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ABSTRACT

The Passional of Abbess Cunegund, 1312-1314, stands alone in medieval Czech art,
valued for its well-preserved, finely-executed Gothic illuminations. It is little known
internationally, although its art reflects trends that developed beyond the borders of the
Kingdom of Bohemia. This thesis, the first study on the subject in English, seeks to
establish an artistic heritage for the illustrations, based on comparative study, critical
analysis and close observation. The hypothesis presented here is that the art of the
Passional is connected with work emerging from the Westminster painting workshops in
the early years of the fourteenth century and that the artist imported English artistic traits
that may be identified in the Prague, Passional illustrations. The relevance of historical
events unfolding in the peri-production period, both in Prague and abroad, is also
considered alongside the apparent influence of the manuscript’s remarkable patron, the
abbess/princess Cunegund. The Passional and its protagonists are introduced together with
a thorough description of the manuscript’s contents. The dating of the manuscript is
addressed. This is followed by a systematic examination of the long-standing argument
over whether or not the artist and scribe were separate individuals. The problematic
stylistic relationship between the Passional illustrations and manuscript art of late-
thirteenth/early-fourteenth-century Bohemia and its neighbours is then addressed. The
iconography of the Passional is examined in detail, concentrating on its more individual
aspects. Reasons are considered for certain iconographic inclusions paying careful
attention to the relationship between images and various texts: not only the Passional
treatises and rubric titles, but other relevant sources. The final chapter sets out evidence for
the hypothesis, through a series of detailed artistic comparisons with contemporary English
examples including from the De Lisle, Queen Mary and Fenland Psalters, and artwork in

Westminster Abbey, before drawing a final conclusion.
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INTRODUCTION

The ancient Basilica of St. George is situated within the Prague citadel, HradCany, in
proximity to the royal palace, and may be visited today.' It was built under Vratislav I
(c.888-February 13, 921), son of Botivoj (c.852/853-888/889),2 the first Premyslide Lord
and Christian ruler of the Czechs, and was consecrated in 925.3 (The Premyslide Lords
held sway over the Czech Lands; in 1198, non-hereditary kingship was first conferred
upon them by the endowment of the office of “Imperial cup-bearer”;* dynastic, hereditary
rights to rule were ratified by Holy Roman Emperor Frederick II, Sicilian Golden Bull,
September 26, 1212.)° Vratislav I’s wife, St. Ludmila of PSov (¢.860-September 15, 921),°
like her grandson St. Wenceslas (¢.907-September 28, 929/935),” was a national patron
saint, and her relics became the basilica’s most precious possession, particularly following
the awarding of papal indulgences in 1250.% Consequently, St. George’s Basilica became
an important pilgrimage destination. The right humerus of St. George, another national
patron and to whom the basilica was dedicated, was also preserved there.? Under the rule
of St. Wenceslas’ nephew, Boleslav II (c.932-February 7, 999), a convent was founded in
c.973, attached to the basilica. This was the first religious community to be established in
Bohemia.'? Boleslav II’s sister, Mlada (c.930/935-April 9, 994), personally petitioned Pope
John XII in Rome to institute her Benedictine convent in Prague, marking her Christian
commitment by changing her name to Mary.!! Over a period of five centuries, a strong
association continued to exist between the ruling family of Pfemysl and the Basilica and

the Convent of St. George.'? The latter provided a retreat for many royal females.'?

! Appendix L

2 Appendix Ila.

3 Ivan Borkovsky, Prazsky hrad v dobé piemyslovskych knizat (Prague, 1969), 102.

4 Josef Zemlicka, Stoleti poslednich premyslovcii - Cesky stdt a spolecnost ve 13. stoleti (Prague, 1986), 10.

> Ibid., 40-41.

¢ Abbess Cunegund’s great (x10) grandmother.

7 Pp.88-89, 94; Cunegund’s great (x9) uncle, known to us as “Good King Wenceslas”, whose coat-of-arms
appear on fol.1v.

8 Dana Stehlikova, “Reliquary bust of St. Ludmila,” in 4 Royal Marriage: Elisabeth Premyslid and John of
Luxembourg — 1310, exhibition catalogue, English edition, ed. Klara BeneSovska (Prague, 2011), 468-469, at
468.

% Probably a gift to Vratislav I, 920, from Duke Arnolf, see Karel Otavsky, “Arm Reliquary,” in Prague - The
Crown of Bohemia. 1347-1437, exhibition catalogue, eds. Barbara Drake Boehm and Jiti Fajt (New Haven,
2005), 160-161, at 160.

10 Zdenék Fiala, Predhusitské cechy, 1310-1419: Cesky stdt pod viddou Lucemburkii (Prague, 1978), 397-
402; James G. Clark, The Benedictines in the Middle Ages (Woodbridge, 2011), 67-68.

' Cosmas, Cosmas of Prague: The Chronicle of the Czechs, ed. and trans. Lisa Wolverton (Washington
D.C., 2009), 72-73.

12 Appendix IIb.

13 Mlada, (930/935-9.4.994) foundress and first abbess; Ludmila (d.after 1100), nun, daughter of Vratislav II
and sister of Bietislav II (see Vaclav Vladivoj Tomek, Déjepis mésta Prahy, 12 vols. (Prague, 1855), 1:15);
Agnes (d.7.6.1298), half-sister of King Otakar I, abbess; possibly followed as abbess by Hedwig, previously
a nun in Gernrode Convent, the fourth child and youngest daughter of King Otakar I (c.1155-15.12,1230) by



Nothing remains of the medieval convent but the heavily altered chapel.'* From 1302-
1321, the convent’s abbess was the highest-ranking Premyslide princess, Cunegund
(January, 1265-November 27, 1321). She was devout and intelligent:!> during her
incumbency she dedicated theological anthologies to the convent library, five of which
survive,'® each with an inscription explicitly demonstrating Cunegund’s control over their
content by declaring that she had “presented,” “gathered together,” “bound together,” or
“commissioned to be written,” each volume.!” It was she who commissioned the unique
manuscript, the so-called Passional of Abbess Cunegund,'® around which the following
thesis is built. The Passional manuscript remained within the library of the Convent of St.

George until the establishment’s closure, by imperial edict, March 7, 1782.1°

The following thesis sets out to examine thoroughly the illustrations of this remarkable
codex, seeking to establish their artistic origin. It also aims to look at the manuscript within
its rightful context — religious, spiritual and social —in order to grasp the artist’s full intent
and to explain his, often unusual, iconographic choices. This study differs from many
previous commentaries in providing close, critical and comparative analysis of the
Passional illustrations, and it is the first, comprehensive examination of this manuscript in
the English language. This is particularly significant since, for the first time, Westminster

in the early years of the fourteenth century is offered as the possible location for the

his first wife Adelheid of Meissen, (in Klara BeneSovska, “Family Tree of Premyslides,” in Book of
Appendixes [sic], A Royal Marriage: Elisabeth Premyslid and John of Luxembourg — 1310, exhibition
catalogue, English edition, ed. Klara BeneSovska (Prague, 2011) Hedwig is given no dates); and Cunegund
(January, 1265-27.11.1321), who commissioned the Passional, abbess from 1302; Eliska (1292-1330), later
Queen of Bohemia was placed there for protection and education - also, controversially, Cunegund’s
daughter, Perchta, (b.?1295-1302-?) depicted on the Passional’s Dedication Illustration, fol.1v - see p.11-
12); Appendix Ila and IIb.

14 In the second half of the seventeenth century, the chapel was rededicated to St. Anne, and major
alterations undertaken under Abbess Anna Schonweiss of Eckstein, Anezka Merhautova, Bazilika Svatého
Jiri na Prazém hradeé (Prague, 1966), 64, and Borkovsky, Prazsky hrad, 79 and 103. I suggest that the chapel
was renamed to honour her patron namesake.

15 P.26-27.

16 Prague, Néarodni knihovna Ceské republiky, MS XIILE.14¢-1303; MS XIV.D.13-1306; MS XIV.E.10-
1312; MS XIL.D.11-1318; MS XII.D.10-1319; [MS XII.D.13-undedicated and undated]; see
Manuscriptorium, on-line manuscript catalogue and digital library, Narodni knihovna Ceské republiky,
Prague, www.manuscriptorium.cz — viewed from 30.10 2007.

17 Conparuit, contulit, continet, fecit scribit; see Antonin Mat&jcek, “Iluminované rukopisy Sv. Jifi XIV a XV
véka v universitni knihovné prazské,” Pamatky archaelogické 34 (1924/25): 15-280; Jan Vilikovsky,
Pisemnictvi Ceského stredovéku (Prague, 1948), 26-40, hereafter cited as Vilikovsky; Ema Urbankova,
“Historicky uvod” in Pasionadl Premyslovny Kunhuty — Passionale Abbatissae Cunegundis, Ema Urbankova,
Karel Stejskal (Prague, 1975), 10-20, at 12, hereafter cited as Urbankova; Renata Modrakova, “Stiedovéké
rukopisy v soukromém vlastnictvi benediktinek z klastera sv. Jifi na Prazském hrad€” in Knihy v proméndch
casu, ed. Jitka Radimska (Ceské Budg¢jovice, 2015), 337-354.

'8 Prague, Narodni knihovna Ceské republiky, Passional, MS XIV.A.17.

19 See Urbankova, 12; Pavel VI&ek, et al., Umélecké pamatky Prahy 1, Prazsky hrad a hradéany (Prague,
2000), 226-232.
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genesis of the art of the Passional. This carries with it some important implications for our

understanding of both English and Czech medieval art.

The opening chapter provides a full description of the manuscript and, following a brief
introduction to the protagonists and their association with the work, a detailed presentation
of the contents is set down. The second chapter compares the style of the Passional
illustrations with that of work produced in Bohemia and neighbouring countries at the turn
of the century. This is necessary in preparing for a later appraisal of possible associations
farther afield. The third chapter examines distinctive aspects of the Passional’s
iconography, much of which is original and specifically shaped to meet the spiritual and
religious tastes and needs of the work’s patron. In the final chapter, on the strength of the
preceding analysis, I set out my hypothesis and proceed to address it through careful
comparisons and argument. I hope to establish beyond doubt the connections between the
art of the Passional, one of the most significant works of Czech art, and work produced in
the court of Westminster, and in Westminster Abbey, at the beginning of the reign of
Edward II, concluding that England was indeed the training-ground of the master artist

responsible for the illumination of the Passional of Abbess Cunegund.



1. ABBESS CUNEGUND’S FLORILEGIUM — Description and contents

The so-called Pasional abaty$e Kunhuty - Passional of Abbess Cunegund [fig. 1.1]%° -
stands out from the other surviving medieval codices found in the library of the
Benedictine Convent of St. George, Prague [fig. 1.2].2" It has long been recognised, since it
first came to light in the eighteenth century,?? for its unique qualities. The greatest of these
1s, without doubt, the fine, narrative and devotional illustrations that accompany the text.
The Passional was undertaken as a choice project: the personal commission of Abbess
Cunegund (January, 1265-November 27, 1321) who, from 1306, was the most senior
member of the long-ruling, Premyslide dynasty as the eldest daughter of the powerful King
Otakar II (c.1233-1278) and his second wife, Cunegund of Hungary (c.1246-September 9,
1285).23 From 1302 until her death in 1321, the Convent of St. George was under her
direction. Princess/Abbess Cunegund is introduced to the reader of the Passional in the
magnificent, full-page, opening illumination: the Dedication Illustration (fol.1v). Beside
her is the entire cast involved in the manuscript’s production and reception with the
exception of the artist. The anonymous Passional artist would, however, have had no place
amongst this gathering of intellectual and religious Czechs all of whom were intimately
related with St. George’s Convent. He is nevertheless present, in a very real sense, in his

illumination. The master, and his art, will be at the centre of the ensuing thesis.

Before presenting the codex as a physical object, I shall briefly expand on the introductions
made on fol.1v for the role of the personnel involved in the Passional’s production is
relevant to further discussions of the manuscript. Much information is provided by the
rubric titles that accompany the Dedication Illustration and these will be considered first.
Cunegund’s own rubric title reads: “Cunegund, the most serene abbess of the monastery of
St. George in the citadel of Prague, daughter of His Majesty Otakar II the King of
Bohemia.”** (This title refers back to the rule of Cunegund’s Premyslide father. At the
time of the creation of the Passional, Bohemia was governed by John of Luxembourg

(August 10, 1296-August 26, 1346) and Cunegund’s Premyslide niece Eliska (January 20,

20 Prague, Narodni knihovna Ceské republiky, MS XIV.A.17; hereafter cited as the Passional. The
manuscript’s illustrations are referred to by descriptive titles. Otherwise unqualified folio references refer to
the Passional. For Passional illustrations, see [fig. 1.1], unless specifically directed to other figs. Czech
names have been anglicised where appropriate.

21 Appendix 1.

22 Jan Gelasius Dobner, Monumenta Historica Bohemiae, 6 vols. (Prague, 1785), 6:328-334, 368-374,
hereafter cited as Dobner.

2 Appendix Ila-IIb.

24 “CHUNEGUNDIS / abbatissa monasterii / sancti georgii in castro / pragensi serenissimi / boemiae regis
domini / Ottacari secundi / filia” title, fol.1v.



1292-September 28, 1330).2%) Cunegund’s title is the first item to be read by the viewer
since it 1s placed top-left of the page. It is provided with gilded capitals “CH”: a rare
distinction in the manuscript where gold is almost exclusively reserved for haloes and
crowns.?® (The only other gilded letter in the manuscript is the “E” that opens the
dedication speech on the facing page, fol.2r.) The remainder of Cunegund’s name appears
in alternate blue and red capitals that provide symmetry on the page, balancing the blue
and red capitals that introduce the attendant nuns: “Prioress with her convent.”?” The nuns’
title is executed using letters in the same scriptorial hierarchy as Cunegund’s — the letters
are even larger — which presents the sisters as important protagonists, presumably not only
at the occasion depicted but also in the reception of the Passional. The prioress, however,
is not specifically identified, leaving the viewer in no doubt of Cunegund’s pre-eminence
in the convent.?® It may be assumed that these blue and red painted letters were provided
by the artist on scribal instruction as was the custom of the time.?° Two other titles
introduce the men pictured kneeling before Cunegund; both important protagonists of the

Passional manuscript.

The title introducing the Domincan Colda, kneeling nearest the throne, is in the same size
script as Cunegund’s title but introduced by a blue “F” with simple red embellishment;
lower in the hierarchy of initials.* It informs the reader of his identity, from whence he
came, and his role in the production of the Passional: “Brother Colda, lector from St.
Clement of the order of preaching brothers, the distinguished dictator of this book.”>!
Colda was from a noble Meissen family, Colda of Colditz, with estates in Bohemia.’?> He
declares himself within the pages of the Passional to have composed the first and third

treatises,®* and is shown presenting his first offering to Cunegund. In his oration, he

informs the reader that he had been well received in the court of Cunegund’s brother, King

25 Appendix IIb.

26 p.54.

27 «“Prioris/sa cum con/ventu” title, fol.1v. There is a correction to this title: remnants of a scratched out M,
now replaced by “cum”, and a removal of the “S” at the end of the title. Originally, the text read
“PRIORISSA " CONVENTUS” (both in the nominative). This was altered to the present form, “PRIORISSA
CUM CONVENTU” (nominative, cum + ablative). Perhaps this was considered more inclusive,
grammatically correct or perhaps less clumsy: a title rather than two separate nouns.

B P.76-717.

29 P.42; Joan Holladay, “The Willehalm Master and his Colleagues: Collaborative Manuscript Decoration in
Early Fourteenth Century Cologne,” in Making the Medieval Book: Techniques of Production, Proceedings
of the 4" Conference of the Seminar in the History of the Book to 1500, Oxford July 1992, ed. Linda
Brownrigg (California, 1995), 67-87, at 87.

30 Albert Derolez, The Palaegraphy of Gothic Manuscript Books: From the Twelfth to the Early Sixteenth
Century (Cambridge, 2006), 41, hereafter cited as Derolez.

31 “Frater Colda lector de sancto Clemente ordinis fratrum predicatorum egregius dictator huius libri” fol.1v.
32 Urbankova, 13.

3 P.30.



Wenceslas II (September 27, 1271-June 21, 1305), and that he wished to extend his
association with the royal family (fols.2rb25-28 to 2val-6). His relationship to Cunegund
was as her possible mentor and confessor.>* A more modest rubric title introduces the
scribe Benes: the smaller script reflects his lower status. It wraps around his kneeling
figure, declaring him to be: “Bene§ canon of [the Basilica of] St. George the scribe of this
book.”> Benes§ was one of nine canons: five secular priests, two deacons and two
subdeacons, who were maintained by the Basilica of St. George.*® According to
fragmentary accounts, the Fragmentum Codicis Pracbendarum from St. George’s Basilica
and Convent,*” which were compiled some thirty years after Cunegund’s death, Benes also
had responsibilities as vicar of “the living, the main part of which is on the estate of

Pilepy...so Benes took over that living.”38

The rubric script within the speech banner that rises from Colda’s left hand in the fol.1v
Dedication Illustration informs the reader that Cunegund herself commissioned the first
treatise. This declaration was written out in continuous prose; it is, however, poetic leonine

pentameter:*°

Suscipe dictata de Regnum semine nata,
ad laudem Christi que / me dictare fecisti.
De sponso plura sub militis apta figura.*’

This translates as, “Receive these dictated exercises,*! one born from the seed*? of Kings,

which you made me write [meaning compose] in praise of Christ; many things about the

34 There is little doubt that Colda was Cunegund’s spiritual guide and confessor, Toussaint, 55. It is
unimaginable that the confession of an abbess/pricess would be taken by a member of her own, canonical
staff. The duty of cura monialium (the sacerdotal and pastoral care of nuns and devout women), was
allocated in 1267 to the Dominicans, as educators, by Pope Clement 1V, Jeffrey F. Hamburger, “The Use of
Images in the Pastoral Care of Nuns: The Case of Heinrich Suso and the Dominicans,” The Art Bulletin 71,
no. 1, March (1989): 20-46, at 21.

35 “Benessius Canonicus Sancti / georgij scriptor eiusdem / libri,” title, fol.1v.

36 See Tomek, Déjepis, 1:445.

37 Prague, Narodni knihovna Ceské republiky, Fragmentum Praebendarum, Distributionum et Officiorum in
Ecclesia S. Georgii Castri Pragensis, MS XIII.A.2; also, transcr. Dobner, 6:334-368. These fragmentary
prebendary accounts and contracts were compiled by a clerk Udalricus (note on front pastedown of MS)
who, according to Dobner, 6:334 n. b, is referred to in John of Luxembourg’s Tabuli Regni, 1319. The
accounts are contained in the second of originally three mid-fourteenth-century volumes saved from a fire in
1541; see also Tomek, Déjepis, 1:445, who gives a fascinating account of the duties and rewards, beyond
their portion of the offering at the masses they administered, offered to the canons for their service not only
in money but also in beer, wine, pork etc. and half the tithes gathered from their living.

