1137-80), Abbot Suger played a decisive role in this consolida-
tion of royal power. This allowed him to reclaim, either through
negotiation or through force, the monastic lands that had been
appropriated by local barons. It was when he had accomplished this,
as he writes in his own record of his achievements, Work Dorne
Under His Administration, that the abbot began to restore the abbey
church. This church not only formed the center of the monastery and
its estates, but also, as we shall see, played a key role in the establish-
ment of the French monarchy.

It is important to remember that the rebuilding of the choir of
St.-Denis would never have become so significant in the history of
architecture had it not drawn upon the recent architectural innovations
in the fle-de-France, the region around Paris controlled directly by the
monarchy. Admittedly the Romanesque architecture of the region was
not as rich and varied as that of Burgundy or Normandy, but neverthe-
less during the second quarter of the 12th century new and distinctive
architectural trends had begun to emerge. Suger himself had already
started a new facade for the western end of the church of St.-Denis.
Though not strictly Gothic, this fagade fits perfectly into the context of
architectural renovations taking place at the time in Paris and the
surrounding areas. So the choir of St.-Denis should be seen not as the
entirely novel starting point of Gothic, but rather as the major catalyst
for a movement that had begun a few years earlier.

This can clearly be seen in the use of rib vaults, which were to
become one of the most important features of Gothic architecture.
The technical and aesthetic possibilities of this vaulting system












St.-Denis (Seine-
St.-Denis),

former Benedictine
abbey church
Ground plan

The abbey church of St.-Denis therefore played a complex and
important role for the French monarchy in terms of national policy.
The architecture of the church was an expression of the two ideolog-
ical strategies pursued for the restoration of the monarchy in the 12th
century. The first involved reaffirming ancient traditions in order for
the French monarchs to establish themselves as direct descendants of
the legitimate royal house, and prove themselves worthy successors
of that line. The second involved introducing new ideas in order to
supercede the events of the immediate past. In other words, the new
(politically and architecturally) was seen as a means of acknowl-
edging and restoring the past. Gothic architecture, as it began at
St.-Denis, was to provide a tangible expression of this concept.

Suger did not rebuild the whole of his abbey church at once. He
started with the westwork (see page 31). Though this suffered consid-
erably in the 18th and 19th centuries (the north tower had to be
demolished after being unsuccessfully restored), it still bears witness to
the feeling of a new departure in the 1130s. It stands on a ground plan
two bays deep and three bays wide. Its three new portals provide an
easy entrance into the old church, and in addition conceal several
chapels deep in its upper stories. This new front, the narthex of which
is fitted with thick clustered piers and a new-style cross-ribbed vault,
gives the clear impression from the outside that its architecture was
seen as symbolic. With battlements topping the fagade, which is given
rhythmic and sculptural emphasis by mighty buttresses, the building
looks as if it could be a triumphal gate or a castle. It can be read both
as a clear expression of the worldly power of the abbot of St.-Denis,
and as a triumphant symbol of the newly strengthened monarchy. The
rich sculptural decoration of the portals, together with the original
bronze doors provided by Suger himself, explanatory inscriptions, and
the constantly reappearing motif of the number three on the wall of
the facade, make this westwork the portal of the Heavenly Jerusalem.

Broadly similar features can be seen on the old fagade of the abbey
of St.-Etienne in Caen, the burial place of the dukes of Normandy
and of the English king William the Conqueror, whose successors
were the chief enemies of the French monarchy. But at St.-Denis this
older style is surpassed both as architecture and as symbolism.
Suger’s new west facade was more than just an improvement of a
Norman model; it was also a recreation of a Carolingian westwork,
by means of which an important local tradition was acknowledged.

Even before the completion of this west end, Suger felt “carried
away” (to use his own words) to start work on the restoration of the
choir of his church. This he was able to realize in the very short space
of time of 1140 to 1144 (see opposite). The direct symbolic refer-
ences are less evident here than in the facade, but on the other hand
the architecture is of a far higher quality. If the new crypt and ambu-
latory, within which the crypt of the earlier building is enclosed, still
display simple Romanesque shapes, then the new choir above them is
so highly filigreed that the upper parts threatened to collapse in 1231
and had to be replaced. There is hardly any wall surface to be seen in
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OPPOSITE:

St.-Denis (Seine-St.-Denis),
former Benedictine abbey church
Ambulatory, 114044

the ambulatory, where slender columns bear the weight of the vaults.
By contrast, the area occupied by the windows, which reach almost
to the floor, is all the larger, flooding the area with light. Instead of
the earlier simple ambulatory there is now a double ambulatory in
which both aisles are separated by elegant monolithic columns that
support the rib vault as if it were weightless. The vaults of the outer
ambulatory are integrated into the chapel vaults, so that a single,
unified space is created.

The elements used in this choir, such as the Burgundian pointed
arches and the Norman rib vaulting, are not new. What is so striking is
their combination. Suger and his unknown architect used them in
order to create a sanctuary that is the crowning glory of the whole
church, a sanctuary that spoke as forcefully to the simple, uneducated
visitor as it did to the abbot, who could bring to it a sophisticated alle-
gorical interpretation. The fact that Abbot Suger had wanted to bring
ancient columns from Rome to build his new choir, which adjoined an
old nave that according to tradition had been dedicated by Christ
himself, allows us to see the beginnings of Gothic architecture, a style
widely regarded as new and non-classical, in a new light, as an
attempt to restore older traditions. At the same time, the new choir
and facade had to contribute to the contemporary relevance of the
historic nave. Solely in terms of political intention, the old and the
new mutually strengthened one another and, in the words of the
abbot, “were brought together into one greater unified whole.”

In carrying through his plans for the rebuilding of St.-Denis, it is
clear that Abbot Suger drew upon classical theories of rhetoric in
which he found both theoretical justification and practical implica-
tions for his rebuilding. Thus variatio (variety), one of the basic skills
of rhetoric, was achieved through combining different building parts.
The theory that there are different styles appropriate for different
subjects could have been a stimulus for the difference in styles
between the crypt underneath and the choir above. Similarly, aermu-
latio (emulation) was understood to involve the creation of some-
thing new from some highly respected model from the past (in this
case the old nave of St.-Denis with its columns), a worthy exemplar
that provided the measure of the new.

The Gothic architecture of St.-Denis was not simply a development
of Romanesque. It was, rather, the result of ambitious attempts to
create something new through a critical examination of the past.
Admittedly the innovative architecture of the 1130s was a precondition
for these developments. Yet the abbey of St.-Denis alone, so important
for the French kings, and dominated by the intelligent and energetic
Abbot Suger, was the place where all the conditions seem to have been
met for taking the decisive step in the creation of the Gothic style.

Architecture in the French Provinces

The practice of combining the old and new in architecture was of course
much older. Like Abbot Suger, Carolingian and Ottonian builders
had already made use of classical architectural in their buildings. In


















































































































these devices help to transform the vault from a dominant architec-
tural structure resting squarely on the walls into a magnificent
canopy. When the setting of the vault is taken into account, the
function that is served by the strange pair of slender double and
single piers becomes clear for it can now be seen that they mark the
actual boundary of the bay, while one would expect this to be the
function of the much stronger piers close by. In other words, the
construction of the bays in the arcade area and vault do not match,
a notable deviation from the common structural principles to date
of Gothic architecture.

At Vézelay much greater emphasis was placed on visual than on
logical consistency. This is also illustrated by the fact that the wide
interval between the adjacent piers is divided with the help of slim
supports, so that the arches rising above them become as thin, and
above all as low, as those in the actual chevet, whose construction is
extended out to the side walls as a result.

It is apparent from the ambulatory and the radiating chapels that
the architect of Vézelay in effect designed the ground plan and the
upper areas as two separate entities. At ground level there is a simple
ambulatory with deep individual chapels. At window height, however,
their dividing walls fall away and they open onto each other at the
sides so that a plan of Vézelay at this level is similar to that of
St.-Denis, where quite shallow chapels adjoin a double ambulatory and
where they are incorporated under the same vaults as the outer ambu-
latory. Thus at Vézelay the two most important alternative designs
current at that time (a double ambulatory with shallow chapels, and a
single ambulatory with deep chapels) exist both alongside and overlap-
ping each other. The choir provides a good example of how in the last
years of the 12th century, even with a good knowledge of fle-de-France
Gotbhic, it was possible to build in very different styles.

Just as the architect of Vézelay found a solution for the structural
unity of wall arcading and vault, so his colleague in Auxerre a few
decades later separated the wall and the structural elements. The
restoration of the cathedral choir, begun in 1215, essentially echoes
the pattern of Chartres with its three-storied wall elevation (see oppo-
site), though it is smaller than its model. Admittedly the same scale
was not even attempted—quite the opposite, since the load-bearing
elements (piers, responds, and triforium shafts) were made far more
slender. The columnar piers of Auxerre, even in comparison with
those of Soissons, in turn much more delicately constructed than those
of Chartres, are markedly thin. In order to prevent the individual clus-
ters of shafts from protruding too far (and not solely because of their
large number), the shafts of the wall ribs stand not in front of the wall,
but in box-like niches set within the wall. This idea was not essentially
new, of course, since the axial chapel at St.-Remi in Reims was
designed in the same way, but it was only at Auxerre that this system
was used consistently throughout the building.

In addition, at Auxerre, the top of the window niches end in such
a way that they form independent box-shaped voids between the
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OPPOSITE:

Auxerre (Yonne), Cathedral of St.-Etienne,
begun 1215

Exterior (top)

Nave and choir (bottom left)

Axial chapel of choir (bottom right)

vault and the glass of the windows. The technical finesse and inten-
tional delicacy of the design find their best expression in the axial
chapel of the choir (still unchanged today), where the vault is
installed like a freestanding canopy (see opposite, bottom right). The
two columns in the opening of this chapel give the impression of
being two of the canopy’s poles.

The nave of the parish church of Notre-Dame in Dijon (see page
72, right), which was constructed mainly in the second quarter of the
13th century, displays an acceptance of the architectural forms of
Auxerre Cathedral that fall short of a precise imitation of the
building type. Thus the dimensions are considerably smaller, as is
normal for a parish church, and consequently the clerestory is
shorter. In addition—and unlike Auxerre—the building has uniform
columnar piers that are combined with a rhythmically constructed
sexpartite vault. Notre-Dame in Paris provides the foremost example
of this contradictory pier-vault combination. There, uniform clusters
of three responds, climbing to the semi-darkness of the vault area,
merge with alternating rib formations. The architect at Dijon solved
the problem of matching responds and vault ribs in exactly the oppo-
site way. Because the number of ribs changes at the springing of the
vaults, the number of corresponding responds below also changes.
One pier has three responds, the next one, and so on along the length
of the nave. As a result, both vaults and responds lend a rhythmic
structure to the space. This is emphasized by the row of uniform
columpar piers, the triforium arcades, and the clerestory windows,
which, as at Auxerre, are set in niches. Thus two different sequences
overlap here. To accentuate this, the architect set the groups of three
responds below the transverse rib of the vault so far apart that the
wall between them is still visible. This feature can be seen especially
clearly at the springing of arcade arches, whose profiles continue
behind the responds.

In addition, the motif of the side aisle walls of Auxerre is taken up
again, with several windows of equal height aligned within each bay.
Grouped together in threes, they refer to the triforium, which is simi-
larly divided into three, and allow the whole clerestory to appear to
be broken up by a series of small, equally sized lancet windows. This
motif also emphasizes the uniformity and closely spaced sequence of
the nave wall, which heightens the contrast with the wide wall arches
of the vault.

On the facade (see page 72, left), unique in French Gothic archi-
tecture, the motif of rows of arches superimposed on each other is
taken up again. This highly impressive showpiece wall, decorated
with relief galleries and tight rows of carvings which project horizon-
tally, towers up over finely constructed portals.

Even if the buildings in the southeast of the fle-de-France, that is
to say, mainly in Burgundy, were built with some knowledge of that
central region’s cathedral architecture, it nevertheless seems that its
architects maintained a certain independence. The elegant solutions
that they found—separating the ground and upper stories at Vézelay,
























Le Mans (Sarthe), former Cathedral
of St-Julien

Ambulatory, built after 1217
Ground plan of choir (right)

for only in the details. Admittedly the choir, simply because of its
dimensions, differs from the 12th-century nave, but without dis-
regarding it. Visitors entering the west portal are greeted by an
impressive view, one that steadily increases in splendor as they move
along the nave.

Le Mans is perhaps the perfect example of a Gothic cathedral that
combines not only styles from different periods, and different
regional styles, but in addition various building types without
looking completely heterogeneous and confused as a result. It is no
coincidence that from the middle of the 13th century onward the
style emerging in this cathedral came to be seen as exemplary
throughout Europe.

Gothic Architecture in the West of France

Patrons and architects in the west of France, in contrast to those in
other regions, operated not only independently of the architectural
developments of the Tle-de-France, but largely in ignorance of them.
Even though individual forms might be adopted, for example in the
tracery of the windows, no attempt was made to imitate the “classic”
Gothic cathedral, with its basilica-like elevation, ambulatory, and
radiating chapels.
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In Poitiers, a town that had several Romanesque churches
possessing an ambulatory, the cathedral remains a cuboid in
which the nave and its two side aisles end in the east at the same
height (see opposite, left). Probably begun as early as the 1150s,
construction was advanced in 1162 by an endowment from the
English king Henry II and his wife, Eleanor of Aquitaine. Three
parallel, extremely shallow apses are cut into the straight continuous
east wall, so that not only are ambulatory and radiating chapels
missing but there is no real hint of a chevet. Instead, the dominant
impression, inside and outside, is of great unity of structure and
space, especially as it is a hall church, its nave and side aisles being of
approximately equal height.

This design resists any strong differentiation between the different
parts of the building, a feature which in other regions was an impor-
tant aspect of Gothic architecture. Even the older hall churches,
frequently found in the west of France, which had provided the
model for Poitiers, do not exhibit such equal naves and side aisles as
does the Cathedral of St.-Pierre.

The interior walls copy an elevation traditional in Poitou, with tall
wall-arcading above which rise shallow wall niches with large
windows. As in the cathedral of Angers, the vaults rise up dome-like
towards the center, but west of the two choir bays—from which point
on the cathedral nave is also made higher—they are divided only by
very slender ribs. These ribs divide each vault into eight parts, since
not only do they stretch across diagonally (as is normal), but they
also run between the apexes of the transverse ribs and wall arches.
This means that only half of the ribs can be extended downward
by responds.

Thus a curious discrepancy arises between the piers, whose
powerful half-shafts correspond to the arches between the vaults,
and the vaults themselves, which are stretched between them like
narrow sails. The structural connection between piers and vault
thereby becomes relatively weak. This can be interpreted as another
negation of the then current principles of Gothic architecture. In the
course of construction, which lasted far into the 13th century,
building work underwent several changes of plan. But it was only
right at the end of this period, during the building of the west facade,
that the cathedral of Poitiers managed to respond to yet another
style of Gothic architecture.

Thus the portal area has a similar structure to the one in Bourges,
while the rose window, which dates from as late as the second half of
the 13th century, is modeled on that of Notre-Dame in Paris. In
Normandy, which became French in 1204 along with Poitiers, the
Gothic style of the Royal Domain had arrived long before that date.
Its significance in the west of France, by contrast, remained slight,
even for quite a long time afterwards.

This is also true of St.-Serge in Angers, where the architect
constructed a double-aisled rectangular choir with a protruding axial
chapel (see opposite, right). Thin vault webs rising up to the center











































































OPPOSITE:

Leén Cathedral,
begun 1255
Ground plan (right)

The archiepiscopal cathedral of Toledo can be seen not only as a
slightly modernized version of the pattern of Bourges, but also as an
attempt to integrate the latest French architecture over its whole
range, while at the same time continuing to take account of Islamic
elements. This building was clearly aiming to be seen as the religious
center of the whole Iberian peninsula, and to be at least the equal of
cathedrals outside Spain, if not their superior. It is no surprise that
such an ambitious building project could be brought to a conclusion
only at the end of the 15th century.

The cathedral of Leén, begun about 1255, represents a further
step in the Iberian appropriation of French Gothic. The choice of
models is in this case not as arbitrary as at Toledo, but it is almost
only royal buildings of France that are adopted. The ground plan of
the choir resembles that of Reims, while the layout of the west and
transept facades, with their towers standing freely at the side next to
the central aisles (see page 101, right), follows the model of the tran-
sept fagades of the royal tomb of St.-Denis. The extreme delicacy of
the interior and the large tracery windows (see opposite) must simi-
larly go back to St.-Denis, although the elegance of the execution
suggests that the Ste.-Chapelle may have served as the model. The
pier type can be described as the link between the piliers cantonnés of
Reims and the continuous rib clusters of St.-Denis.

Le6én Cathedral was therefore to unite elements that in France
were divided among several buildings important to the monarch. At
the same time, this claim could be displayed only formally because
the cathedral of Leén was not a royal coronation church, the tomb of
a particularly important national saint, or the home of a politically
important relic.

At that time a further enlargement was planned to the already very
large cathedral of Santiago, which, as the burial place of St. James,
was one of the most important pilgrimage destinations, and which
since the beginning of the Reconquista (the reconquest of Spain
under the Christian banner) had been considered one of the principal
centers of Christian Spanish identity. The plan was for a choir exten-
sion in the Paris style, which with its total of 19 chapels would have
put even Toledo in the shade. Finally, Parisian Rayonnant architec-
ture was also the model for the extensions to the cathedral of Burgos
carried out about 1260 to 1280. In these buildings a particular
connection with King Alfonso X (1252-84) can be demonstrated.
Like the French kings a hundred years before, he wanted to create a
centralized state based on the person of the monarch. He failed in
this, however, because of the resistance of the nobility, who plunged
the country into civil war.

The influence of French Rayonnant architecture in Castille can
therefore be regarded as an attempt, through architecture, to make
royal claims that were not in fact realizable. Therefore it did not
result in a broad adoption of Gothic forms in a clear and definitive
way, as was the case at Toledo. The forms taken were those of an
exclusive “royal” French Gothic, which in France itself was no more

than one of many possible versions. The failure of the policies of
Alfonso X was therefore a heavy blow for the further reception and
expansion of Gothic in Castille. Gothic would become successful
again only later in Arag6n and Catalonia, because in these areas there
was no excessive concentration on a small circle of French models,
which meant that architectural development could be more indepen-
dent and more varied.

The Beginnings of Gothic Architecture in the Holy Roman Empire

The First Encounter

The Holy Roman Empire was politically and culturally still a highly
heterogeneous entity at this time. Between its individual parts there
existed at best a loose association. At the moment when, for various
reasons, Gothic architecture in France began to be of interest to
potential patrons in the Empire, the Empire extended from Sicily over
wide areas of Italy and up to the North Sea and the Baltic. The
Emperor, whose task it was to hold this empire together, had real
power only in certain regions. His power had not been enforceable in
northern Italy, for example, since the 12th century.

In the area north of the Alps, which is to be discussed here, a
distinction must be made between the areas in the east, and those in
the west, which today belong predominantly to France. In the latter,
where French was spoken, Gothic architecture can hardly be distin-
guished from that which arose in the neighboring French regions. In
the eastern areas, by contrast, an early adoption of individual
elements of Gothic architecture took place, though without the build-
ings concerned being mistakable for their models. It was not until the
second half of the 13th century that Gothic become the norm there,
and it was only after this time that an independent style of Gothic
architecture began to emerge in Germany.

How wrong it would be to take as a starting point merely political
frontiers, whether real or the accidents of history, is shown by the
case of the cathedral of Lausanne, situated on Lake Geneva. The
diocese was part of the archbishopric of Besancon and therefore was
oriented toward the west, not only in terms of geography but also in
terms of ecclesiastical politics. Nevertheless, it is astonishing that
already during the building of the cathedral (begun about 1160-70),
a Gothic ambulatory was constructed that at this time was very
unusual in the region, an ambulatory vaguely reminiscent of the
cathedral of Sens. When after a change of plan the inner choir was
finally begun, the builders of Lausanne looked even farther west: the
three-storied wall elevation (see page 104), which has a real triforium
and a recessed clerestory, shows astonishing similarities to that of
Canterbury Cathedral (see page 125), where the originals of many
other forms at Lausanne can also be found.

It is true, therefore, that after Canterbury Lausanne is the oldest
Gothic cathedral outside France. Perhaps that is why at Lausanne the
consistency and order that characterizes the architecture of the heart-
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The History of England in the High and Late Middle Ages

England was one of the first countries to adopt the Gothic
architecture of France during the second half of the 12th century, a
major factor in the new style’s reception being the close historical
links between the two countries. In 1154 Henry II (1154-89) came to
the English throne. He was of the French Plantagenet dynasty and so
was able to expand English territory on the continent by adding his
native area in the west of France. England had been united with
Normandy since the Norman Conquest in 1066. To these territories
were added the possessions of Eleanor of Aquitaine in the southwest
of France when she divorced the French king in 1152 to marry Henry.
As a consequence, England ruled over the whole of the western half
of France during the second half of the 12th century (a greater area of
France than the French king himself ruled).

But this was soon to change. Henry’s son King John (1199-1216)
quickly lost Normandy and most of the territories in western France
through his clashes with the French crown and the pope. In 1259,
under Henry III (1216-72), Poitou was also lost, with the result that
England was left only with territories in the south of France; direct
links with France were largely lost. In the course of the 13th century,
as a result, an independent English national consciousness was born.
The English nobles still spoke French, of course, but a variety of their
own which during the 14th century gradually merged with Anglo-
Saxon (Old English) to form the English language.

Under Edward III (1327-77) conflict with France broke out which
led to the Hundred Years’ War, fought on and off from 1339 to 1453.
In spite of initial success, England finally lost all its French possessions,
old and new, with the sole exception of the town of Calais. The power
of the English kings was weakened and only with the Tudor king
Henry VII (1485-1509) was real political stability restored. His son
Henry VIII (1509-47) implemented the Reformation in England,
which came to a head with the dissolution of the monasteries. This
affected countless cathedrals too, of which half were administered not
by canons but by Benedictine monks. The crown took over Church
property and founded several abbeys again as additional diocesan
seats. The age of the English Renaissance began.

Distinguishing Features of English Architecture: Salisbury Cathedral

The history of medieval England was deeply marked by the centuries-
old conflict with France. This rivalry is clearly reflected in the
development of Gothic architecture: right from the beginning the
English chose to follow an independent path. Conscious of their
traditions, as far as possible they preserved their Anglo-Norman
building methods, which had developed from 10th- and 11th-century
Anglo-Saxon architecture, and also the Norman architecture
introduced by the conquest of 1066. During the whole Gothic era it
was mainly those features compatible with Anglo-Norman principles
that the English adopted from the wealth of French architectural
forms. Not even once was the system of French Gothic accepted as a









under the roofs of the side aisles, a typical English solution that is
linked to Anglo-Norman traditions. There are two reasons for this
hidden buttressing. For one thing English Gothic buildings are
relatively low. The nave of Salisbury is 25.6 meters (84 feet) high,
that of Amiens 43.5 meters (143 feet) high! For another, right until
the end, the English kept up the Norman building method of the mmur
épais, the thick wall. That means that they built extremely powerful
walls which could be split into several layers and tunneled through
with galleries and passages. Both of these features made it possible to
construct main nave vaults of stone with low flying buttresses or with
no buttressing at all. And so they were completely the opposite of the
technically much bolder French Gothic style with its dizzy heights
and skeletonized walls.

However, English Gothic cannot in any respect be seen as a more
modest version of the French. On the contrary: whatever English
architecture may have lacked in height, it made up for in length and
artistic decoration. Old St. Paul’s Cathedral in London, for instance,
attained a length of 179 meters (588 feet). Reims, on the other hand,
was only 139 meters (456 feet) long. In addition, English Gothic
architecture is much richer and more sophisticated in its love of detail
and materials than French Gothic. It seems clear that English patrons
were concerned that their architecture should have as many bays as
possible, and that it should be as resplendent as possible. Perhaps this
situation reflects the general prosperity of the English economy in the
Middle Ages, in particular the extraordinary wealth of the medieval
Church in England (in the 13th century 12 of the 40 most prosperous
bishoprics in Europe were to be found in England). Thus in England
Gothic architecture was not seen as a technical challenge, but as a
decorative system in which walls, vaults, and glass could all be richly
ornamented.