38 “Item in prebenda cujus corpus est in villa Przilep...cui Benessius in eadem prae/benda successit.” NKCR
MS XIII.A.2, fol.6v23 and fol.6v28-29; also, Dobner, 6:348; see p.41.

39 P.69,

40 Speech banner, fol.1v.

41 This suggests that Colda is referring to the treatise as a spiritual exercise - a subject of my present research.
42 Dobner, 6:330, incorrectly transcribed semine, seed, as sanguine, blood.
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bridegroom in the fitting guise of a soldier.”? It suggests that, as well as commissioning

the treatise, Cunegund may have ordained the subject. Several other rubric titles in the
Passional are similarly poetic and their important relationship to the images will become

apparent in later discussion.**

The artist leaves the viewer in no doubt of Cunegund’s elevated status as Premyslide
princess and abbess. She is portrayed enthroned beneath an ornate, Gothic arch,
dominating fol.1v’s patron image.*> Cunegund’s journey to becoming abbess of the
Convent of St. George was complex and will be shown to have had a potentially important
influence over the Passional’s artistic content.*® The following, necessarily brief summary
of Cunegund’s life will prove to be a useful point of reference. In 1257, Richard Duke of
Cornwall, in gratitude for Otakar II’s casting vote electing him as King of the
Romans/Germans, granted Otakar Il a privilegium securing female, royal inheritance
rights.#” Cunegund was therefore heir to the throne of Bohemia from her birth in 1265 until
the age of six when the future king, Wenceslas II, was born, September 27, 1271. On
September 8, 1277, Otakar II placed his then-twelve-year-old daughter, Cunegund, with
the Order of Poor Clares in St. Francis’ Convent, “Na Frantisku”, Prague [fig. 1.3],* to
avoid her marrying the son of his arch-enemy, Rudolph Habsburg.** After spending
fourteen years as a fully-committed nun in the Clarisse convent - under the care of her
great aunt Agnes, later St. Agnes of Bohemia®® - Cunegund’s brother, Wenceslas II,
withdrew her from enclosure.’! She was then twenty-six-years old.>? By arranging for
Cunegund to marry Boleslav II, Count of Mazovia, Wenceslas succeeded in enhancing his

claim to the Polish throne.’* Approximately a year later, in August, 1292, Wenceslas made

43 Speech banner, fol.1v (English translation).

4 Chapter 3.

45 Pp.70-71.

46 pp.72-73.

47p. 51. Zemlitka, Stoleti, 128-129.

48 Appendix 1.

49 See Pribik Pulkava z Radenina, Kronika Pulkavova, 306, https://archive.org/details/KronikaPulkavova -
viewed from 29.12.2016; Tomek, Déjepis, 1:188.

30 St. Agnes (St. Agnes of Bohemia) (c.1211-6.3.1282).
http://www.catholic.org/encyclopedia/view.php?id=314 - viewed from 07.11.2016. Canonised 12.11.1989,
by Pope John Paul II, she founded the Convent of St. Francis, “Na Frantisku,” appendix 1, now Anezky
klaster, in 1233: a double house for Franciscan friars and Clarisses, see Helena Soukupova, Anezsky kldaster v
Praze (Prague, 1989), 47, hereafter cited as Soukupova.

> Karel Stejskal, Pasiondl Premyslovny Kunhuty — Passionale Abbatissae Cunegundis, Ema Urbankova and
Karel Stejskal (Prague, 1975), 21-146, at 35, gives the date of her removal as 1291; Tomek, Déjepis, 1:209,
states, 1290.

32 Not aged eleven, as stated by Alfred Thomas, “Between Court and Cloister - Royal Patronage and Nuns’
Literacy in Medieval East-Central Europe,” in Nuns’ Literacies in Medieval Europe - The Hull Dialogue, ed.
Virginia Blanton, Veronica O’Mara, and Patricia Stoop (Turnhout, 2013), 207-221, at 214.

53 Zemlicka, Stoleti, 178.
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his victorious entry to Krakow.’* He became King of Poland in August 1300.% It is

recorded that Cunegund bore her husband a daughter, Euphrosyne (1292-1324), and a son,
Wenceslas (¢.1293-1316).% In 1302, Cunegund, then aged thirty-seven, seemed
determined to complete her life as a nun. She applied to the pope and, presumably
recognising her marriage to have been a matter of political expediency, Boniface VIII
granted its dissolution in 1302,%7 and simultaneously ratified her position as Abbess of St.

George’s Convent in Prague.’®

It should be noted that a second daughter, Perchta, may have been born ¢.1295-1301 prior
to Cunegund’s return to Prague. This is suggested by an ambiguous rubric title running
along the inner fold of the manuscript and accompanying the illustration of a diminutive
nun on the far right of the Dedication Illustration on fol.1v. The title reads: “Nonna
[P]erchta dominae abbatissae filiae regis gnatta [or gnana]”, translated as, “the nun
Perchta, daughter [or dwarf] of the Mistress Abbess [who is herself] the daughter of the
King.” Since the nineteenth-century, published debate between the philosopher,
ethnographer and literary historian, Ignac Jan Hanu$§ (November 28, 1812-May 19, 1869),
and Jan Vocel (August 23,1802-September 16, 1871), poet, dramatist and cultural
commentator, the identity of this little figure has been a point of argument.>® This centred
around the ambiguously scribed gnatta — daughter - as transcribed by Jan Gelasius

Dobner,%° or perhaps gnana — dwarf, as suggested by Hanus.®! General opinion today

>* Soukupovd, 183.

33 Following the deaths of Prince Leska the Black of Krakow, 1289, and his heir Henry IV of Warsaw, 1290,
the Premyslide Wenceslas II ruled Czech and Polish Lands, ibid., 209.

%6 Oswald Balzer, Genealogie Piastéw (Krakow 2005), 735, 743 (and Tablica IX, Linia Mazovowiecka I)
781. Balzer includes Perchta on the family tree.

37 Boleslav II died April 20, 1313, the year following presentation of the first Passional treatise, ibid., 781.
38 Klara BeneSovska, “Abbess Cunegonde and St. George’s Convent,” in 4 Royal Marriage — Elisabeth
Premyslid and John of Luxembourg, 1310, ed. Klara BeneSovska, exhibition catalogue, English edition
(Prague, 2011), 480-484, at 481.

39 Ignac Jan Hanus and Jan E. Vocel, “Kritické poznamky,” Krok, 1 (1865), 227-240, 297-303, at 227,
hereafter cited as Hanus and Vocel.

0 Dobner, 6:330.

6l Hanus, in Hanu$ and Vocel, 227, read gnana — dwarf; Vocel, gnatta — daughter. Hanus considered
Perchta’s small stature and out-lying position inappropriate for Cunegund’s possible daughter. Children
under seven were considered dependent, education commencing at this age, Marc Morris, 4 Great and
Terrible King - Edward I and the Forging of Britain (London, 2009), 7, and Paul Crossley, “The Politics of
Presentation: The Architecture of Charles IV of Bohemia,” in Courts and Regions in Medieval Europe, eds.
Sarah Rees Jones, Richard Marks, and Alistair J. Minnis (Woodbridge, 2000), 99-172, at 112. The infant
would have to travel to Prague with Cunegund. If so, Perchta could have been as young as ten or eleven in
1312, her small size therefore an expression of youth, just as Cunegund’s size is exaggerated to convey her
importance. The Rule of Benedict imposed strict hierarchy (Chapter LXIII: 7, dictates that members of the
community, “take their places according to the time of their coming to the monastery”, St. Benedict of
Nursia, The Rule of St. Benedict, trans. Abbot Parry OSB (Leominster, 2003), 101), therefore Perchta’s
position at the edge of the company may indicate that she was the most recently admitted to the convent.
There are many examples of children raised in convents, including Cunegund herself, and her niece Eliska,
the future Queen of Bohemia. It would have been wholly appropriate for Cunegund’s daughter to have been



12
seems to rest with the transcription gnana.®® The letters are ambiguous but I remain

unpersuaded. I regard gnatta as still worthy of consideration. Albert Derolez, points out
that it is common for the shaft of the letter “t” to be the same height as the smaller letters:®
this can be seen in the “t” of “Perchta” and “abbatissae” in this very rubric title. He also
remarks that short ascenders with triangular strokes at their tops are a frequent feature of
Central European script: again, we may refer to the examples in this rubric.% The
triangular tops are, no doubt, diminished in this word but this title is written in very small
script, lies close to the inner margin and shows marked signs of wear. Note, the
comparable “t” of the title “latro” — brigand - on fol.3v’s second image. If “n”, the second
and uncontested letter in the fol.1v word, is compared with the letter(s) under scrutiny, it
may be observed that in the latter both ascenders, particularly the second, curve markedly
forward quite unlike the strong straight ascenders of the former. Further, I offer as
evidence for the existence of Perchta, as a daughter of Cunegund, the remarkable presence

of two skulls in Cunegund’s grave; one larger than the other.%

Cunegund was admired in her day as a benefactress. The five surviving florilegia, referred
to above, which were specifically compiled and gifted by her to her community, reflect not
only her wish to expand the nuns’ theological knowledge but also her own personal
intellectualism and pious tendencies.®® Near-contemporary evidence survives, written some
thirty years after her death, of Cunegund’s generosity towards her convent, and of their

affection and good opinion. (Underlining has been added for clarity):

After the founder, Mistress Cunegund, the daughter of King Pfemysl is foremost in
the memories and prayers of people of the present day, who enriched the abbesses
who succeeded her and the nuns subordinate to her, surplus to her dues, serving as
an example of pious, monastic demeanour and reverence, in time of barren years

raised in the convent, see Jennifer VIcek Schurr, “The Dedication Illustration of the Passional of Abbess
Cunegund — and Questions of Identity,” in Art and Identity - Visual Culture, Politics and Religion in the
Middle Ages and the Renaissance, ed. Sandra Cardarelli, Emily Jane Anderson, and John Richards
(Newcastle, 2012), 192-218, at 199-200.

62 Urbankova, 12, and Gia Toussaint, Das Passional der Kunigunde von Béhmen — Bildrhetorik und
Spiritualitit (Paderborn, 2003), 44-46, hereafter cited as Toussaint, refers to the eighteenth-century history of
the convent, Prague, Narodni knihovna Ceské republiky MS XVI.B.2/a, fol.173v-174r, to a Moorish dwarf
brought as Cunegund’s companion from Mazovia. It has been used as evidence by Urbankova and Toussaint,
44-46. The manuscript refers to a red gravestone, similar to others in the convent chapel, which was
traditionally thought to be that of Cunegund’s dwarf-companion (fol.174r). This account was written 400
years after the event, and could arguably be an apocryphal explanation for the Passional image and its
ambiguous rubric.

9 Derolez, 93.

% Ibid., 79.

63 First presented in a paper: “Cunegund - ‘Bartered Bride’ and ‘Bride of Christ’”, in the section The
Construction of the Other in Medieval Europe, at the 11th Congress of Czech Historians, Olomouc, October
2017.

%P5,
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and of wars, seeing ahead to sustain life from the royal estate, particularly her
dowry: and also with books, sacred vessels, panels,®” jewels, liturgical garments,
and also possessions given with abundant largesse. She also augmented support for
the sacristan and those who tend to the tables and the featherbeds of the infirm, and
also the holder of the office of housekeeper. She had it instituted, enduring for all
time, that the canons, however, had two feasts with food and drink and eight
evenings [dinners or free time?] as said above of the aforementioned funds, and it is
pronounced in the covenant records, and for the abbesses who succeed her, the
women or men in authority who will be responsible for the convent.®®

This document provides a unique window onto the extent of patronage, and the quality of
the woman who commissioned the artist to paint her Passional. In addition, she purchased
villages for the benefit of both the convent and her soul, indicating the degree of financial
independence she enjoyed: “Abbess Cunegund later, in 1320, bought in her own name the
villages of Stiimelice,® Zvanovice’® and Hacky near Caslavsko’!, and gave them to the
convent so that yearly memoria for her soul would be provided from their income.”’?
Perhaps she was already ill when she made these preparations: she died November 27, the
following year, 1321, aged fifty-six, and was buried in the convent Chapel of the Virgin
Mary, situated in the southeast corner of the convent cloister.”

%
The so-called Passional of Abbess Cunegund appears to have gained its mistaken title from
archival cataloguing: it is not a “Passional”,’* despite having Christ’s Passion as its main
theme. Stuck to the front cover of the work is what remains of an almost indecipherable,
library classification label. This was linked by Ema Urbankov4, the former chief librarian
of the Narodni knihovna Ceské republiky, to an entry in the archive catalogue of 1692,7

added in an eighteenth-century hand, which describes the manuscript as Liber de Passionis

%7 This may have included painted altarpieces etc.- no longer extant.

%8 “Primum quidem post fundatorem / ut in memoria est praesentium hominum Domina Cunegundis filia
regis Prziemisl praedicta // ultra ea bona per quae suas successores abbatissas et sibi subditas moniales sancte
/ conversationis et religionis exemplo et tempore sterilium annorum et gwerrarum provisio/ne sustentacionis
vitae de bonis regalibus proprie dotis: ac librorum Sanctuariorum Ta/bularum Clenodiorum sacrorum
vestium ac possessionum copiosa largicione ditavit / custricis et quae servat mensalia et pluminacias pro
infirmis et si datur camera/riae officia impinguavit. Canonicus vero duas refecciones et bibiciones / viij
vespertinas, ut supra dicitur de bonis supradictis et in litteris testamenti expressum est / instituit fieri
perpetuis temporibus duraturum et per suas successores abbatissas / rectrices vel rectores monasterij
servaturum,” NKCR MS XIII.A.2, fols.9r30 - 9v9.

% Identified as Kostelni Stiimelice, ¢.47km SE of Prague.

70 Zvéanovice is en route to Kostelni Stfimelice, ¢.35km SE of Prague.

7! Caslavsko lies farther along this route, c.87km SE of Prague.

72 «“AbatySe Kunigunda kaupila pozd&ji ze swého jméni wlastniho wsi Stiimelice, Zvanovice w Kautimsku i
Hacky w Caslawsku (1320), a darowala je klasteru, aby z pifjmil jejich opatiena byla wyroéni pamatka za jeji
dusi.” Tomek, Déjepis, 1:444.

3 P.5; Kronika Zbraslavska — Chronicon Aulae Regiae (Prague, 1952), 573; Ivan Borkovsky, Svatojirska
bazilika a kldaster na Prazském hradé. Prague, 1975), 101.

™ A catalogue of saints, chronicling their deaths and matyrdoms.

75 Prague, Narodni knihovna Ceské republiky, MS XVILE.48, fol 4v.
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Domini - a book of the Lord’s Passion. This book title, she reasonably suggests, gave rise

to the manuscript’s misnomer.”® Dobner, writing towards the end of the eighteenth century,
does not refer to the manuscript as the Passional,”” but by 1865 it is named such by Hanu§
and Vocel.” There is no doubt that “Passional” has a more of a ring to it than the more
accurate description of a “Collection of Treatises and Sermons”. The manuscript is best
described by Jeffrey Hamburger as “an illustrated florilegium”.”® Florilegium is defined in
the Oxford English Dictionary as, “/it. A collection or selection of flowers: hence transf. an
anthology.”® The Florilegium of Abbess Cunegund would, therefore, seem a fitting title: a
gathering together of pious writings, with a hint of the exquisite. It is a unique and
enigmatic, devotional manuscript which is set apart from all other Bohemian manuscripts
by the high-quality of its distinctive illuminations. For the purposes of this study, however,

I shall adhere to the accepted nomenclature “Passional”.

The Passional manuscript is relatively large, measuring 30 x 25cm.?! It is outwardly
undistinguished, being bound between simple, wooden, leather-clad covers in a manner
typical of the period and which Urbankova judged to be original > The leather of the spine
would originally have been integral with that covering the boards but has been replaced.
The boards are bound to the manuscript using a short lacing pattern, a method employed
across Europe from the twelfth to the fourteenth century and described by Szirmai as
Romanesque.®? On the inside of the covers, the lacing channels are hidden by pastedowns.
The pastedown under the front cover is created by the companion leaf of fol.1 which
carries the Dedication Illustration on its verso.®* That on the back cover is created by the

reuse of old parchment: a common expedient.®’

76 Urbankova, 13.

77 Dobner, 6:334-368.

78 Hanug and Vocel, 227-240, 297-303.

79 Jeffrey F. Hamburger, The Rothschild Canticles: Art and Mysticism in Flanders and the Rhineland, c.1300
(New Haven, 1990), 159.

80 Charles Talbut Onions ed., The Shorter Oxford English Dictionary on Historical Principles, 2 vols.
(Oxford, 1978), 1:772.

81 This concurs with dimensions given by Urbankova, 19; also, Manuscriptorium, on-line manuscript
catalogue and digital library, Narodni knihovna Ceské republiky, Prague, www.manuscriptorium.cz — viewed
from 30.10 2007. Toussaint, 13, offers the dimensions 29.5 x 25cm, also given by Antonin Matéjcek,
Pasiondl abatyse Kunhuty (Prague, 1922), 9; the largest of the volumes donated by Cunegund, NKCR MS
XIV.D.13, Bonaventura, Speculum Beatae Mariae Virginis, donated 1306, measures 30 x 20cm.

82 Urbankova, 16.

8 J.A. Szirmai, The Archaeology of Medieval Bookbinding (Aldershot, 1999), 140-169; see also Christopher
De Hamel, 4 History of llluminated Manuscripts (London, 2004), 106.

8 Appendix IIL

8 Raymond Clemens and Timothy Graham, An Introduction to Manuscript Studies (London, 2007), 51,
hereafter cited as Clemens and Graham.
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The bifolium which provides the pastedown at the back of the codex is created of poorly-

prepared parchment with several flay holes. It is, however, of considerable interest: the
free leaf (fol.37) presents an interesting challenge. At the head of fol.37r, partially
trimmed-away, are lines from the rubric text of the fol.1v executed in a cursive hand. On
the left can be read the second half of the contents of the fol.1v speech banner: “...ad
laudem Christi que me dictare fecisti / de sponso plura sub militis apta figura.”%® The
preceding words were penned above but have been sliced away, only the lower portions of
some words remaining. To the right are the words of fol.1v’s administering angels,
“mundum sprevisti regnum / terrestre liquisti / felici dono iam te praemiando / corono”.%’
BlaZena RyneSova believed the manuscript to have been worked on over several years, but
never actually presented to Cunegund, the scribe having been surprised by her death.®® She
considered the entire manuscript to have been wrapped in this parchment during its
preparation and prior to its being bound posthumously.? This hypothesis was accepted by

Urbankova who considered the lines of text to be a draft.°

I propose an alternative explanation for the presence of the fol.1v titles on the fol.37r
parchment. Manuscripts of a single gathering, or quire, were frequently tacketed together
and protected by parchment covers referred to as limp bindings, often untreated and
therefore becoming brittle with age: several examples are preserved in the library at
Fulda.’! The first treatise is a single quinion (a gathering of five bifolia and one of the most
common quire sizes) °? plus the extra bifolium which created the pastedown and fol.1.”
Together, they make up a sexternion and perhaps in this form, in 1312, the first treatise
was protected in a limp binding for use prior to the binding of the completed work in 1314.
A suggested time-line for the production of the manuscript is set out below,”* and
consistent with the arguments presented there, it is credible that, in the intervening two
years between the presentation of the first treatise and the completion of the later works,
the first treatise existed alone as a functional object for devotional use in a temporary,

parchment wrapper of which this end-bifolium is a fragment.

86 P9, for full title and translation.

87 P71, for full title and translation.

88 Blazena Rynesova, “Benes kanovnik svatojirsky a pasional abatyse Kunhuty,” Casopis archivni skoly 3
(1926): 13-35, at 34, hereafter cited as RyneSova.

% Ibid., 33-34.

% Urbankova, 16.

! Berthe Van Regemorter, Binding Structures in the Middle Ages, trans. J. Greenhill (London, 1991), 139.
92 Clemens and Graham, 14. Today fol.3 is a singleton as the other half of the bifolium was removed some
time after the end of the seventeenth century.

93 Appendix IIL

% Pp.29-32.
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The collation demonstrates the somewhat haphazard nature of the Passional’s construction:
I2 (1 as pastedown), II'® (wants 9), III® (+ bifolium after 1), IV®, V&, VI2, VII? (2 as
pastedown).’® The first treatise fills gathering II and, as has been observed, is a quinion
(five bifolia). Gathering III carries the whole of the second treatise (fols.11-17) and the
beginning of the third treatise (fols.18-20). It is clear that this quire was intended as a
quaternion as the scribe provided eight leaf signatures “a-h” found centrally at the foot of
fols.11v and 14v-20v.%® Had an error not occurred,”” gathering III would have ended on
fol.18v, gathering IV would then have run from fols.19-26, and V from fols.27-34: three,
neat consecutive quaternions. Gathering IV is a quaternion (entirely taken up by the third
treatise, which starts at the end of III, continues through IV and ends midway through V,
on fol.31v). Gathering V is an unusually short quire of three bifolia, a ternion, carrying the
end of the third treatise and the entire fourth (fols.32r-34r). The fifth treatise, an apparent
after-thought, was then squeezed onto the verso of the last folio of V (fol.34v), and
completed on an additional bifolium VI (fols.35 and 36). As it stands, the Passional ends
awkwardly with a ternion; a supplementary bifolium; and then the final bifolium, VII

which includes the pastedown.

The unassuming appearance of the codex today may be misleading. It is likely that, when
completed, the nuns would have provided this precious and expensive manuscript with an
embroidered chemise. Although standard for the time (some fifty chemises were listed in
Avignon’s papal library archives), few survive as they were generally made of perishable
cloth: silk, velvet or brocade.”® Historically, the nuns of St. George’s Convent were
recorded as proficient needlewomen, winning praise from Pope Eugene III in 1151 for the
sewing of altar linens.”® Needlework, just as spinning and weaving, was a traditional

190 and would have represented an important element of nuns’ Opus Dei:'?!

female activity,
part of their Benedictine duty of faith that was structured around ora et labora and for

which they would have taken as their model the apocryphal accounts of the Virgin Mary

%5 Appendix IIL

% P.32.

7 A likely cause is discussed pp.43-44.

%8 De Hamel, 4 History, 106, 166. Leather chemises survived better than those of fabric and Szirmai, The
Archaeology, 165, observed that 20 of the 110 Romanesque-type bindings he had studied had overcovers.
9 Tomek, Déjepis, 1:96 n. 58.

100 Jjohn H. Munro, “Textile Production for the Market,” in Women and Gender in Medieval Europe: An
Encyclopaedia, ed. Margaret Schaus (New York, 2015), 791-795, at 791-792.

101 Dom. Hubert Van Zeller, Benedictine Nun, her Story and Aim (Dublin, 1965), 80.
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embroidering and weaving.'> An embroidered chemise would have endowed the

manuscript with a sumptuous appearance, worthy of the care given to its creation, of its

obvious personal value to the Abbess, and of the fine illuminations enclosed within.

Despite its slight appearance, immediately upon opening the covers of the Passional it
becomes obvious that this is an exceptional manuscript. The quality and quantity of the
manuscript’s exquisite illuminations demonstrates how the artist was vital to the realisation
of the Passional project. His images not only support the message of the text but raise the
manuscript to a standard far above the other, unillustrated, compilations in the library
collection. The illuminations adorn twenty-six of its seventy-one pages. The majority
present narrative scenes, set in tiers of two or three, filling an allocated outer marginal
space beside the text (fols.3v, 5r-6r, 7v, 8v-9r, 14r-15v, 17r). Where more significant and
emotive images were required, larger, individual figures or scenes accompany the text
(fols.4r-4v, 7r, 11r, 161, 17v, 18r). The imaginative compositions on fols.17r and 18r stand
out among the illustrations in this latter group.'®® Finally, the manuscript boasts five,
finely-executed, full-page illuminations (fols.1v, 3r, 10r, 20r, 22v). All the illustrations are

executed in a developed, Gothic style.!%

The codex comprises five treatises. The first is a parable and lecture advocating the use of
Christ’s Arma Christi, the Instruments of the Passion, to ward off evil (fols.3r-10r).'% It is
introduced by the striking, and informative, fol.1v patron image. Facing this, the scribe has
recorded Colda’s didactic, dedication speech (fol.2), presumably delivered at the
presentation ceremony immortalised on fol.1v.!% Both the first and third treatise, which is
on the heavenly mansions (fols.18r-31v), were composed and claimed by the Dominican
lector Colda. Between Colda’s two works lies the second treatise: an unattributed Lament
of the Virgin Mary (fols.11r-17v). The fourth, and shortest, contribution to the manuscript
is the “Sermon of Pope Leo on the Lord’s Passion™'%7 (fols.32r-34r). This is followed by

the fifth and last treatise which is another anonymous lament: on this occasion with Mary

102 Jeffrey F. Hamburger, Petra Marx, and Susan Marti, “The Time of the Orders, 1200-1500: An
Introduction,” in Crown and Veil: Female Monasticism from the Fifth to the Fifteenth Centuries, eds. Jeffrey
F. Hamburger and Susan Marti (New York, 2008), 41-75, at 51, 72.

103 Chapter 3.

104 Chapter 2.

105 This treatise was written, illustrated and presented to Cunegund in 1312. Despite secure evidence within
the manuscript for dating Passional from 1312-1314, an inordinate variety of dates have been offered. The
rationale behind the dating is discussed in chapter 2.

106 p 33,

107 Toussaint, 21 n. 24, identifies this as Sermon VII, initially attributed to St. Leo the Great, but considered
not to be by his authorship.
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Magdalene as the subject (fols.34v-36v). For ease of reference, therefore, the contents may

be summarised as follows:

PART 1: fol.1v Full-page image, Dedication Illustration.
fol.2r-2v Dedication oration, date, and title of fol.3r image.
fol.3r Full-page image, Arma Christi.
fol.3v-9v TREATISE by Colda: Parable of the Invincible Knight.

[Lost folio between present-day fols.9-10. Final section of treatise + devotional
prayers, preserved in late seventeenth-/early eighteenth-century, German
translation.!%%]
fol.10r Full-page image, Man of Sorrows with Instruments of the Passion.
PART 2: fol.11r-17v TREATISE Lament of the Virgin Mary.
PART 3: fol.18r-29v TREATISE by Colda: Heavenly Mansions.

fol.20r Full-page image, Heavenly Mansions of the Immortal.

fol.22v Full-page image, Heavenly Mansions of the Blessed.

fol.30r-31v Eulogy to Cunegund with dating of work.
PART 4: fol.32r-34r TREATISE “Sermon of Pope Leo on the Lord’s Passion”.
PART 35: fol.34v-36r TREATISE Lament of Mary Magdalene.'"

The first treatise is distinguished from the others, being marked up in red plummet: this
indicates that the manuscript was designed as a lavish production.'!? The remaining four
treatises were ruled in standard, grey leadpoint, suggesting that they were conceived as
subsidiary works. The opening speech on fol.2, addressed directly to Abbess Cunegund, is
presented in two equal columns. Elsewhere in the manuscript, the text is in a single column
with space for illustrations provided in the outer margins dictated by the vertical rulings.
Although the text columns vary in width, this arrangement continues throughout the
manuscript even when illuminations are absent. On fol.3v, the ratio of illustration to text is
approximately equal: allocating more space to the important series of illuminations that
accompany Colda’s parabola. In the remaining pages of the first treatise, this ratio is
approximately 0.7 [8:11]. In the second treatise this changes to approximately 0.8 [8:9] and

continues at this ratio throughout the third treatise until fol.21r where a little more space is

198 Pp.22; Prague, Narodni knihovna Ceské republiky, MS XVILE.12, fols.20v-24r, transcr. Toussaint, 193-
196.
109 Appendix III.

110 Derolez, 35.
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given to the text space. There are no marginal illustrations from fol.18v onwards; the
images of the heavenly mansions on fols.20r and 22v are full-page illustrations. Despite
the fol.18v illumination’s dramatic and unexpected encroachment into the body of the text,
the general ratio of approximately 0.8 [8:9] is nevertheless respected. Another unusual
disposition of text and illustration occurs on fol.22v where the scribe fills the spaces on
either side of the scene of the Coronation of the Virgin in the Heavenly Mansions of the
Blessed.'"! From fol.23r onwards, despite the absence of illuminations, the ratio between
the blank, outer-marginal space and text space does not alter greatly. This led to the
suggestion that the work was unfinished.!'? From fol.21r to fol.34v, the ratio is
approximately 0.7, as in the first treatise, varying between [7:9.5], and from fol.29r
[7.5:9.5]. From fols.35r and 36v, the scribe increased the text-area, presumably conscious

that space was running short, working in a ratio (blank to text area) of approximately 0.6

[6.5:11].

The two columns of text on the fols.2r and v run over twenty-eight lines finishing fol.2vb8.
The date follows, double-spaced, followed by the title for the Arma Christi on the facing
page. The first treatise runs for twenty-nine lines on each page; the second treatise, with
the exception of fols.12 and 13,''" runs over twenty-eight lines, and ends with nine lines on
fol.17v, allowing the artist additional room to fill with original images;''* the third treatise
starts on fol.18r and closes on fol.31v with twenty-eight lines of text but covers twenty-
nine lines on the intervening pages; the fourth treatise continues with twenty-nine lines of
text to a page, ending on fol.34r with twenty. In a dash to the finish, the densely packed
script of the final treatise is squeezed into the twenty-nine-line format except on fol.35r
where thirty lines are covered, the last three lines stretching into the outer margin and
where six words drop below to form a partial thirty-first line; again, on the last page

(fol.36v), the closing three words fall below the thirtieth line.

For the most part, the text of the Passional is neatly scribed by Benes in a Northern

Gothica Textualis Formata, sub-group semiquadratus, exhibiting several Central European

1P 44-45,

112 pp.33-34; Mat&jéek, Pasiondl, 10.

113 Fol.12r-27 lines; fol.12v-26 lines; fol.131-25 lines; fol.13v-24 lines; appendix II1.
114 P,159-163.
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traits. Examples of these characteristics lie in the strong bifurcations at the top of the
ascenders, the small bow beneath the line on the letter “g”, and in the use of the double-
bowed “a” which is a typical feature of Bohemian, Moravian and Austrian manuscripts (as
opposed to the “kasten “a”).!'® I am grateful to Derolez for pointing out that, for example,
the spelling of wineribus in the penultimate line of the title on fol.2vb22 is specifically
German or Central European and not French.!'® The rubric titles are added in Bene§’s hand

proving him to be the text’s rubricator as well as scribe.!'” These rubrics vary in purpose.

118 119

Sometimes they provide single-word descriptions of objects,''® people or actions;
elsewhere they provide titles; sometimes they convey the direct speech of the protagonists
illustrated;'?° most significantly, some appear designed to direct the viewers’ devotion by

offering a particular interpretation of a scene.!?!

The ensuing discourse will offer a brief overview of the contents and structure of the
Passional with particular emphasis on the artistic programme, following the manuscript’s
chronological presentation. As has been noted, the fol.1v Dedication Illustration stands
alone on a separate bifolium;!?? this is followed by the oration which sets out instructions
for Cunegund, and by extension her sisters, to fight off evil by contemplation of the
Instruments of Christ’s Passion (fol.2). Having provided the reader with an introductory,
patron image, the artist opens the first treatise with a dramatic Andachtsbild of the Arma
Christi on fol.3r. Andachtsbilder were aptly described by Erwin Panofsky as providing
“the consciousness of the individual who is contemplating the subject the possibility of
sinking contemplatively into the content they are considering, ie. allowing the subject to as
it were mentally meld with the object.”'?*> Cunegund and her nuns might employ the
Passional Andachtsbilder in their devotional contemplation and prayer, using the visual
cues to channel and amplify their spiritual experience, creating a communion between

image and on-looker: envisaging Christ’s suffering by realising it in the imagination and

115 See Derolez, 86.

116 September 24, 2008, email correspondence. This might call into question Stejskal’s assertion that the form
and accomplishment of Benes§’s writing was comparable with contemporary Northern French script, and that,
therefore, Benes had studied in Paris, Stejskal, Pasiondl, 24.

17 Arguments around Benes as artist are addressed in chapter 2.

18 E.g., fol.10r.

19 E.g., fol.6r.

120 E.g., fol.7v, see Chapter 3.

121 E.g., fol.4v, see Chapter 3.

12p 15.

123 ““dem betrachtenden EinzelbewuBtsein die Moglichkeit zu einer kontemplativen Versenkung in den
betrachteten Inhalt zu geben, d.h. das Subject mit dem Objekt seelisch gleichsam verschmelzen zu lassen.”
Erwin Panofsky, “‘Imago Pietatis’ - Ein Beitrag zur Typengeschichte des ‘Schmerzensmanns’ und der
‘Maria Mediatrix’,” in Festschrift fiir Max J. Friedldnder zum 60 Geburtstage, ed. M. J. Friedldnder
(Leipzig, 1927), 261-308 at 264.
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thus aiming to achieve a mystical union with Christ which was the objective of every Bride

of Christ.'?* Andachtsbilder are crucial elements in the Passional’s artistic programme with
fol.3r providing the first of the two major programmatic, full-page examples, both
illustrated in the first treatise (fols.3r, 10r). (Fols.11r and 16v offer examples of minor
Andachtsbilder.)'?> The fol.3r image of Arma Christi, presented as a “heater”'?¢ shield
divided into four fields by the Crucifix, recalls the red crosses on the shields of St. George
on fol.1v and Christ the Lover-knight on fol.3v. The Instruments of Passion laid out as
Christ’s armorial bearings. Three small perforations at the head of the page - one directly
in line with the vertical of the cross and one on each side in line with the shield’s
outermost edges - were used to construct the drawing. The fol.3r Arma Christi is the only
image to be unannotated: perhaps therefore less distracting to the contemplative nun. It
has, nevertheless, a significant and lengthy rubric titulus provided on the facing page
(fol.2v), introduced by a large, blue initial “H” and liberally dotted with majuscules.'?” The
fol.3r image forms “book-ends” with another mnemonic Andachtsbild: the Man of Sorrows
with the Instruments of the Passion on fol.10r. Colda’s first treatise is sandwiched between
these two, complimentary images, both of which provide the reader with visual prompts,
easily recognisable as having been designed to direct the pattern of devotion. As indicated

in the fol.2r text, these are the “weapons” with which to ward off the Devil.

The text of Colda’s first treatise opens on fol.3v with a parabola telling of a virgin who, on
the brink of marriage to a nobleman, is seduced away, ravished and incarcerated but then
rescued by her betrothed who restores her to reign with him. This well-rehearsed metaphor,
set out by Colda on the following fols.3r-6r, appears in both secular and sacred medieval
texts, presenting Christ the lover-knight as saviour of “rationalis anima” (fol.3r10): the
rational, human soul.'?® The parable’s text is strikingly illustrated by a set of sequential,
allegorical pictures running down the broad, left-hand margin of the page.'? Unusually,
the artist strays beneath the lower margin order to include the culminating image of
coronation and salvation. Four images depicting the Fall of Man (fols.4r-5r), together with

an Annunciation and Nativity (fol.5v), accompany the parable’s exegesis by charting

124 P.153-159.

125 Fols.17v and 18r, and perhaps fols.20r and 22v, offer images that might be described as inspiring the
imagination rather than empathy.

126 A shield-type proportionally 1/3 longer than its width, Charles MacKinnon of Dunakin, The Observer’s
Book of Heraldry (London, 1966), 19.

127p.90.

128 Eg., Ancrene Wisse and Arthurian legend, see chapter 3; see also e.g., Rosemary Woolf, “The Theme of
Christ the Lover-Knight in Medieval English Literature,” in Review of English Studies, New Series 13, no. 49
(1962): 1-16.

129 For analysis of the complex iconography of these images, pp.97-109.
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Man’s descent into sin and Christ’s arrival for his salvation. The text then provides the

devotee with a catalogue of the “weapons” starting with the knife of the circumcision
(fol.6r9) representing the first occasion on which Christ’s blood was spilt. Each Instrument
of Christ’s Passion is highlighted by rubric in the text, '3 provided with a short, elucidatory
text, and illustrated with an appropriate scene in the marginal space. The lance (fol.7v) is
supported by a highly-individual illumination which will be discussed below.!3! These
illustrative images run to fol.9r where, midway down the page, the tone of the text
changes. Here, Colda launches into an invocation which closes the parable with a
triumphal and redemptive cry: “Rise up,” is repeated six times in four lines, and in the last
line the resurrection is acknowledged by the words, “He arose”.!3? On fol.9r, to heighten
the reader’s experience of the text, the artist progresses from Passion images, which end
with the entombment at the foot of fol.8v, to three soteriological images: Resurrection,
Harrowing of Hell and Heavenly Coronation/Last Judgement. The text closes with an
entreaty that evil should be renounced and salvation sought through the Passion

Instruments and an appreciation of Christ’s suffering.'