In Salisbury, as in English buildings generally, this love of
decoration can be seen particularly well in the interiors (see
opposite). If one looks eastwards along the nave in Salisbury
Cathedral, then first of all it is the richness of architectural materials
that stands out clearly. Light limestone contrasts with the slender
en-délit shafts, sills, and capitals of a dark, gleaming marble-like
substance. This is the so-called Purbeck marble, a sedimentary
limestone from the south of England that can be polished like marble.
It became increasingly popular in England from the 12th century. If
we add the colorful painting of arch profiles and vaults, and fine
stained-glass windows, then English buildings must have had a
gloriously colorful and costly appearance.

The piers in Salisbury have complex shapes and are surrounded by
many en-délit shafts. They often change shape from bay to bay and,
as a result, demonstrate English inventiveness merely in their
fashioning. These piers bear huge arches with stepped profiles of a
richness that cannot be found anywhere in France. This great variety
of profiles is a result of the English tradition of using the Norman
mur épais, which in this way is concealed by being reduced to a series

of slender, decorative lines. The piers are not connected to the vault
responds, which begin only at the middle story. This truncation of the
responds, which sit on corbels in the form of small carved heads, is
again characteristic of English Gothic. Shafts and vault responds are
not linked together as one common structure, as in French Gothic.
The piers are conceived as independent units within the architecture,
in effect as pieces of sculpture to be seen from all sides. In the middle
story at Salisbury the Anglo-Norman preference for galleries lives on.
The spandrels of the arches are richly decorated with leaf patterns
and rosettes. Even the clerestory above is decorated with a motif
typical of English Romanesque, the stepped triple arcade. The wall at
this point is in two layers and a passage is squeezed between the inner
wall and the outer wall.

Most of the great churches of England were not built at one time
and according to a single unified plan. They were often built bit by
bit and, true to the old Anglo-Saxon tradition, always retained a part
of the earlier building—better to add a few new parts then to tear
down a much-respected old building and start again. Thus many of
England’s Gothic buildings contain fragments from different ages,
with bits of very different plans often standing side by side. In the
course of the following overview of the development of Gothic
architecture in England, we will frequently encounter the co-
existence of several buildings within a single structure.

Early English, Decorated, Perpendicular: The Main Periods

of English Gothic

English Gothic architecture can be divided into three main periods,
which do not correspond exactly to the Early, High, and Late Gothic
familiar to those who live in Continental Europe. The terminology of
English Gothic was established in 1817 in the book An Attempt to
Discriminate the Architectural Styles of English Architecture by
Thomas Rickman, and has proved valuable even today. Each of the
three periods begins with an adoption of a French Gothic feature
which is then transformed by being made to conform to local
architectural traditions.

Early English describes the first period, from roughly 1170 to
1240. To this early stage belongs the choir of Canterbury Cathedral,
which was started by a French architect from Sens and used elements
from Sens, St.-Denis, and other buildings of French Gothic. The
second period, from roughly 1240 to 1330, is known as the
Decorated period. This begins with the restoration of Westminster
Abbey, which mostly derives from the cathedral of Reims. Finally, the
Perpendicular period marks the last and longest period of English
Gothic, roughly 1330 to 1530. Although it has its roots in the French
Rayonnant style, Perpendicular was the English style least influenced
by French Gothic.

121













































Westminster Abbey: New Ideas From France at the King’s Request
Westminster Abbey in London has a special place in the history of
medieval architecture in England. Begun in 1245, it was built at the
request of one single client, King Henry III. He financed the building
almost completely out of his own pocket. His ancestor Edward the
Confessor (1042-66) had been buried in the Romanesque church. He
had been canonized in 1161, but his cult became popular only under
Henry III. The king was trying to strengthen the position of the
English monarchy against a powerful France. Edward the Confessor
was his trump card in this, for French kings at this time could still not
produce an official saintly ancestor.

The rebuilding of Edward’s burial place was therefore a part of
major political endeavors to enhance the status of the English royal
house. The new Westminster Abbey was not only to be one of the
most splendid churches of Christendom but it was also, even more
importantly, to stand comparison with the great French cathedrals. In
this way, Westminster Abbey became the most French of English
Gothic church buildings.

The king employed an architect by the name of Henry of Reyns.
Once again the name is puzzling: is Reyns a village in England, or
Reims in the fle-de-France? Was Henry perhaps an Englishman who
had studied in the masons’ lodge in Reims? Or was he, like William
of Sens, a Frenchman who had to adapt himself to English building
practices? In spite of various restrictions, the master mason Henry
created a French-style polygonal choir whose apse formed five sides
of an octagon, an ambulatory with radiating chapels (see opposite,
left), and an aisled transept. The elevation, with its soaring arcade,
shallow middle story, and high clerestory, is also in keeping with
French models (see opposite, right).

The most striking feature of the choir is its height. No English
religious building had reached 32 meters (105 feet) until then; Reims
was 38 meters (125 feet) high. In addition, there is in Westminster an
element which had been completely unknown in English Gothic
architecture until that time: tracery in the gallery and a thin-walled
clerestory, which now had no wall-passage. Large rose windows with
openwork spandrels decorate the transept facades. Outside, a system
of flying buttresses supports the walls of the high nave.

The most important French model for Westminster was, as the
name of the master builder may well imply, Reims Cathedral,
although in the middle of the 13th century its architecture had
already been superseded by the innovations of the Rayonnant style.
But for Henry III the political significance was what counted: Reims
was the cathedral for the coronation of French kings and
Westminster was to fulfil this function for the English monarchs.

Henry the master mason was also acquainted, however, with the
latest developments in Amiens and Paris. In Paris he and his patron
were particularly impressed by the Ste.-Chapelle, which the French
king, Louis IX (1226-70), later St. Louis, had built specially for the
relic of Christ’s crown of thorns. The characteristic tracery windows
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Ground plan
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of spherical triangles in the Lower Chapel of the Ste.-Chapelle are
found again in the gallery of Westminster Abbey. The rich interior
decoration of the Paris chapel also appears to have inspired the
builders of Westminster, who decorated the entire surfaces of the
walls of the abbey church with small carved rosettes (diaper work),
which they gilded and painted. They placed figures everywhere, on
the corbels, on the spandrels of the blind arcading, and on the end
walls of the transepts. Westminster Abbey was one of the most
magnificently decorated buildings of the Middle Ages. It was in effect
a vast reliquary enclosing the shrine containing the bones of Edward
the Confessor.

In spite of this close connection with French Gothic architecture,
on close inspection Westminster Abbey, like Canterbury Cathedral
before it, remains an English building. Individual French elements
were selected, but immediately merged with English traditions. Thus
the middle story is not a triforium, as one would expect in a French
High Gothic cathedral, but a gallery in the English style. The
typically Anglo-Norman double layering is also in evidence here, as
there is double tracery in the openings going into the gallery space.
The supports of the arcade arches follow the pattern of the French
pilier cantonné, yet they are made entirely of Purbeck marble, and
their shafts, like the piers in the nave of Salisbury, are en délit.

This blend of English and French Gothic makes Westminster
Abbey a truly eclectic monument, a fact that can be explained only by
the clear aims of its royal patron. English tendencies increased in the
course of the building process. Henry of Reyns was succeeded in
1253 by the master mason John of Gloucester, and the latter in 1260
by Robert of Beverley. Under them the piers in the nave received
additional shafts and the vault acquired tierceron ribs. At the
dedication in 1269, the choir, the transept, and the four eastern nave
bays of the abbey, as well as large parts of the splendid decoration,
were complete. After the death of the royal patron in 1272, however,
the building was left unfinished. The nave was completed after 1375,
and the west front as late as the 18th century.
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Church Architecture North of the Loire: Tradition and Innovation
The architectural creativity of France in the period after the building
of the great cathedrals of Early and High Gothic is not given the
credit it deserves, either in research or in our cultural consciousness.
According to long-standing prejudice, after the death of St. Louis in
1270 architects no longer created anything essentially new. At the
end of the 19th century Georg Dehio used the term “doctrinaire” to
characterize the ecclesiastical architecture of France from about 1270
to 1400. According to him, architects of this period were admittedly
capable of achieving remarkable technical feats: the practical experi-
ence they had amassed in structural matters had been boldly exploited,
and the cutting of stone had never been closer to perfection. But their
creations, he argued, were uninspired, their lifeless effects lacking any
true originality. In place of creative imagination had come cold intel-
lect and artificial refinement. Was there really a form of Gothic
academicism during this period?

It is certainly true that after the rebuilding of the abbey of St.-
Denis in 1231 church architecture had reached such a degree of
excellence and compositional logic that it could hardly be surpassed.
St.-Denis had been transformed into a fine, cage-like structure in
which wall space had been reduced to the spandrels in the arcade and
in the triforium. The process of unifying the various architectural
elements had reached its limit. Thus the shafts in front of the wall
carry the front side of the piers on up to the vault, while the tracery of
the triforium and the upper windows merge together into one light
and uniform background. All the major French buildings of the
basilica type after the 1240s are indebted to the newly built St.-Denis.
This abbey church set a standard of excellence below which the
commissioners of new buildings could not fall. As a consequence, the
abbey of St.-Denis brought about a standardization of major eccle-
siastical building in France for the next 150 years. It would be wrong,
however, simply in view of the formal richness and variety of archi-
tectural achievements of this period, to speak of a descent into the
doctrinaire, or even the decadent, unless we are to regard refinement
and elegance as negative qualities.

The architectural elements that were developed further were
mainly the piers and the tracery. The cruciform pier of St.-Denis, with
the columns set into the right angles of the cross, was based on the
Romanesque pillar. This refinement of an essentially outmoded type
of pillar was not destined to succeed. The general development went
in the direction of the clustered pier, where the surface of the core was
enhanced by the regular alternation of small slender columns and
cavettos. The tracery, which in St.-Denis was still composed of four
lancets and three round windows, became increasingly complex in
the succeeding period. The number of units was increased and, in the
crown, complex curves, as well as rounded triangles and rectangles,
were introduced in a great variety of combinations.

For the larger episcopal and abbey churches, the principle of the
three-storied elevation (that is, a nave with arcades, triforium, and



clerestory) remained as a legacy of the “classic” cathedral. But for
over 50 years after St.-Denis, no building as large as the classic
cathedral was undertaken in the northern half of France. The reason
for this was probably the fact that extensive building work had
already been carried out: most cathedrals north of the Loire had been
renovated fully or partially during the previous hundred years.

When in 1287 the cathedral of Ste.-Croix in Orléans (see right)
was begun, it was meant to surpass the classic High Gothic cathedral
in its impressive height and breadth. All the longitudinal parts were
planned with four aisles, the choir with six bays, and the apse with
nine radiating chapels, a record-breaking achievement in architec-
tural luxury since that number had never been reached before. Most
of the building work was done between the late 13th and early 16th
centuries, though the work has never been completed. Of the original
building only the radiating chapels, the exterior walls of the side
aisles of the choir, and two full-height nave bays (the middle two of a
total of six) are preserved today. Everything else was destroyed by
Huguenots in 1568. On the whole the new building, which on
account of its consistent adherence to Gothic forms represents an
early and outstanding case of historicist architecture, kept faithfully
to the character of the two remaining bays of the Late Gothic. Admit-
tedly these date from the 16th century and in individual detail, above
all in the composition of the tracery, they certainly deviate from the
original late 13th- and early 14th-century choir, which has been lost.
In their main features, however, the Late Gothic bays continue the
architecture of the original choir. In the radiating chapels, moreover,
the builders preserved the original character of the late 13th-century
church, which dates back to the Paris architecture of the 1240s.

Right down to individual details, therefore, Ste.-Croix conjures up
once again the Gothic of the early 13th century. The large number of
very narrow sides of the polygon in the main apse recalls the choir in
the cathedral of Chartres while on the outside the buttressing, with
its harp-like combination of two flying buttresses, is modeled on the
buttressing of the choir at Amiens. The elevation of the nave, in
which the triforium occupies a roughly central position between the
arcades and clerestory and is not linked to the latter, can be under-
stood as a return to the designs at Soissons, Chartres, and Reims. On
the other hand, there are also modern features: the triforium is set in
a rectangular frame as at Meaux and Cologne, and in its original
arcades Ste.-Croix must have possessed clustered piers. All in all, this
testifies to a free selection of elements, a process that from that point
on was to be a central feature of Gothic architecture.

The buildings in which there is a consistent development of the
architecture of St.-Denis are in Normandy. This area above all, with
its regional style strongly indebted to Early English, had long resisted
French High Gothic. Yet around 1300 the architecture of the region
became one of the finest expressions of the elegant Parisian style
rayonnant. With the choir of the cathedral of Notre-Dame in Evreux
(see page 158, left), a work of exquisite beauty, the renovation of the

Orléans, Cathedral of Ste.-Croix, begun 1287
Interior (below)
Ground plan (left)

preceding Romanesque building from the early 12th century was
completed. It had been substantially damaged by the troops of King
Philippe-Auguste in 1195 and 1198 during the conquest of
Normandy by the French monarch. As early as the beginning of the
13th century there was talk of rebuilding, but work must have got
underway only around 1250. A contract concluded in 1253 between
the bishop and canons of Meaux and master builder Gautier de
Varinfroy sets down that the latter did not have to work longer than
two months per year in the stonemasons’ lodge of Evreux. This
contract relates to the construction of the triforium and clerestory in
the nave, in other words the parts that Gautier built onto the
remaining Romanesque arcade area. There is no record relating to
the start of work on the choir, which was planned as a completely
new building.

With its Gothic stories, the central nave is considerably broader
than the original Romanesque nave. Nevertheless, those responsible
never thought of demolishing the old nave, as from the beginning
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OPPOSITE: Guy de Dammartin
La-Ferté-Milon, castle, 1398-1407 Poitiers, ducal palace
West side Fireplace wall in the Great Hall,

late 1380s

Guy de Dammartin entered the service of the Duke de Berry shortly
before 1370, and in Poitiers at the end of the 1380s he restored the
Early Gothic palace of the duke’s forebears, the dukes of Aquitaine.

The showpiece of this work was the famous fireplace wall with
which the narrow southern end of the great hall was newly closed off
(see above). The three-part fireplace stands at the top of several steps,
like the backdrop of a stage. The gallery above the fireplace was for
the use of musicians. A five-part composition of tracery windows
with decorated gables fills the upper half of the wall. The fireplace is
composed of three separate layers. In the front layer stand the two
spiral staircases that overlap the outermost windows. The three
middle windows, separated by tall pinnacles, form the second layer.
The outermost layer of the wall is defined by glazed lancet windows
between which the chimneys rise up. These three chimneys darken
the central sections of the three middle tracery windows that form the
second layer. Here the play with different wall levels is ingenious.
How greatly the patron identified with the monarchy is shown by the
statues of Charles VI and Queen Isabelle that stand on the central
pinnacles, framed in turn by the statues of the patron and his wife,
Jeanne de Boulogne, on the outer pinnacles.

After the Duke of Berry, his nephew Louis, the Duke of Orléans,
was one of the most active patrons of this period. Of the half dozen
castles that he renovated or constructed during the period from 1392
to his death in 1407, Pierrefonds, which was rebuilt by Viollet-le-Duc
in the 19th century, was the most lavish. Louis’ intention was not so
much to create defendable strongholds as to have comfortable and
prestigious residences at his disposal on his visits to his various
estates. With Louis d’Orléans, as with Jean de Berry, the step from
castle to palace was taken: the fortress had become a country house.
This transition is especially evident in the castle of La-Ferté-Milon
(see opposite), the building of which stopped in 1407 after the death
of the duke. Between the two half-cylindrical, almond-shaped central
towers of the west wall a gigantic gateway with a pointed arch opens
up. Above this, and situated in a rich architectural frame, is a relief
with a theme popular around 1400, the Assumption of the Virgin
into Heaven. The use of religious iconography on a castle gateway is
very unusual. It is possible that the patron meant his castle to be seen
as a secular version of the Heavenly Jerusalem.

After Jacques Coeur, the court banker of King Charles VII
(1422-61), had been raised to the nobility in 1441, he had a palace
constructed in Bourges that surpasses all town houses of the late
Middle Ages (see page 168, left). The west wing of the building,
which is in the shape of an irregular quadrangle, has a castle-like
extension that uses part of the Gallo-Roman town wall. The east
wing and its main portal, on the other hand, create the impression of
a palace rich in architectural features. On the roof, a lavish window
surmounted by the royal insignia and framed by pinnacles, and, on
the staircase tower, the traceried windows of the upper floor stand
like elaborate pieces of church architecture. In the canopy above the
great entry arch there was originally an equestrian statue of
Charles VII. In adorning his house in this way with the royal insignia
and the representation of the sovereign, this rich ennobled bourgeois
was both demonstrating his fidelity to his employer and placing
himself squarely among the members of the nobility. It is no surprise
that, in half-open false windows next to the niche with the horseman,
the new noble and his lady are watching out for their overlord.

The prestige of the Ste.-Chapelle, constructed by St. Louis, led to
some patrons having such a chapel built in their castles or palaces.
The indispensable requirement for this was the acquisition of a relic
of the Holy Passion. Frequently the Ste.-Chapelle in Paris was also
the architectural model, as it clearly was for the Ste.-Chapelle in the
castle of Vincennes (see page 168, right, and page 169). King Charles
V (1364-1380) began the building of this chapel in 1379, even before
he had founded a seminary for it. In 1422, the year his successor,
King Charles VI, died, this chapel stood complete apart from the
roof, the buttress piers, and the vault; these were added between
1520 and 1550. The Ste.-Chapelle of Vincennes shows in many of its
windows, constructed from about 1380 to 1420, early forms of the
style flamboyant. This name for French Late Gothic is derived from
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Late Gothic Architecture in the Netherlands: Architecture as an
Expression of Civic Self-Confidence

Historically, the Netherlands, or the Low Countries, covered what is
now Holland, Belgium, and the northernmost part of France.
Throughout the Middle Ages the Netherlands formed a distinctive
cultural entity even though it was divided linguistically and politi-
cally. Thus the king of France ruled over Dutch-speaking Flanders,
while French-speaking Hennegau and Brabant and Holland belonged
to the Holy Roman Empire.

The decisive influence on the art and architecture of the Nether-
lands was the exceptional economic success the area enjoyed during
the late Middle Ages, with early forms of industrialization and capi-
talism developing from the end of the 13th century, particularly in the
cloth and wool industries. As part of a developed money economy,
the ruling groups in the towns and cities became economically and
politically powerful, and through their unprecedented wealth sought
to create imposing monuments to their success. These often took the
form of fine buildings, secular as well as sacred. In areas where stone
was available, this led, from the 14th century onwards, to buildings
distinguished by rich architectural ornamentation. In the coastal
areas of Flanders and Holland, on the other hand, where there was an
absence of stone, a brick architecture was created which in its monu-
mental sparseness reflected on an aesthetic level the somber
monotony of the flat landscape.

From the beginning, the Gothic church architecture of the
Netherlands was modeled on the major cathedrals in the neigh-
boring regions of France—Artois, Picardy, and Champagne. Thus as
early as the beginning of the 13th century the large churches built in
the area of the Schelde and Maas were based on the typical French
design—a large aisled church with transepts, choir, and ambulatory,
whose nave was three stories high (arcades, triforium, and clere-
story). This model was nevertheless simplified in one important
respect: instead of being supported by piliers cantonnés, the arcades
are supported by simple round columns. The decisive factor here
was probably less the sturdy round column used in many earlier,
12th-century French buildings than the slim pillar-like support
which, on the threshold between Early and High Gothic, was used in
Soissons Cathedral as well as in some Cistercian churches (for
example Longpont and Villers-la-Ville).

A particularly beautiful example of Early Gothic architecture in
the Netherlands is the collegiate church of Notre-Dame in Dinant on
the Meuse, in what is now Belgium (see above, left). Built between
1227 and 1247, the choir, when measured against contemporary
buildings in the heartland of French Gothic, displays some old-
fashioned characreristics such as group windows instead of tracery
windows and vault ribs that rest on corbels. The triforium, however,
with its slim arcades, is similar to those at Soissons, Chartres, and
Reims. The slender columns of the arcades in the apse, allowing an
unobstructed view of the large windows in the ambulatory (which
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Dinant, Notre-Dame, 122747
Ground plan (left)

Huy, Notre-Dame, 1311-77
Choir

has no chapels), are particularly refined. Here the area behind the
choir arcades was translated into an elegant light-filled shell, a char-
acteristic feature of French architecture since Abbot Suger’s abbey
church of St.-Denis.

The former collegiate church of Mecheln, now a cathedral, was
started with the choir in 1342 (see opposite, left). Here a church type
was created which was to be repeated many times, a type character-
ized both by the adoption of the style of 13th-century French cathe-
drals (though without the two towers at the west front) and by the
use, above all in the interior, of a rich decoration consisting mostly of
delicate tracery elements. The ground plan of ambulatory with seven
radiating chapels and the three-story elevation of the nave followed
classic French models.

Particularly in its columns, the collegiate church of Notre-Dame
in Huy (see above, right), built between 1311 and 1377, also follows
the Soissons example from the late 12th century. But the thin, grid-
like triforium arcades, as well as the gallery in front of the clerestory,
are probably derived from the regional Gothic architecture of
Burgundy. The choir in the form of an apse without ambulatory,
as well as the two mighty towers flanking the choir, are reminiscent
of 13th-century churches in Lorraine (for example Toul Cathedral
and St.-Vincent in Metz). On the outside, there is an impressive east
end which provides a clear contrast between the slender soaring
windows of the completely glazed choir and the flat square towers,
with their ponderous succession of low stories whose windows are
for the most part blind.

The strong round columns, the only element of regionalism here,
form the solid foundation of a delicate, filigree architecture. A thin,
closely interlaced, network of tracery was used to cover the inside of
the building with a single coherent layer, which appears not only on
the usual elements of the elevation, but also on the spandrels of the
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Gothic Architecture of the
“German Lands”
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The Nature of German Gothic

The Gothic architecture of northern France was not taken up quickly
in Central Furope. Once it had become established, however, it
became almost indigenous. It is no surprise that Gothic architecture
was for a long time thought to be a German creation. Nineteenth-
century art history put paid to that idea, but in this cultural area
Gothic art continued for some time to be seen as the natural expres-
sion of the German spirit.

The character of German Gothic architecture, often misinter-
preted for a variety of reasons, is subtle. We might therefore consider
a few problems in advance, though without going into too many of
the finer points of art history. Gothic architecture did not primarily
establish a completely new cathedral form, bat rather a vocabulary
for the development of a whole visual culture, one that enriched
architecture and gave it a new depth. In the Gothic architecture of
northern French cathedrals—which cannot of course be seen as the
only form of Gothic architecture—the technical and expressive
aspects of architecture were developed by each new building. Thus
building tasks that had not been very successfully carried out pre-
viously, such as the construction of a tower, were solved efficiently and
eloquently in Gothic construction. The direct influence of such solu-
tions on German architecture can be seen in the Cathedral in Breisgau.
Cologne Cathedral, on the other hand, reveals a more original and
independent response to Gothic. Here the choir, though modeled on
the choir at Amiens, represents anything but a passive reception of
French Gothic, for it refines its model in many points of internal and
external construction. This led to the creation of a cathedral choir
that is seen as the quintessence of the Gothic choir. At Amiens
Cathedral, by contrast, the choir was far less successful, though the
nave wall came close to perfection.

Among the other important achievements of Cologne Cathedral
are the dual towers of the west front. Designed shortly after the choir,
they already represent a marked divergence from French Gothic.
Similarly, the huge elevation of the west front (see page 202) is
without doubt the most original design of the Middle Ages (it was for
financial rather that technical reasons that it was never completed).
Likewise, the uncompleted southwest tower, on which building work
was resumed in the 19th century, was to be the largest and most
daring of all medieval towers.

The relationship of Cologne Cathedral to other church buildings
of German Gothic was completely different from the much closer
relationship that existed between French cathedrals. No church on
German soil follows the Cologne type closely, though many of its
elements provided the basis for the creation of diverse and highly
original buildings in which quotations from Cologne appeared in
new contexts. The double aisles, for example, might be quoted in
order to create the effect of a hall church, while the clerestory,
columns, tracery, and many other elements were also used, notably in
the churches of Minden, Liibeck, Verden, Wetzlar, and Oppenheim.



Of significance here is the fact that, unlike French Gothic architec-
ture, the Gothic architecture of Germany is not fully represented by
cathedrals, that is, bishop’s churches. Not that there were no Gothic
cathedrals built in the Empire—Magdeburg, Strasbourg, Halber-
stadt, Prague, and Regensburg are examples. But Gothic architecture
tended to be used for churches similar to cathedrals in style but not
built as cathedrals: Xanten, Aachen, Erfurt, Ulm, Berne, Frankfurt
am Main, Vienna, Kutna Hor4a, and others. Even more common are
churches that are built with the dimensions of a cathedral but not in
the “cathedral style,” such as Liibeck, Rostock, Gdansk (Danzig),
Stralsund, Cracow, and Munich, the St. Nicholas churches in Wismar
and Stralsund, St. Peter in Riga, St. Martin in Landshut, St. Peter and
St. Paul in Gérlitz, St. Ulrich in Augsburg, St. Anne in Annaberg, and
very many others.

One of the most important problems is the issue of major German
cathedrals not built in the northern French cathedral style, a group
which includes Liibeck, Verden an der Aller, Schwerin, Augsburg,
Wroctaw (Breslau), and Meissen. Whether or not any type of church,
cathedral or parish church, appears “in the guise of a cathedral”
depended on a specific set of circumstances, circumstances that can
be explained only on an individual basis. But the fact that so many of
these church buildings were not in the cathedral style is itself an
important indication that German church architecture points in a
different direction from French Gothic. This can be seen in the rela-
tionships between the bishop’s churches. Just as the power structures
in France were increasingly centralized, so religious architecture was
increasingly unified (of course this still allowed a great deal of variety
in French Gothic architecture). In Germany, by contrast, bishops
often enjoyed greater independence, politically and architecturally.

So what we understand today as the architecture of the “German
lands” (which was something quite specific, despite regional varia-
tions and the discontinuities of political geography) was quite distinct
from the architecture of France. This is true even though German
church architecture in the Gothic era can at first glance be seen as a
simplification of the northern French version. Its forms are generally
clearer and its structures fundamentally simpler: many German
Gothic churches do not possess a transept, ambulatory, or radiating
chapels while, in terms of elevation, many are constructed as hall
churches (in which the aisles are as high, or almost as high, as the
nave). As hall churches have a self-supporting structure, this means
that the buttressing needed for the clerestory of a basilica church
(pier buttresses and flying buttresses) is unnecessary. It also means
that there is rarely a triforium between the arcade and the clerestory.
Even in such an overpowering basilical structure as the cathedral in
Magdeburg, which has a tall and clearly defined clerestory, there are
no flying buttresses (see page 106). Basilicas such as Ulm Minster and
St. Nicholas’ Cathedral in Liineburg were given flying buttresses as
late as the 19th century, but more to complete them stylistically than
to provide support.

Also largely absent from German architecture are the monumental
portals with their elaborate sculpture cycles which played such an
important role in French Gothic. The few that do exist, such as
Magdeburg or Freiburg, are overwhelmed by the fagade. This
reveals another important difference between the Gothic art of
Germany and that of France. In Germany the portal was denied a
central role in the design as a whole but as a consequence German
sculpture acquired an extraordinary richness, concentrated on the
interior, where it had greater freedom to develop and was far less
dependent on specific architectural features. There are a few exam-
ples of German portal sculpture, such as the Frauenkirche in Nurem-
berg or St. Kilian in Korbach, but it is no coincidence that the finest
German portal is Strasbourg, the German cathedral closest to France.

But if so many of the characteristics of “true” Gothic are missing,
what are the distinctive characteristics of German Gothic architec-
ture? The political and religious objectives associated with Gothic
architecture in Germany were on the whole quite different from those
determining the building of churches in France. Thus it is unreason-
able to point to the absence of specific architectural developments
elsewhere, developments not relevant in Germany because of
different historical circumstances. One example is the absence of
complicated apses with ambulatories and radiating chapels, which
occur seldom in the Romanesque architecture of Central Europe and
are a rarity in its Gothic architecture. Equally, there are features of
German Gothic, such as the double choir, which one would not
expect to find in a French cathedral.

Whenever German architects adopted the Gothic architecture of
northern France they distanced themselves from it in order to embark
on new artistic directions. In doing so, they brought about an
extraordinary enrichment of European architectural history. We
might even say that in many cases German Gothic architects began
where French architects left off.

Thus it is wrong to interpret the various developments of German
Gotbhic architecture as “a particular lack of unity,” as claimed by the
architectural historian Norbert Nussbaum. We need to look at
German Gothic architecture in terms of its own distinctive identity
and cultural geography, not at how it deviated from any “standard”
form of Gothic but at how it developed historically—and, most
significantly for German architecture, where.

This brings us to another issue. Largely because of 20th-century
history, the whole question of “German” Gotbhic is a difficult one for
many German historians (of whom this writer is one by academic
training, but not by nationality). It is true that the history of the
German empire was, as Ernst Schubert has observed, the history of
“an empire without a capital,” in which diversity was more signifi-
cant than centralization. The empire lacked the structures necessary
for creating a coherent state, in particular, the continuity provided by
a clearly defined dynasty. Moreover, it is important to realize that
what we understand today as Germany has little or no relevance to
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the corresponding concept in the Middle Ages. The modern notion of
the nation did not exist, and even concepts like “empire” and
“Germany” had quite different meanings.

In looking at the architecture itself, we come to the surprising
conclusion that examples of German Gothic architecture are
preserved in ten countries: Germany, Austria, Switzerland, Italy
(South Tyrol), France (Alsace), Luxembourg, Poland, Latvia, Estonia,
and the Czech Republic. In addition, there are more or less isolated
enclaves such as Transylvania which must be included at least in part.
In Denmark and Sweden, too, Gothic architecture is closely
connected with that of northern Germany. If postwar German his-
torians, sensitive to the feelings of their neighbors, refuse to accept
the idea of “German” architecture beyond the borders of Germany,
for example in Poland and the Baltic, the result is an unjustified
diminution of the subject. As Hans Josef Boker has pointed out, it is
absurd, when attempting to study the architecture of such areas, to
rule out as “somehow inadmissible” the link between, for example,
their Gothic brick architecture and that of northern Germany.

Yet another problem is the remarkable diversity and tenacity of
local cultures in the German Middle Ages. This, together with
the region’s profound political fragmentation, has meant that the
concept of something specifically “German” is hard to grasp. There
are, of course, no simple solutions to these problems of definition. Yet
it must be remembered that there were, at least in some regions,
cultural frontiers that were clearly visible in the past. Otherwise a north
German like Hans von Waltenheym would hardly have made the
following remarks in 1474 about the town of Freiburg in Uchtland,
which he described as “the most invincible and fortified town which I
have ever seen... A merry town, half German and half Latin.”

Despite the busy exchange of goods and ideas in medieval Europe,
a deep cultural divide did separate German-, French-, and Italian-
speaking regions. The question of cultural exchange between
German areas and their neighbors such as the Low Countries, the
Scandinavian countries, and above all the states in east-central
Europe is complex. In the case of east-central Europe in particular, it
is not a case of cultural exchange or influence. Here, on the contrary,
there were several historical factors that led to the establishment of a
German architecture by means of a German presence. These factors
include the introduction of Christianity and territorial conquest by
the Teutonic Order of Knights, the presence of the Hanseatic League
(not only on the Baltic coast), and the numerous communities of
German settlers and merchants. Bohemia, now the Czech Republic,
was shaped from 1310 onwards by the accession to power of the
Luxemburg dynasty. This influence was most marked under Emperor
Charles IV (emperor 1355-78), who turned Prague into a major city.
For his principal architectural projects, Charles brought the famous
architect Peter Parler from Swabia. This period, in which “the
periphery became center” (Ferdinand Seibt), was to have a profound
impact on the development of European architecture.
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So the plural “German lands” in this text is intentional. The
singular, if it were more than merely a fiction, is undoubtedly an
expression of modern developments and concerns. The glory of the
Middle Ages is expressed above all in its variety and ever-changing
many-sidedness, a feature which distinguishes that period sharply
from our modern world.

Although there is no formula for recognizing the boundaries of
German Gothic architecture, a view from outside Germany can be
helpful, particularly if this is not from immediately neighboring
countries but from further afield. It is significant that the art historian
Georg Dehio (1850-1932), the great cataloger of German culture,
came from Tallinn in Estonia, that distant Hanseatic enclave whose
culture was closely linked to that of the German heartland. It was
precisely his view from the periphery that enabled him to develop a
sharpened sense of the great variety and vitality of German architec-
tural forms and cultural landscapes, to evaluate them objectively, and
to integrate them into a whole.

If there is one thing above all that characterizes the Gothic archi-
tecture of central and northern Europe, it is its lack of an inherent
classicism, indeed the absence of any reference at all to the classicism
of antiquity. In view of the clear desire during the Middle Ages to
recreate the Roman Empire in the form of the Holy Roman Empire,
this lack of classicism may seem paradoxical. Architecture and visual
culture as a whole, even the imperial eagle, that most Roman of
motifs, were transformed north of the Alps into something diametri-
cally opposed to the classicism of antiquity. Despite the stated inten-
tions, the result was the creation of a culture that was in effect an
independent alternative to antiquity—Gothic art and architecture. It
was a culture which, though the most distinct from classical anti-
quity, was still profoundly European, not least because the initial
impulse came from France, but also because most of Europe was inte-
grated into the structure of the Latin Church. For a graphic summary
of these differences, we need only to set the Pantheon in Rome next
to Freiburg Minster.

It is not my intention to provide a systematic and detailed account
of the spread of German Gothic religious architecture and the subse-
quent innovation in its forms, nor to provide a panorama of a
supposed evolution of German Gothic. Since space is limited, it seems
more sensible to present a selection of religious and secular examples
to illustrate the variety of ideas put into practice and the modernity of
the solutions reached, that is, to focus on the specific, and highly
original, contribution these regions made to European architecture.

Liibeck and the Baltic

The town of Libeck played the leading role in the economic
organization of the Baltic. Between the 13th and the end of the 15th
centuries, it was the most powerful town in that vast geographical
area. This preeminence finds clear expression in the architecture of
the town. A free town of the Holy Roman Empire from 1226, it was
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Gothic Architecture in Italy
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“Is this Gothic really Gothic?” asked art historian Paul Frankl in
1962, gazing at the Duomo, Florence’s cathedral. Even if art
historians since then have replied with an emphatic yes, many still
have doubts about the huge, solid building that possesses so little of
the diaphanous or the ethereal, so little of that “dissolving of the
wall” characteristic of Gothic churches north of the Alps. A further
argument unsettles the stylistic purists: pointed arches and rib vaults,
long seen as defining features of Gothic architecture, were known in
Italy before Gothic itself appeared in France. The Normans in Sicily
took over the pointed arch from Islamic architecture as early as the
end of the 11th century, about the same time as the rib vault was
introduced in Lombardy.

It is now widely agreed that Italian Gothic cannot be measured by
its degree of dependence on France. Art historians established that,
early on in Italy, architectural solutions were found that drew on
traditions quite separate from those developing in France, in
particular the spatial concepts of Roman antiquity. This happened
not in ignorance of northern European models, but in a deliberate
attempt to exploit Italy’s own past. The churches of the Franciscan
and Dominican orders showed the way, with an earthbound weight
and solidity contrary to the weightlessness of French Gothic. The
impression of sublimity is achieved not through soaring naves and
light-flooded choirs, but through carefully balanced ratios and
structural clarity. Even so, the results remain broadly faithful to the
French (above all Cistercian) models, particularly in the ground plan.

Cathedrals, however, found it difficult to accommodate the simpler
requirements of monastic architecture. They had to establish their
place in the cityscape by means of monumentality. Cityscapes were
dominated by the fortress-like town halls, whose crenellated
silhouettes reared up as proud symbols of urban power. It was largely
a striving for self-assertion that stamps the architectural output of all
urban groups: clerical and communal clients vied to construct ever
more lavish and imposing buildings. The rivalry of rich guilds,
powerful bishops, and influential families marked cities, helping to
create the conditions necessary for the rise of Early Renaissance
culture. Considerable value seems to have been placed on the
individuality and originality of a building, in itself another important
factor shaping the unique nature of Gothic architecture in Italy.

There was also within Italy skepticism about—indeed a polemic
against—Gothic architecture. The famous 16th-century architect,
painter, and art theoretician Giorgio Vasari had hard words to say
about northern-inspired buildings that seemed made of paper rather
than stone or marble. This maledizione di fabbriche (accursed
building style), he lamented, was the bane of Italian architecture.
Such works, he fulminated, so clearly different in ornament and
proportion from both the antique and the modern, should be called
German. He believed the style came from the Goths, who, after
destroying the monuments of the classical world, had set about
creating their own barbaric lavoro tedesco (German work).



For Vasari, the friend and champion of Michelangelo, a principal
aim was to separate Renaissance art from medieval art. Yet there was
more to Vasari’s words than that. The term “Goths” was used
throughout the Middle Ages to describe barbaric tribes, especially
those who crossed the Alps into Italy after the collapse of the Roman
empire. Given the contemporary political situation in Florence, under
the Holy Roman (German) Emperor Charles V, Vasari’s polemic
against Gothic acquires an explosive political force over and above the
art-historical aspect. Yet whatever his purpose in making disparaging
comments, he could hardly have known he was bestowing a name on
a whole age. Though he cannot be said to have invented the term, he
was the first to define the maniera gotica (Gothic style), even if
negatively, as a style in contrast to the Classical.

A closely related issue is the development of Late Gothic
throughout Europe. In view of the role played by the Renaissance in
the study of art history, the argument about how to evaluate Late
Gothic raged with particular bitterness. Is the 15th century the
“waning of the Middle Ages,” as the Dutch historian Johan Huizinga
famously claimed, or is it instead to be seen, as “the revolt of the
medievalists” makes clear, as a period that saw the emergence of the
modern? Even today, it is still the differences between Late Gothic
and Renaissance art that are emphasized rather than their
interdependence. In terms of Italian architecture, this means that the
truly gigantic building projects of the declining 14th century—the
Duomo (cathedral) in Milan and the church of San Petronio in
Bologna—are written off as medieval resistance to more up-to-date
trends toward the Classical. Their achievement as monumental
résumés or summae of international building traditions and fore-
runners of the new aesthetic values remains largely overlooked.

Italy in the Late Middle Ages

The regions of the Italian peninsula were united neither politically
nor culturally, while the conflicting interests of Holy Roman Empire
and Church split them into two hostile camps. Southern Italy was
ruled until 1266 by the Swabian house of Hohenstaufen, with
Emperor Frederick IT (emperor 1220-50) creating a state there that
was cosmopolitan in outlook. Antique-style painting and con-
struction projects were combined with the latest Gothic styles, while
the culture of the court embraced Provengal poetry and Arabic
science. After the death of Frederick II’s son Manfred in 1266 and the
beheading of Frederick’s grandson, Conradin, two years later, the
house of Anjou came to power, at the pope’s invitation, a
development that brought powerful French influences to southern
Italy. In central Italy, Rome and the papacy were for the whole of the
14th century in almost continuous crisis. Both the “Babylonian
Captivity” (the displacement of the papacy to Avignon between 1309
and 1377, and the Great Schism (1378-1417), when there were two,
sometimes three popes at one time, threatened the prosperity of the
Eternal City.

The communes of central and northern Italy had as varied a
history, and one anything but peaceful. The death of Frederick II
(1250), which led to the weakening of imperial power in the north of
Italy, allowed cities there to become independent and wealthy. The
population grew and trade and industry flourished, creating the
conditions for the emergence of a lively urban culture. Even so, the
late Middle Ages in Ttaly was a period of harsh crises. Plague
epidemics constantly haunted the cities, beginning with the Black
Death of 1347-52, which claimed vast numbers of victims, probably
one-third at least of the population, while in prolonged civil wars
factions loyal to the Church and those loyal to the Holy Roman
Empire fought each other to exhaustion. This clash between rival
Guelphs (supporters of the pope) and Ghibellines (supporters of the
emperor) caused divisions not only between communes but even
within them. Major cities such as Florence, Siena, and Pisa were
embroiled in war time and again.

Eventually, sickened by the disastrous quarrels of the nobility, the
non-aristocratic bourgeoisie began to organize themselves into guilds
and executive councils. In Florence in 1293, for example, the
Ordinances of Justice were enacted, excluding the nobility and great
landowners from government and placing power with the heads of
the guilds (though the traditional rulers could still wield influence by
entering a guild). However, attempts to set up a degree of popular
rule ultimately misfired, as the control of power remained unstable.
During the 14th century the need for a strong hand became urgent
everywhere. In the end, the bourgeoisie surrendered power to the
nobility and plutocracy only too willingly. In Florence, it was the
banking family of the Medici who sensed its opportunity and
adopted a populist image.

Thus two forms of government confronted each other: the city
republic based on the upper middle classes, as in Florence and Venice,
and powerful princes, often condottieri (mercenary captains), as in
Milan, Ferrara, and Mantua.

Churches of the Mendicant Orders

The Franciscan and Dominican orders were the first to give the
Gothic architecture of Iraly an individual face. In contrast to the
Cistercians, who withdrew to secluded valleys to build their
monasteries, the Franciscans and Dominicans sought contact with
the populace. Their aim was less contemplation than pastoral care
and preaching in the rapidly growing cities. The mendicant orders
responded wholeheartedly to this challenge. Located near city
centers, their spacious churches accommodated large crowds. To be
buried in them ensured the well-to-do heavenly mediation and
intercession of the order’s saints. The ground plan and elevation of
the churches are clear and simple, with ornamental elements reduced
to the minimum. The expansive wall surfaces were used for narrative
fresco cycles which, in conjunction with sermons, served as visual
aids for preaching to the lay congregations.

243





































































Barbara Borngisser

Late Gothic Architecture
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As explained earlier in this volume, Early and High Gothic architec-
ture on the Iberian peninsula followed French models closely. The
churches and monasteries built by the Cistercians, together with the
classic cathedrals of Burgos, Toledo, and Leén, adhered to models
that had been tried and tested in northern France. Nonetheless, idio-
syncrasies such as the persistence of Romanesque ground plans or a
taste for Islamic decorative elements led to an early evolution of local
stylistic variants. As almost everywhere else in Europe, however, this
development came to fruition only toward the end of the 13th
century, when a differentiation of regional styles and decorative types
set in on a large scale.

The development of architecture in the Iberian peninsula is
closely linked to the history of the peninsula’s various kingdoms,
which were independent until the 15th century. The date of the
Reconquista (the campaign to drive the Moors from the peninsula)
in different regions thus establishes the earliest possible date for the
first Gothic church buildings. This affected principally the south of
Spain, which came to Gothic architecture very late. On the other
hand, the economic prosperity that developed in the Mediterranean
in the 14th century promoted secular building in Catalonia. Finally,
cultural and dynastic connections with France, England, and
Germany contributed to the development of the architecture of the
Iberian kingdoms. Only in the late 15th century did a national
Spanish style evolve, combining western European Late Gothic,
Mudéjar ornament, and Renaissance forms. It was the style of the
Catholic Kings Isabella I of Castile and Ferdinand V of Aragon (who
came to power in 1474 and 1479 respectively). In Portugal, a
distinct Manueline style developed as a state architecture. The
resounding final chords of Late Gothic architecture were sounded by
the great Spanish and Portuguese cathedrals of the 16th century.
Even as the Renaissance was celebrating its triumph in Italy, these
cathedrals gave proof of the astonishing adaptability of medieval
engineering and the timeless beauty of its creations.

Catalonia

Religious and secular architecture in both Catalonia, part of the
kingdom of Aragon, and the briefly independent kingdom of
Majorca were long considered derivative of French developments.
Both regions, which had become rich and powerful in the late 13th
century thanks to maritime trade, evolved distinctive and high-
quality architecture. The Cistercian monasteries of Santes Creus
(1158), Poblet (1150/62-96), and Valbona de les Monges (1172)
were pioneering buildings that, though they owed their overall design
to the French mother houses, incorporated and developed regional
elements of Romanesque tradition. A later stage in the style (from
1220 onwards) was displayed in another significant building, the
Dominican church of Santa Catalina in Barcelona, a church built
under royal patronage. The monumental hall structure with side
chapels combines southern French spatial structure with High Gothic






Berenguer de Montagut, Ramon Despuig,
Guillem Metge

Barcelona, Santa Maria del Mar, 1328-83
Ambulatory vault

Berenguer de Montagut, who had earlier constructed the cathedral of
Manresa. He was succeeded by Ramon Despuig, then Guillem
Metge, who died before the building was consecrated.

Like most churches of Catalan Gothic, the exterior of Santa Maria
del Mar is compact and plain. The brick walls are articulated by only
two off-sets and flying buttresses emerge from the heavy building
only at the level of the upper story. Even the west front is sober, giving
no indication that it conceals one of the grandest of Gothic interiors.
This interior is overwhelming, not least because of the striking
contrast with the narrow alleys of the Barrio de la Ribera district.
Broad, harmonious proportions and subtle natural lighting lend the
space an almost celestial sublimity. It is unadorned: plain octagonal
piers support the vault, and the moldings are reduced to the
minimum mass so that the architecture can speak for itself. The
simple ground plan follows the tradition of Catalonia and southern
France: there is a nave and aisles, with no pronounced transept, and
the aisles and the chapels between their piers are carried round the
choir, as in the somewhat earlier building of Manresa. The span of
the four nave bays is unusually large. Fourteen meters (45 feet) was a
sensation for the time, surpassed only by the vaulting of the cathedral
in Gerona. The aisles reach almost the same height as the nave, and
give the building the appearance of a hall church. Aesthetically, the
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Barcelona, Santa Maria del Mar
Ground plan

highlight is the arrangement of piers and vaulting in the apse (see
above), which allows sunlight in as if from Heaven.

Hardly less interesting are the parish church of Santa Maria del Pi,
whose ground plan goes back to that of the Dominican church of
Santa Catalina, and the aisleless church of the Poor Clares (begun in
1326 by Ferrer Peiré and Dominec Granyer), in which Queen
Elisenda was buried.

Likewise constructed in the 14th century in Barcelona were two
sensational secular buildings. Between 1359 and 1362, Guillem Carbo-
nell built the Salé del Tinell, the audience chamber of the royal palace
(see opposite, top). This monumental aisleless structure is impressive for
its bold roof structure: a truss roof rests on six huge transverse arches
that, almost reaching the ground, span the enormous distance of 33.5
meters (109 feet). The lateral thrust is absorbed by buttresses on the
exterior walls. The models for the structure, found only in Catalonia,
were presumably the dormitories and refectories of monasteries such as
Santes Creus or Poblet. This structure was used in more modest forms in
numerous council chambers.

In the Drassanes, the shipyards, Barcelona possesses a unique
historic industrial monument (see opposite, bottom left). Toward the
end of the 13th century, the Aragonese king Pere el Gran ordered new
shipyards to be constructed because the old buildings had become















OPPOSITE:

Henri and Jacques de Fauran, Guillem Bofill
Gerona, Cathedral of Santa Maria, 1312-1604
Nave (begun 1417) and choir (mid 14th century)

brother Jacques, master mason of Narbonne Cathedral. Though the
chancel was largely completed on the basis of this plan by the middle
of the century, only a few lateral chapels were constructed in the nave.
In 1386 and 1416, commissions of experts were convoked to discuss
whether the building should develop as a nave with aisles or as an
aisleless hall. Doubts as to the practicability of a single vault were
voiced, principally by masons from Barcelona. In 1417, the decision
was nonetheless taken to build an aisleless church, as this would be
“finer and more remarkable.” The argument about the nave in
Gerona reveals, incidentally, a most exciting development: during the
debate aesthetic arguments were raised more and more frequently, in
contrast to considerations of a purely technical nature. It was now
incumbent on the architect Guillem Bofill to construct Gothic
architecture’s largest vault, with a height of 34 meters (110 feet) and
a span of 23 meters (75 feet).