Originally, the reader would have found the closing paragraph of the first treatise and
several prayers on fol.3’s now-missing bifolium-counterpart,'3* which would have lain
between today’s fol.9 and 10.'%3 A note, added in an eighteenth-century hand at the foot of
fol.9v, reads, “One folio or more is absent.”!3¢ Fortunately, the text of this missing folio
has been preserved in a small volume from the convent library which contains an
eighteenth-century German translation.!3” From this, we learn that Colda ended his treatise
by quoting St. Augustine’s (354-430) report of “the words of the Lord addressed to

redeemed mankind,”'3® in which Christ itemised his sufferings. Colda follows this with a

130 Mount of Olives (fol.6120, representing the “rain of blood” from Luke 22:44); ropes [binding Christ],
scourges and birch rods (fol.6v5); [tying] to the column (fols.6v4 and 7r7); splattering with spit (fol.6v12);
lance (fol.7v16); nails and hammer (fol.7v27); wounds (fol.8r4); seamless robe (fol.818); lots (fol.8r16);
pliers (fol.8v10); ladder (fol.8v15).

131 Chapter 3.

132 “exsurge nunc...Exsurge gloria mea; exur/ge [sic] psalterium et cithara...respondet in psal/mo ‘exsurgam
dilucio’. Exsurge igitur domine; exsurge in adiuto/rium sponsae tuae. Surrexit...” fol.9r15-18.

133 Preserved in German translation, MS XVLE.12, fol.20v12-21v10.

134 Urbankova, 15, and Toussaint, 194, suggest the prayers commenced at the top of verso.

135 Appendix III.

136 «“Deest folium aut pluram” fol.9v; see Urbankova, 15.

37 NKCR MS XVIE.12, fols.20v-24r (transcr. Toussaint, 193-196); Urbankova, 15. Pavel Spunar,
“Introduction: The Tracts of Dominican [sic] Colda,” in Colda of Colditz. Frater Colda Ordinis
Praedicatorum — tractus mystici — Fontes Latini Bohemorum. Vol. 11, ed. and trans. Dana Martinkova
(Prague, 1997), xxii, seemed unaware that fols.21r-21v of the German translation record the definitive end of
Colda’s first treatise, when he wrote: “the end of the tract has not come down to us”.

138 «die Worte des Herrn, mit welchen / Er den Erldsten Menschen also anredet:” NKCR MS XVLE.12,
fol.20v20-21, transcr. Toussaint, 193.
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rendition of Christ’s words by St. Bernard of Clairvaux (1090-August 20, 1153),!3°

paraphrased in Christ’s fol.10r speech banner.'#? Finally, Colda concludes with a short

prayer, “that we may at all times reverently remember his bitter suffering, so that that we

141 142

may never be separated from his sweetest embrace, and a final blessing.'*~ It is not
impossible that this page was also illuminated: it seems we shall never know. The emotive
prayers that followed on the verso were, almost certainly, designed for recitation whilst
gazing on the opposing Andachtsbild of the Man of Sorrows with the Instruments of the
Passion as part of the spiritual and mimetic process of empathetic meditation.!** The
impressive fol.10r Andachtsbild shares its bifolium with the introductory oration on fol.2
which provides us with a possible dating for the image.'** Its verso is an un-ruled lacuna,

and so, with this image, the first treatise is complete.

The second treatise, a Lament of the Virgin Mary, opens on fol.11r with a decorated initial:
a blue “E” with red filigree. This complements the opening initial of the third treatise
which reverses the colour scheme: a red “P” with blue filigree.'*> This similarity,
significantly, suggests that they were written up on the same occasion. Identifying the
Virgin Mary and Mary Magdalene as principal mourners at the Crucifixion was
characteristically Franciscan:!4® the Passional laments may therefore reflect Cunegund’s
Clarisse upbringing. The artist illustrates the opening page of the first lament with an
example of a minor, but extremely emotive, Andachtsbild of the Grieving Virgin (fol.11r).
The rubric makes the introduction: “You see Mary bitterly weeping and bitterly

sorrowful.”!4’

suggest that the artist intended the haunting presence of this image to
persist in the imagination of the viewer over the following, five, unillustrated pages, and
that it was this purposeful decision not to illuminate again until fol.14r that led to the
omission of a section of the text thus requiring fols.12 and 13 to be slotted in as an

addendum.!*® The lament starts with a short narrative introduction (fol.11r1-7); following

139 “Oh Man, see what I have to suffer for you.” - “O Mensch siche / was ich wegen diener leiden mus,”
NKCR MS XVLE.12, fols.21r22-21v2, transcr. Toussaint, 194.

140 “Thus, as a man, I stand here for you [ie. your sake] when you sin...’
peccas...” speech banner, fol.10r.

141 “das wir Seines bitteren Leidens unf andictig / allzeit erinen mogen, damit wir auf Ewig von / seiner
siiBesten umbfahung nimmer abgesondert / werden” NKCR MS XVI.E.12, fol.21v5-8, transcr. Toussaint,
194.

142 p 158.

143 See chapter 3.

144p 33,

145 Treatises two and three share bifolia therefore were written up at the same time, see appendix III.

146 Bert Roest, “A Meditative Spectacle - Christ’s Bodily Passion in the Satirica Ystoria,” in Broken Body,
eds. A.A. MacDonald, H. N. B. Ridderbos, and R. M. Schlusemann (Groningen, 1998), 31-54, at 41.

147 “Intuemini mariam amare flentem et amare dolentem,” rubric title, fol.11r.

148 Appendix III; pp.43-44.

B

- “Sic homo sto pro te cum
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this, the Virgin delivers a monologue bewailing the tragic loss of her son (fols.11r8-

11v10). St. John the Evangelist is then briefly introduced, on fol.11v, and he is given seven
lines of dialogue in which he asks the Virgin why she continues to mourn so deeply
(fol.11v12-18). In a spirited, poetic response, the Virgin berates John the Evangelist in a
resoundingly, nagging female tone as she impatiently chastises him for his inability to
comprehend of the depth of her emotional reaction whilst goading him towards an
appreciation of a mother’s loss. She takes his words and uses them against him as a
repetitive, interrogatory refrain throughout the text, for example, “I see him die in so much
horrific pain; and you say, ‘Why do you weep?””’'%° The Virgin Mary’s soliloquy ends on
fol.13r on a note of despair, “Thus, woe is me, he has abandoned me and gone away”.!>°
Here, a sentence has been added in the margin in a different hand which reads, “The
reading finishes for Good Friday.”'>! This effectively divides the work into two readings.
Two lines below, another additional margin note has been added which reads, “The

reading starts for the Easter vigil.”!>?

The narrator of the second “reading” takes up the story with a rhetorical question: “Yes,
but whither has your beloved gone, O most beautiful of women? Whither has your beloved

153 []luminations

gone, whom you mourn with so much pain? We shall seek him with you.
recommence on fol.14r as the reader is guided breathlessly through a brisk narration of
events surrounding the Resurrection (fols.13v-16v). The attendant images illustrate
revelation following upon revelation: to the three Maries (fol.14r); to the Virgin Mary
(fol.14v); at Emmaus (fol.15r1); to the apostles (including doubting Thomas), and then to
Peter and John on the Sea of Tiberias (fol.15v). Fol.16r required no illustration, nor is it
provided with one, for here the text becomes rhetorical in preparation for a conversation
between Christ and Mary at their apocryphal first meeting after Christ’s death. The readers
are directly called upon to listen in (fol.16r21); the narrator then proceeds to present the
exchange between Christ and his mother verbatim (fols.161r24-16v27). The conversation
between Christ and the Virgin Mary fills almost the entire fol.16v text space (bar the last
line) and is illustrated by the attendant, large, touching image of Christ embracing his
Mother: a small illustration of the apocryphal account was previously illustrated on

fol.14v. Fol.16v’s extraordinary image represents another of the lesser Andachtsbilder and

149 «in tot horrendis dolo/ribus conspicio mori; et tu dicis, cur ploras?” fol.12v8-10.

130 «Sic heu / me solam reliquit et abiit” fol.13r20-21.

131 “Explicit collatio inparasceve” fol.13r21.

152 “Incipit collatio in vigilia pasche” fol.13r23. 18 lines lower another spidery cursive margin note marks an
alternative starting point. “Incipias hic” — “You start here” fol.13v16; see p.146-147.

133 “Sed quo / abiit dilectus tuus / o pulcherrima mulierum Quo abiit / dilectus tuus / quem tanto dolore
plangis et // et queremus eum tecum” fol.13r21- fol.13v1 (scribal error repeats “et” on page turn).
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compares with that of the Grieving Virgin on fol.11r. The iconography of Christ and Mary

embracing, as will be shown below,'>*

also strongly references the Old Testament Song of
Songs: it is a tender image which the nuns, quite appropriately in the context of
Brautmystik (the interpretation of the Christian virgin as Christ’s betrothed),'> might

interpret as a lovers’ embrace. !¢

The Lament of the Virgin Mary ends on fol.17r with a brief account of Ascension and
Pentecost — significantly, also revelatory experiences - both of which are illustrated. The
author then closes the treatise by invoking the Virgin’s intercession (fol.17r24-28-
fol.17v1-9). It is this that appears to have inspired the illustration of the Dormition (fol.17r)
since no reference to the occasion is given in the text. The author’s petition continues
overleaf, on fol.17v, where it is accompanied by two large illustrations. To the left is an

157 and

architectural structure bordered on all sides by lines of rubric in praise of the Virgin,
displaying at one time both the Coronation of the Virgin and King David playing his harp.
To the right, on a ground sprinkled with stylised rose blooms, the reader is presented with
a final, post-resurrection, apocryphal revelation from the Gospel of Nicodemus: the risen
Christ embracing Joseph of Arimathea as he releases him from incarceration.!®
Accompanying this scene is the most poetic of all the Passional’s rubric titles. This verse,
and the accompanying, dramatic images which burst from the final page of the Lament of

the Virgin, are full of significance and implication: this will be considered below.'> They

mark the close of the second treatise.

On the facing page (fol.18r), the artist has created an imaginative and structurally-
impossible scene illustrating the path to Heaven. He appears to have worked in close co-
operation with the scribe to produce an arresting opening page for the third Passional
treatise: Colda’s second work, on this occasion on the subject of the Heavenly
Mansions.'%° The rubric title for this fanciful image of Christ guiding Souls Heavenwards,

on fol.18r,'®! reads, “Jesus reveals the mansions to the sponsa and others”.'®? Colda

134 P.152-159.

135 See, for example, Jeffrey F. Hamburger and Susan Marti, eds. Crown and Veil: Female Monasticism from
the Fifth to the Fifteenth Centuries (New York, 2008).

136 Pp.153-156.

157 Either side the image, and the first line beneath, are in leonine hexameter; the second line below the
illustration is in leonine pentameter.

158 Nicodemus, The Gospel of Nicodemus or The Acts of Pilate, (reprint of The Apocryphal New Testament,
trans. Montague Rhodes James (Oxford, 1924), CrossReach Publications, 2015, 34-37.

139 Pp.160-163.

160 John 14:1-3.

161 Chapter 3.

162 “Thesus Mansiones ostendit sponse et cetis” rubric title, fol.18r.
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declares himself unfit to expound on the nature of angels (fol.19v11-19) and defers to the

knowledge of Pseudo-Dionysius the Areopagite.'6?

He then proceeds to list the divisions of
the celestial hierarchy: the choirs of the Divine and the ranks of Blessed Mortals,
commenting upon each in turn. (Jan Vilikovsky notes that a large part of the treatise is
lifted directly from the thirty-fourth homily of St. Gregory the Great, on the angels.)!** The
Heavenly Mansions of the Divine are illustrated on fol.20r; the Heavenly Mansions of the
Mortal Blessed, on fol.22v. Apart from the introductory image of Christ guiding Souls
Heavenwards, these magnificent, full-page illuminations are the only images in this
treatise, and the last in the manuscript. Their rubric headings may provide insight into the
leanings of Cunegund’s piety: on fol.20r, “Nine choirs resound with the sweetness of song
— Judging Mary as worthy of being preferred above all,”'® and on fol.22v, “You who are
called the Virgin, alone in your virtue — You are worthily crowned, placed above all the

saints.”!' Both express intensely Marian messages which complement the images of the

Coronation of the Virgin that surmount the mansions in each illustration.'’

Colda closes his treatise on the heavenly mansions with an elaborate panegyric on
Cunegund, dwelling on the conceit that he and Cunegund compare with Sts. Jerome and
Paula (fols.30r-31v). This eulogy provides the reader with valuable information about
Cunegund. We learn how her intellectual curiosity put idle men to shame (fol.30r20-23);
how she exhausted herself with debates and constant study (fol.31r27-28), demanding new
works to be written, and fervently applying herself to scrutiny of the scriptures (fols.30r23-
25 and 31r16-17); how she rejected her elevated earthly status and possessions for the
rewards of heaven (fol.30v2-4); of the humility reflected in her speech and the deference
she showed to the poor (fol.30v25-28), which is particularly admired by Colda who
bemoans, “rarely does one come across devotion and humility in leaders; rarely is it seen
in our times”;!%® of her fair and godly exertion of authority over her flock (fol.31r2-5), and
her impartial and proper examination and judgement of legal disputes (fol.31r11-16). The

final page of the third treatise includes vital information on the dating of the Passional

(fol.31v4-15), as will be demonstrated below.!®® This eulogy mirrors the opening

163 pseudo-Dionysius the Areopagite, De Coelesti Hierarchia — The Celestial Hierarchies, ed. Arthur
Versluis, Michigan State University, www.esoteric.msu.edu/Volumell/CelestialHierarchy.html - viewed
from 07.06.2018.

164 Vilikovsky, 36; see also Toussaint, 19 n. 16.

165 «“Chori novena resonant meli- Censentes dignam cunctis praeferre Mariam” rubric title, fol.20r.

166 ““Quae singularis virgo virtute vocaris — Sanctis praeposita cunctis digne coronaris” rubric title, fol.22v.
167 Iconography of the Coronation of the Virgin appears crucial to the function of the Passional, p.73-76.

168 «“Raro hoc nostris temporibus / cernitur raro devocio et humilitas in prin//cipibus invenitur” fols.30v28 —
31rl.

169 P 29-31.
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dedication speech on fol.2, both in content - flattering Cunegund (and to some extent

Colda himself) - and position. Colda assures Cunegund that her ultimate place in Heaven
will be, not among the mortals, for he states, “know that you will attain a share with angels
and archangels.”'”® He describes how, extraordinarily, she will be accepted by each angelic
hierarchy in turn (fols.30v18-31r22), and he then concludes that her fervent study of the
holy scriptures will win her a place among the cherubim,'”! and that she will receive

delights, due only to saints, among the seraphim.!”?

The final two treatises were unillustrated: the “Sermon of Pope Leo for Palm Sunday”'”?
(originally attributed to Pope Leo the Great as his seventh sermon, the author is now
referred to as Pseudo-Pope Leo),!”* and the Lament of Mary Magdalene.!” It may be
assumed that the reader could refer to the earlier illustrations to enable visualisation of the
narrative since these would be applicable to the content of these final two works which are
both themed on Christ’s Passion. The Sermon of Pope Leo appears to have been included
in the Passional’s original scheme for it shares three bifolia with Colda’s treatise on the
heavenly mansions.!”® It appears, however, that the number of pages required for both this
and the text of the lament was miscalculated. The Sermon of Pope Leo is short, covering
only four and three-quarter pages (fols.32r-34r). Benes spaced the words broadly across
the text-area, employing very few contractions. As noted above, possibly due to a mistake,
gathering V lacks the extra bifolium that would have matched it with its predecessor and
allowed enough space for the final treatise.!”” The Lament of Mary Magdalene, therefore,
starts on the verso of the last folio in the gathering (fol.34v) and continues onto a single
separate bifolium (fols.35 and 36). Parchment was expensive and Benes, in order to ensure
that the lament could be accommodated on the added bifolium, VI, widened the text-space
(although, as noted, the last four lines on fol.35r spill out across the entire width of the
page).!”® He also compressed the script not only by squeezing the letters close together but
by employing many suspensions and contractions. After a mere four-line narrative

introduction, the Passional Lament of Mary Magdalene opens in the voice of the Virgin

170 ““Cum angelis / quippe et archangelis scito Te porcionem acci/pere,” fol.30v18-20.

17! “Sed quia sacris litteris Te novi tam / vigilanter intendere non Tibi inter / cherubim locum dare.”
fol.31r16-18.

172 “inter / seraphin recipies premia sanctis feliciter pre/parata,” fol.31r20-22; see p.73.

173 “Sermo sancti leonis pape de passionis domini” rubric heading, fol.32rl.

174 Toussaint, 21 n. 24.

175 Tbid., 18, Toussaint suggests this to be an extension of the Homily by Origen of Alexandria (184/5-
253/54), the “Complaints of Mary Magdalene”, which was included in a manuscript gifted to the convent in
1303 by Cunegund, and therefore one of the first writings she specifically chose to share with her
Benedictine sisters; NKCR MS XIILE. 14c.

176 Appendix III.

177P 16.

178 P 19.
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Mary who, bemoaning her own loss, commiserates with the Magdalene as a fellow

mourner. This may, therefore, be seen as an appropriate continuation of the earlier lament:
the second treatise. Mary Magdalene responds by enumerating her encounters with Christ.
It will be demonstrated below that Cunegund had a proven, special affiliation with Mary

Magdalene.!” The Passional comes to its end at the foot of fol.36v.

Before considering aspects of the Passional’s art, it is vital to establish as precise a date as
possible for the work’s execution in order to provide the correct context for its proper
appreciation. In this, we are extremely fortunate for the manuscript itself provides clear
evidence for accurate dating through several specific references: a luxury that is seldom
available to codicologists. It therefore seems to me somewhat perverse that the literature
concerning the Passional, sometimes on weak or even absent grounds, offers an
extraordinarily varied range of dates. To cite just a few examples: Karel Chytil - 1312-
1316;'8" Anton Friedl - 1314-1321;'3! Urbankova - 1312-1321;!8? Hamburger dates the
fol.10r image - 1321,'83 and the Passional manuscript itself - ¢.1320;'3* BeneSovska -
1312-before 1320;!85 even the website of Narodni knihovna Ceské republiky, the National
Library of the Czech Republic, Prague offers - 1313-1321 and 1321-1400.'% I shall argue
that specific time-references found in the manuscript itself and examined below provide all

the evidence required for a secure dating of the manuscript to 1312-1314.

In this, I concur with Vilikovsky who, in my view, correctly concluded in 1948 that the
date of delivery of Colda’s treatises is unequivocal: “for both, the time of submission is
given absolutely precisely as 1312 for the first and 1314 for the second”.'®” As will be
shown below, the first treatise is dated 1312, and the third is dated 1314, in the Passional;

stylistic characteristics in text and illustrations and shared quires show that the second,
third and fourth treatises were written up together and therefore are all datable to 1314.!88

Appendix III demonstrates by the disposition and sharing of gatherings that the text and

179 Chapter 3.

180 Karel Chytil, “Antikrist v naukach a uméni stfedovéku a husitské obrazné antithese,” in Rozpravy Ceské
Akademie Cisare Frantiska Josefa pro védy, slovesnost a umeni 1, no. 59, (1918): 102.