Although the building was completed only in 1604, its creation is
informative, and exemplary for the history of Gothic architecture in
Catalonia. In terms of structural engineering, it represents the perfec-
tion of a type familiar from Barcelona (the cathedral and the churches
of Santa Maria del Mar and Santa Maria del Pi), in which the thrust of
the vault is absorbed by buttresses incorporated into the interior,
which leave space for chapels in between. Externally, the structural
elements hardly project, so that the wall appears as an unbroken
surface. The solidity of the exterior thus corresponds to the amplitude
of the interior, which opens up as a transeptless, aisleless single hall—
or, rather, as a hall with several aisles of approximately the same
height. All forms are reduced to the minimum, wall surfaces are spar-
ingly articulated, and even the supports are carried through into the
load-bearing ribs virtually without a break. The aesthetic appeal of
this architecture is expressed not in the multiplicity of forms used, nor
in their hierarchical intensification. In Catalan Gothic, large spaces
predominate, their unity underlined by a purist simplicity.

Majorca
The kingdom of Majorca, which was independent between 1276 and
1349, reaching far into what is now the south of France, provided
sensational new buildings in the 14th and 15th centuries. The first
steps taken were to transform the Moorish royal palace of Almudaina
into a Christian seat, and to modemize the court in Perpignan.
Following that, the foundations were laid for the main churches in
the capital. Founded in the 13th century, but partially completed only
in the 14th and 15th centuries, the parish church of Santa Eulalia
(begun 1250), the Franciscan church of San Francisco (largely
complete by 1286), and the cathedral of Santa Maria are the most
important monuments of medieval Majorcan church architecture.
The cathedral, built over the Moorish mezquita (mosque), whose
foundation walls were preserved until 1412, is a building that has an
extraordinary effect as a feature of the townscape (see page 274, top).
Anyone approaching the island from the sea is not likely to forget the

Pedro Salva

Palma de Mallorca, Castell Bellver,
1309-14

Courtyard

outline of this Gothic fortress of faith. For its entire length the body
of the church is articulated by a system of massive, close-set
supporting walls and buttresses that lend the 110-meter (358-feet)
sides a graphic verticality reminiscent of iron bars. It is sublime but
defiant. The external buttresses correspond to eight narrow bays in
the interior, which comprises a nave, aisles, and chapels (see page
275). The fourth bay is extended like a transept, while the east end
has straight-ended chapels, one of them projecting a long way
forward because it was originally intended as the royal burial place.
The nave and aisles were built around 1369 using slender octagonal
supports for a 42-meter (136-feet) high vault; the rose window at the
west end was also constructed at this time. The overwhelming space
created allows this interior to be compared with those of the cathe-
drals of Bourges, Beauvais, or Milan. The layout, elegance, and tech-
nical brilliance of the support system suggest that the Catalan master
mason Berenguer de Montagut, who had already been at work on the
cathedral of Manresa and at Santa Maria del Mar in Barcelona, was
summoned to Majorca for this major project. The markedly varying
height of nave and aisles, and the typical external buttressing, how-
ever, also support the notion of north European influences.

Typologically interesting is Castell Bellver, close to Palma, which
was built between 1309 and 1314 by Pedro Salva. The summer resi-
dence of the Majorcan kings, it is a circular defensive building whose
ground plan is punctuated by four massive towers. The two-story
inner courtyard, framed by intersecting Gothic arcading, is charming
(see above). How it fits in with the development of architectural
history has not been clarified. Possible sources include the Castel del
Monte in Apulia in Italy, some 60 years older, or the core building of
the royal palace of Olite in Navarre.

Between 1426 and 1446, the Llotja, or Exchange, of Palma de
Mallorca was built (see page 274, bottom). It is included here as
being exemplary of similar buildings of this type in Valencia and

. 273

















































































Uwe Geese

Gothic Sculpture in France, Italy,
Germany, and England

300

Gothic Sculpture in France

The statues that adorn the three portals of the west front of Chartres
Cathedral, the so-called Royal Portal, are widely seen as the epitome
of Early Gothic sculpture. (There were originally 24 statues, but only
19 have survived.) The portals were built between 1145 and 1155
after a fire in the town in 1134 had destroyed parts of the cathedral.
Thus they are not the oldest examples of Gothic sculpture—this is at
St.-Denis, and is nowadays dated to before 1140. Nevertheless, it is
the Chartres sculptures which art historians see as marking a clear
dividing line between Romanesque and Early Gothic sculpture.

From being part of Romanesque wall reliefs, the figures stepped
forward, as it were, from the columns of the portal jambs. With this
step forward—the reason for which art historians are still unable to
determine conclusively—these statues at Chartres signal the begin-
ning of a new era in sculpture. Though they cannot yet be described
as free-standing, the statues, carved together with their columns from
single blocks of stone, are almost fully rounded. Though firmly inte-
grated with the architectural elements of the portal, they give the
impression of being independent and have a distinctive aesthetic
appeal that derives above all from their elongated forms, clothed in
the rich courtly dress of the period. About their bodies the exquisite
silken material falls in long vertical folds like fine fluting on
columns—so much so that the 19th-century French writer Joris-Karl
Huysmans was reminded of sticks of celery! Though this comparison
drawn from nature may have a comical ring, it contains an element of
truth: these figures reveal a new way of seeing nature, indeed a new
way of seeing humanity.

Gazing at these column statues on the jambs of the central portal of
the west front of Chartres, one is immediately aware of the contrast
between, on the one hand, the contained, columnar form of the sculp-
ture and the almost ceremonial stylization of the poses, and, on the
other, the fact that each figure has its own, almost individual, char-
acter. An example of this individuality is provided by a slender queen
with youthful long braids on the left jamb of the central portal, who
corresponds to another queen, on the right-hand jamb, whose
rounded abdomen shows her to be a woman of mature years.

There have been many attempts to go further still and to interpret
the facial expressions of the jamb figures. In the mid 19th century the
French architect and influential restorer of medieval buildings
Viollet-le-Duc claimed that these heads had “the character of
portraits.” He wrote of one of the prophets on the center portal:
“This eye is inclined to become ironic, this mouth despises and
mocks.” He continued: “there is about this whole figure a mixture of
firmness, greatness, and acuity. In the raised eyebrows there is even
frivolity and vanity, but also intelligence and coolness at moments of
danger.” Such characterizations—which often reach very different
conclusions—continue, and have produced a rich literary harvest,
especially in the age of psychology. Certainly there had been nothing










































Reims (Marne), cathedral of Notre-Dame,
North transept, detail of the facade

the left. Principles of classical sculpture such as contrapposto (the
twisting of the figure in opposite directions) have thus been adopted
for the standing figure of the Virgin, a subject that was widespread in
the fle-de-France around the middle of the 13th century, and not only
on cathedral facades. The art historian Robert Suckale has pointed
out that by introducing movement, that is to say by changing the
form, the sculptor also changed the content; merely by the way he has
presented the figure the sculptor goes “one step further along the
path away from the hieratic Madonna who is only a frame for the
Child to the mother totally devoted to the Child.” From this point of
view the Amiens Vierge Dorée is the starting point for many sculp-
tures of the Virgin and Child, not only in France.

Reims

As a masterpiece of French art, Reims Cathedral, together with the
cathedrals of Chartres and Amiens, is considered a classic cathedral
of France. Its sculpture, too, which here extends to the interior
of the west portal, is amnno the outstanding work of French High
Gothic. Reims Cathedral | ed its superior status from its function
as the coronation church ot the French kings. As a consequence, the
sculptural decoration of each of its portals reflects the political
standing of the archbishop of that time.

The portal of the south transept provided direct access from the
bishop’s palace to the crossing with the main altar and to the presby-
tery. It had the character of a private entrance for the archbishop and
was therefore not given special embellishment. However, the north
transept, which adjoined the chapter cloister and was enclosed by it,
was designed to be extremely impressive and was richly ornamented
with sculpture (see below). Some sculptural work on the compara-
tively small western entrance—for instance the enthroned Virgin and
Child—probably came from the earlier church and would have been
executed around 1180.
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The two other portals are most unusual even in their choice of
subject matter. On the left is the Last Judgment, which is normally
depicted only in publicly accessible places. Moreover, it accompanies
the central portal featuring the legends of the bishops of Reims,
which at first appear to be of only local significance. While the actual
entrances, each divided by a trumeau, are no higher than the mold-
ings above the lower courses of the church, the tympana reach a
height on the facade where they actually obscure all but the very tips
of the lancet windows behind.

The purpose of the portals becomes clear if we look at them in
their architectural and thematic contexts. Christ holding the orb of
the world on the trumeau of the Judgment portal is accompanied by
the Apostles in the jambs, while on the central portal the figure of a
pope on the trumeau is flanked by the two most important bishops of
Reims, St. Nicasius and St. Remigius. A visible link is thus established
berween the works of the Apostles and the deeds of these bishops: the
Apostles continued the Lord’s work, fulfilling his commands in an
exemplary manner, while the Reims bishops—Remigius (Remi) as the
converter and baptizer of the heathen king Clovis, and Nicasius as a
martyr beheaded by pagans in the church at Reims—are placed
alongside them as their successors. By analogy with the typological
interpretation of the history of salvation by medieval theologians in
which the Old Testament points forward to the New, the Apostles are
here intended to be seen as the precursors of the bishops of Reims. In
the same way, the figure of a pope on the trumeau visually affirms the
closeness of the bishops to the papacy. This emphasis on the apostolic
is of fundamental political significance, invoking the Rheims bishop-
saints as guarantors of the right to crown the monarchs of France.
This portal was the one by which kings of France entered the church
for their coronation.

The divinely legitimated kingly power that was about to be
bestowed on them did not permit the future monarchs to enter this
most holy place where kings were consecrated through the west
portal, since they would then seem to have come from among the
people. Above all, however, the concern of the archbishops of Reims
to assert their position would probably not have allowed it, for given
that they had constantly to defend their right to crown kings, they
insisted that they personally should bestow the divine legitimacy of
the monarchy on the new ruler through their coronation ritual. This
therefore was the equivalent of papal power; it was this power that
was impressed upon the king as he passed through the center portal
of the north transept.

In the west portal (see pages 59 and 316), through which the
king, once crowned, stepped outside, these ideas are presented pro-
grammatically through a sequence of images. The three entrances
are placed before the west wall, joined together as though to form a
triumphal arch. Their tall tympana bear no sculpture, but instead
rose windows and foils. The subjects that usually occur here have
been placed in the gables above the doorways: the Coronation of




























































Gothic Sculpture in Germany

In Germany too, Gothic sculpture shows strong French influence.
The sculpture of the Chartres transept portals and of the portals at
Laon, Reims, and Paris, was always regarded by German sculptors as
exemplary, though it was not used simply as a model to be slavishly
copied. Copying would not have been possible in any case, for early
Gothic French sculpture in particular, given its intimate relationship
with architecture, was closely bound up with the building programs
of the 12th and 13th centuries. In Germany, the 12th century was not
a period when building flourished. This was to change in the course
of the 13th century, but without leading to the creation of elaborate
portals. With rare exceptions, for instance at Strasbourg, opportu-
nities for the composition of grand figure programs hardly arose.
Precisely in the area where in France the fusion of architecture and
sculpture attained perfection—the three-dimensional modeling of
archivolts—German churches offer nothing but ranks of bare arches.
Even so, the development of Gothic monumental sculpture in
Germany is in no way inferior to that of France. Through its very
separateness from architecture it achieved independence. Indeed the
most important sculptural work of the 13th century was created for
the furnishing and decoration of interiors.

The Triumphal Cross Groups at Halberstadt and Wechselburg
Probably to mark the dedication of Halberstadt Cathedral in 1220,
a monumental group known as a “Triumphal Cross” was made for
the junction of nave and chancel (see opposite). At the mid-point of
a rood beam, inserted between the eastern pair of crossing piers,
stands a cross with quatrefoil ends. This frames the cross itself,
supported by Adam, who lies under its foot in the quatrefoil that is
held by two angels. He embodies the beginning of the process of
salvation that is completed by Christ as the “New Adam.” While the
two angels in the Jateral quatrefoils hold the arms of the cross,
another angel appears in the apex quatrefoil with a banner. Christ
stands with both feet—without nails—on the dragon that symbol-
izes the evil overcome by his death. Despite the similarity to the
four-nail type of Crucifixion, this is not a portrayal of Christ in
triumph: with his head drooping forwards, he is shown dead. The
accompanying figures also stand on symbols of Christian victory:
the Virgin on the serpent, to whom it is prophesied in Genesis that
she “shall bruise thy head,” and St. John on a crowned figure
cowering on the ground who represents defeated heathendom. The
group is flanked by two cherubim, each with six wings, who stand
on the fiery wheels of God’s throne and hold out their hands, with
golden orbs. Their bodies are hollowed out. The cavities, closed by
small doors at the back, probably once held relics.

Of the numerous Triumphal Cross ensembles of the German
Middle Ages, only a few survive. The one in Halberstadt Cathedral is
both the earliest and the best. Its extensive Christological program

334

OPPOSITE:
Halberstadt Cathedral
Triumphal Cross ensemble, ca. 1220

unites the death on the cross with the Resurrection and is infused
with intimations of the Last Judgment. Art historians consider this
multi-figure group to be the highest point of early Gothic sculpture in
Germany. Traditional representational elements and more modern
stylistic features are both present. Thus Christ’s stance, in the tradi-
tion of the “four-nail” type of crucifix, and the absence of the lance-
wound in his side and of the crown of thorns, belong to the
iconography of Romanesque art. On the other hand, the depiction of
Christ in death already alludes to the salvation motif of Christus
Salvator while the movement and detailed modeling of the body
draw upon the formal repertoire of early Gothic. The figures of the
Virgin and St. John are installed at a considerable height, from where
they gaze down upon the faithful. The inclination of their heads,
designed to be viewed from far below, reaches back to Byzantine
tradition. The fine folds of their garments, on the other hand,
together with the relationship between these garments and the bodies
of the figures, suggest that stylistic features of the classically inspired
treatment of drapery (particularly at Laon and on the transept
portals at Chartres) may be imitated here. But unlike the jamb figures
at Laon and Chartres, the more than life-size figures at Halberstadt
are sculpted in the round, enabling them to be viewed from the
chancel as well as the nave.

A direct successor of the Halberstadt Crucifixion is the Triumphal
Cross ensemble in the Schlosskirche (castle church) at Wechselburg,
Saxony (see page 336). Executed around 1235, it was mounted on a
choir screen that was altered in the late 17th century. The present
reconstruction is disputed. As at Halberstadt, the actual cross is
surrounded by a cruciform frame with trefoil terminals. Here too, the
risen Adam lies beneath the upright of the cross, while two angels
support the arms. At the top, instead of another angel, God the
Father appears together with the dove representing the Holy Ghost.
Thus that group is iconographically expanded to include the Trinity.
The cherubim, guardians of the throne, are missing, and the Virgin
no longer stands on the serpent, but on a crowned figure who,
seeming to kneel before the crucified Christ, represents Judaism over-
come. Thus it is in the first instance the content that has undergone a
significant transformation. In place of Halberstadt’s evocation of
Golgotha and its allusions to the Last Judgment, Wechselburg has the
three figures making up the Trinity as a symbolic representation of
the Throne of Mercy.

However, the changes that are most striking—and are of epoch-
making significance—occur in the figure of the crucified Christ, who
is depicted according to the new type, that of the “three-nail
crucifix.” This change imparts more movement to the posture of the
figure. The legs no longer stand stiffly side by side: both feet are fixed
at a single point so that the leg in front can project further forward
and the hip can be pushed out to the side. This in effect humanizes
the crucified Christ, the emphasis now being on his suffering and
death. It is in keeping with this human interpretation that Christ is







































The earliest example of a tomb of this kind in Germany, executed
about 1230—40 in the form of a double tomb, is in the cathedral at
Braunschweig. Its presence there is probably directly linked with the
tombs at Fontevrault because it depicts the Saxon Duke Henry the
Lion and his second wife Matilda (see opposite, top), who was both a
Plantagenet princess and the sister of Richard the Lionheart, one of
the four whose tomb effigies lie at Fontevrault.

Henry the Lion is depicted slightly larger than life-size on the
sculpted tomb, which is placed above the sarcophagus buried below it
under the floor. He holds a model of a church to identify him as the
founder of the cathedral of St. Blaise, which he had rebuilt and richly
endowed after his return in 1173 from Jerusalem and Constantinople.
The sword with a band wound round it, which Henry holds up
against his shoulder with his left hand, shows that he also has power
of jurisdiction. He is portrayed as generous and just, and his wife,
with her diadem, as pious and virtuous. Matilda lies, a slightly shorter
figure, beside her husband; with her hands folded in prayer she draws
her cloak over her body.

However, there is in these superb creations of Gothic sculpture an
inherent contradiction that cannot be overlooked. While the heads
of both the figures rest on pillows, their feet are placed on plinths in
the shape of carved foliate bases that are quite clearly surfaces for
standing on. The subjects are thus simultaneously depicted in two
different ways. They are clearly shown, by the pillows and by the
way that parts of the clothes spread out on the bed, to be lying
down, and thus mere human beings subject to the transitoriness of
earthly life. At the same time, however, they are depicted in the
prime of life, with their eyes open and—much more significantly—
accoutred with the symbols of their birth and their power: Matilda’s
diadem identifies her as the daughter of an English king, while, as
mentioned above, Henry the Lion’s sword represents his office as
sovereign dispenser of justice and the model of the church shows
him in his role as generous benefactor.

The Tomb of Archbishop Siegfried Il von Epstein in Mainz
In contrast to the French gisants, the Archbishop of Mainz, Siegfried
ITI von Epstein, is shown on the slab of his tomb as not merely alive,
but active (see page 348). In a self-contradictory composition, his
head rests on a pillow but his feet stand on the backs of two animal
figures, a dragon and a lion, pressed down by his weight. He is not
alone, but accompanied by two smaller figures and his hands are
placing a crown on the head of each. Both these smaller figures wear
the sword encircled by a band, the symbol of temporal jurisdiction,
and carry the staff topped by a lily to show that they are princes
whose right to bear a crown has the sanction of the Church. They
have been identified as Landgrave Heinrich Raspe of Thiiringen and
Count William of Holland.

The imagery on this tomb slab amounts to a forceful assertion of
-the political claim of the Archbishop of Mainz to the right to crown

German kings. At the same time, it documents one of the most
dramatic phases in the struggle between the two universal powers,
pope and emperor, around the middle of the 13th century. At an
assembly convened in Vienna early in 1237, Emperor Frederick II
had his son Conrad, then aged only nine, elected king of Germany
and future emperor, and appointed the Archbishop of Mainz as
regent. In August 1241 Frederick’s implacable opponent, Pope
Gregory IX, who had excommunicated him for a second time in
1239, died. Although Archbishop Siegfried von Epstein had at first
refused to proclaim the ban of excommunication in Germany, he
changed his policy after the pope’s death and, in association with the
power-hungry Archbishop of Cologne, Konrad von Hochstaden,
brought the excommunication into force. Frederick was unable to
reach an accommodation with Pope Innocent IV, elected in 1243
following a lengthy interregnum. The forces opposed to the emperor
in the college of cardinals repeatedly gained the upper hand, so that
on July 12 1245, at a general council in Lyons, where the Pope had
fled to escape Frederick, events reached a decisive conclusion, the
deposing of the emperor. At the same time, all Frederick’s subjects
were released from their oaths of fealty.

Heinrich Raspe, who had been made regent after the defection of
the two ecclesiastical princes, began to waver after the election of
Innocent IV as pope and as early as the beginning of 1244 he
decided to transfer his allegiance to the papal party. In May 1246
Raspe was elected German king, the so-called anti-king, and for
accepting the throne received the sum of 25,000 silver marks from
the Pope. He was mocked as rex clericorum (the clerics’ king) and
no coronation was able to take place, since he died very soon after-
wards, on February 12 1247. His successor as anti-king, Count
William of Holland, was not able to extend his sway much beyond
part of the Rhineland territories.

Thus the funeral slab, originally no more than a cover for a tomb
chest, is here principally a declaration of the political claim asserted
by the archbishop in the context of the rivalry among the German
bishops for the right to crown monarchs.

The Tomb of Archbishop Uriel von Gemmingen

The Upper and Middle Rhine continued, long after the end of the 13th
century, to be regions where outstanding sculptors in stone were active.
In the field of funeral sculpture another notable tomb monument, also
in Mainz Cathedral, marks the end of the Late Gothic period. This is
the tomb of Archbishop Uriel von Gemmingen (see page 349), who
died in 1514. It is attributed to Hans Backoffen (ca. 1460/70-1519),
and must therefore have been created between 1514 and 1519.
Beneath the crucifix, which is attended by angels, stand, in bishop’s
vestments, the two principal saints of the bishopric, St. Boniface and
St. Martin. At the foot of the cross, under which can be seen a skull
from Mount Calvary, kneels the portrait-figure, gazing at the crucified
Christ. The tomb monument is no longer in its original location.
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Gothic Sculpture in Spain and
Portugal
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Castile and Ledn (13th—14th centuries)

Burgos Cathedral

The earliest Gothic sculpture in Castile resulted from direct contact
with contemporary French sculpture and modeled itself closely on it,
as can be seen from the south transept portal of Burgos Cathedral
from about 1235-40 (see opposite). The style of the tympanum and
archivolts derives directly from the sculpture of the west portal at
Amiens. The Christ in Majesty has so strong an affinity with the
“Beau-Dieu” there that its author must have been a leading sculptor
from that workshop. The success of this first Gothic figure portal in
Castile is vouched for by its successors. Despite its old-fashioned
iconography, based on Romanesque models, the tympanum was
imitated on the main portal of the collegiate church at nearby
Sasamén (ca. 1300) and on the center portal of the south transept of
Leé6n Cathedral (second half of the 13th century).

An important factor leading to the building of the new Gothic
cathedral at Burgos was the status of Bishop Mauricio at the court of
the Castilian king Ferdinand III (king 1217-52). Mauricio had been
entrusted by the king with the task of bringing his bride, Beatrice of
Hohenstaufen, to Castile, and it was he who married the royal couple
in the Romanesque cathedral in 1219. A gift from the king in grati-
tude for services rendered led to the laying of the foundation stone
for the new building in 1221. Important court ceremonies were held
at the cathedral, giving it the status of a court church, until, following
the reconquest of Seville in 1248, political interests shifted to the
dioceses in the re-Christianized south, and Burgos, the old caput
Castellae (capital of Castile), began to be overshadowed.

This loss of status stands in marked contrast to the iconography of
the extensive sculptural program on the extensions to the cathedral
between 1260 and 1270, in which the monarchy is a prominent
theme. There are series of kings in the gallery stories of the north and
west facades and fashionably dressed secular figures on the west
towers. Access from the south transept to the upper level of the two-
story cloister built at the same time is by a magnificent figure portal
adorned with the heraldic emblems of Castile-Le6n, whose complex
iconography serves to glorify the Castilian monarchy (see opposite,
top right). Placed in wall niches in the cloister are life-size statues of
bishops and kings, remarkably lifelike in appearance (see opposite,
bottom right). Next to the entrance, a royal bridal couple, who may
be identified as Ferdinand and Beatrice, commemorate the founding
of the new cathedral (see page 374, top center). The laying of the found-
ation stone is depicted on one of the corner pillars. As at Naumburg
and Meissen, and under similar historical circumstances, monumental
statues of founders or benefactors retrospectively document a position
of power or influence that in reality was under threat.

Although created by a workshop that had French experience to
draw on, the sculpture of this second building campaign shows
greater stylistic independence This applies also to the positioning of



























For the royal tombs in the Cistercian abbey of Poblet—developed
into a dynastic mausoleum by Pere IV (1336—87)—Aloi de Montbrai
from Flanders was engaged between 1337 and 1368. The local
sculptor Jaume Cascalls was appointed to assist him from 1347.In a
unique arrangement, two abnormally long sarcophagi lie, parallel to
the nave, on wide, flat arches spanning the distance between the
pillars of the crossing. On their sloping lids lie, one behind the other,
effigies of the monarchs and their wives (much repaired and
restored). Aloi or Cascalls was also responsible for the statues, now
vanished, of monarchs made for the royal palace at Barcelona, of
which one perhaps survives in the alabaster figure supposed to be of
Charlemagne in Gerona. Jaume Cascalls, recorded at Tarragona,
Barcelona, Poblet, Lleida, and elsewhere, is an example not only of
the mobility of these artists but also of their versatility: in 1352 he
painted the palace chapel in Barcelona and in 1361-64 he is recorded
as the master of the cathedral works in Lleida, where he founded an
important school of sculpture. In 1375 he was entrusted with
completion of the west portal of Tarragona Cathedral (see page 378,
right). However, the rather crude figures of three apostles and nine
prophets are probably by other members of his workshop.

Many local and foreign sculptors are recorded in Catalonia and
Aragon in the 15th century. Alongside Antoni Canet and Pere Oller,
who executed the alabaster altar in Vic Cathedral, 1420-26, Pere
Joan is an important representative of the kind of Late Gothic style
that reflects Burgundian-Flemish influence. His earliest known work
is the medallion of St. George on the facade of the Palau de la
Generalitat in Barcelona (1418). In 1426 he received from Arch-
bishop Dalmau de Mur the commission for the alabaster altarpiece of
the high altar of Tarragona Cathedral (1426-36). After De Mur was
transferred to Zaragoza, Pere Joan began in 1434 to work on the main
altar there, but completed only the predella before being summoned
to the court at Naples. The completion of the altarpiece, one of the
greatest Gothic altar works in alabaster, was placed in the hands of a
Swabian, Hans von Gmiind, recorded between 1467 and 1477.

Late Gothic Sculpture in Castile

From the second half of the 15th century, Castile once again took the
leading role with regard to sculpture. Prestigious commissions could be
obtained, owing to increasing demand for impressive display by the
court and aristocratic families and prelates who commemorated them-
selves by elaborate and costly tombs and church adornment. This final
flowering of the Gothic style occurs in the reigns of Juan II (1406-54),
Enrique IV (1454-74), and the Catholic Kings Isabella of Castile
(1474-1504) and Ferdinand of Aragon (1479-1512). Besides Valla-
dolid, the royal seats and the archiepiscopal cities, especially Toledo
and Burgos, became important centers. Over several generations,
masters from northern Europe settled and introduced Flamboyant
forms, sometimes supplementing these with elements from local
Mudéjar art (see pages 278-279).

Archival sources enable us to reconstruct the production of a
group of architects and sculptors from the north who were active in
Toledo after the middle of the century. The most prominent was
Anequin from Brussels, who as supervisor of building at the cathe-
dral between 1452 and 1465 directed the elaborate Puerta de los
Leones on the south transept, on which his brother Egas Cueman
worked as a sculptor. Egas, whose activity in Castile had begun in
1454 with the carving of the choir stalls for the cathedral at Cuenca
(today in the collegiate church of Belmonte), became one of the
leading sculptors in Toledo. Together with the architect Juan Guas
from Lyons he created a number of important works. Commissioned
by the cardinal and archbishop Pedro Gonzilez de Mendoza, he
worked in the 1480s with Guas on the altarscreen for the cathedral,
whose luxuriant Flamboyant architecture is complemented by a
wealth of figures and reliefs in alabaster. Presumably on the recom-
mendation of the Archbishop of Toledo, the same team was retained
to carry out the building and ornamentation of the Mendoza palace
(Palacio del Infantado) at Guadalajara, one of the chief works of
secular architecture of Castilian Late Gothic (see page 284).

It was also Juan Guas who produced the design for the building
and ornamentation of the monastery church of San Juan de los Reyes
in Toledo. Although documentary evidence is lacking, it is probable
that the ornamental and heraldic decoration, particularly the cycles
of figures in the interior, of extremely high quality, are largely the
work of Egas, especially as his son, the architect Enrique Egas, also
worked on the building from 1494.

Challenging commissions were offered for tombs of aristocratic
families at the abbey of Guadalupe, where Egas was repeatedly
engaged, for instance in 1467 to execute the tomb monument for
Alonso de Velasco and his wife, completed, after several changes of
design, in 1476. With this wall-niche tomb, which represents the
deceased in statues in the round, kneeling in prayer, a new type of
tomb monument was introduced that was to be widely imitated in
Castile, especially in court circles.

In Burgos the situation with regard to commissions was comparable
to that in Toledo. Whereas the building trade was virtually mono-
polized in the second half of the 15th century by Juan de Colonia,
originally from Cologne, and his son Simén, prestigious contracts for
sculpture went to Gil de Siloé, a native of the Lower Rhine or
Flanders. A respected citizen, he was in charge of a large workshop at
Burgos but also active in Valladolid. His earliest documented work is
the carved wooden altarpiece in the St. Anne Chapel in the cathedral
(1486-88), one of the earliest monumental sculpted altarpieces in
Castile. Two of Siloé’s main works were created between 1489 and
1499, under a contract from Isabella, for the church of the Carthusian
monastery of Miraflores near Burgos, built by Juan and Simén de
Colonia: the marble tomb monument of Juan II and his wife, which
belongs typologically and stylistically to the tradition of Burgundian
rulers’ tombs but is unique in having the form of an eight-pointed star
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Introduction

A clear definition of Gothic painting is difficult for two reasons: we
need to establish a clear difference between Gothic art and Renaissance
art and we also need to clarify the relationship between the art of Italy
and the art of northern Europe, particularly with respect to early
Netherlandish painting. As the differences between Gothic and the
earlier, Romanesque period are much easier to establish, we can focus
first on the main issue—how Gothic art relates to the art of the Renais-
sance. This should allow us to smooth out some of the inconsistencies
which always arise when juxtaposing the two periods. It should also
enable us to adopt a clear view of the art of the Italian 14th century, the
trecento, and so determine its relationship to the art of north European
painters from Jan van Eyck to Hieronymus Bosch.

Natural Space, Pictorial Space, and Everyday Life

A central problem in the issues mentioned above is the resemblance
of both form and motif to nature. The following quotation provides a
good starting point: “The high and the low, priests and people gather
to mock God become Man. Even worthless thieves join in taunting
Him. Many stand impudently before Him, raising their faces towards
Him, grinning and shouting. These cruelties are committed not
merely by ten or twenty, but by hundreds.”

These words, taken from a sermon of the early 15th century, are
typical of the medieval literature on Christ’s Passion. They are also
typical of the public perception of paintings, for they reappear time
and again in commissions concerning altarpieces and panel paintings.
The devout laity wanted to know more about the suffering and the
death of Christ than they could read in the Gospels. This desire “to
see as much as possible”—or, more accurately, this desire to see
things in the clearest possible detail—touched both on the reality of
the religious experience and on the closeness people felt it had to their
everyday lives. This integration into art of events from the present
demanded new ways of seeing, ways expressed in the development of
different forms and new motifs.

By examining the central period of Gothic painting, between 1250
and 1450, we can clearly illustrate the aesthetic and thematic reorien-
tation of early Netherlandish art, in particular the art of Jan van
Eyck. This new art fused in an utterly captivating way traditional
pictorial modes and the new demands of what a picture should repre-
sent. This development was encapsulated in the title of Hans Belting’s
book The Invention of the Picture, in which he described the conti-
nuity of the old functions of religious pictures as “a shell for a new
aesthetic.” Belting’s belief that a new formula for painting had been
found which completely determined the “European way of seeing” is
a useful tool for analyzing Netherlandish painting.

It should be borne in mind that early Franco-Flemish illumina-
tions, as well as the work of Robert Campin (the Master of Flémalle),
played a decisive part in this “invention.” Furthermore, Passion liter-
ature and stage design in the 14th century developed new forms of



group composition and pictorial narrative, so that Jan van Eyck or
Rogier van der Weyden could refer to ready-made models of spatial
composition and ways of seeing. It was the art historian Erwin
Panofsky who methodically analyzed these connections, and thus
placed the early Netherlandish painters firmly at the center of the art
of the Middle Ages.

An analysis of the works of Jan van Eyck and Rogier van der
Weyden is particularly interesting in this respect because it can help
determine whether the works spanning the period from Jan van Eyck
to Hieronymus Bosch belong to the Gothic or the Renaissance. The
formal language of Rogier van der Weyden—which borrowed from
van Eyck’s realistic aesthetic in order to develop a religious narrative
picture closely related to that of medieval Passion literature—
contributed most to the belief that early Netherlandish painting
belongs to the “Gothic camp” (even if scholars were not united in
their opinions). The “van der Weyden model” was even taken as the
aesthetic foundation for developments in late medieval painting in
northern Europe—in other words, for the entire 15th century. So
how are we to characterize Netherlandish painting in this era? The
answer to this question may be found by taking a closer look at the
development of Italian painting.

Hans Belting argues that the “invention of painting” occurred in
the Netherlands and Italy simultaneously but independently. But
there are a number of objections to this view. Certainly Nether-
landish naturalism is not compatible with Florentine experiments in
perspective, yet there are parallels between Giotto’s construction of
realistic space for his figures and the sense of space developed by
other painters of the trecento. The illusory opening on a painted
surface of a space in which dynamic figures could be placed and
seemingly three-dimensional objects created were preconditions for
Alberti’s view of nature based on the science of optics.

In his celebrated treatise on painting (1436), Alberti described a
technique for painting with centralized perspective, a key feature of
Renaissance art. But the mathematical calculations required for
constructing this perspective, which made the “new way of seeing”
possible, were due in large part to Giotto’s empirical research. Giotto
may well have posed the crucial question: how can one create the illu-
sion of three dimensions on a two-dimensional surface? Empirical
studies also played a prominent role for Jan van Eyck one hundred
years later. His solution for creating a three-dimensional depiction on
a flat surface was quite different, however. As Panofsky aptly put it,
he used light as though he were looking through both microscope
and telescope.

That same statement applies to Italian painters from Giotto to Fra
Angelico, and to Netherlands artists from Jan van Eyck to
Hieronymus Bosch: just as the Italians learned to paint in a medieval
style with a “modern” touch, so the north European artists of late
medieval paintings moved towards the modern—that is, towards
Renaissance painting.

Italy and Northern Europe

When we look at art in the years around 1300, we should be aware of
the significant differences that existed between Italy and northern
Europe. Only then can we appreciate the two broadly different
approaches to painting and so understand more clearly the various
developments that constitute “Gothic” art. The spatially accurate
depiction of objects, a major concern of painting between the 13th
and the 15th centuries, was not a matter that occupied only the Ital-
ians from Giotto. The French struggled with it too. Dagobert Frey
argued half a century ago that in view of their imposing cathedrals,
the French must have developed similar ideas about three-dimensional
space in order to represent objects or space realistically. The popular
sharp distinction between linear or “flat” Gothic painting in the north
of Europe, and three-dimensional space in Italian painting from
Giotto to the Early Renaissance is not therefore sound.

Both Giotto and the painters of the Parisian school of the 13th
and early 14th centuries took a three-dimensional representation of
the subject as their starting point; it was merely their concepts of
space that were different. The painters of the trecento and, later,
those of the Farly Renaissance tried to achieve a unified pictorial
representation, that is, they fused together the different parts of a
painting. French artists, however, whose aesthetic model influenced
the rest of northern Europe, tried rather to link all the different parts
of the picture together, as if space was assembled from discrete
images that could be set beside each other to form a scene (see
page 388). This characterization also applies, strictly speaking, to the
work of Jan van Eyck.

By describing these differing approaches to space as “simulta-
neous and successive,” Frey introduced an illuminating insight into
our understanding of this period. Frey’s idea that the French had been
made aware of spatial representation though the construction of their
cathedrals could also be true for Italian artists. The view that artistic
developments migrated in a direct line from south to north should
therefore be corrected. The figures concentrated around the center
(most often the keystone) of Gothic fan vaulting form a pictorial
unity which relies on an abstract linear system whose individual
motifs are combined in an almost Italianate manner. If certain
sections of Gothic fan vaulting could be described as pictures in the
widest sense, then we might be able to argue that the integration of
figures into pictorial space had already begun in northern Europe
when Giotto was at work in Italy.

Of course it cannot be denied that Italians provided other Euro-
peans with important models for painting their Gothic churches.
Italian painters of the trecento were at first concerned with an
adequate presentation of a subject within the context of the
building’s architecture. They wanted to draw the pious viewer into
the holy subject in order to establish a relationship between picture
and believer. The church provided a frame for the religious painting
in a literal and not just a symbolic sense.
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Though stained-glass windows are among the most beautiful and
fascinating products of medieval art, for a long time they were not
accorded anything like the same value as frescoes or panel paintings.
Creating monumental pictures from colored glass was not of course
an invention of the Gothic age. The origins of the technique go back
to late antiquity. The unique effect of stained glass is the result of the
translucency of its ground, the colored glass, while the actual paint
used for outlines, the black pigment, is opaque. Panel and fresco
painters of the Middle Ages, by contrast, laid paint on an opaque
ground and had to reproduce light through the use of gold or tones
lightened with white.

Like every artist, the glass painter began his work with the sketch,
which he worked out in accordance with the instructions of the client
and then submitted for approval. If the composition met the patron’s
wishes, work could begin on the painting proper. As the monk
Theophilus Presbyter reports in a treatise dating from the early 12th
century, glass painters first prepared wood panels onto which they
transferred the sketch at the actual size of the finished product. On
that they drew in the lines of the leading and fixed the colors of the
glass, which would be cut to measure according to this design, and
finally painted. Depending on the custom at the workshop, the glass
painters first painted either the contours or the liquid color for
glazing. The fall of drapery folds, faces, limbs, and objects were then
shaded to give form and depth.

Until around 1300, glass painters had only black or brown
grisaille available as paint. Then around that date, silver stain was
rediscovered by stained-glass painters in the milieu of the French
court (though it had long been known to Islamic artists). The use of
this new paint soon spread from France to neighboring areas such as
England and southwest Germany.

Once the pieces of glass making up a pane had been painted, they
were stacked in an oven and fired. This fixed the grisaille, which was
made of crushed glass and metal coloring additives (mostly forge
scale), onto the smooth surface of the glass. If the firing was
successful, the painting would be capable of resisting weathering for
centuries. Silver stain was an alloy of crushed silver and antimony to
which yellow ochre and water were added. It fused with the glass
during firing (it was always fixed to the back of the glass), staining it
yellow. This new shade of paint permitted two colors to be placed
side by side without the complication of cutting glass.

As soon as the pieces of glass were fired, they were laid out on the
workbench and leaded together on the wooden panel with the orig-
inal cartoon. This was done with cames, grooved strips of lead about
60 centimeters (2 feet) long with a profile of a sideways H. They were
produced by casting. In the 15th century improvements in their
manufacture allowed much longer cames to be produced, so that
larger shapes were possible. The cames, which were soft and easy to
adapt to the irregular shapes of the glass, were soldered together to
make a connecting web holding all the pieces of glass together.
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Gothic Goldwork
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In 1237, the French king Louis IX (1236-70) acquired from the Latin
Emperor of Constantinople, Baldwin II (1228-61), who had fallen
on hard times, one of the most important of Christian relics—Christ’s
crown of thorns. This and other relics were intended to demonstrate
to the world the exalted status of the French king among Christian
monarchs and the primacy of his people. What was effectively a huge
monumental shrine to house this treasure—the Ste.-Chapelle—
was erected near the royal palace on the fle de la Cité. Thanks to the
latest building technology, this remarkable building was constructed
in the record time of three to five years and consecrated in 1248 (see
pages 84-85). The cost, 40,000 pounds, was also something of a
record—but modest compared with the 100,000 pounds that the real
shrine inside cost. Made of gold and studded with precious stones,
it was placed on a raised platform of its own, beneath a canopy
behind the altar in the upper chapel. Here the still more precious
relics were housed.

As the actual shrine has vanished, we can get an impression of its
splendor only from contemporary shrines (even if they are less lavish)
such as the shrine of St. Elizabeth of Hungary in Marburg (see
opposite, top). It was with the lost shrine and its precious contents, as
well as further shrines nearby for the other relics, that the description
by the theologian Jean de Jandun in 1323 reached its climax in a
lyrical description of the upper chapel of the Ste.-Chapelle: “The
choice colors of the painting, the costly gilding of the carving, the
delicate translucency of the red glowing windows, the splendid altar
coverings, the miracle-working power of the sacred relics, and the
decoration of the shrines sparkling with their precious stones lend
this house of prayer such an intensity of adornment that on entering
one would think one had been transported to Heaven, setting foot in
one of the finest rooms of Paradise.”

The magnificence of the expensive, imperishable materials of the
shrines, the gold and silver and the precious stones to which were
attributed the same kind of virtus or healing power as the relics, is
embedded here in the setting of the heavenly Jerusalem as a location
in Paradise. In the Revelation of St. John (Chapter 21) this city is
described as being “like unto a stone most precious, even a jasper
clear as crystal,” while “the wall of it was of jasper. And the city was
pure gold like unto clear glass, and the foundation of the wall...
was garnished with all manner of precious stones... The twelve gates
were twelve pearls...”

This picture makes clear that shrines decked out at such great
expense were meant to be reflections of the heavenly city. Character-
istically, beneath one gable end the saint herself is shown passing
through the gates of Heaven. Gold and precious stones had always
been considered an especially suitable medium to represent the
imperishable, eternal body of the saints, already received in Paradise.

This is particularly evident in the large and commanding bust
reliquary of Charlemagne in Aachen (see opposite, bottom right).
Wearing the imperial crown, he is shown as the ideal courtly knight,

































Paten with Christ in Majesty
Liibeck (?), early 14th century
Silver and gilt. Diameter 16.5 cm
Liibeck, Sankt Annen Museum

The paten comes from the treasury of the
Marienkirche in Liibeck. If it is a product
of this wealthy Baltic city, it exemplifies

how quickly the translucent enamel
technique spread outside its birthplace in
France. A goldsmith, Johannes Gallicus,
is documented in the city in 1289, the
second name probably alluding to his
French origin. As the Hanseatic capital,
Liibeck was well placed to have passed
the technique onto Scandinavia as well.

cathedrals and monasteries likewise preserve very few or no pieces of
Gothic goldwork.

This is true even of such an important center of goldwork as
Cologne and of a city as rich as Liibeck, possibly the origin of a
particularly lovely paten in translucent enamel (see above, left).
Exquisite though it is, the paten provides small compensation for the
huge amount of goldwork that has been lost.

This great loss of work is in marked contrast to the variety of
surviving documentary sources relating to Gothic goldwork. Among
other things, these stress the high social status of goldsmiths, who in
this respect represented the top rank of craftsmen and artists. In prac-
tice, of course, the trade encompassed both the modest small-town
goldsmith and the city businessman who, thanks to his knowledge of
precious metals and coins, functioned as an important banker and
international wholesaler of precious metals, goldwork, and jewelry.
Overall, the high value which was accorded to the trade was based
not on the high degree of skill required, nor even on the value of the
materials used, but, above all, on the economic importance of the
trade for the cities in which it flourished. It comes as no surprise,
therefore, that goldsmiths might often attain the high rank of city
father or even mayor.

Having completed their years as apprentices and journeymen,
master goldsmiths settled in a city of their choice, setting up shop
with one or two associates and apprentices in close proximity to other
goldsmiths. Often they lived and worked in a well-placed street dedi-
cated to the trade (as in Cologne and Strasbourg), around the market
(as in Liibeck), or even on a bridge over a river (as in Paris). They
practised their trade in workshops that also served as salerooms, the
windows being symbolically left open so that the goldsmith’s honesty
in handling these costly materials could always be checked.

One such workshop is depicted in an engraving by the Bileam
Master showing Bishop Eligius, patron saint of goldsmiths, at work

Bileam Master

St. Eligius in his Workshop
Engraving, mid 15th century
Amsterdam, Rijksmuseum

(see above, right). The saint is seen sitting in the middle of his
workshop, hammering the cup of a chalice on an anvil. This is
one of the basic work techniques of goldsmiths, who were especially
adept at beating metal, as the virtuoso work on a typical piece
like the Goslar Mining Cup shows. Two apprentices are seated
on the right at a workbench, one stamping metal, the other
working on the buckle of a belt. The apprentice on the left in
front of the richly adorned furnace is pulling wire through a
perforated board.

As well as the city goldsmiths who were organized into guilds,
there were also craftsmen in the proximity of major courts who could
go about their business free of any guild ties. In France and the duchy
of Burgundy the most prominent of them, who created such expen-
sive enamelwork as the Golden Horse (see page 493) and the
St. Lambert Reliquary (see page 494), were granted the rank of valet
de chambre. This certainly was the case with Gérard Loyet, creator of
the St. Lambert Reliquary. In France, a female goldsmith, Marie la
Contesse, is also documented.

Precise dating and stylistic classification are very difficult in the
case of goldwork. One reason for this is that by tradition goldsmiths
trained in one city, traveled widely during their journeyman years,
and then settled in a second city. Another reason is the fact that
work in precious metals was often strongly influenced by the other
arts, and in particular by architecture, the art that determined the
artistic character of the whole age, so that there is often very little
stylistic continuity.