181 Antonin Friedl, Pocatky Mistra Theodorika (Prague, 1963), 38.

182 Urbankova, 15.

183 Jeffrey Hamburger, The Visual and the Visionary: Art and Female Spirituality in Late Medieval Germany
(New York, 1998), 37.

184 Tbid., 408.

185 BeneSovska, “Abbess Cunegonde,” 487.

186 Manuscriptorium, on-line manuscript catalogue and digital image library, Narodni knihovna Ceské
republiky, Prague, www.manuscriptorium.cz — viewed from 30.10 2007.

187 “y obou je take zcela piesn& udana doba sloZeni, rok 1312 u prvého a 1314 u druhého,” Vilikovsky, 31.
188 Appendix III.
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illustrations run over several quires. Even if quires 111, IV and V had been quaternions, as

was probably originally planned, the second, third and fourth treatises would not have been
confined to separate gatherings:'® the first treatise is the only one to have a complete quire
to itself. Text and illustrations, therefore, would still have run over from one gathering to
another. It is, however, possible that the fifth treatise was an afterthought (tacked onto the
final verso of quire V and requiring an extra bifolium, VI), added to swell the volume.!*?
Even if this was the case, Cunegund’s obvious anxiety to proceed with the codex, which is
reiterated several times in the Passional (as shall be demonstrated below),!°! suggests that
all the treatises in the second production period of the Passional were written up in quick
succession. Evidence for Cunegund’s eager anticipation, the use of the same scribe, and
the unusual fifth gathering (a ternion plus a bifolium) all point towards the Passional

having been completed under pressure and within a very tight time-schedule.!'*?

The rationale behind a dating of 1312-1314 lies mainly in the references within the

Passional itself. These may be summarised as follows (underlining has been added):

There are three references which date the first treatise to 1312: two specifically to the day,

month and year, and one to the year alone:

Fol.2v - dates the presentation ceremony: “Date, in Prague, in the year of our Lord 1312,

on the sixth day before the kalends of September.”'*? (The “sixth day before the

kalends of September” is August 27.)

Fol.31v - in the eulogy following Colda’s treatise on the heavenly mansions, dated 1314:

“two years have gone by since...I composed a small work of three days about the
strong soldier [the first treatise].”'** ie. 1312.

Fol.31v - and again, “[the first treatise] I presented on the sixth day before the kalends of
September, 1312.°1%°

The text, therefore, provides evidence for the production and presentation of the first

treatise in 1312.

139p 16.

190 This might support the argumentt for Cunegund’s authorship.

191 Pp.30-31.

192 Pp.31-32.

193 “Datum Prage Anno domini / millesimo Trecentesimo Duo/decimo...Sexto kalendas Septembris,”
fol.2vb10-16.

194 “transacto biennuo / opusculum laboris triduani destrenio mili/te...pensionibus composui,” fol.31v4-6.
195 “anno do/mini millesimo trecentesimo duodecimo / sexto kalendas septmbris edidi,” fol.31v9-11.
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Colda also supplies evidence within the text for the treatise on the heavenly mansions

having been composed August 8 and 9, 1314:

Fol.31v - “This one I accomplished on the third and fourth days prior to the octave of St.

Dominic [ie. eight days after the festival] in the year 1314, the thirteenth year of your

benediction.”!%°

Fol.31v - six lines previously, he recorded, “two years have gone by since...I composed a

small work of three days about the strong soldier [ie. the first treatise]”!®’

Ergo the first treatise is dated 1312; the third, 1314.

From the point of view of dating the entire work, it is important to note that on no less than
seven occasions in the third treatise the reader is informed that Cunegund not only

provided the impetus, but impatiently drove Colda to complete his work:

Fol.19v - “Behold, you Cunegund, daughter of the most serene King Otakar, venerable
abbess of the monastery of St. George in the citadel of Prague, never cease to
demand of me that which Dionysius deems impossible.”!8

Fol.30r - “Thus your demanding convenience urged me on that I should produce the script

23199

of the present small work since I could not fail to obey your orders.

Fol.30r - “She entreats that those new things should be written; she who condemns the

reading of idle texts.”?%

Fol.31r - “You (Cunegund) go through long speeches and, (although you are) tired by

frequent reading, you require me to depict some small work.”?°!

Fol.31v - “Brother Colda, the least of the Predicants is hard pressed to create by your
orders.”?%?

Fol.31v - “driven by you requests, | composed that small work of three days toil, about the

196 “Istud anno eiusdem domini millesimo trecen/tesimo decimo quarto Benedictionis vero vere / anno XIII
feria tertia et quarta infra octa/vas beati Dominici consumavi,” fol.31v12-15.

197 “transacto biennuo / opusculum laboris triduani destrenio mili/te...pensionibus composui,” fol.31v4-6.

198 “Bcce / tu chunegundis serenissimi regis ottacari / filia monasterij sancti georgij in castro pragen/si
venerabilis abbatissa quod dionysius repute / inpossibile a me non desinis exposcere inponis/que” fol.19v4-9;
see p.163 on Cunegund seeking reassurance on the heavenly hierarchy.

199 «“Sic vestra michi inportuna / institit oporntunitas ut praesentis opusculi / scriptum ederem vestris que
parere postulacio/nibus non negarem,” fol.30r6-9.

200 “Illa ut nova scribantur pe/tit isterum dampnabilis desidia etiam scripta / leger fastidit,” fol.30r23-25.

201 «“Ty longis orati/onibus decursis lectionibus fatigata assiduis / quedam conpingere opuscula me conpettis,’
fol.31r27-29.

202 «“yestris iussionibus frater colda / predicatorum minimus parere satagit,” fol.31v2-3.

B
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strong soldier.”?%3

Fol.31v - “Now, urged by your request, I have put together in less than two days a concise

work about the heavenly mansions.”?%

This is clear evidence that Cunegund drove Colda on to hasten the production of his
second work and that planning of the following treatises commenced immediately upon
submission of the first Passional treatise, if not before. Indeed, the other works may have
been ready to write up but were delayed by Colda’s self-confessed tardiness. Fol.11r
onwards appears to have been hastily written up and some of the smaller illustrations
executed with a degree of confidence but perhaps less care, suggesting that they were
completed with considerable rapidity, presumably immediately following Colda’s
submission of the text of the third treatise in August, 1314; the sure and meticulous
execution of the larger images does not by any means indicate a slow worker. The rather
uneven, sometimes-careless scribal work of the later treatises contrasts the obvious care
taken over the opening section and indicates haste. Bene§’s work is particularly flawed on
fol.13r. For example, fol.13r8 and 13 contain crossings-out; fol.13r22, erasure where
Benes initially marked the extra di of dilectus by subpunction but then decided to scrape
both letters and dots away; fol.13r22-25 has two examples of scribal eye-skip leading to
dittography. The errors in the last three lines of text have not only been scored through but
there is subpunction beneath the repeated words. On occasion, Bene§ copied words in the
incorrect order, inverting neighbouring words. This he has corrected by placing a small
letter b and a to indicate that the order should be reversed.?> (All these are standard scribal
errors and methods of correction.)?*® Together with such transcription mistakes, the
rubrication of majuscules is entirely absent from fol.11v10-13v inclusive, and again from
fols.35v-36v, suggesting hasty workmanship. Pressure to complete the work would

account for this: punctuality at the price of punctiliousness?

It is estimated that a monastic scribe devoted six hours a day at most to writing and wrote

207

at a rate of perhaps 150-200 lines of text per day.””’ The resultant writing-speed of between

twenty-five and thirty-three lines an hour implies that it would have taken a mere seven to

203 “opusculum laboris triduani destrenio mili/te vestris pulsatus pensionibus composui,” fol.31v5-6.

204 «“Nunc vestri postulacionibus stimulatus opus / de mansionibus caelestibus quodam brevi/loquio infra
biduum conpilavi.” fol.31v7-9.

205 E.g., fol.25v19.

206 Clemens and Graham, 35-36.

207 Michael Gullick, “How Fast Did Scribes Write? Evidence from Romanesque Manuscripts,” in Making the
Medieval Book - Techniques of Production, ed. Linda Brownrigg, Proceedings of the 4™ Conference of the
Seminar in the History of the Book to ¢1500, Oxford, July 1992 (Los Altos Hills, California, 1995), 39-56, at
46.
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nine days to complete the entire 1314 section of the Passional manuscript. Since each page

has approximately twenty-eight lines, at this speed Benes could complete a page an hour.
Had he written at the considerably slower pace of an hour a day, he would still have
completed the work within a month: well within the remaining four months of 1314. These
expert craftsmen are likely to have laboured diligently over the Passional, particularly if
their illustrious patron was importuning them to complete the project. It is reasonable to
assume, as the quality of the work suggests, that they executed their skills with speed and

assurance.

The leaf signatures “a-h” found centrally at the foot of fols.11v and 14v-20v in gathering
IIT were, in all probability, to allow the manuscript to be divided to allow the scribe and

[13%2]

artist to work separately on the project.??® (These are distinct from the quire numerals *j
and “i)” which are found at the foot of fols.20v and 28v and which mark the end of
gatherings III and IV respectively for binding purposes.) A faint, cursive catchword - tinuit
- survives at the foot of fol.5v in gathering I which may have served the same purpose as
the leaf signatures since it lies within the gathering. This differs from the sliced-through
and worn-away catchwords “angelorum fuiunt” and “am” at the foot of fols.20v and 28v
respectively which, like the quire numerals on the same pages signalled to the binder the
correct placement of gatherings.??” Leaf signatures offer further, important evidence that
the second part of the Passional was worked on in haste.?!® The illustrations of the second
and third treatises, painted in the second phase of the Passional’s production, run from
fols.11r to 22v across gatherings 11, III and IV; the text of the third treatise spills onto
gathering V, and the fourth treatise is completed at the end of this gathering. This
demonstrates continuity of work over these three gatherings;?!! The volume of pictures
towards the beginning of the codex may raise unrealistic expectations for the modern
reader used to ordered or even dispersal of illustrations throughout a book. There is no
indication, however, that more illustrations were planned and the fact that several pages
within the illuminated sections were purposefully unadorned - (fols.2r and v), 9v, 11v-13v,
16r, 18v-19r, 20r-22r, 23r-36v - when illustrations were not required to elucidate the text,
leads me to the conclude that the programme was considered complete. The Passional was
an ambitious undertaking the completion of which was keenly awaited. I consider the role

of the artwork to have been fulfilled.

208 ppy 42-43,

209 Appendix III; other catchwords may have been trimmed away.
210 Scribal errors suggest haste, as discussed above p.31.

21 Appendix III.
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How might the National Library of Prague have arrived at the questionable starting date
for the Passional as 1313? The Passional first treatise was presented to Cunegund August
27, 1312,2'2 presumably as a quaternion fols.3-10 (now-missing): starting with the Arma
Christi Andachtbild through to the end of the devotional prayers with further works eagerly
anticipated. Toussaint reiterates RyneSova’s observation that the painting style of fol.1v is
akin to that of the 1314 section of the work.?!? It is likely that the artist painted his patron
image and the important presentation ceremony after it had taken place. It also seems clear
that Benes also retrospectively wrote up Colda’s dedication speech (fol.2v) which
presumably had been delivered at that ceremony. This folio shares its bifolium with the
seminal illumination of the Man of Sorrows with the Instruments of the Passion which
introduces the darker flesh tones and more sombre palette of the later section of the
Passional.?!* RyneSova correctly observed, in a footnote, that Benes initially miswrote the
date of the presentation in single spacing on fol.2v: “Presented in Prague in the year of our
Lord 1313...2!5 She did not extend her argument but neither does she suggest this as a date
of production. I consider the writing up of the speech to have been delayed into the early
months of 1313 thus accounting for some development in the artist’s style and the insertion
by the scribe of the incorrect date: a simple mistake when moving into a new year that we
all fall prey to on occasion. Such scribal errors are commonplace.?!¢ Later commentators
have taken up the date of 1313 seemingly overlooking the fact that the scribe himself
recognised his error, scratched out and corrected the date of the presentation to 1312,
replacing it on double spacing.?!” 1312 therefore stands as the ceremonial date when the
completed first treatise was handed over. The introductory speech and fol.10r image,

however, may be dated 1313.

Why then the often cited 1321 end-date? Matéjcek set a terminus ante quem of 1321, the
year of Cunegund’s death, suggesting the lack of illuminations in the latter part of the

codex as an indication of incompleteness.?!® As mentioned above, this seems unlikely.

212p 29,

213 Rynesova, 22 n. 3 and Toussaint, 32-33; I question Stejskal’s and Lewis’ suggestion that the fol.1v image
was painted after Cunegund’s death in 1321 as a representation of her apotheosis, Stejskal, Pasiondl, 45, and
Flora Lewis, “The Wound in Christ’s side and the Instruments of the Passion: Gendered Experience and
Response,” in Women and the Book - Assessing the Visual Evidence, The British Library Studies in Medieval
Culture, eds. Jane H.M. Taylor and Lesley Smith (London, 1997), 204-229, at 207.

214 Chapter 2.

215 “Datum prage Anno domini / millesimo Trecentesimo iij /...” fol.2vb9-10. See RyneSova, 23 n. 1.

216 Clemens and Graham, 35-43.

217 The date also given on fol.31v of the Passional.

218 Matgjeek, Pasiondl, 10.
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Rynesova considered the codex complete but, without evidence beyond a lack of

illustrations, she suggests that fols.12 and 13 were inserted after Cunegund’s sudden death
in 1321, along with the last two, unadorned treatises; this completely overlooks the sharing
of gatherings.?!” Kvét also considered Cunegund’s death to have interrupted production,??°
and Urbankova cites the simplicity of binding as further evidence for a post mortem
conclusion of the project.??! Thus, without what might be considered adequate justification
or evidence, 1321 has persisted over the years as a possible end date for the manuscript’s

completion.

I propose the following summary. Colda’s first treatise was finished and ceremoniously
presented in August, 1312, as a quaternion. It undoubtedly went into immediate use. The
presentation speech, the illustration of the ceremony, and the Andachtsbild on fol.10, were
written up and painted sometime in 1313/1314, and the resulting sexternion was then in
use as a functional devotional treatise, probably wrapped for protection in the limp,
parchment binding that was later incorporated into the back pastedown. Through 1313 and
the first half of 1314, indications given in the manuscript are that completion of the
Passional was impatiently awaited but delayed by Colda’s failure to produce the
commissioned third treatise (his second work). The manuscript was almost certainly
produced with due haste following Colda’s composition and submission of his second
work, August 8 and 9, 1314, and completed and bound within the year. So many medieval
manuscripts remain without provenance or date, it seems counterintuitive not to accept the
evidence for dating offered within the Passional. With an established date, 1312-1314, this
manuscript may be confidently placed in its historical context: for the arguing of my
hypothesis this is of paramount importance. It also allows the Passional to be held up
against other art of the period and given its rightful place in a broader art-historical setting.
The reasoned date for this manuscript is 1312 -1314: this, I believe, may be applied with

confidence to all the illuminations.

The first Passional treatise was presented to Cunegund in a highly significant year.??> 1312
was the tenth anniversary of the confirmation of the Feast of Corpus Christi by Pope

Clement V which took place at the Council of Vienna, October 1, 1301-May 6, 1302,2%3

219 Rynesova, 34; appendix III.

220 Jan Kvét, Czechoslovakian Miniatures from Romanesque and Gothic Manuscripts (Milan, 1964), 20.
221 Urbankova, 15.

2221 have found no previous allusion to this.

223 Celebrated on the Thursday following Trinity Sunday, the Feast of Corpus Christi was originally
established by Pope Urban IV in 1264 by the bull “Transiturus” and, according to Thomas Aquinas’



35
just 200 miles from Prague, and which was attended by the influential John IV of Drazice

(c.1250-January 5, 1343),22* Bishop of Prague (1301-1343).22 (This festival, and
Cunegund’s pious regard for it, which is indicated not least in the fol.10r Man of Sorrows,
is discussed below.)??® 1312 was also the tenth anniversary of Cunegund’s consecration as
Abbess of St. George’s Convent, September 19, 1302, led by the said Bishop John IV .??
Further to this, 1312 was the centenary year of the granting of dynastic succession to the
Premyslides by the Holy Roman Emperor Frederick II (December 26,1194—December
13,1250) when he signed the Sicilian Golden Bull, September 26, 1212 [fig. 1.4].2%® This
last date introduces another interesting point. As noted, the fol.2v dedication records,
“...1312, on the sixth day before the kalends of September”,??° that is August 27, corrected
after initially miswriting the year, as discussed above.?* It is not impossible, however, that
the month was also misreported,?*! for the sixth day before the kalends?*? of October is
September 26. This would have coincided exactly with the date of that all-important bull,
and would have been closer to Cunegund’s September, 19, anniversary. In addition,
Cunegund’s brother, Wenceslas II, was born September 27, 1271; the day after the kalends
of October. Commemoration of all these events would honour the Premyslide dynasty; not
specifying the occasions would conform to Cunegund’s rejection of earthly royal status so
boldly announced on fol.1v of the Passional.?* In contrast to the presentation of the first
treatise, there is no indication of any celebration following the final completion of the
codex; it is possible the entirety should have been submitted on the 1312 ceremonial
occasion but that Colda’s delay, which he was at extraordinary pains to own,?** meant that

the first treatise, observed to have been the most important document as the only one

biographer, Bartholomew of Lucca, it was reconfirmed at the Council of Vienna, Miri Rubin, Corpus
Christi: The Eucharist in Late Medieval Culture (Cambridge, 1992), 176-181, hereafter cited as Rubin.
224 Lenka Bobkova, “From an Inexperienced Youth to a Knowledgeable King,” in A Royal Marriage —
Elisabeth Premyslid and John of Luxembourg, 1310, ed. Klara BeneSovska, exhibition catalogue, English
edition (Prague, 2011), 194-207, at 201.

225 P.79; on John IV of Drazice, see Zdenka Hledikova, Biskup Jan IV. Z DraZic (Prague, 1992); for
information in English, see Klara BeneSovska, “Jan IV of Drazice, Bishop of Prague,” in 4 Royal Marriage:
Elisabeth Premyslid and John of Luxembourg 1310, ed. Klara BeneSovska, exhibition catalogue, English
edition (Prague, 2011), 522-529.

226 p 135-136.