For the same reasons, the development of individual styles in
goldwork can be traced, if at all, only in the evolution of particular
forms and widespread types of product. Even so, it is precisely the
outstanding, and nowadays isolated, masterpieces that can be linked
with these. In many instances, unfortunately, all we can note is the
development of parallel features in architecture, sculpture, and
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Glossary

abacus (pl. abaci) a flat slab that forms
the top of a column’s capital

acanthus stylized leaf ornament based on
a type of thistle; used notably on the
capital of a Corinthian column

aedicule an architectural surround,
usually consisting of two columns
supporting a pediment, or framing a
niche or opening

aisle in a church, a passage running
alongside the nave and separated from
it by a row of columns or piers

alcdzar (Sp.) a fortified castle, mostly in
the form of a closed four-winged
structure

alfarje (Arabic) in Spanish and Islamic
architecture, an open, mostly trough-
shaped, wooden ceiling with flat
ornamentation

allure a walkway, especially one around
the parapet of a castle or the roof of a
church

ambo a raised lectern or pulpit that
stands in the nave of a church, usually
next to the choirscreen

ambulatory a passage that runs around
the apse of a church; in French Gothic,
the ambulatories are round or polygonal,
in English Gothic, they are often
rectangular (they are seldom a feature of
German Gothic)

antependium a covering for the front of
an altar

apse semicircular or polygonal extension
to a church building, usually at the east
end of the choir

aquamanile small pitcher for the water
used to wash the priest’s hands during
Mass

arcade a series of arches supported by
columns or piers; a blind arcade is set
into the surface of a wall

arch a structural device, usually of
masonry, that forms the curved or
pointed top of an opening (such as a door
or window) or support (such as a bridge).
Arches carry the thrust of the
construction above them to columns of
piers that form their support. See page
26 (bottom left)

architrave in classical architecture, the
horizontal stone lintel extending from
one column to another, carrying the
frieze and cornice of an entablature;
generally, a molded frame around a door,
window, arch, etc

archivolt the continuous molding curving
around the inner surface of an arch

armillary sphere a celestial globe made
up of metal bands representing the paths
of the planets

artesonado (Sp.) in Islamic-inspired
Spanish architecture, a decorative
wooden ceiling, sometimes painted as
well as carved. See pages 278-279

attic in classical architecture, the story
above the main cornice of a building; it
sometimes hides the base of the roof and
can take the form of a low story

azulejo (Sp.) painted and glazed wall
and floor tiles. See pages 278279

Babylonian Captivity the period
(1309-77) when the papacy, then under
French domination, was in Avignon in
France. The end of the Babylonian
Captivity marked the beginning of the
Great Schism.

baldachin a free-standing fabric canopy
supported by columns; often placed over
a religious object such as a tabernacle
shrine or carried in church processions

baluster one of the small posts or pillars,
usually with a molded shaft, that support
arail

banderole a long narrow banner or
streamer, usually one on which a brief
text is written

baptistery part of a church (often
detached) in which baptisms are
performed; they are mostly round or
octagonal in plan

barrel vault a vault with semicircular
cross-section

base molded foot of a pillar or column
providing the transition from the plinth
to the shaft

basilica originally a Roman hall for
markets or a court; in Christian
architecture, a church with side aisles
(separated from the nave by columns)
and a high row of windows (the
clerestory) above the aisles

basket arch a shallow arch shaped like
the handle of a basket with the two side
curves flattening out to form the segment
of a much larger circle. See page 26
{bottom lett)

bas-relief a sculptured relief in which the
design stands out only a little from the
background; low relief

basse-taille a form of enameling in
which a design cut into the metal base is
visible through the translucent enamel

bastion a rampart or bulwark projecting
from the corner of a fortified building

bay one of the major regular divisions of
a building defined by such features as
windows, arches, columns, etc

bead moulding molding resembling a
string of beads, used, for example, on
cornices or the base of columns

bevel a sloping surface, usually on an
edge

Black Death an outbreak of bubonic
plague that ravaged Europe 1347-1351.
Originating in China, it was spread by
trade routes, reaching the Black Sea in
1347 and then spreading rapidly to Italy,
France, and other parts of Europe. It is
thought that at least a quarter of
Europe’s population died, though in
some regions the death rate may have
reached three-quarters of the population.
The Black Death had a profound effect
on the social, religious, and economic life
of the period.

boss a projecting keystone, usually
painted or carved, that forms the meeting
point of the ribs of a vault

buttress a vertical structure of stone or
brick that supports a wall, counteracting
the lateral thrust of an arch, roof, or
vault

calotte a dome or vault with a
semicircular cross-section and no drum

cameo a precious or semi-precious stone
engraved with a design cut in relief,
usually in a stone which has different
colored layers

campanile a bell tower, usually standing
separate from the main building (usually
a church)

capital the molded or carved top of a
column or pier that acts as the mediaror
between the column and the load it
supports; usually decorated

cavetto a concave molding profile,
approximately a quarter-circle in section

centrally planned building a building
that is round, polygonal, or built over the
arms of a cross of equal length

chalice a cup, usually made of precious
metals and finely decorated, used for the
consecrated wine during the eucharistic
service

champlevé form of enameling in which
the enamel fills cuts in a metal surface

chantry chapel in Fnglish churches, a
chapel for celebrating Masses for the
dead

chapel a small separate place for
worship, either part of a large church or a
separate building



chapter house in English cathedrals and
monasteries, a room or hall for meetings
of the chapter (governing body); usually
polygonal or round in plan

chevet largely in French architecture, the
east end of a church formed by the apse,
ambulatory, and chapels

choirscreen in a church, the partition,
made of wood or stone and often
decorated with carving, that separates
the space of the clergy (chancel) from
that of the laity (nave)

choir the part of a church where services
are sung; the eastern arm of a church,
especially the area between the crossing
and the apse

church types basilica (see above and
page 18); hall and stepped hall (see page
19); two-celled or aisleless (see page 19,
bottom left); centrally planned (see page
20, left)

ciborium an ornamental receptacle,
usually of precious metals, for holding
the Eucharist; a canopied shrine where
the Eucharist is kept

clerestory the topmost story of a nave
wall, pierced by windows

cloisonné form of enameling in which
the enamel fills cells whose walls are thin
strips of metal

cloister in a monastery, a quadrangular
space surrounded by roofed or vaulred
passages that link the church with the
domestic areas; the inner walls of the
passages open onto the quadrangle
through colonnades

close the precinct or grounds of an
English cathedral

coffering form of wall, ceiling, or vault
decoration consisting of sunken
ornamental panels, usually square or
polygonal

colonnade sequence of columns
supporting arches or entablature

colossal order (or monumental order)
an architectural order in which columns
or pilasters rise through several stories

column a vertical structural member
having a circular cross-section and
usually consisting of a base, a long shaft
(often slightly tapered at the top and
bottomy}, and a capital

compound pier a pier formed by a
bundle of shafts or by a solid core
surrounded by attached or detached
columns

conch a semicircular apse, usually
surmounted by a half-dome

contrapposto in art, a pose in which the
upper part of the body turns in a direction
opposite to that of the lower half

coping course of stone capping along a
wall or other feature

corbel a projecting block of masonry
(often carved with plant motifs or a head)
on which a beam, arch, or statue rests

cornice a molded horizontal ledge along
the top of a building or wall; a decorative
molding between wall and roof

course continuous layer of stone or brick
inawall

crocket carved Gothic ornament
resembling various leaf shapes, usually
found on pinnacles, gables, etc. See
page 24

crossing in a church, the central space at
the intersection of the nave and transepts;
the crossing is usually surmounted by a
tower or dome

crypt a chamber or vault under a church,
usually at the east end and often
containing graves or relics

cusp a projecting point at the
intersection of arcs in the tracery of
Gothic windows and arches; the cusps
define the foils (see below)

Decorated style the second major style of
Gothic architecture in England,

ca. 12401330, coming after Early Gothic.
1tis noted in particular for the development
of ornate tracery and the use of ogee
arches. It was followed by Perpendicular
(see below).

diaper work surface decoration
consisting of repeated lozenges or
squares

Diodletian window (or thermal window)
a semicircular window divided into three
sections by vertical mullions

dissolution of the monasteries the
appropriation of the property and
possessions of the English and Welsh
monasteries 1536-1540 by Henry VIIL
It was meant both to weaken the power
of the Church and to replenish the
treasury; much of the property went to
the aristocracy and gentry.

dome a convex roof, usually
hemispherical, spanning round, square,
or polygonal spaces

donjon the central fortified tower of a
castle where the lord and his family lived;
a keep

dormer window a vertical window
projecting from a sloping roof

drum the cylindrical or polygonal base of
adome

dwarf gallery a small arcaded passage on
the outside of a church, (especially in
Romanesque architecture

Early English the first major style of
Gotbhic architecture in England,
ca. 1170-1240

eclecticism the mixing of various
historical architectural styles

Elector one of the German princes who
elected the emperor of the Holy Roman
Empire. From the middle of the 14th
century there were seven Electors: the
king of Bohemia, the duke of Saxony, the
count Palatine of the Rhine, the margrave
of Brandenburg, and the archbishops of
Mainz, Trier, and Cologne.

en-délit column a column whose
“grain” runs vertically rather than
horizontally; in early Gothic architecrure
columns constructed en délit were
usually responds not bonded into the
wall

enfeu (Fr.) set in a niche; used especially
of a tomb set in a niche in a church wall

engaged column a column attached to the
pier or wall behind it

entablature in classical architecture, the
three horizontal members (architrave,
frieze, and cornice) supported by
columns

exvoto (of a gift} done in fulfilment of a
vow, usually because a prayer has been
answered; a votive image

fagade the front or principal face of a
building, especially one elaborately
constructed; a blind fagade is a fagade
that is purely decorative and does not
relate to the structure of the building

fan vault an English form of vault in
which ribs spread out from their corbels
to form a fan-like design. The ribs are
decorative rather than structural, each
fan being a solid semi-cone with concave
sides.

fief in medieval law, the lands granted
by a lord to a vassal in return for the
homage the vassal paid to the lord

finial a carved decoration that crowns
pinnacles, gables, bench-ends, etc; in
Gothic architecture, these were usually
in the form of stylized leaves

flagellants religious brotherhoods of
men and women who whipped
themselves, usually in public processions,
as a spiritual discipline or as penance for
their own sins or the sins of the world

Flamboyant or style flasnboyant (Fr.)
the last major style of French Gothic
architecture, so called because of its
highly elaborate “flame-like” tracery.
It followed Rayonnant (see below).

fluting narrow vertical grooves in the
shaft of a column or pilaster

flying buttress an arched buttress that
carries the thrust of a wall to a vertical
buttress (usually it carries the thrust of
the nave vault across the aisle roof to the
outer buttress)

foil in tracery, a lobe or leaf-shape
formed by cusps; a trefoil is composed of
three foils, a quatrefoil of four foils

fresco wall painting technique in which
pigments are applied to wet plaster; the
pigments bind with the drying plaster to
form a highly durable image

frieze a horizontal band of architectural
decoration; in a classical entablature, the
horizontal member band between the
architrave and the cornice

gable the end wall of a pitched roof or
similar architectural form, usually
triangular but sometimes stepped or
arched. A gable may be used purely
decoratively, as, for example, over the
portal of a Gothic cathedral, where it
often contains sculptural decoration.
See page 26 (bottom right}

gallery originally a covered passage open
at the side; in a castle, a long ceremonial
hall; in a church, a balcony for separating
specific groups (the court, women}
during a service

gild to cover with a thin layer of gold

gisant (Fr.) a tomb effigy depicting the
deceased person as a corpse

Gothic Revival (or Neo-Gothic) a 19th-
century revival of the Gothic style in
architecture and design

Great Schism a split in the Church,
1378-1417, when there were two lines of
papal succession, one in Rome and one
(of the so-called antipopes) in Avignon in
France. The Great Schism was preceded
by the so-called Babylonian Caprtivity,
when the papacy resided in Avignon.

Greek cross cross with arms of equal length

grisaille monochrome painting, often
intended to look like sculpture

groin vault a vault formed by the
intersection at right angles of two barrel
vaults

Guelfs and Ghibellines, in medieval
Germany and Italy, the two rival factions
in the struggle for power in the Holy
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Roman Empire. The conflict began in
Germany in the 12th century with
disputes between two ruling families: the
Welfs (known in [talian as Guelfs) and
the Hohenstaufen (known in Iralian as
the Ghibellines). The conflict spread to
Italy, where the Guelfs supported the
pope’s claim to power and the
Ghibellines supported the Holy Roman
Emperor’s claim to sovereignty.

hall church a church in which the nave
and aisles are of the same (or nearly the
same) height; particularly common in
German Gothic. See page 19

header in a wall, a stone or brick laid so
that only its end is visible (in contrast to a
stretcher)

helm roof a spire having four or more
inclined faces rising above gables. See
page 25

hipped roof a roof with sloping rather
than vertical ends; a false hipped roof has
a half sloping, half vertical end. See page
26 (bottom right)

Holy Roman (German) Empire political
body embracing most of central Furope
which played a major role in medieval
and Renaissance politics. Founded by
Charlemagne, and modeled on the
Roman empire, it effectively came into
existence with the crowing of Otto Lin
962. The emperor was usually the
dominant German prince, elected by
other German princes, the Electors (see
above). By the middle of the 13th century
the empire embraced all the German
states, Austria, Switzerland, eastern areas
of France, north and central Italy, the
Netherlands, and Bohemia (now the
Czech Republic and Slovakia).

horseshoe arch an arch that forms a
bulbous horseshoe shape, found mostly
in Islamic architecture

iconography the set of symbols on which
a given art work is based

imitatio (Lat.) in classical rhetoric, the
imitation of worthy models

impost a stone slab at the top of a column
or pillar or imbedded in a wall, on which
an arch rests

Inquisition a tribunal set up by the
Church to suppress heresy. It was
formally inaugurated in 1231, when
Pope Gregory established a commission
to investigate heresy among the Cathars
of southern France. The Spanish
Inquisition was founded by Ferdinand
and Isabella of Spain in 1478. Effectively
a branch of government, and largely
independent of the papacy, it played a
leading role in the persecution of
converted Jews and Moors about whose
Christianity there was no doublt.
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intarsia a form of furniture decoration
in which images are created using thin
veneers of different colored woods and
sometimes ivory and mother of pearl.
It was used on wall paneling, cabinet
doors, etc.

Isabelline style late Gothic architectural
and decorative style in Spain during the
second half of the 15th century (named
after the Spanish Queen Isabella I)

key stone central stone in an arch or
vault, sometimes sculpted

Lady chapel in English churches, a chapel
dedicated to the Virgin

lancet window slender window ending in
a pointed arch

lantern a windowed turret set on a dome
or roof; used to provide light to the area
below

Latin cross a cross whose main
longitudinal arm is longer than the
transverse arms

liberal arts the seven main subjects in
medieval education, in contrast to the
manual crafts: Latin (grammar), logic
{dialectic), and rhetoric (trivium),
together with geometry, arithmetic,
music, and astronomy (quadrivium)

lierne in a vault, a short rib linking other
ribs and not linked to any of the
springing points or the central boss

light in a large window, the areas
between the mullions

loggia a colonnaded gallery or porch
open on one or more sides; a loggia can
be part of the ground floor or upper story
of a building, or stand as an independent
structure

longitudinal ridge rib supporting rib
running the length of a vaulted ceiling

lucarne a small window or opening in a
roof or spire

lunette a flat semicircular area, usually
built above doors or windows; any
semicircular or crescent-shaped area

Maesta (It.) a picture showing the
Virgin enthroned

mandorla in religious images, an
almond-shaped area of light surrounding
a holy figure, especially Christ or the
Virgin

Manueline a late Gothic and early
Renaissance decorative style in Portugal
in the early 16th century (named after
Manuel I)

martyrium the tomb of a martyr; a
church built on the site of a martyr’s
death

mensa (Lat.) altar table

mezzanine a low story between two
higher ones

mibrab (Arabic) a prayer niche in a
mosque indicating the direction of Mecca

mimbar or minbar (Arabic) the high
pulpit in a mosque

minaret in a mosque, a tall slender tower
from which the call to prayer is given

monastery the complex of buildings used
by a community of monks. Among the
main elements of the complex are the
church, cloister, chapter house (used by
the governing body), refectory (dinning
room), and dormitory (sleeping quarters).

monks’ choir a separate space in a
monastery church reserved for the
monks, usually equipped with choirstalls
(carved seats)

monolith a column, pillar, etc cut from a
single block of stone

monstrance a vessel, usually ornate and
made of precious metals, for exhibiting
the Eucharist during Mass

mozarabic Spanish style of art and
architecture influenced by Islamic styles

mudéjar (Arabic) Spanish style of
decorative art based on the imitation of
Islamic forms. See pages 278279

mullion an upright support separating
the main panels of a large window

multifoil a form of tracery consisting of
multiple foils

mur épais (Fr.) a thick wall, a
characteristic feature of Romanesque
architecture; mur épais évidé a thick wall
hollowed out with passages

narthex the large porch or vestibule
across the main (west) entrance to a
medieval churches

nave the central space of a church that
extends from the west portal to the choir
or chancel usually flanked by aisles

nimbus in the visual arts, a disc or halo,
usually depicted as golden, placed behind
the head of a holy person

nodding ogee an ogee arch that projects
outwards from a surface, forming a
shallow canopy

obelisk a four-sided column tapering to a
pyramid or cone

octagon an eight-sided building or
ground plan

oculus (pl. oculi) a round window opening

" off-set on the outside of a church, a

sloping area of wall that helps to du icct
rainwater from the walls below

ogee a molding with an S-shaped
convex-concave profile

ogee arch (or keel arch) an arch formed
by four curves, the two convex curves
below becoming concave curves that
meet in a sharp point

openwork a pierced surface or wall made
up of finely carved tracery (for example,
openwork spire of German Gothic
churches)

oratory a small private chapel; a church
of the Oration Order

palace the official residence of a ruler or
bishop; especially in Italy, a stately civic
building or private residence

Palas (Ger.) one of the main building of a
medieval castle, usually containing the
ceremonial hall

Palladian the style of the Italian architect
Andrea Palladio (1508-80), who
developed an austere form of classicism
derived from classical Roman
architecture

palmette a decorative motif consisting of
a stylized palm leaf

pantile a roofing tile with the profile of a
flattened S (so that the tiles interlock)

parvise an enclosed courtyard or space in
front of a church

paraments ecclesiastical hangings or
vestments

paten a small plate of precious metal
used to hold the eucharistic host during
Mass

patio in Spanish architecture, an inner
courtyard

pendentive a curving and concave
triangular section of vaulting linking a
dome to the square base on which it rests

pergola a passageway covered by trellis
on which climbing plants are grown

Perpendicular the last of the three major
styles of Gothic architecture in England,
ca. 1330-1530. It is characterized by
comparatively simple decoration and
soaring vertical lines, hence its name. It
was preceded by the Decorated style (see
above).



perron an external platform reached by
steps and leading to the main entrance to
a building

perspective the method of representing
three-dimensional space on a flat surface.
There are several ways of achieving such
a sense of depth. Among the most
elementary are the use of overlapping
(one object being placed behind another),
and scale (near objects depicted larger
than distant ones). In aerial perspective
distant scenes are painted in lighter tones
and less intense colors, and with less
clarity.

In Western art since the Renaissance,
the most important form of perspective
has been linear perspective, in which the
real or suggested lines of objects converge
on a vanishing point {or points) on the
horizon. This method was developed into
a formal system in Italy during the early
years of the 15th century, though an
empirical sense of linear perspective had
developed in Italy and northern Europe
during the late Middle Ages.

piano nobile (Ital.) the main first floor in
a large house, specifically an Italian
palace

pier a large, solid, and free-standing
support, usually square or round in
section. See compound pier (above)

pier church an aisleless church in which
the piers are built into the nave walls;
chapels were sometimes built between
the piers

pilaster a rectangular column set into a
wall, usually a decorative rather than
structural feature

pilier cantonné (Fr.) a pier consisting of a
cylindrical core with four engaged
columns

pillar a vertical load-bearing member;
unlike a column, a pillar does not have to
have a base and capital and can be
square, rectangular, or polygonal in
section as well as round

pinnacle a small turret-like architectural
feature, often richly ornamented, that
crowns parapets, pediments above
windows or doors, flying buttresses,
spires, etc

pitched roof a roof with gables at both
end. See page 26 (bottom right)

Plateresque a highly ornate style of
architectural decoration that flourished
in Spain during the late 15th and early 16
centuries

plinth the square or molded slab under
the base of a pillar or column; any solid
base

ploughshare twist a twisted vault surface
created by having the diagonal and the
wall rib spring from differing heights

portico a porch or walkway supported
by columns; the covered entranceto a
building

predella the platform on which an altar
or shrine stands; a painting or carving
placed beneath the main scenes or panels
of an altarpiece. Long and narrow,
painted predellas usually depicted several
scenes from a narrative.

presbytery an area of a church to the east
of the choir reserved for the clergy

pyx a vessel in which the eucharistic host
is kept

quatrefoil a form of tracery made up of
four foils (see foil, above)

quattrocento the 15th century in [talian
art. The term is often used of the new
style of art that was characteristic of the
Farly Renaissance, in particular works by
Masaccio, Brunelleschi, Donatello,
Botticelli, Fra Angelico, and others. It
was preceded by the Trecento.

radiating chapels chapels situated on the
ambulatory of a semicircular or
polygonal choir

Rayonnant or style rayonnant (Fr.) style
of Gothic architecture flourishing in
France from the mid 13th century to the
mid 14th century, characterized by
greater use of stained glass and by the
“radiating” tracery of its rose windows
(hence the name). The Ste.-Chapelle in
Paris is the leading example of the style.
It was the second major form of French
Gothic, and was followed by Flamboyant
(see above).

Reconquista (Sp.) the gradual reconquest
by Christian forces of the Spanish and
Portuguese kingdoms held by the Moors,
who had conquered much of the Iberian
peninsula in the early 8th century. The
Reconquista finally came to an end in
1492, when the Moors lost Granada.

refectory a dining hall

Reformation 16th-century movement
that began as a search for reform within
the Roman Catholic Church and led to
the establishment of Protestantism. This
split in Western Christendom had
profound political consequences, with
the whole of Furope dividing into
opposed and often hostile camps. Among
the Reformation’s leading figures were
Jan Hus, Martin Luther, and John
Calvin.

reliquary a container (often richly
decorated) for sacred relics, usually parts
of a saint’s body

respond a half-pillar or column attached
to a wall which supports one end of an
arch or the ribs of a vault

retable a painting or sculpted panel
behind an altar

reticulated vault late Gothic form of
vault in which the ribs form a lattice.
See page 22 (bottom left)

retrochoir in a large church, the area of
choir that stands behind the high altar

rib the slender stone or brick arches that
form the structural skeleton of a vault.
Though structural, ribs became an
increasingly important element of the
decorative scheme of a church, with
highly complex patterns developing.

See pages 22 and 23 (top)

ribbed vault a vault in which the thrust is
carried entirely by a framework of
diagonal ribs. See page 22

ridge turret small tower on the ridge of a
roof

riser {in a sraircase ) the upright face of a
step

ronde-bosse (or encrusted enamel) form
of enameling in which opaque enamel is
applied to a three-dimensional object

roodscreen in a church, a screen dividing
the chancel (for the clergy) and the nave
{for the laity); surmounted by a cross
(rood), it was often richly decorated with
carvings and paintings and sometimes
used as a singers’ gallery

rose window a circular window, usually
large, filled with tracery

rubble work masonry consisting of
rough-hewn or undressed stone

rubble-filled wall wall consisting of
rubble and mortar between regularly
built external layers of wall

rustication stonework in which large
square blocks are used, usually with their
outer surfaces deliberately left rough-
hewn; the intended effect is of
massiveness and strength

sacristy a side room of a church where a
priest puts on his vestments and where
the sacred vessels and vestments are kept

saddleback roof a pitched roof when
used over a tower

sanctuary the area around the main altar
of a church

scholastisicm the method and doctrine
of medieval teachers. As a method,
scholasticism refers to the detailed
analysis of texts by a strictly logical

process of question and answer. As a
body of doctrine, scholasticism refers to
the theology, law, philosophy, and
medicine taught in medieval institutions.
Much of this was a reinterpretation of
the Greek philosopher Aristotle in
Christian terms, with intellect made
subordinate to faith

seneschal in a large medieval household,
the official in charge of domestic
arrangements, in particular the work of
the servants

shaft ring ring-shaped reinforcement on
a column shaft; in Gothic architecture
often used on responds

soffit the underside of an arch, cornice,
or other architectural element

spandrel the approximartely triangular
area between the outer edge of an arch
and its rectangular framework or
molding

spire a tall conical or pyramidal roof on
a church tower or turret. See pages 24
and 25

springing the point from which an arch
or vault rib springs from its support

squinch a corner arch that forms the
transition from a square base to a round
dome or polygonal spire

stellar vault late Gothic vault shape in
which the ribs (specifically the liernes)
form a star shape. See pages 22 and 23

stepped gable (or crow-stepped gable)
a gable with stepped sides. See page 26
{bottom right)

stepped hall a hall church in which the
aisles are not quite as high as the nave.
See church types, page 19

stiff leaf a carved decoration consisting of
stiff curling leaves, used on capitals,
bosses, corbels, etc, especially in English
Gothic

stonemasons’ lodge an organisation of
craftsmen and architects formed to
organize the construction of a medieval

church

stretcher in a wall, a stone or brick laid
so that its long side is visible and parallel
to the wall line (in contrast to a header)

stringcourse a horizontal stone molding
along a wall that separates one register
from another

stucco a protective coat of coarse plaster
applied to external walls; molded plaster

decorations, usually interior

style rayonnant See Rayonnant
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syncopated arcading double layers of
blind arcading set so that the columns of
the front arcade stand in the middle of
the arches behind

tabernacle a small canopied recess or
container in which the Eucharist or a
holy relic is kept

tas-de-charge (Fr.) the stones forming the
lowest course of Gothic vaulting ribs; the
system of interlocking stones between the
springing of the vault ribs and the point
where the individual ribs separate. See
page 155 (top left)

tension rod metal or wood rod used to
give a structure greater strength

tierceron in a Gothic vault, the decorative
ribs springing from the corners of a bay

timber framing method of construction
in which a building’s framework is made
entirely of wooden posts, beams, and
braces, etc., the spaces between being
filled with clay, lath and plaster, bricks,
etc. See pages 27 and 231

torus (pl. tori) a large convex molding at
the base of a column

tower fagade a fagade with one or more
towers

tracery in architecture, decorative work
consisting of interlaced or branching
lines, usually found in the upper parts of
windows (in stone) but also (in wood) on
screens, panels, and doors. Elaborate
tracery was a characteristic feature of
Gothic architecture and the forms of
tracery are sometimes used to identify

a style. See page 23 (bottom)
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transenna window a window opening
filled with an openwork screen or lattice

transept the part of a cross-shaped
church at right angles to the nave, the
intersection of nave and transept forming
the crossing

transubstantiation the transformation of
bread and wine into the body and blood
of Christ during the Mass

trecento the 14th century in Italian art.
This period is often considered the
“proto-Renaissance,” when writers and
artists laid the foundation for the
development of the early Renaissance in
the next century (the Quattrocento).
Outstanding figures of the Trecento
include Giotto, Duccio, Simone Martini,
the Lorenzetti brothers, and the Pisano
family of sculptors.

trefoil a form of tracery consisting of
three foils. See foil (above)

triforium an arcaded wall-passage or
blind arcade that forms the middle story
of the elevation of a Gothic church,
between the arcade (and gallery) and the
clerestory. See page 18

triumphal arch in classical architecture a
monumental arch honoring an emperor
or battle, usually consisting of a main
arch framed by two smaller arches

trompe-Poeil (Fr.) an illusionistic painting
which through various naturalistic
devices creates the illusion that the
objects depicted are actually there

trumeau the post or mullion forming the
middle support of a portal’s tympanum

Tudor arch a shallow arch in which the
corners are formed by quarter-circles
and the central section by straight lines
that meet in a low point (typical of
16th-century English architecture)

tympanum in medieval architecture, the
semicircular area over a door’s lintel,
enclosed by an arch, and often decorated
with sculpture or mosaic

typology the drawing of parallels between
the Old Testament and the New, based on
the assumption that Old Testament figures
and events prefigure those in the New (for
example the story of Jonah and the whale
prefigures Christ’s death and resurrection)

vanitas a painting that acts as a reminder
of the inevitability of death or the futility
of earthly ambitions and achievements

vault any stone roof based on the
principle of the arch. The development of
the vault, which became increasingly
complex in structure, played a key role in
the development of Gothic architecture.
See pages 22-23

vault cells (or vault webs) the non-load-
bearing areas between the ribs of a vault

veduta, (pl. vedute) (It.) a
topographically correct view of a city or
landscape

vesica tracery motif in the form of an
oval with pointed head and foot

vestibule entrance hall
villa a residence in the country (in Italy);

villas acquired palace-like characteristics
from the Renaissance onwards

voussoirs the wedge-shaped stones
forming an arch or rib

wall arch an arch on the wall or window
side of a vault

waterspout a waterpipe, often decorated
figuratively, for draining rainwater from
aroof. See page 24 (bottom left)

web rhe stone infill between the ribs of a
vault

westwork the west end of a Carolingian
or Romanesque church, consisting
typically of an entrance hall and, above,
a room that opens onto the nave and a
small chapel; the fagade was often
flanked by towers

wheel window a circular window whose
radial tracery creates a wheel-like
appearance

winged altarpiece an altarpiece, usually
consisting of sculpture and painting, in
which the middle section has been given
wings that open and close. A winged
altarpiece may have several pairs of
wings which can be opened and closed
in varjous combinations.

yeseria Moorish plasterwork
decoration. See pages 278-279
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Note: Until the mid 15th century the
forenames of persons are generally used
as the headword; the exception is names
which are clearly recognisable as family
names as well as forms in common use,
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Albert of Bremen 238

Alberti, Florentine family 246

Alberti, Leon Battista 260, 387,450

Albertus Magnus 15,439,485

Albrecht I of Habsburg 477

Albrecht 1T of Hohenberg 240
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Bernward of Hildesheim 489, 498

Berruguete, Pedro 457,459

Bertram, Master 392,432-36,438-40

Bianca Sforza 227
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393,404, 432, 434, 455

Charles 1V, French king 320-21

Charles V, Emperor 243, 288, 296

Charles V, French king 167, 393, 460

Charles VI, French king 166-67, 396,
479,490

Charles VII, French king 167, 464

Charles the Bald, Emperor 31, 301

Charles the Bold, Duke of Burgundy 183,
418,454, 490, 494-95

Charles de Bourbon 483
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Frederick I Barbarossa, Emperor 206

Frederick II, Emperor 243, 248-49, 322,
340, 347

Frederick I, Emperor 227

Froment, Nicolas 398-401
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Gaddi, Taddeo 390-91, 443-44, 454

Galileo 12

Gallego, Fernando 459

Garcia, Pedro 276

Garcia Fernandez de Matienzo 281

Gauches de Reims 88

Gaudi, Antonio 267

Gautier de Varinfroy 88, 154, 157

Geoffrey of Anjou 35

Geoffrey of Noiers 126

Geoffroy Le Faé 477
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Gerhard von Berge 489

Germanus, Bishop of Paris 306

Gervase of Canterbury 123

Ghiberti, Lorenzo 329, 331

Ghirlandaio, Domenico 401, 418-19

Giacomo da Bologna 465

Gil de Albornoz 378

Gil de Siloé 282-83, 384

Ginevra d’Este 452,455

Giotto 17, 244, 246, 254-57, 329, 331,
387-88, 390-91, 402, 434, 440-44,
446,449-50, 454-55, 464,484

Giovanni da Milano 450

Giovanni de’ Grassi 46465

Giovanni di Gaibana 466

Girart de Roussillon 155

Godefroy, Denis 400

Gongalo Pereira 384

Granyer, Dominec 268

Greco, El (Domenikos Theotocopoulos)
457

Gregory IX, Pope 117, 347

Gregory the Great, Pope 489

Gualo, Bishop 95

Guas, Juan (Jean Wast) 281, 284-85, 381

Guidobaldo da Montefeltro 459

Guillaume de Braye 326-27

Guillem Metge 26768

Guy de Dammartin 167

Halspach, Jérg von 215-16

Hanequin from Brussels 280, 381

Hans Jakob von FEttlingen 232

Hans of Cologne (Juan de Colonia) 227,
280-81, 384

Hans von Lafferde 491

Hardouin-Mansart, Jules 160

Heinrich I1I Fabri 359

Heinrich Frauenlob 466

Heinrich Raspe of Thiiringen 347

Heinrich von Virneburg 491

Héloise 10

Hemmel of Audlau, Peter 480

Henri de Fauran 270, 272-73

Henri Sanglier 308

Henry II (Plantagenet), English king
34-35,78,118, 123

Henry III, English king 95, 118, 136, 150,
404

Henry V, English king 412

Henry VI, English king 148, 150

Henry VII, Emperor 327

Henry VII, English king 118, 148, 150

Henry VIII, English king 118

Henry of Blois 123

Henry of Reyns 136-37

Henry the Navigator 295, 385

Heringk, M. 239

Herrad von Landsberg 484

Hieronymus Bosch 17, 386-87, 424-27

Honoré, Master 460

Hontaiion, Juan Gil de 277,286-88

Hontaiién, Rodrigo Gil de 286-88

Horborch, Bertram 392,432

Horborch, Wilhelm 392, 432

Hugh, Bishop of Lincoln 126, 140

Hugh Capet 301

Hugo, Prior of St.-Martin-des-Champs 30

Hugo, Victor 7

Hugo van der Goes 397, 406, 416,
418-19, 421, 480

Hugo Herland 152-53

Huguet, Portuguese master architect
290-93

Huguet, Jaime 457-58

Hiilz, Heinrich 216

Igbrandus, Dominican brother 475

Inés de Castro 384

Innocent I1I, Pope 116

Innocent IV, Pope 347

Isabella I of Castile 266, 280, 381, 457

Isabella of Aragon 289, 384

Isabella of France 371

Isabella of Portugal 281, 382-83

Isabella, wife of Charles VI of France
(Elizabeth of Bavaria) 167, 490

Jacopo de’ Barbari 265

Jacques de Baerze 396

Jacques Coeur 167, 479

Jacques de Fauran 154, 272-73

Jacques de St.-Georges-d’Espéranches
152

Jakob von Liebenstein 350

Jaquemart de Hesdin 429, 461

Jaume II, Aragonese king 378

Jaume Cascalls 381

Jaume Fabre 267

Jean, Duke de Berry 166-67, 455,
460-61,489

Jean d’Andeli 76

Jean de Berneval 159

Jean de Chelles 88

Jean Deschamps 92-93

Jean Frioissart 461

Jean de Jandun 486

Jean Langlois 89

Jean de Liége 319-21

Jean de Loup 88

Jean de Louvres 188

Jean de Marville 321

Jean d’Orbais 88

Jean de Bourbon 11480

Jean de Romeyn 140

Jean de Rouen 296

Jean du Prat 477

Jeanne de Boulogne 167

Jeanne d’Evreux 320-21, 494-95

Joanna the Mad 277

Joanna von Evreux see Jeanne d’Evreux

Jodo 1, Portuguese king 289, 293, 384-85

Jodo I1, Portuguese king 294-95

Jodo de Castilho 293, 295-99, 385

Johann von Freiburg 258

Johannes Angelicus 89

Johannes, Cologne Cathedral master
architect 114

Johannes Gallicus 497

John 1, English king 118, 133, 368-69

John IT; French king 371

John XXII, Pope 188

John of Gloucester 136

John of Salisbury 26264

John Peckham 439

John Scotus Erigena 10

John thé Good 455

Juan 11, Castilian king 276, 280-81,
381-83

Juan de Alava 286

Juan de Aragén 381

Juan de Badajoz 288

Juan de Colonia see Hans von Kéln

Juan de Dominguez 376

Juan de Flandes 457

Juan de Hoces 276

Juan de Padilla 384

Juan Norman 276

Kant, Immanuel 12

Katzenelnbogen Cup 495

Konrad of Hainburg 402

Konrad von Hochstaden, Archbishop of
Cologne 114, 347

Konrad von Soest 432, 434

Krummenauer, Hanns 213-14

Kunigunde, Abbess 467

Lanfranc 10

Langton, Stephen 130

Lapo 324

Lenzi, Domenico 14, 465

Leo I, Pope 488

Libergier, Hugues 88

Limbourg brothers 412,452, 455,
461-63

Limbourg, Pol and Jean de (see also
Limbourg brothers) 160

Lochner, Stefan 429-32, 435-36

Lorenzetti, Pietro 446, 448

Lorenzo Zaragoza 456

Louis, Duke of Orléans 167

Louis VI, French king 8, 28, 31, 301

Louis VII, French king 8, 28, 31, 35

Louis VIII, French king 59, 117,162

Louis IX (Saint), French king 9, 55, 59,
80, 83, 136, 156, 160, 167, 389-90,
473,486

Louis XV, French king 182

Loyet, Gérard 494, 497

Loys van Boghem 181

Luca della Robbia 485

Ludwig IX of Oettingen-Wallerstein 490
Luigi d’Aragon 234

Luna, Alvaro de 280, 294

Madern Gerthener 204

Maitani, Lorenzo 256-57,327-28

Malouel, Jean 396-97

Manesse family 466

Manfred, son of Frederick I1 243

Manuel I, Portuguese king 294-99,
384-85

Margal de Sax 456

Marco Coronaro 331

Margaret of Austria 181

Margaret of Flanders 321

Margaret of France (Queen Margret) 368

Margaret of York 418

Maria of Castile 385

Marie la Contesse 497

Marin Falier 332

Martianus Capella 484

Martim Vasques 293

Martin, Spanish master mason 101

Martin IV, Pope 326

Martin Fernandez 374

Martin II Rodriguez 376-77

Martin de Solérzano 281, 282

Martini, Simone 253, 396, 436, 446-47

Mary of Burgundy 454

Masaccio 388, 406,450

Maso di Banco 444

Masolino da Panicale 397, 452

Master of Hohenfurth 432-34

Master of Moulins 400-01

Master of the Annunciation of Aix 398

Master of the Garden of Love 241

Master of the Klaren Altar 429

Master of the Wilton Diptych 394

Master of Wittingau 434, 438

Mateo, Spanish architect 96

Mateo I Rinal 374

Mateus Fernandes 293, 298

Matilda, wife of Geoffrey of Anjou 34

Matilda, wife of Henry the Lion 34647

Matteo da Correggio 325

Matteo Giovanetti 189

Matthew of Arras 154, 209, 211

Matthias Corvinus, King of Bohemia and
Hungary 239

Maurice de Sully, Bishop of Paris 306

Mauricio, Bishop of Bourges 100, 372

Maximilian I, Emperor 227, 230, 454

Medici, Florentine family 243,418

Meens, Bruno 489

Melano, Fra 324

Memling, Hans 416-18, 420-22, 429

Mendoza, Spanish noble family 284, 286

Mendoza, Iiiigo Lopez de 284

Mendoza, Pedro Gonzélez de 381

Michael of Canterbury 141

Michelangelo 243

Michelet, Jules 17

Michelozzo 498

Mignot, Jean 258

Montfaucon, Bernard de 301

Mormand de Doué 34

Mortimer, Roger, lover of Isabella of
France 371

Moser, Lucas 436

Maller, Jorg 263

Multscher, Hans 357, 362

Napoleon I Bonaparte 236
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Naumburg Master 343, 345-46, 473
Nicasius, Bishop of Reims 314
Niccold di Giacomo da Bologna 464
Nicholas of Verdun 434

Nicolas de Bonaventure 258

Nicolas of Cusa 455

Nieuwenhove, Maarten van 416-17
Notke, Bernt 236

Oswald von Wolkenstein 495
Otto I, Emperor 106, 345-46
Otto the Gentle, Duke 496

Paele, George van der 411, 494

Palladio, Andrea 237

Parler family 198,258, 354-55

Parler, Hans 258

Parler, Heinrich 205-06, 211

Parler, Heinrich 111258

Parler, Heinrich IV 354

Parler, Michael 211

Parler, Peter 154, 205-06, 208-09,
211-12,321,354

Passageri, Rolandino 484

Pedro de Enriquez 279

Pedro de Tenorio 378

Pedro I, King of Castile and Leon 279,
384

Peir6, Ferrer 268

Pepin 301

Pere II, Aragonese king 117

Pere III (el Gran), Aragonese king 268,
378-79

Pere Joan 381

Pere, Master of Aragon 384

Pere Oller 381

Pere Serra 456

Pereira, Nuno Alvares 293

Perugino, Pietro Vannucci 401

Peruzzi, Florentine family 246

Peter Abelard 10-12, 394

Peter Damian, Saint 263

Peter II of Bourbon 397

Peter of Frankenstein 213

Peter the Venerable 11

Petrarch 428, 446, 484

Philip II, Spanish king 286, 289, 424,
426,457

Philip the Bold 321, 455, 461

Philip the Fair 160, 277, 460

Philip the Good 412, 415, 464

Philippa of Hainault 320

Philippa of Lancaster 293, 385

Philippe IT (Auguste), French king 9, 54,
59,72,75,77, 157

Pierre de Castelnau 116

Pierre de Celles 37-38

Pierre de Montreuil 88

Pierre de Roncevaux 162

Pierre Poisson 188

Pietro Olivi 246

Pisanello 388, 450,452,455

Pisano, Giovanni 256, 324-27

Pisano, Nicola 254, 319, 322-26

Pisano, Nino 330-31

Pisano Andrea 257, 328-29, 331, 485

Pius II, Pope 260

Poore, Richard 130

Poppelken, Cord 220

Portinari, Maria 418-19

Portinari, Tommaso 406, 418-19

Pucelle, Jean 412, 460, 477

Purghauser, Hanns 212-14

Purghauser, Stephan 213
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Ramoén de Mur 456-57

Raymond de Temple 166

Raymond VII of Toulouse 117

Reginbert 500

Remigius, Saint 37, 314

Renaud de Cormont 63, 88

Richard II, English king 153, 162, 371,
394,396, 404

Richard the Lionheart 55, 346

Richard of St.-Victor 439

Ried, Benedikt 234

Riemenschneider, Tilman 364-65

Ringoltingen family 480

Robert Campin (Master of Flémalle) 386,
395,407,413, 415, 464,480

Robert Curthose 369

Robert de Lisle 389-90

Robert de Luzarches 63, 88

Robert of Anjou 327

Robert of Beverley 136

Robertet, Frangois 397

RodeIl, Johann 219

Rodrigo II Alvarez 376

Roger of Pont I"'Evéque 122

Rogier van der Weyden 387,401-03,
406,413-17,420-21,432, 436,464

Rolin, Jean (Cardinal, Bishop of Autun)
401

Rolin, Nicolas (Chancellor) 410-11

Roritzer, Matthdus 233

Roscelin of Compigge 10, 394

Rossellino, Bernardo 260

Rosso (Rubeus), bronze-caster 325

Roy Martinez de Bureba 377

Rudolf I, German king 240, 455

Rudolf II, Count Palatine of Tiibingen
240

Rudolf IV von Habsburg, Austrian
archduke 205

Rudolf von Ems 155

Rumeschottel, ]. 238

Rupert I1I of the Palatinate 496

Ruskin, John 7

Safont, Marc 270-71

Sagrera, Guillem 274,276

Salvi, Pedro 273

Sancho IV, King of Castile and Leon 378

Sancho Saiz Carrillo 456

Santi, Giovanni 406

Santillana, Marquis de 284

Schanternell family 491

Schiufelin, Hans Leonhard 436

Schendeler, Johannes 202

Schillings, Diebold 495

Schinkel, Karl Friedrich 7

Schlegel, Friedrich 7

Schramm, Friedrich 351

Scrovegni, Enrico 391-92

Shakespeare, William 371

Siegfried Il von Epstein, Archbishop of
Mainz 347-48

Simén de Colonia see Simon of Cologne

Simon de Montfort 116-17

Simon of Cologne 226,276,280-81, 381

Simone da Orsenigo 258

Sluter, Claus 17, 321, 384

Sorel, Agnes 400

Spiering, Nicolas 454

Stetheimer, Hanns 213

Stornaloco, Gabriele 258

Stoss, Veit 362-63

Suger, Abbor of St.-Denis 8-10, 13-14,
28, 31-35, 49, 81, 301

Taddeo di Bartolo 262

Taddeo Gaddi see Gaddi, Taddeo

Talenti, Francesco 255-57

Talenti, Simone 257

Theoderic (Master) 434

Theophilus Presbyter 46869

Thomas Becket, Archbishop of
Canterbury 123, 124, 147

Thomas de Cormont 63, 88

Thomas of Witney 140-41, 143-44

Tino di Camaino 327, 381

Titian 450

Tommaso da Modena 485

Torrigiano, Pietro 150

Traini, Francesco 439

Turing, Niklas 227

Turpin, Archbishop of Reims 488

Ubertino da Casale 246

Uccello, Paolo Doni 388, 397, 452
Ugolino di Vieri 492

Ulrich von Ensingen 204,212, 258
Urban 1V, Pope 90, 162

Urban V, Pope 188

Uriel von Gemmingen 347-49
Uta, Margrave 343

Valla, Lorenzo 362

Vasari, Giorgio 17, 242-43, 246

Vasco da Gama 385

Vataga, Infanta 384

Veronica, St., Master of 428-29, 434

Vijd, Jodocus 407

Villard de Honnecourt 42, 60, 80, 104,
154, 500

Viollet-le-Duc, Eugéne Emmanuel 13,
117,155, 167, 300

Visconti family 464

Visconti, Gian Galeazzo 258

Volckamer family 483

Voltaire 17

Walther von der Vogelweide 466
‘Wast, Jean see Guas, Juan
Wasservass family 429

Wasservass, Godder von dem 432
Waugquelin, Jean 464

Wayneflete, Bishop of Winchester 151
Wenceslas IV, German king 434
Werner, Niklas 239

Willelmus 8

Willem van Kessel 180

William the Conqueror 32, 73, 369
William, English master mason 154
William of Holland 347

William Hurley 144-45

William Joy 144

William Rufus 153

William of Sens 123-24, 136, 154-55
William Wykeham 148, 151
William Wynford 148

Witten Hans 230

Witz, Konrad 437-38

Woensam, von 264

Wulfstan, Bishop 133

Ximon see Simon of Cologne

Yevele, Henry 14748, 153
Ysambert 276



Index of Places

Aachen, minster 191, 356, 486-88, 491,
498
town hall 226
Aarhus, Cathedral 236
Abo see Turku
Admont, monastery 466
Aguilar de Campdo 377
Aire-sur-la-Lys 182-83
Aix-en-Provence 397, 402
Ste.-Madeleine 398
Ste.-Sauveur 398-400
Albi, Cathedral of Ste.-Cécile 16263
Alcala de Henares, University 278-79
Alcobaga, Cistercian abbey 98-100, 289,
384
Alengon, Notre-Dame 174-75
Aljubarrota 289, 384
Alsfeld, St. Walpurgis 234
Altenberg an der Lahn, monastery church
205
Altenberg, Cistercian abbey 356
Altotting 490, 492-93
Amesbury 405
Amiens 63-64, 88,136, 321
Cathedral of Notre-Dame 16, 6264,
66,81, 88,92,96,114, 119, 136,
157,171,174, 180, 202, 312-14,
318,372,376,476-77
St.-Firmen 63
St. John’s Hospital 63
Amsterdam 264
Annaberg, St. Anne 191, 233-35
Angers, castle 55
Cathedral of St.-Maurice 34, 244
St.-Serge 79, 247
Antwerp 182,400
Liebfrauenkirche 179, 180-83
Arles, St.-Trophime 322
Arras, Cathedral 236
town hall 183-84
Assisi, Santa Chiara 244
San Francesco 243, 388,402, 440-41,
446,448-49
Astorga, Cathedral of Santa Maria 286
Augsburg, Cathedral 191,212
St. Anne 216
St. Ulrich 191
Aurun 302
Auxerre, Cathedral of St.-Etienne 70-71,
159-60, 171
Avignon 188-89, 243, 389, 396-98, 400,
432,436,446,456,458, 484
Cathedral of Notre-Dame-de-Doms
155,188
Papal Palace 188-89
Avila, Cathedral of San Salvador 96-97,
377-78
San Tomas 281-82

Bad Wildungen 432
Bamberg 212, 339
Cathedral of St. Peter 336, 339-40
Obere Pfarre 212
Bannockburn, Stirling (battle) 369
Barcelona 116, 188-89, 267-68, 273,
381,457
Cathedral of Santa Eulélia 267,273,
380
Drassanes {shipyards) 267-69
Palau de la Generalitat (Parliament)
269-71, 381
Palau Reial (Royal Palace) 269
Salé del Tinell 268
Santa Catalina 266-68
Santa Maria del Mar 267-68, 273

Santa Maria del Pi 268, 273
town hall 267
Basle 237,477
Cathedral 204
Batalha, Santa Maria da Vitéria 289-96,
298, 385
Bath 133
Bayeux, Cathedral of Notre-Dame 75, 77
Beaulieu-sur-Dordogne 302
Beauvais, Cathedral of St.-Pierre 58, 64,
66,114, 265,273
St.-Etienne 29
Beja, castle 294
Belém (Bethlehem), Hieronymite
monastery 295-98, 385
Torre de Belém 295-96
Belleville 460
Belmonte, collegiate church 381
Benavides 377
Benevivere 377
Berkeley Castle 369
Berne, Cathedral 191, 480, 482-83
Besangon 103
Béziers 116
Blaubeuren 359-61, 480
Bologna 464, 484
Mausoleum of Rolandino Passageri
484
San Francesco 244, 247
San Petronio 243, 258-59
University 484
Bolsena 492
Bordeaux 162
Cathedral 162
Bourges 8, 166, 461
Cathedral of St.-Etienne 6-7, 64-66,
273, 469, 471-72, 480-81
Palace of Jacques Coeur 167-68
Bouvines 369
Braga, Cathedral 384
Braganza, castle 294-95
Braine, St.-Yved 48, 58, 96
Brandenburg 236
St. Catharine 220-21
Breda, Liebfrauenkirche 182-83, 215-16
Bremen 198, 220
Cathedral 195,220
Breslau (Wroctaw), Cathedral 191, 195,
239
Bridlington 181
Bristol, Cathedral 14143
Brou, monastery church 181-82
Bruges 230, 264, 406, 416
Cathedral 420
cloth halls 183, 185
Onze Lieve Vrouwkerk 193
St. Donatian 411
St. James 415
Brunswick 231
Algstiddter town hall 224
Knochenhauerstrasse house 228, 231
St. Blaise collegiate church 220,
346-47, 496
Brussels 181,416
Notre-Dame du Sablon 181
town hall 183-84, 186
Buda 466
Burgo de Osma, Cathedral 376
Burgos 97, 100, 276, 381, 456
Casa del Cordén 226, 284
Cathedral 204, 214, 266, 279-80, 294,
372-74, 376,378
Byland 123