227 Dana Stehlikova, “Crosier of Abbess Cunegonde,” in A Royal Marriage — Elisabeth Premyslid and John
of Luxembourg, 1310, ed. Klara Benesovska, exhibition catalogue, English edition (Prague, 2011b), 486.
228 7emlicka, Stoleti, 40-41.1212 was the year Frederick I became Rex Romanorum, ie. King over the
German Lands of the Holy Roman Empire, presumably relying on Otakar I’s support, just as Richard of
Cornwall was to rely upon Otakar II’s in 1257; see p.10.

229 “anno do/mini millesimo trecentesimo duodecimo / sexto kalendas septmbris edidi,” fol.31v9-11.

230 p 33,

231 The date, however, appears on both the title and fol.31v9-11 - both penned by Benes, p.29.

232 Kalends is the 1% of the month.

B3PI,

234 p.30-31.
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marked up in red plummet,?* was the only item completed in time. Nevertheless, the

convergence of these anniversaries would provide an auspicious reason for the execution

of an exceptional manuscript.

The artistic component of the manuscript attracts several interesting observations which
will be explored over the course of the thesis. It will be demonstrated how the artist
appears to reflect Cunegund’s personal soteriological, pious, and even literary concerns,
shaped by her Franciscan upbringing. As well as displaying iconographic idiosyncrasies,
the style of painting exhibited in the manuscript raises the more complex issue of the
Passional’s place in the development of Bohemian art. It has long been recognised that the
exquisite, mature, gothic style employed by the Passional’s artist has no precedent in the
surviving art of late-thirteenth-century, early-fourteenth-century Bohemia; nor is there
evidence for a local, gradual development of such a style. Indeed, surviving, late-
thirteenth-century examples of Czech painting reflect strong influences from Saxony and
Thuringia, as well as elements absorbed from the Byzantine East.?*® Standing alone in
Czech art of the period, the figures that people the pages of the Passional are elegant and
expressive, swathed in voluminous robes which fall in soft folds around body and limbs,
lightly modelled in tonally-gradated washes; the expertly-draughted architectural frames
that adorn some of the illustrations are purely gothic in form: slender-pillared, with ogival

arches, pinnacles and gables.

No study has previously attempted to systematically examine the Passional’s art for clues
as to the origins of its style and iconography. Before undertaking such an examination,
however, it is necessary to address the most frequently rehearsed question in relation to the
identity of the Passional artist; one that has been the subject of heated debate since the end
of the nineteenth century. Was the scribe, Benes, also responsible for the illuminations of
the Passional or did the scribe and the artist have separate identities? The hypothesis that I
am proposing is that the art of the Passional has an English connection and that the master
that illustrated the manuscript may have travelled from Westminster to work in the new
royal court in Prague. Establishing whether or not two individuals were at work on the
manuscript must, therefore, be the starting point. From there, differences between the art of
Passional and that in other Bohemian manuscripts will be addressed, also considering

examples from neighbouring countries, and the problem of how the style of the Passional

25 Pp.18.
236 Chapter 2.
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illustrations is positioned in relation to contemporary artistic tendencies will be explored.
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2. ASTUDY OF IDENTITY AND STYLE

Before taking a closer look at the style and iconography of the Passional paintings, a
subject of considerable dissension must be addressed.?3” It rests on the question: Was the
scribe Benes also, the artist of the Passional? This point of view was most fervently
advocated by Karel Stejskal in his 1975 monograph and is still prevalent.?*® In establishing
a basis for my hypothesis, it is imperative to separate the identities of scribe and artist. In
the following discussion I offer evidence for two individual masters having worked on the

manuscript: one scribe and one artist.

In 1865, Ignac Jan Hanus suggested that the Passional’s art was the product of several
artists.?3° (This idea was recently revived by Jeffrey Hamburger and Gia Toussaint who
suggest that two scribes and two artists were involved.)?** Antonin Mat&jéek and Blazena
RyneSova, writing in the 1920s, both agreed that only one artist was responsible for the
Passional’s illustrations and this continues to be the widely-accepted view.?*! The pressure
exerted by Cunegund for the rapid completion of her project may explain the less precise
nature of some of the smaller images in the 1314 section of the Passional: certainly, and

understandably, greater attention was given to the larger, more important images.

The question of Benes’s authorship of the Passional paintings has been the main focus of
academic discussion concerning the Passional for more than a century. This has never been
satisfactorily resolved and ambivalence remains even today.?*> Two “fathers” of Czech art
history, Jan Vocel and Karel Chytil (April 18, 1857-June 2,1934),%*3 both considered
Benes to be the artist. In the nationally-aware atmosphere of nineteenth century Bohemia,
crediting Bene$ with the production of the paintings as well as the written word had the

attraction of his presumably being Czech. Their contemporary, Hanus,?** passionately

237 For Passional examples, reference should be made to the manuscript illustrations provided in [fig. 1.1].
238 Stejskal, Pasiondl, 21-146; including the detail listing in Manuscriptorium, on-line manuscript catalogue
and digital library, Narodni knihovna Ceské republiky, Prague, www.manuscriptorium.cz — viewed from
30.10 2007: “Pisafem i iluminatorem rukopisu byl svatojitsky kanovnik Benes.” — “Scribe and illuminator of
the manuscript was the St. George’s canon Benes.”

239 Hanug and Vocel, 235.

240 Hamburger, The Rothschild Canticles, 159 and Toussaint, 32. Generally, it is agreed that differing
qualities in quills and parchment preparation account for scribal variability.

241 Matgjeek, Pasiondl, 10, and RyneSova, 21.

242 Bene$’s title, p.9.

243 Jan E. Vocel, “Diskuze,” in Pamdtky archaeologické 106-7, and Karel Chytil, “Vyvoj miniaturniho
malifstvi v dobé kralt rodu Lucemburského,” in Pamdtky archaeologické a mistopisné X1 (1881):1-10,79-
92,151-162,207-218,311-316,361-366, at 4-5.

244Pp11.
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refuted this assumption, in his lively, published dispute with Vocel.?*> Mat&jéek was more

equivocal in his 1922, illustrated monograph on the Passional. He considered the evidence
insufficient to sustain the argument for a single master having executed both painting and
writing, and expressed his belief that separate craftsmen had worked closely together on
the project.?*® This aspect of his argument led RyneSova in 1926, somewhat irrationally, to
favour Benes as both scribe and artist arguing that two masters would be unable to sustain
such intimate cooperation.?*” Ryne§ova’s view, however, contradicts what is known of
artists’ working practice of the period where separate scribe and painter was the norm,?*
and where craftsmen regularly collaborated.>** She limited the argument: “Either an
unknown artist is presumed or the illuminator is acknowledged as being Benes.”?>* She
formulated the dilemma to reflect her preference for the latter option which apparently
only required “acknowledgement”. Her conclusion affirmed her opinion: Bene§ was
“scribe and illuminator of the ‘Passional’.”?*! Some forty years later, in 1969, Stejskal was
to adopt this idea enthusiastically.?>> Such was his conviction that Bene§ was
unequivocally scribe, artist (and poet) that he referred to him throughout his 1975

253 Ema Urbankova in her historical

monograph as de facto the Passional’s illuminator.
introduction to Stejskal’s work,?>* was notably more cautious: “text and painting are so
often closely associated that it has led some researchers to the opinion that Bene§ was also
the illuminator of the codex.”?>* Stejskal’s monograph was well-illustrated, popular and,
for a time at least, afforded a definitive judgement on the artist’s identity. Not all were
persuaded by Stejskal’s arguments however, and three years later Jakub Pavel, in an
overview of Czech Art, dedicated two sentences to the Passional describing it as the work
of “an unknown artist”.23¢ In 1997, however, Pavel Spunar described “the achievement of
canon Benes, scrivener and illuminator”.?>” Jana Nechutova, for example, writing in 2000,

258

continued the trend describing Benes as illustrator,=° and in 2009, Anna Kvicalova also

245 Hanus and Vocel, 232.

246 Matgjcek, Pasiondl, 8.

247 RyneSova, 27-28.

248 Clemens and Graham, 20-22.

249 As in Westminster, see p.178-9; Nigel J. Morgan, 4 Survey of Manuscripts Illuminated in the British Isles
- Early Gothic Manuscripts, 1250-1285, 2 vols, (London: Harvey Miller 1988), 2:14.

250 “Bud’ se predpokladd neznamy umélec nebo se iluminatorem oznacuje pisaf Benes,” RyneSov4, 26.

21 “piivodce, pisaie a iluminatora ‘Pasionalu’,” ibid., 35.

252 Karel Stejskal, “Le chanoine Benes, scribe et enlumineur du Passionaire de 1’ Abbesse Cunégonde,” in
Scriptorium 23, 1 (1969):52-68.

233 Stejskal, Pasiondl.

254 Urbankova.

255 “7e se v Pasionalu tak asto izce prolini text i malba, vedlo nékteré badatele k minéni, e Benes byl i
iluminatorem.” Urbankova, 14.

256 Jakub Pavel, Déjiny uméni v Ceskoslovensku (Prague, 1978), 78.

257 Spunar, “Introduction,” Xxvii.

258 Jana Nechutova, Latinska literatura ceského stiedoveku do roku 1400 (Prague, 2000), 193.
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pronounced scribe and artist of the Passional to be one and the same.?>° Today, there

appears a certain reticence within the Czech Art establishment which is reflected in Hana
Hlavackova’s article in the recent authoritative volume on the Luxembourgs: “St. George’s

260 T shall re-examine the little that is

canon Benes (scriptor), perhaps also the illuminator.
known of Bene$ and, by close scrutiny of the Passional, offer evidence in favour of

establishing the artist as having been a separate master.2®!

On fol.1v of the Passional, Benes is introduced as a canon serving the basilica and as the

manuscript’s scribe.?%?

Canons were responsible for leading Divine Office (Officium
Divinum) also known as the Canonical Hours (Liturgia Horarum)?® - performed within
the basilica by the nuns on eight occasions over each twenty-four-hour period - and to
preside at Mass, administering communion.?®* Their further obligation to the convent
included the provision of spiritual guidance to the nuns, reading aloud at mealtimes and
singing in the choir: duties performed on a strict rota, known as hebdomada, recorded in
the Fragmentum Codicis Praecbendarum.?®> Other commitments included handling of

accounts,>%

and in this respect the text of the Passional exhibits the interesting feature ( not
previously commented upon) of calligraphic extensions reaching over the headlines,
characteristic not of textualis formata but of clerical documentary script.?®’ Not only do the
ascenders of many of the Passional majuscules steal over the top line,?®® but there are
seven clear examples of decorated calligraphic ascenders.?®® These provide good evidence
that the scribe, Benes, was accustomed to preparing documents and undertaking clerical

work.

259 Anna Kvicalova, “Diskrepance mezi obrazem a textem ve stiedovékém kiestanském umeéni: Flexibilita
nabozenské literatury,” Rozhledy a polemika 2/VII (Brno, 2009),30-48, at 36.

260 <« svatojitsky kanovnik Bene§ (scriptor), snad i illuminator,” Hana Hlavagkova, “Knizni uméni na
lucemburském dvote,” in Lucemburkové Ceskd koruna uprostied Evropy, ed. Frantisek Smahel and Lenka
Bobkova (Prague, 2012), 534-543, at 535.

261 Much of this evidence was presented in V1¢ek Schurr, “The Dedication Illustration,” 201-204.

262p 9,

263 Divine Office marks out the Benedictine day; service times alter with season and local practice e.g.: night
VIGILS, 2-3.30 am; meditatio until dawn; LAUDS, 4.30-5am; reading; sunrise PRIME, 6am, =1st hour;
TERCE, 9am, =3rd hour; /abora; SEXT, midday, =6th hour; labora; NONE, 3pm, =9th hour; evening
VESPERS; a meal; sunset COMPLINE; 6.30-9pm; bed, see Dom. Cuthbert Butler, Benedictine Monachism
(London, 1924), 286-288, at 287.

264 Nuns were forbidden to administer Eucharist, Clifford H. Lawrence, Medieval Monasticism (London,
1989), 219.

265 Prague, Narodni knihovna Ceské republiky, Fragmentum Praebendarum, Distributionum et Officiorum in
Ecclesia S. Georgii Castri Pragensis, MS XIII.A.2, transcr. Dobner, 6:334-368; see also Tomek, Déjepis,
1:445.

266 Tbid., 446.

267 Derolez, 80.

268 1-fol.6v; h-fol.23v; I-fol.24v; I-fol.31r; h-fol.31v; I-fol.33r; I-fol.36v.

269 h-fol.5v; I-fol.12v; h-fol.18v; I-fol.19v; 1-fol.32r; I-fol.34r; L-fol.35r.
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Each canon was supported by revenue from a praebenda: an estate or parish that was in the

Abbess’ gift.?’? The extent of a canon’s responsibilities within his parish is unclear. As we
know from the Fragmentum Codicis Praebendarum, Bene§ was responsible for a living on
the Piilepy estate.?’! Pfilepy lies approximately sixty-three kilometres west of Prague and
the Convent of St. George; a time-consuming journey if Bene§ was required to attend in
person.?’? The document goes on to identify Benes as a scribe: “this Bene§ himself wrote
new writings in an old Gradual with his own hand” — “scrip/ta scripsit.”?’*> The
Fragmentum Praebendarum therefore confirms Benes as canon and scribe: as in the fol.1v
title which he himself penned: “Benes canon of St. George, the scribe of this book™ —
“scriptor.”?’* Neither reference describes him as pictor, artist. This provides the starting

point for further exploration of the question: Was Benes also the artist of the Passional?

Seven points present themselves for consideration and each will now be examined in turn.
Firstly, as noted above, Benes is shown to have been a secular priest within the St.
George’s chapter and to have held a supplementary living a considerable distance from
Prague. Alongside his other duties, he worked as a scribe, undertaking clerical duties for
the convent such as drawing up documents. RyneSova was the first to assign two other
works in the medieval library to Benes:?”> a Processional monialium, and part of an
Antiphonary.?’® Neither of these liturgical codices are illustrated,?’”” nor do they possess
any elaborate or inhabited initials; the Processional monialium, however, contains one
major initial “M” [fig. 2.1], and two smaller initials “H” and “V”" later in the codex.?’ If
this work was penned by Benes, logic has it that were he also an artist he would have
provided these intials. The Processional initials are neatly executed but artistically
unremarkable: painted in a vivid, opaque blue and red puzzlework separated by a narrow
white space, they take the form of litterae duplex,?’® but with none of the usual, additional
flourished ornamentation. The Processional letter “M” might be compared with an initial

“D” on fol.78v of a Bohemian Psalter with Chants,?" dated 1240-1270 [fig. 2.2]. Most

270 Tomek, Déjepis, 1:445.

271 NKCR MS XII1.A.2, fol.6v23 and fol.6v28-29; see p.9.
272 Approximately thirteen hours walk.

273 “ipse Benessius manu propria ea que sunt in antiquo Gradwali nova scrip/ta scripsit.” NKCR MS
XIII.A.2, fol.6v30-31; also Dobner, 6:348-349.

274 “Benessius Canonicus Sancti / georgij scriptor eiusdem / libri” rubric title, fol.1v.

75 RyneSov4, 25 and 31.

276 Prague, Narodni knihovna Ceské republiky, Processional monialium, MS VII.G.16, and Antiphonary, MS
XIV.G.46.

277 Contrast this with, for example, the finely illustrated Prague, Narodni knihovna Ceské republiky,
Sedlecky Antiphonary, MS XIIL.A.6 [fig. 2.34].

278 Fol.10v, with smaller intials on fols.22v and 32v respectively.

2% Derolez, 41.

280 Prague, Narodni knihovna Ceské republiky, Psalter with Chants, MS 1.H.7.
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importantly, they bear no resemblance to anything in the Passional’s artistic vocabulary,

certainly not to the confident, flourished, second-rank initials that open the second and
third treatises on fols.11r and 18r. These are standard for the period, and probably worked
by the artist of the Passional since painting of the hierarchy of initials was within the remit

of a manuscript’s illuminator.?8!

This introduces the second point of evidence supporting the argument for two, cooperating
but separate masters. It was normal practice for a scribe to direct a manuscript’s
illuminator in the provision of painted initials.?®? The Passional offers explicit evidence for
this which appears to have passed unnoticed by previous commentators.?®> Between
fols.24r and 28r, six of the eleven alternate red and blue initials that mark the paragraph
headings in the third treatise are accompanied by tiny, discreet guide-letters: the scribe’s
instruction to the artist (fol.24r, p+a; fol.26v-o0; fol.27r-n; fol.27v-o; fol.28r-v). Such guide-
letters occur in many medieval manuscripts, as for example in the near-contemporary
Willehalm Codex in Kassel,?%* demonstrating a co-operative working practice. Originally,
each of the eleven letters in this section of the Passional would almost certainly have had

285 or in situ [fig. 2.3].2%¢ On close

its small, attendant cue-letter either in the margin,
observation, the guide letter “0” on fol.26v is seen to be peeping out from beneath the

paragraph mark; fol.27r’s guide-letter “n” is totally visible; on fol.28r only the tail-end of
the guide-letter is discernible beneath the initial “V” [fig. 2.4]. This serves to demonstrate

how other guide-letters may have been painted over by the final initial.

A well-recognised, similarly co-operative practice was for the scribe to provide marginal
instructions to the artist as to the required illustration; these offer another evidential pointer
towards two masters working side-by-side on the Passional.?®” An example of such
directions survives on fol.15r as a faint, cursive word /inteanima (linen cloths) surviving at
the foot of the page. This prompt refers to the uppermost illumination of the Apostles at the
Empty Tomb, where the same word has been added as a rubric title. When the gatherings

281 Qe Derolez, 42. Holladay, “The Willehalm Master,” 87.

282 Stella Panayotova and Teresa Webb, “Making an Illuminated Manuscript,” in The Cambridge
Illuminations, exhibition catalogue, ed. Paul Binski and Stella Panayotova (London, 2005), 23-36, at 32.
283 First presented in VI¢ek Schurr, “The Dedication Illustration,” 201-202.

284 Wolfram von Eschenbach’s Willehalm, MS 2° MS poet. et roman.1, Cologne, 1334, Hessiche
Landesbibliothek, Kassel, see Holladay, “Willehalm Master,” 72.

285 As fol.24r, p+a (outer margin), fol.27v-o (inner margin).

286 Ag fol.26v-o0; fol.27r-d; fol.28r-v.

287 Panayotova and Webb, “Making an Illuminated Manuscript,” 24-25.
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were tidied up, the binder failed to trim this instruction away.?®® These guide-words are a

third indicator of two masters at work.

The fourth indicator has already been alluded to:2% the fact that the bifolia of gathering III
were given leaf signatures “a-h” at the foot of fols.11v and 14v-20v.2** Designed to allow
for the splitting up of the gathering during production, they were meant to be of mutual
benefit to both scribe and artist. In this case, however, it appears to have been spectacularly
unhelpful. When creating a manuscript, it was usual for the scribe to write the text on a
complete quire, leaving spaces for the artist to then complete the work by the addition of
initials and illuminations.?®! In the first treatise, it seems likely that this was the case with
the exception of the rubrics as these were clearly added after the completion of the
illuminations: several contour the images, for example, around the figure of Benes on
fol.1v, or intervene between figures as on fol.5r’s image of the Incarceration of Mankind,
and the bloody, rubric details were certainly a final touch. Evidence has shown that in
crafting the 1314 section of the codex, speed was of the essence. Presumably for this
reason, when preparing gathering I1I there was an apparent departure from usual practice
and the gathering was passed to the artist to be painted prior to being written up, rather
than being written up first. This is the likely cause of the error that necessitated the later
addition of fols.12 and 13. The text for these two folios was, no doubt, always intended to
be without illuminations and should have been written on leaf signature pages recto of “b”,

“b”, recto of “c” and “c”.2%?

Since Benes, as scribe, would have been aware of the need for
two leaves of unillustrated text, it would appear that the artist may have made this mistake;
perhaps through miscommunication. The fol. 15t instructional note /inteanima, however,
suggests that Bene$ was directing the artist to paint that subject on the recto of “c”, which
is an incorrect instruction. Had the text been fully written up before illustration the mistake
would not have arisen. The error could only have been remedied if it had been recognised
immediately on completion of the images on fol.14v. Already by the fourth page of
illustrations the error was irrevocable for, in the planned construction of the quire as a

quaternion, the images on fols.14v and 15r should have been the central images, sharing a

bifolium and facing one another, on the pages with the leaf signature “d” and the recto of

288 Other possible, now illegible, examples may be found in the outer margin, fol.4r, God creating Eve (this is
erroneously given as fol.4v in VI¢ek Schurr, “The Dedication Illustration,” 214 n. 45); beside the foot of
fol.4v’s Temptation of Adam and Eve (possibly originally “/ignum” as in the rubric title); fol.8v, in the outer
margin, beside the Crucifixion, to the left of the Entombment.

289 Pp.16 and 32.

290 Appendix III.

21 Panayotova and Webb, “Making an Illuminated Manuscript,” 27; Clemens and Graham, 21.

292 Appendix III and [fig. 1.1].
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“e”. Instead, these images appear erroneously on leaf signature pages “b” and the recto of
“c”; fol.151’s illustration was, therefore, painted on the outer recto of a separate bifolium.
The theory that painting preceded writing in this section is supported by the observation
that, in places, the scribe appears to have strayed over the paintings (fols.14r,15v,17r,18r):
most clearly seen on fol.17r where the “t” at the end of line is written above the line to

avoid the apostle’s halo.?%3

The pagination error was an understandable oversight as it is
far more difficult to calculate ahead for the independent completion of images, than to
write and then illustrate in the established chronological order. The time-pressure exerted
on the protagonists of the Passional by their patron was the likely reason for departing
from usual practice in the 1314 section of the codex. Perhaps the artist was available only
for a certain time, or BeneS unavailable when required to write up the text. These
measures, aimed at progressing the work, appear to have been to the detriment of the text’s
ultimate integrity. Had scribe and artist been one master it is unlikely the mistake would
have arisen. These errors and confusions themselves speak of a scribe unused to preparing

illuminated manuscripts and sharing his work with an artist. It does, however, strongly

indicate that a shared working method led to the creation of the Passional.

The fifth sign that artist and scribe were two individuals may be seen in the relationship
upon the page between art and written word. The few instances in the 1314 section of the
codex where the text appears to crash into the illustration have been mentioned above.
Lines two and three on fol.18r actually run over the carefully drawn pinnacle. I suggest
that if the scribe and artist were the same person the interaction between text and image
might have been handled with greater success. This is a subjective statement, nevertheless,
I believe, worth consideration. It is human nature to take care of something that one has
created with effort; added to which, had the same hand been at work, it might be expected
that the degree of spatial awareness demonstrated by the fol.18r image would also have
been reflected in the distribution of the text. This is true again in the disposition of writing
on fol.22v where scribe and artist were required to co-operate: the text is split by the
central image of the Coronation of the Virgin which tops the Heavenly Mansions of the
Blessed. It appears that, having decided how the eight lines of text were to be divided
across the page, Benes repeatedly incorporated words from the end of lines in column a
and placed them at the beginning of column b: the best example is “hi’” at the end of
fol.22va8 which remains faintly visible beneath the red filler-line at the beginning of

fol.22vb8. This rather messy set of resultant corrections was achieved by scraping away of

293 RyneSova, 28 n. 1, but she also believes the last letter fol.17r12 to be written over the paint.
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text and adding wavy, red filler-lines to cover the erasures. The three descenders on the

lower line also cross onto the painting. It should also be noted that on the fol.1v patron
image, the text sits uncomfortably within Colda’s fluidly executed speech banner.?%*
Having allowed the words, “dictata de regnum,” to drop below the centre of the banner the
words “me dictare fecisti,” are, by necessity, allocated a fraction of the space and crouch
miserably along the banner’s lower edge. The final words, “sub militis apta figura,” are

relegated in the same manner causing them to spill over the artist’s guiding line.

A sixth, more concrete, indication of two masters at work on the Passional is the
persuasive evidence to be found in the application of the rubric; particularly within the first
treatise. It is acknowledged that Bene$ was the Passional’s rubricator and therefore
responsible for applying both the red titles and the highlights to the text’s majuscules.?%>
(Rynesova and Stejskal concluded that Benes also composed the words of the rubric
captions.?*® Toussaint notes that this is unsubstantiated,”®” nevertheless, the attribution
generally stands.)?® Stejskal pointed to the fact that the halo outlines and the copious
daubing that represents Christ’s blood throughout the first treatise are all added in the same
ink and with the same hand as the rubric titles and, therefore, that they were worked by
Benes.?*” In this he appears to be correct. He presents this as evidence for the claim that
Benes was the artist. I argue, however, that this rather proves that he was not. I suggest
that, once the artist had completed the paintings of the first treatise, Benes$ additionally
supplied the rubric titles and gory highlights. The evidence for this is four-fold.3% Firstly,
scribes handled ink and rubric as a separate commodity from paint which was the preserve
of the artist. Secondly, as has been noted, the scribe’s work, in contrast to the artist’s,
contains many flaws including the omission of the rubric embellishments to several
majuscules;*°! on fol.4r, akin to such scribal errors, the figure of God lacks the intended
rubric outline to the halo which only remains visible as plummet under-drawing. Thirdly,
Stejskal makes the valid point that the representation of blood in the first treatise is by

Benes’s hand but fails to observe the contrast between this and the fine-handling of line

294 P.9-10 for full title and translation.

295 P.20.

296 RyneSova, 23 n. 2 and Stejskal, Pasiondl, 26-27. Stejskal describes Benes, as, “vzd&lany literat a basnik,”
— “an educated man of letters and a poet,” ibid., 26.

297 Toussaint, 30.

298 B.g., Hana Hlavackova, “Passion of Abbess Cunegonde,” in 4 Royal Marriage - Elisabeth Premyslid and
John of Luxembourg, 1310, exhibition catalogue, English edition, ed. Klara BeneSovska (Prague, 2011), 487-
498, at 487, 490.

299 Stejskal, Pasiondl, 25.

300 This evidence appears to have escaped the attention of previous commentators.

301 p 3],
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and paint in the illuminations. Crude, uneven slashes and ribbons of rubric-red are

splattered on the paintings, for example, Christ on the Mount of Olives on fol.6r where
bold commas of “blood” jostle their way to the ground, or the spots and dribbles of rubric
applied to the painting of the Crucifixion on fol.8r. These daubs cannot be equated with the
Passional’s meticulous artwork. The fourth point of evidence relating to the rubrics is the

most fascinating, although over-looked by other commentators.3%?

The seamless robes,
depicted on fols.3r and 8r are carefully flecked with tiny spots of white paint. I suggest that
these carefully-applied dots of white were provided by the artist in order to point out to the
scribe exactly where he should place his rubric to avoid the possibility of the red ink
combining with the blue wash to create a muddy purple/brown. If so, the rubric was never

applied: yet another over-sight on the part of the scribe?

Finally, it is a fact that it was normal professional practice for representatives of the two
distinct professions of artist and scribe to co-operate in the production of manuscripts.3%
As such, it would have been the appropriate approach to creating a work of such obvious
significance as the Passional. Cunegund’s close association with the royal court, dictated
by her own royal status as well as her intimate relationship with Queen Eliska, would
allow her ready access to the most proficient artist available. By the early fourteenth
century, the skills of artist and scribe were complementary and collaborative but distinctly
separate. Indeed, even within the field of painting, illumination was emerging as a
specialist profession. (A painters’ guild was established in Prague in 1348,%%* and,
according to lists compiled from records dating from 1348-1411, by that period at least
ninety-eight householders declared their occupation as painter and ten as illuminator.3%
Seventeen preparers of parchment, eleven booksellers and four ink makers are mentioned,
however, of the 225 occupations listed there appears to be no record of professional
scribe.)?% There is evidence to suggest, however, that the artist of the Passional was a very
skilled draughtsman, capable of transferring his skill from one medium to another to meet

the needs of patronage in the more provincial, early-fourteenth-century court of Prague.’’

*

302 First observed in V1eek Schurr, “The Dedication Illustration,” 203.

303 Clemens and Graham, 20-22.

304 Vaclav Vladivoj Tomek, Déjepis mésta Prahy, 12 vols. (Prague, 1893), 3:202.

305 1dem, Déjepis mésta Prahy, 12 vols. (Prague, 1892), 2:383-385, at 385.

306 Tbid., 2:385, Tomek offers the unsure but plausible translation of the occupation quinternista as “pisar
knih?” — “a writer of books?” taking his lead from the quinternion, another expression for a quinion or five
bifolia gathering. This may, however, rather refer to a book binder than to a writer. That there are no scribes
listed in the record may suggest that their practice continued within the monastic, court, and by then,
university setting.

307 A practice common in the medieval period: p.179.



47
Matéjcek made the strong observation in 1922: “Comparison between the illuminations of

the Passional and Czech work of this type clearly demonstrates that the illuminator of the
Passional has nothing in common with that tradition and that his oeuvre does not conform

to those developmental trends.”8

Hlavackova recently concluded that, “No predecessors
or direct successors of the Passion of Abbess Cunegonde in Bohemian book painting
exist.”% At least on this point, all commentators appear to agree: that this manuscript has
no surviving local antecedents and no local, detectable crescendo towards its style,!°
specifically not in Czech manuscript art of the preceding generation.'! To appreciate the
stylistic leap witnessed in the Passional, it is necessary to develop an appreciation of the
character of the illuminations and to consider them in the context not only of the art of
Bohemia but also that of its near neighbours. John Higgitt, when making general, stylistic
comparisons between the English and French thirteenth-century illuminated manuscripts,
warned of the inevitable danger of over-simplification despite its being unavoidable.’'> He
goes on to suggest that, “Styles and ‘taste’ could no doubt, as they do today, carry
connotations of national or group identity, of class, or of ideology.”!? Perhaps the possible
employment of a foreign artist for the Passional illustrations may signify the wish of the

Prague elite, newly under Luxembourg rule and with ties to the Holy Roman Emperor, to

identify with courts farther West than their immediate neighbours.

Historically, strong cultural ties existed between the Czech Lands and Byzantium
extending back to c.863 when the Christian missionaries, Sts. Cyril and Methodius, Greek
priests from Constantinople, were invited to Moravia.*'* Their teachings and translations of
Christian texts into a Slav vernacular enabled the spread of Christianity throughout
Moravia, Western Slovakia and Bohemia. Following the collapse of the Great Moravian
Empire at the end of the ninth century, Bohemia became part of the German Empire and
Prague began to establish itself as the Czech nation’s new cultural and political focus.

Crucially, the Latin Rite superseded Slavonic liturgy as Bohemia came under the sway of

308 «“Srovnani iluminaci pasiondlu s ¢eskymi pracemi toho druhu ukazuje zietelng, Ze iluminator pasionalu
nema s tradici touto nic spole¢ného a, ze jeho dilo do této vyvojové / fady viaditi nelze.” Mat&jcek, Pasiondl,
16-17.

309 Hlavagkova, “Passion of Abbess,” 490.

310 Note: fifteenth-century iconoclasts destroyed much Bohemian art. Tomek, Déjepis, 1:231, records
thirteen altars in St. Vitus Basilica during the thirteenth century; Antonin Mat&jéek, Ceskd malba goticka:
Deskové malirstvi, 1350-1450. (Prague: 1940), 13, records sixty by the late fourteenth century. The
observation still stands on the surviving evidence.

31 Matgjeek, Pasiondl, 16-17.

312 John Higgitt, The Murthly Hours: Devotion, Literacy and Luxury in Paris, England and the Gaelic West
(London, 2000), 121.

313 Thid.

314 Brief summary in Kamil Krofta, 4 Short History of Czechoslovakia, trans. William Beardmore (London,
1935), 2-8l, hereafter cited as Krofta.
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its Ottonian neighbours and the Holy Roman Empire; this also strengthened defences

against the Arpad Hungarians who were creating a powerful empire to the East.3!3
Bohemia owed fealty to the Germans, eventually holding a privileged position as a
kingdom within the Holy Roman Empire.?!'¢ Importantly, the dioceses of Prague and
Olomouc came under the jurisdiction of the Archbishopric of Mainz.?!” The association
with their powerful western neighbours was strengthened when Cunegund’s great-
grandfather, Otakar I (c.1155-December 15, 1230),*'® married his first wife Adelheid of
Meissen (c.1160-February 2, 1211). The judicious Premyslide kings, despite ever-
increasing ties with the West, nevertheless continued to look eastwards over their shoulder:
Otakar I’s second wife, Constance (1181-December 6, 1240), was the daughter of Béla III
(1148-April 23, 1196), Arpad King of Hungary and Croatia.3'® Cunegund’s grandfather,
Wenceslas I (1205-1253) also effected a politically advantageous marriage to Cunegund
Hohenstaufen (c.1200-?September 13, 1248) of the Swabian ruling dynasty thus securing
and reinforcing the already firm, political relationship with the German Lands.
Neighbouring nations required such alliances: at the age of two, Cunegund, who was later
to commission the Passional, was betrothed to the child Frederick of Thuringia in one such

arrangement.>?°

Political associations with Germany were also reflected in architecture: in the eleventh
century, the westworks of the Basilica of St. George, to which Cunegund’s convent was
attached, had Ottonian-style towers.*?! In 1143, stonemasons from the Rhineland were
called to Prague to build the Premonstratensian monastery in Strahov, Prague:3?? this
represents an earlier willingness of the Czechs to call in foreign craftsmen to execute high
profile projects. In the second half of the thirteenth century, further artistic influences
spread from Saxony to Prague in the fields of architecture and sculpture. The Church of St.

Salvator within the Convent of the Poor Clares in Prague, founded by Cunegund’s father,

315 1 isa Wolverton, Hastening towards Prague - Power and Society in the Medieval Czech Lands
(Philadelphia, 2001), for period 1050-1200.

316 p 4 and 35; Krofta, 9-15.

317 Bohemia was not established as an independent province of Bohemia until 1344, Richard K. Rose, “Latin
episcopal sees at the end of the thirteenth century,” in Atlas of Medieval Europe, ed. David Ditchburn, Simon
Maclean and Angus Mackay (Oxon, 2007), 163-167, at 163.

318 Appendix IIb. Otakar I ruled Bohemia, his brother Vladislav ruled Moravia; when Vladislav died childless
in 1222, Moravia came under Otakar’s rule, Fiala, Predhusitské cechy, 113.

319 Appendix Ilc; Soukupova, 27.

320 7emlicka, Stoletf, 129.

321 Merhautova, Bazilika, 40; surviving Prague examples - Sv. Petr in Vincula (St. Peter) and Sv. Jilji (St.
Giles).

322 Appendix I; Zdengk Dragoun, “Romanesque Prague and New Archaelogical Discoveries,” in Prague and
Bohemia — Medieval Art, Architecture and Cultural Exchange in Central Europe, eds. Sarah Brown and Zoé
Opaci¢ (Leeds, 2009) 48-64, at 39, suggests this influenced contemporary Prague architecture. I note St.
George’s Basilica and Convent were rebuilt at this time, under Abbess Berta.
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Otakar II, in 1261 [fig. 2.5], although unassuming, may be compared with Naumburg

Cathedral’s west choir and Meissen Cathedral’s east choir [fig. 2.6]. It exhibits Gothic
features promulgated by the Naumburg Master and his workshop, probably via Meissen.
Thirteenth and early-fourteenth-century artistic influences, as ever, followed trends of

politics, religion and society.

Religion has always been a main point of artistic impact,*** and many Premonstratensian

and Cistercian monasteries, founded in Czech Lands c.1140 onwards,?*

were largely
populated by German monks.3?’ These, and other orders, commissioned and produced
liturgical and theological codices.??¢ Consequently, Bohemian art displays a particular
correspondence with that of its nearest neighbours, Saxony and Thuringia, and what little
survives of thirteenth-century and early-fourteenth century manuscript illustration in
Bohemia, reflects overwhelmingly German stylistic influences.*?’ The following overview

aims to demonstrate how the art of the Passional is at odds with this artistic development.

The style of the Passional is characterised by the gentle elegance of the freshly-coloured
figures that populate its pages, and the precisely drawn, decorative architectural elements
that these figures occasionally inhabit. Uncluttered by fronds of foliage, drolleries and
grotesques, or by the painted or diapered backdrops so common in illuminated manuscripts
of the period across Europe, the characters illustrated in the Passional stand out against
their plain parchment grounds, demanding the viewers complete and undistracted attention.
Many of the illustrations are laid out as a narrative designed to be “read” by the devotee.
Particularly striking are the larger images, including the full-page Andachtsbilder on
fols.3r, 10r, and the Heavenly Mansions on fols.20r and 22v, to which the artist has given
greater care and attention.>?® The static quality of these large images contrasts the energy
expressed in many of the smaller, narrative subjects that often illustrate movement:
sometimes violent, sometimes urgent, sometimes decisive. The accomplishment and
confidence of the artist is immediately discernible, and the overall effect created by his

simple compositions is that of an airy and colourful picture-book.

323 Hanns Swarzenski, Die Deutsche Buch Malerei des XIII Jahrehunderts, 2 vols. (Berlin, 1936), 1:36-37,
links Bohemian and Austrian, and Mittel Rheinisch manuscript art.