Caen, St.-Etienne 32, 72-73, 75-76

Cahors, town palace of John XXII 188
Calais 118
Cambrai 80
Cambridge 148-50
King’s College 148-50
Canterbury, Cathedral 73,103, 121,
123-26, 130, 136, 14748, 154,
371,469,471
Caernarvon 152-53
Calahorra (La), palace 284
Capua, triumphal arch 249
Carcassonne 116-17, 188
St.-Nazaire Cathedral 90-92
Carrién de los Condes, Santiago 376
San Zoilo 377
Castel del Monte 248, 273, 322
Castelnaudry 117
Castrojeriz, Santa Maria 373
Catania, castle 249
Caudebec-en-Caux, Notre-Dame 174,
177
Celle 230, 236
Chalons-sur-Marne, Cathedral 112,171
Notre-Dame-en-Vaux 39
Chalons-sur-Sadne 12
Chartres 58-59, 80, 264, 472
Cathedral of Notre-Dame 7, 49-54,
58-60, 63-64, 66, 70, 73, 97, 114,
154,157, 178, 212, 262, 264,
300-11, 314, 322,334, 336,469-72
Chateau Gaillard 55-56
Chaves, castle 294
Chemnitz, Benedictine church 230, 233
Chester, Cathedral 180
Chichester, Cathedral 130
Citeaux, Cistercian abbey 11, 69
Clairvaux, Cistercian abbey 69, 98
Clermont-Ferrand, Cathedral of Notre-
Dame 92-93,155
Cléry, Notre-Dame 172
Cluny, Benedictine abbey 11-12, 44, 64,
67,96
Coca, Castillo de 284-85
Cogolludo, palace 284
Coimbra 384
cathedral 384
Santa Clara-a-Nova 384
Santa Clara-a-Velha 289
Colmar 230
Cologne 113, 195, 198, 200, 211,
264-65, 350, 354, 384, 428-29,
432,488, 497
Cathedral 113-15, 119, 15455, 157,
180, 182, 190, 199, 200, 202-04,
264-65, 428,430, 474, 491
Dominican nunnery church 474
Friesentor 355-56
Holy Apostles 254
Klein St. Martin 220
St. Columba 432
St. Gereon 107
St. Gertrude 474-75
St. Maria on the Capitol 254
St. Maria Lyskirchen 428
St. Mariengraden 354
town hall 226-27
Compiégne 8
St.-Corneille 378
Congues-en-Rouergue 302
Constance 480
Constantinople 153, 486
Cérdoba 279
Corsignano see Pienza
Cortona 452
Coucy-le Chateau 55
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Coutances, Cathedral of Notre-Dame
73-75
Cracow 238-39
Cathedral 238-39
church of the Virgin 191, 239, 36263
Collegium Maius 239
Wawel 239
Crécy 371
Cremona, Loggia dei Militi 254
Cuenca, Cathedral 97, 100, 373, 381

Danzig (Gdansk) 238, 265
Marienkirche 191, 218-20
Delft, Nieuwe Kerk 181
Dijon 412,461
Champmol, Carthusian monastery 17,
321, 396-97, 406
Notre-Dame 70, 72, 90
Dinant, Notre-Dame 178
Dinklar 489
Doberan, Cistercian church 196-97
Donaustauf 488
Dortmund 432
Dorpat see Tartu
Duderstadt 230
Durham 29
Cathedral 122

Fhingen, Heilig-Geist Hospital 231-32
Fichstitt, Cathedral 214, 220
Ely 144
Cathedral 144-45, 152
Erfurt 479
Cathedral 191
Escorial 288,296,426,457
Esslingen 214, 280
Franciscan church 478
Eutin 193
Evora 384
Cathedral 289
San Francisco 294-95
Evreux, Cathedral of Notre-Dame 88,
154, 157-59, 171-72, 174-75, 477,
479
Exeter, Cathedral 14041, 143-44, 475

Fanefjord, church 236
Fanjeaux 116
Fenis, castle 251,254
Feére-en-Tardenois, castle 54, §7
Ferrara 243
Florence 243, 245, 252-56, 265, 327-28,
498
Baptistery 254-55,328-29, 331
Bargello 253-54
Campanile 255-57, 331, 484-85
Duomo (cathedral) 242, 246, 254-56,
259,327,329, 331, 450, 484
Orsanmichele 257
Palazzo Vecchio 252-53,257
Piazza della Signoria 252
San Marco 452
Santa Croce 245-46, 254,391,
443-44,450
Santa Maria Novella 15, 245-46, 331,
450-51,485
Santa Maria Nuova 282
Santa Trinita 418-19
Fontevrault, abbey church 346
Frankfurt am Main 191, 205
Freiberg (Saxony), Cathedral of St.
Martin 230, 233, 336, 353
Freiburg im Breisgau, minster 182,
191-92, 200, 203, 206, 211-12,
257,472,484
Fresdelval 384
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Fritzlar, Guild house 231

Gdansk, see Danzig
Gelderland 396
Geneva, Lake 438
Gerona 381
Cathedral 154-55,268-69,272-73
Ghent 393, 418
St. Bavo 406, 408-09
Van de Bijloke, Cistercian abbey
183-84
Gioia del Colle, castle 249
Gislinge, church 236
Glastonbury, abbey 130, 133
Gloucester, Cathedral 14648, 150, 179,
369-71,475
Gniezno (Gneisen) 238
Gorlitz, St. Peter and Paul 191
Goslar 230,495
Gotland 236-38
Granada 279,281-82, 288, 384
Alhambra 260,456,458
Capilla Real 276-77
hospitals 282
Grandson 495
Graz, castle 230
Greifensee near Zurich 205
Guadalajara, Palacio del Infantado 284,
298,381
Guadelupe, abbey 381
Guimaraes, castle 294

Haarlem 498
Haderslev, Church of the Virgin 236
Halberstadt, Cathedral 191, 334-36
Halle, Liebfrauenkirche 181

market church 233
Halmstad, St. Nicholas 236
Hamburg 402,432

St. Catherine 238

St. Peter 392, 432-33,439
Hannover, town hall 228
Hannoversch Miinden 230
Heidelberg, Heilig Geist church 213
Heiligenkreuz, Cistercian church 198-99
Heiligenstadt 364
Helsingor, St. Mary 236
Hereford 137
Hildesheim 498

Cathedral 488-89
Hohenberg 240
Hohenfurth, abbey church 432
Horb am Neckar 240

church of the Holy Cross 240
Hummelsberg near Rottweil 240
Huy, Notre-Dame 178

Ingolstadt 213
Innsbruck, Goldene Dachl 227

Jérica456
Jerusalem 214, 347

Kalkar 225
Karlstein, castle 434,455
Kaunas 237
Perkunas building 238
Kings Langley 396
Klosterneuburg 434-35, 466
Koge, St. Nicholas 236
Kolin an der Elbe, St. Bartholomew
212-13
Kénigsfelden, Cistercian abbey 239,478
Korbach, St. Kilian 191
Kutna Hora 191

La Ferté, Cistercian abbey 67
La Ferté-Milon 166-67
Landshut 213
hospital church 213
St. Marun 191, 213-14, 216
Laon 55,67, 80
Cathedral of Notre-Dame 424, 48,
63,72,97,122, 161, 236, 307-09,
334,336
St.-Vincent 96
Las Huelgas (Burgos), Cistercian convent
church 97, 278-79, 373
Lausanne 80
Cathedral of Notre-Dame 103-04, 472
Lavaur 117
Le Mans, Cathedral of St.-Julien 34-35,
37,3940, 78, 97, 101, 155
Leén, Cathedral 101-03, 266, 372,374,
376-77
Lichfield 137
Lichtental, monastery 489, 492
Liebenau near Worms, monastery 490
Liege 488
Cathedral of St. Paul 490, 494
Lincoln, Cathedral 126-27, 130, 137,
139-40, 368, 390,475
Linképing 237
Lisbon 298, 384
Cathedral 289
Convento do Carmo 293
Lisieux, Cathedral 72
Lleida 381
Cathedral 96, 381
Loches 476
London 145, 188, 319
Southwark priory church 130
St. Paul’s Cathedral 121
Templar church 130
Westminster Abbey 121, 136-37, 140,
143, 150, 320, 371, 396, 404
Westminster Palace 141, 152-53, 404
St. Stephen’s 147, 180, 405
Long Melford, Holy Trinity 152
Longpont, Cistercian church 178
Lorsch, monastery 469
Louvain 181
St. Peter 181
town hall 184, 187
Lublin 238
Liibeck 190, 192-95, 216, 220, 224, 236,
238,264,497
Cathedral 191, 195
Marienkirche 190, 193, 224, 238, 264,
497
market 224
town hall 193, 224
Lucca 263,322
Lucerne 495
Lugo, Cathedral 280
Liineburg 490,491
St. John 221
St. Michaelis near Liineburg 496
St. Nicholas 191,233
town hall 479
Lyons 347
Cathedral 161

Madrid 426
Magdeburg 106, 340

Alter Markt 34041

Cathedral 106-07, 191, 341-42
Mainz 209, 3485, 347, 356

Carmelite church 356

Cathedral of St. Martin and St. Stephen

113, 345, 34749

Korbgasse 356
Malmo, St. Peter 236
Manfredonia, castle 249
Manresa, Cathedral 268,273
Mantes, Notre-Dame 48, 307
Mantua 243
Manzanares, Castillo 284-85
Marburg 211
Castle 198-99, 211
parish church 213
St. Elizabeth 108, 110-111, 198, 206,
486-87
March, St. Wendreda 152
Marienberg, church of the Virgin 233
Marienburg (Poland) 225-26
Matallana 377
Maubuisson 320
Maulbronn, Cistercian monastery
105-06, 238
Meaux 117
Cathedral 88, 157,171
Mecheln 181
Cathedral of St. Rombaut 178-81
Mehun-sur-Yévre 166, 461
Meissen, Albrechtsburg 219, 228-29
Cathedral 191, 345-46,372
Melun, Notre-Dame 400
Mértola, Mezquita (mosque) 278
Messina, San Francesco 247
Metz 107,111
Cathedral of St.-Etienne 111, 171
Notre-Dame-la-Ronde 111
St.-Vincent 111,178
Milan 265, 464
Cathedral 218, 243, 258-59, 269, 273
Ospedale Maggiore 282
Minden 190,432
Minerve 116
Miraflores near Burgos, Cartuja 281,
381-84
Mirepoix 188
Modena 10
Moemlingen 416
Moissac, St.-Pierre 302
Monkwearmouth, monastery 469
Mons, St. Waudru 154, 181
Mont-Saint-Michel, Benedictine abbey
75-77,172
Montségur 116-17
Mont Ventoux 391
Moreruela, Cistercian church 96
Morienval, Notre-Dame 29
Morimond, Cistercian abbey 67
Moulins 400-01
Cathedral 480
chateau 480
Munich 213
Frauenkirche 191,213-16
Miinnerstadt 364
Murcia, Cathedral 280

Nistved, St. Peter 236
Nantes, Cathedral of St.-Pierre 171
Naples 188, 327,381,457
Castel Nuovo 276
San Lorenzo Maggiore 247
Narbonne, Cathedral 92, 154-55, 162,
273
Naumburg, Cathedral of St. Peter and
Paul 341-45, 372,473
Neisse, St. Jacob 213
Neubrandenburg 193
Marienkirche 220
New Gate 221
Treptowe Gate 224



Neustadt near Marburg 232-33
Nivelles, St.-Gertrude 160
Noyon §5
Cathedral of Notre-Dame 4042, 122,
236
Nuremberg 20608, 231, 264, 362,479,
495,498-99
Frauenkirche 191, 205-08
market 206
Sehalduskirche 204
¢ _awrence (Lorenz) 208-09, 233,
480,483
town hall 226
Untere Kramergasse 232
Weinmarkt 228
Welserhof 226

Oberstenfeld, Lichtenberg Castle 240
Obidos, castle 294
Odense, St. Knud 236
Olite, Royal palace 273
Olivienza 220,295
Oppenheim 190, 203
St. Catherine 203
Orléans, Cathedral of Ste.-Croix 157,
171
Oristano, San Francesco 331
Orvieto 327
Cathedral 256-57,327-28, 331, 492
Palazzo del Capitano del Popolo 249,
260
San Domenico 326-27
Osnabriick 231
Cathedral 220
Qviedo, Cathedral 280, 377
Oxford 148

Padua, Arena Chapel (Cappella degli
Scrovegni) 390-92, 434, 443
Palazzo della Ragione 249
Santo (Sant’Antonio) 24647, 450
Scuola del Santo 450
Palazuelos, Santa Maria 377
Palencia, Cathedral 280, 286, 288
Palermo 380
Palma, Almudaina 189
Castell Bellver 273
Cathedral of Santa Maria 273-75
Llotja (Stock Exchange) 273-74
Mezquita (mosque) 273
Pamplona, Cathedral 280
Paris 8-11, 28, 30-31, 35-37,39-40,42,
64,72, 80-82, 88, 101, 103, 106,
136, 154,166,188, 236, 319,
320-21, 354, 388-89, 396,428,
460-61,464,466,472,477,479,
484,492-94,497, 500
Dominican church 320
Louvre 319
Notre-Dame 10, 44-48, 50, 63-64, 67,
70, 77-78, 88-89, 96, 114, 16061,
172,245,259, 306-08, 310-12,
318, 322, 334
Palais de la Cité 461
St.-Denis 8-10, 13, 28-29, 31-36,
39-40, 42, 69, 73, 81-82, 89, 92,
103, 112,114, 121, 156-58, 178,
300-01, 306, 320, 455, 495
St.-Etienne-du-Mont 172-73
St.-Germain-des-Prés 36-37, 40, 44
St.-Germain-en-Laye, Notre-Dame
82-83, 89
St.-Martin des Champs 30, 31
St.-Pierre de Montmartre 31
St.-Victor 96

Ste.-Chapelle 77, 83-85, 87-88, 90,
95,103,114, 136, 141, 160, 167,
171, 198, 244, 258, 390, 461,
472-73,486
University 140, 484
Parma, baptistery 322

Cathedral of Santa Maria Assunta 322
Pavia 464
Pelplin, Cistercian church 196
Perugia 325-26

Fontana Maggiore 325-26

Palazzo dei Priori 2149
Peterborough, Cathedral 134
Peyrepertuse 116-17
Pfullendorf, St. Jacob 205
Piacenza, Cathedral 258

Palazzo del Comune 248-49, 260
Pienza 260

Bishop’s palace 260

Cathedral 260

communal palace 260

Papal palace 260

Pierrefonds 167
Pirna, church of the Virgin 233
Pisa 189, 322, 328, 330-31
baptistery 322-24, 326
Cathedral of Santa Maria 326, 331
Santa Caterina 439
Santa Maria della Spina 257, 331
Pistoia, Sant’Andrea 325-26
Plasencia, Cathedral 286
Poblet, Cistercian church 96, 266, 268,
381
Péllauberg, pilgrimage church 203
Poissy, St.-Louis priory church 160
Poitiers 78, 166, 371
Cathedral of St.-Pierre 78-79, 100,
247
ducal palace 167,171
Pontedera 328
Pontigny, Cistercian monastery 67—69, 98
Poznan, Cathedral 238-39
Prague 188-89, 192, 206, 208, 209, 236,
354, 396,432,434,478-79
Cathedral 15455, 191, 205, 209-12,
214
Hrad, Vladislav Hall 233-34
Teyn Church 239
Prato, castle 249
Prenzlau 193

Marienkirche 220,222
Provins, St.-Quiriace 67, 69
Puilaurens 117
Puivert 116

Quedlinburg 231
Quéribus 116-17
Quimper, Cathedral 195

Ratingen, St. Peter and Paul 489
Rauschenberg near Marburg 216
Ravensburg 351
Regensburg, Cathedral 155, 191, 264,
498
Reims 37, 67, 80, 88,136, 314, 500
Cathedral of Notre-Dame 36, 59-61,
63-64, 66, 88,103,108,112, 114,
121,136, 154,157,161-62, 174,
178-79, 209, 301, 314-18, 334,
340, 376,443,473
St.-Nicaise 88, 159
St.-Remi 36-39, 42, 44, 49, 58, 69-70
Reutlingen 214
Reval see Tallin
Riga 236,238

St. James 236, 238
St. John 238
St. Peter 191,238
Rimini, Santa Maria delle Grazie 358-59
Riom 166
castle chapel 170-71
Ripon, Cathedral 122-23
Roche, Cistercian abbey church 122
Rochester, Cathedral 130
Rodez, Cathedral 162-63,171
Rome 12, 96, 206, 243, 26263, 326,
354,464,489
Gesu 295
Pantheon 192
Santa Maria sopra Minerva 397
Santo Spirito in Sassia 282
St. Peter’s 12, 44,286
Vatican Palace 189
Roskilde, Cathedral 236-37
Rostock, 191,225,238
Rothenburg ob der Tauber 364-65
St. Jacob 36465
Rottenburg 240
Rottweil 438
Rouen, Cathedral of Notre-Dame 77,
161,171-72, 174, 319, 329
St.-Ouen 158-59, 174, 177, 475-77

Siby, church 236
Salamanca, Casa de las Conchas 284
Cathedral 96, 286-88
University 282
Salerno 484
Salisbury, Cathedral 118-21, 130-31,
133, 136-38, 143, 264, 475
Salzburg 212-13
San Galgano, Cistercian abbey church
94-95,254
San Gimignano 15,252,263
Collegiata 262
Sandomeriz 238
Santarem, Santa Maria da Graga 293
Santes Creus, Cistercian abbey 11, 96,
266,268, 378-79
Sanriago de Compostela 96, 263
Cathedral 96, 103
hospital 282
Santo Domingo 239
Sarrid 457-58
Sasamén 372
Schlettsadt 479
Schneeberg, St. Wolfgang 233
Schwibisch-Gmiind 208,211
Heilig-Kreuz 205-06,233
Schwibisch-Hall 230, 234
St. Michael 234
Schwerin, Cathedral 191
Sées, Cathedral 476
Segovia, El Parral 280
Cathedral 286,288
Seitenstetten, monastery 466
Seligenstadt 416
Senlis, Cathedral of Notre-Dame 36, 40,
44,171, 307, 309
Sens 67,121,123,171
Cathedral of St.-Etienne 40, 44, 69, 73,
103, 121, 176-77, 308
Settbal, monastery of Jests 220, 295
Seville 280, 372
Alcéazar 279
Casa de Pilatos 279
Cathedral of Santa Maria 276-77, 288
Giralda 276
mosque 276

Siena 252-53, 260, 265, 327, 388, 446,
492
Baptistery 257
Campo 253, 265
Cathedral 254, 256-57, 265, 324-26,
44446, 448-49
Palazzo Pubblico 253, 265, 391, 446,
448-49
Torre del Mangia 253
Sigmaringen 353
Sigtuna 237
Sirmione, castle 250-51
s’Hertogenbosch, St. John 180-81, 424
Skdnninge 237
Skara, Cathedral 236
Soest, St. Patroklus 195
Wiesenkirche 202-03, 428
Soissons 55, 58,67
Soissons, Cathedral of St.-Gervais-et-
Protais 44, 49-50, 60, 63-64, 70, 77,
93,107, 114, 157, 178, 469
Soria, Burgo de Osma 376
Speyer 29
Cathedral 455
St. Blaise 498, 500
St.-Germer-de Fly, (former Benedictine
abbey church) 29-31, 86-88, 90
St.-Gilles 116, 322
St.-Leu d’Esserent, Cluniac priory 29
St.-Maximin 69
St.-Michel-en-Thiérache 48
St.-Omer, Cathedral of Notre-Dame 182
St. Bertin 182
St. Paul in Lavanttal 500
St.-Quentin 471
Collegiate church 58, 64
St.-Sulpice-de-Faviéres 89
St.-Thibault-en-Auxois 160
Stargard, Marienkirche 218
Stockholm, Riddarholm church 236
Royal Palace 237
St. Nicholas (Great Church) 236-37
Stralsund 224
Marienkirche, 216-17
St. Nicholas 191, 196, 224
town hall 224
Strasbourg 112, 200, 492, 497, 500
Cathedral 112-14, 154-55, 191,
200-01, 203, 216, 264, 334,
336-38,473-74,478
Dominican church 478
Straubing 213
Syracuse, castle 249

Tallinn 192,236,238
St. Nicholas 238
St. Olai 238
Tangermiinde 193
town hall 224
Tarragona 381
Cathedral 378, 381
Tartu, cathedral 238
Ter Goes (Zeeland) 418
Terme 116
Teruel 279
Cathedral of Santa Maria 279
San Martin 279
San Pedro 279
San Salvador 279
Tiefenbronn 436
Todi, San Fortunato 247
Toledo 277-81, 377, 381
Cathedral 101, 103, 239, 266, 276,
279-80, 294, 37778, 381
El Cristode laLuz 278
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El Transito Synagogue 278
San Juan de los Reyes 281, 298, 381
Santa Maria la Blanca 278
Santiago del Arrabal 278
Tomar, monastery of the Knights Templar
298-99
Toro 281, 381
Santa Maria la Mayor 375-76
Tortosa, Cathedral 154
Torun, Franciscan church 213, 219
Toul 107
Cathedral of St.-Etienne 108, 111,171,
174-75, 178
Toulouse 117, 155, 162-63
Dominican church 164-66
Tournai 413,415
Cathedral 40, 93, 95, 182
Tours 397
Cathedral 171, 174,475
Treviso, San Nicolo 485
Trier 107, 111-12
Cathedral 113
Liebfrauenkirche 108-09
Trondheim, Cathedral 236
Troyes, Cathedral of St.-Pierre 82,
154-55, 171, 476
St.-Urbain 89-90, 112, 140,476
Tiibingen University 359
Turin 421, 460-61
Turku 238
Tuse 236
Tynemouth 123

Uppsala, Cathedral 154, 236-37

Urbino, Palazzo Ducale 457, 459

Ulm 212, 351, 357, 359, 479-80
Minster 191, 204, 212, 214, 280, 480

Utrecht, Cathedral 182-83

Vadstena, monastery of St. Birgitta 237
Valbona de les Monges 266
Valéncia 457
Llotja (Stock Exchange) 273
Valladolid 381, 383
San Gregorio 230, 281-83
San Pablo 281
Vega 377
Velislav 467
Venice 219, 243, 248, 259-260, 265, 498
Ca d’Oro 259, 261
Doge’s Palace 260, 265, 332-33
Frari 248
Grand Canal 259
Piazza 265, 332
Ponte della Paglia 332
Rialto market 265
Santi Giovanni e Paolo (Zanipolo) 248,
331
St. Mark 265
Vercelli, Sant’Andrea 95-96
Verden an der Aller 190
Cathedral 191, 198, 206
Verdun 107
Vézelay, Ste.-Madeleine 69-70, 93
Vic 456
Cathedral 381
Vienna 347, 466,479
St. Maria am Gestade 204-05
St. Stephen’s Cathedral 191, 205, 478
Villalcdzar de Sirga, Santa Maria la
Blanca 376-77
Templar Church 377
Villandraut 188
Villers-la-Ville, Cistercian church 178
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Vilnius 237
St. Anne 236,237
Vincennes, castle 167-69, 171, 188
Viterbo 189
Papal palace 254
Vitoria, San Miguel 378
San Pedro 378
Santa Maria 378

Walkenried, Cistercian abbey 106
Wechselburg, Castle Church 334, 336
Wells 133, 180
Cathedral {32,133-35, 143, 148,
366-67
Wetzlar 190
Whitby, Benedictine abbey 127, 129
Wiener Neustadt 227
St. George’s Chapel 227
Wienhausen, monastery 236
Wimpfen im Tal, Knights’ Church 154
Winchester, Cathedral 130, 14748, 428
St. Cross Hospital 123
Windsor 148
Wislica, church 238
Wismar, Archdeacon’s Residence 224-25
St. Nicholas 191, 220-21, 225
Worcester, Cathedral 123, 133, 368-69
Wroctaw see Breslau
Wirzburg 364

Xanten, Cathedral 191

York 366
Cathedral 122, 127-28, 140, 155,475
St. Mary’s Abbey 366

Ypres 264, 396

Zaragoza, 381
Cathedral 279, 381
Zwickau, church of the Virgin 233
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