324 Fiala, Predhusitské cechy, 398 and 402.

325 Krofta, 14-15.

326 De Hamel, 4 History, 74-108.

327 Soukupova, 163.

328 Other large images referred to, fols.1v,4r,4v,7r,11r,16v,17v and 18r.
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The narrative presentation of the Passional’s large, story-telling images has been compared

with the Holkham Bible which, however, post-dates the Bohemian manuscript by some
fifteen to twenty years [fig. 2.7].>?° Also comparable are the mid-fourteenth-century, Czech
Biblia pauperum, the Liber Depictus [fig. 2.8],%3? and the Velislavova Bible [fig. 2.9],33!
which closely recall the layout of earlier, German, pictorial biblical scenes of the type
prefacing an early-thirteenth-century German Book of Hours, possibly from Bamberg,
Lower Saxony [fig. 2.10].3*? The Passional’s formal page lay-out - a broad, marginal
section where the narrative illustrations are disposed, flanking a single, wide column of
text - has, I suggest, more in common with that of the Sachsenspiegel manuscripts of
which the Heidelberg manuscript is the earliest surviving copy [fig. 2.11].33* Similar to
many of the Passional images, the stacked scenes of the Sachsenspiegel are separated by a
line beneath each scene. It is certain that this work, which was the definitive, customary
law book for the Holy Roman Empire, would have been held in one or more copies in
Prague (although no Prague manuscript survives, there are more than 400 manuscripts of
this work extant: testimony to its wide-spread importance).’** So-called “German Law”
was instituted and satisfactorily enacted across Bohemia and Moravia by the early years of
the thirteenth century.3*3 Politically, the Czech king played a pivotal role within the Holy
Roman Empire as the only monarch among the seven electors responsible for choosing Rex

336

Romanorum, the German King;>>° and, as Josef Zemli¢ka notes, they are referred to in the

Sachsenspiegel itself.*37 Added to this, John of Luxembourg, monarch at the time of the
Passional’s creation, was son of the Holy Roman Emperor, Henry VII of Luxembourg.*8
The Sachsenspiegel set down imperial law that its subjects might live honestly and

prosper; similarly, the Passional was dictating a mode of behaviour which Cunegund, and
subsequently the nuns of St. George’s Convent, were to adhere to in order to live a godly

life and attain salvation. The Sachsenspiegel of the Prague court, which would have

329 1 ondon, British Library, Holkham Bible, MS Add. 47682, fol.12v; William Owen Hassall, The Holkham
Bible Picture Book (London, 1954), 25; see pp.192 and 215.

330 Vienna, Osterreichische Nationalbibliothek, Liber Depictus, Cod. 370, fol.4r.

331 Prague, Nérodni knihovna Ceské republiky, Velislavova Bible, MS XXIII.C.124, fol.18v; Stejskal,
Pasional, 120-123.

332 New York, Pierpont Morgan Library, Book of Hours, MS M.739, fol.9r.

333 Heidelberg, Universititbibliothek, Sachsenspiegel, Cod.Pal. germ.164, fol.11r.

334 See information provided by the Universitiitbibliothek Heidelberg, http://digi.ub.uni-
heidelberg.de/diglit/cpg164/0038 — viewed from 20.07.2018.

333 Krofta, 21-22.

336 From 1257 these were limited to only seven electors: Margrave of Brandenburg, Duke of Saxony, ruler of
the Rhineland, Archbishops of Mainz, Cologne and Trier, and King of Bohemia, Zemlicka, Stoleti, 127.

337 Zemlicka, Stoleti, 127.

338 See Klara Benesovska, “The Wedding of John of Luxembourg and Elisabeth Premyslid in Speyer,” in 4
Royal Marriage: Elisabeth Premyslid and John of Luxembourg 1310, exhibition catalogue, English edition,
ed. Klara BeneSovska (Prague, 2011), 28-35.



51
counted among the most valued of the nation’s documents, might have offered itself to the

protagonists of the Passional as a most illustrious format-exemplar on which to model the
manuscript’s page-layout. This would not have been driven by the artist but perhaps by
Cunegund herself - as former heir to the throne it is likely that her political education was
based on the Sachsenspiegel - with her court contacts and her powers of intellect,?*°
employing Benes to establish the layout, implementing his scribal training and knowledge

of manuscript format.

The bold, narrative depictions in the Passional also bear a notable similarity with wall-
painting cycles of the period. Maté&j¢ek was the first to recognise this, suggesting that the
Passional Master “drew on experiences already gained in the field of monumental painting
rather than a style nurtured by book painting.”**° The smaller scenes in the Passional are
generally separated by two ruled lines, usually filled by a light, yellowish wash,**!
recalling scene-divisions found in contemporary wall paintings across Europe.*** The bare,
parchment backdrop of the Passional illustrations is also reminiscent of the lime-washed
backgrounds of many church wall paintings, and is populated by relatively large figures
not tightly confined within their pictorial space. These figures are executed in a generally
soft, broad, painterly style and, although fine, ink outlines reflect the deft and unhesitating
hand of an experienced draughtsman; the resultant whole is, however, quite at odds with
the minute, exact art often found in top-quality illumination and demonstrated, for
example, in the exquisite initials that adorn the Lectionary of Arnold of Meissen [fig.
2.12].38 The lectionary artist handles his paint with extreme delicacy employing bright,
opaque colours that are meticulously highlighted by hairlines of white. The decorative
nature of this work is typical of the art of the illuminator and distinct from the Passional’s

narrative, unembellished and light-handed style.

In the period leading up to the production of the Passional, Bohemian manuscript
illumination modelled itself almost exclusively around German influences. The
Germanising effect of the Ostsiedlung - the eastward flow of Germans encouraged in order

to create new villages and wealth®** - must also have had an effect. There is, however, a

339 p.26.

340 «se opiral jiz spiSe o vytézky ziskané na poli malby monumentalni, nez o styl vypéstény malbou knizni.”
Matgjcek, Pasional, 16. Jan Kvét also pointed this out in /luminované rukopisy kralovny Rejcky (Prague,
1931), 243.

341 Excluding fols.3v,5r and 8v.

342 P 63.

34 Prague, Nérodni knihovna Ceské republiky, Lectionary of Arnold Misefisky, MS Osek 76, fols.65v.

344 Robert Bartlett, “The Ostsiedlung,” in Atlas of Medieval Europe, eds. David Ditchburn, Simon Maclean
and Angus Mackay (Oxon, 2007), 123-124.
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complete absence of German, stylistic traits in the art of the Passional. For example,

images of the story of Adam and Eve from fol.9r of the Book of Hours mentioned above
[fig. 2.10]** have nothing stylistically in common with those of the same subject in the
Passional (fols.4r-5r). I propose to focus upon individual features of style thus
demonstrating the common ground between Czech and German art towards the end of the
thirteenth century and beginning of the fourteenth century, thus establishing a contrast

between the art of the Passional and its Bohemian forebears.

One of the most arresting aspects of the Passional artist’s style is the colour and application
of paint creating subtle, tinted illustrations. In contrast, surviving Bohemian illuminated
manuscripts demonstrate the same use of strong, opaque colours, densely applied in dark
blue, orange and red-pink, noted by Nigel Morgan as common in French painting,>*¢ but
incorporating the bright vermilion, olive-green and brown found in German
manuscripts.®*” In the 1312 section, the Passional’s artist employs a translucent, bright
pale-blue, green, pink (occasionally an ox-blood red), and yellow; there is a preponderance
of black on fol.1v, to conform with the religious habits, and brown on fol.3r where the
cross dominates, and wooden implements are depicted together with the bare hillside of the
Mount of Olives; flesh tones and hair are modelled in a discreet, sepia wash. The 1312 part
employs a paler palette, subtler flesh tones and a generally lighter touch than the 1314
section which was executed after a two-year pause under apparent time-pressure and
appears considerably bolder. (It has been observed that speed may account for the hurried
appearance of some the smaller illustrations, although the larger images are consummately
executed.)**® The colours in the 1314 section are darker and more intense but applied with
the same deft assurance. Almost no yellow is used in this later portion of the codex except
in the lines separating images. The pinks and blues, familiar from the first treatise, are
accompanied by an intense and vibrant green. This is similar to that found in the 1312
section, however it is applied more opaquely. The sombre tone of these later illuminations
is largely dictated by the sepia skin tones that model the flesh more intensely, accentuating

the expressions of anxiety and distress worn by many of the figures illustrated.

The broad areas of wash that distinguish the Passional illustrations are contained within a

relatively fine but firm, inked outlines defining forms: this is demonstrated well in folds of

345 p.50, PML MS M.739, fol 9r.
346 Morgan, 4 Survey, 2:20.

347 Some German illuminations also include a vibrant aquamarine.
348 P.38
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cloth. It is particularly appreciable against areas of pink; in the 1314 section, some of the

green garments rely almost solely on the gradation of colour to exhibit the physique of the
figure around which they are draped. The artist applied layers of colour-wash, building the
intensity of tones, indicating shading and contrasting highlighted areas where only thin
tints were applied or where there was even an absence of paint. This is well demonstrated
by the fol.11r image of the Grieving Virgin. Compare this with an Annunciation in a Czech
Processional from the end of the thirteenth century [fig. 2.13],3*° where dense blocks of
colour are applied in thick, opaque paint then “shaded” with thin, black paint. Heavy, black
lines mark out the shape of a sleeve, the line of a chin, the fold of a robe, etc. and white
highlights the forehead and the edge of garments. These measures augment the two-
dimensionality of the image rather than enhancing form. Similar uniform blocks of colour
contained within thick black outlines may be seen within the initials of the Czech Psalter
with Chants in an image of a donor with two martyrs [fig. 2.14].33° This artist has used fine
white lines to mark out folds in the robe in a manner reminiscent of Byzantine art;*! black
and brown appear to have been applied to create shading in an attempt to lend some

plasticity to the otherwise flat images.

There is relatively little gilding in the Passional despite the obvious importance of the

work. Apart from embellishing crowns,*>?

and haloes, it is reserved to distinguish
Cunegund’s abbatial crosier (fol.1v); the betrothal ring and tip of the Christ-knight’s lance
(fol.3v); and the star of the nativity (fol.5v). The artist applied gold leaf thinly to a glue
base, apparently without the gesso layer which would have allowed him to burnish the gold
to a fine lustre. Its absence may once again indicate that the master was not primarily an
illuminator,?>3 opting for a simpler solution being less familiar with the finer techniques of
the craft. The lack of gilding may also reflect a degree of thrift in the face economic
adversity for 1312 was a year of dire famine: crops failed and people across all Bohemia
and Moravia were dying of starvation.>* Rynesova noted that the application of gold leaf
is thicker in the 1314 section.?> Perhaps this reflects a greater confidence in its application

by the artist and some greater freedom in expenditure. The general limitation on the use of

gold might also represent a Franciscan frugality, learned in Cunegund’s youth,*3¢ and a

349 Prague, Néarodni knihovna Ceské republiky, Processional, MS VI.G.15, fol.1v.
3% NKCR MS 1.H.7, fol.113v.

31 p.57-58.

352 With the exception of the crown worn by the serpent, fol.4v, p.112.

353 See P.51.

354 Tomek, Déjepis, 1:494.

355 Rynesova, 22.

36 p.10.
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response to the rubric message of the angel on fol.1v that Cunegund had turned her back

on temporal royal power, and therefore by extension any showy display of wealth.’>’ (An
undeniably lavish, silver-gilt reliquary for the skull of St. Ludmila has been identified as
having been commissioned for the Convent and Basilica of St. George during Cunegund’s
term of office [fig. 2.15]. This would be for the community, however, and not Cunegund’s
personal devotions.)**® I consider the restraint demonstrated in the Passional to reflect the

penitential nature of the work.>>°

German and Bohemian art at the end of the thirteenth century employs several, Byzantine,
artistic conventions. This can be demonstrated by a comparison between the handling of
drapery in a mid-twelfth century manuscript illustration from Constantinople [fig. 2.16],3°
an Annunciation in a mid-thirteenth century Franconian psalter [fig. 2.17],%%! and the figure
of an apostle in a Bohemian psalter [fig. 2.18].3°> German painting was slow to absorb the
Gothicising influences emanating from France, particularly Paris c.1240 onwards, and
shows none of the extraordinary developments that were taking place in the second half of
the century. It appears the transformation of art in France and England was not yet

manifest in the art of the eastern territories Holy Roman Empire, including Bohemia.

The realistic depiction of cloth is one of the most obvious developments in the new, Gothic
style of painting. This may be demonstrated by fol.4r’s Creation of Eve: God’s pallium is
exuberantly depicted hanging in multiple swags and with soft folds cascading over God’s
arm to end in triangular points. (The main, male figures in the Passional illuminations are
barefoot, wearing a rectangular cloak, pallium, wrapped around the body and diagonally
over the left shoulder, with a plain tunic beneath. This is referred to as “biblical dress” and
was the established convention for the depiction of biblical characters.)*** The artist has
perfected his ability to depict garments falling in yielding, realistic swathes around a
human form. Contrasting this are the solid, flat, sharp-edged garments that typify German
painting: the so-called zachenstil is exemplified by the hem-lines of the two-dimensional,

formal figure of St. James in the Bohemian Franciscan Bible [fig. 2.19],3%* painted c.1270-

3TP.T1.

358 Stehlikova, “Reliquary bust,” 468.

359 P.130.

360 Oxford, Bodleian Library, MS Auct.T.inf. 1.10 (Misc.136; S.C.28118), fol.178v.

361 New York, Pierpont Morgan Library, Psalter, MS G.73, fol.7r.

362 NKCR MS 1.H.7, fol.176v; the bare parchment behind the figure is misleading as it was originally gilded.
363 Developed from ancient Greek and Roman sources, Margaret Scott, Medieval Dress and Fashion
(London, 2009), 13.

364 Prague, Néarodni knihovna Ceské republiky, Franciscan Bible, MS XII.B.13, fol.385r.
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1280; the figure of St. Simon in the calendar of a psalter from 1250-1275 from Cologne

[fig. 2.20],%% and St. Peter from the previously-mentioned Franconian Psalter [fig. 2.21].36
This style - already recognisable in early works such as the ninth-century, Utrecht Psalter
where garment-ends flutter out in energetic zig-zags [fig. 2.22]*¢’ - was adopted and
developed from Byzantine models. The illustration of Haggai in the Franciscan Bible [fig.
2.23],%8 provides an excellent example of a Czech interpretation of this style, described by
Helena Soukupova as “the dramatic style of sharply folded drapery, emanating from the
so-called Saxon-Thuringia school”.?® Its presence is standard in late-thirteenth-century
Bohemian manuscripts. As the name zachenstil suggests, cloth hangs in sharp zig-zags
rather than flowing in the gentle folds to be seen in the Passional illustrations. An
interesting contrast may also be drawn between the looping and gently-flowing V-shaped
folds of Gabriel’s cloak on fol.5v of the Passional, his tunic dropping into four or five
tubular pleats, and the frenetic zig-zagging of Gabriel’s vermilion cloak from an
Annunciation within the initial “D” from the Book of Hours from Lower Saxony [fig.
2.241,37° the tail-end of which flickers out behind the figure in a flurry of white hemline
and jagged edges.

The depiction of drapery in thirteenth-century Czech and German art is best examined by
looking at one of the most important images in Christian Art: the Crucifixion. German
iconographical influences are instantly recognisable in contemporary Czech examples, as
when a mid-thirteenth ink drawing from Tepld Monastery in West Bohemia [fig. 2.25]*7! is
viewed beside, for example, the Crucifixion from the Franconian psalter [fig. 2.26].372
Comparison reveals stylistic similarities in the handling of Christ’s loincloth: looped
around the hips and tied, almost in a bow, below the umbilicus to form a skirt with a hem
of broken lines and a single box-pleat around his left thigh. An example from Thessaloniki
demonstrates the strong byzantinising influences at play [fig. 2.27].37* The disposition of
Christ’s legs and the arrangement of his loincloth in the Passional Crucifixion illustrations

(fols.8r and 8v) is, however, very different and clearly points towards western origins: this

365 New York, Pierpont Morgan Library, Psalter, MS M.94, fol.5v.

366 PML MS G.73, fol.3v.

367 Utrecht, Universiteitsbibliotheek, Utrecht Psalter, MS Bibl. Rhenotraiectinae I Nr 32, fol.16v.

368 NKCR MS XI1.B.13, fol.171v. See p. XX.

369 “Dramaticky styl ostfe zalamovanych draperii, vychazejici z tvz. Sasko-durynské skoly,” Soukupova, 163.
370 PML MS M.739, fol.25r.

371 Tepla, West Bohemia, Tepla Monastery Library, ink drawing of the Crucifixion.

372 PML MS G.73, fol.8r.

373 Athens, Byzantine and Christian Museum, Crucifixion, T.169, fourteenth century, wood panel, 103 x
84cm.
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strongly supports my hypothesis and will be discussed in the final chapter.’’* Having

established the debt earlier Bohemian manuscripts owed to German models it may be
recognised that the garments of the Passional figures draw on influences from the entirely
different stylistic sphere of France and England. This is true also of the figures themselves

and it 1s to these that attention will now be turned.

The gently swaying, contrapposto “S” stance of the Virgin Mary in fol.5v’s Annunciation,
so characteristic of what is understood as Gothic and so prevalent a posture throughout the
Passional, clearly contrasts the austere, verticality of, for example, the Madonna in the
Franconian psalter [fig. 2.17].>7° The annunciate Virgin illustrated within an initial in the
Czech Lectionary of Arnold of Meissen demonstrates this Germanic postural style: her
cloak, with jagged hem-line, hangs straight down [fig. 2.28];376 also, there is no
contrapposto in the figure of the Virgin taking doves to the Presentation in the Temple in
the Bohemian Franciscan Breviary dated ¢.1270-1280 [fig. 2.29].377 The figure-style here
matches that of St. John the Baptist in the Bohemian psalter [fig. 2.30],3"® and identifies
with several German examples given above. Recognisable are the short, stocky, two-
dimensional figures with hand-gestures that are neither mannered nor expressive but stiff;
they have broad oval faces with wide-eyed, stylised facial expressions familiar from the
Ottonian art of the previous two centuries (for example, the Bamberg Apocalypse, ¢.1001
[fig. 2.31].)*” Some of these robust figure-types found in Czech art also exhibit the rosy
cheeks often found in late-thirteenth/early-fourteenth-century German art. The
Annunciation within the opening initial of the Bohemian Processional [fig. 2.13],?%° may be
compared with that in the Franconian psalter referred to above [fig. 2.17],*®' and a mid-
century image of the same subject in a manuscript from Augsburg [fig. 2.32].3% The
characteristics outlined above are in stark contrast to the elegant, less schematic and more
realistic representations of the figures in the Passional. Through posture, gesture and facial
expression the Passional’s artist succeeds in expressing emotion. The faces are narrower,
features delicate with smaller eyes, and eyebrows executed with care to convey the inner

feelings of the subject. The image of Christ reunited with Mary his Mother (fol.14v)

374 P 204-205.

375 PML MS G.73, fol.7r.

376 NKCR MS Osek 76, fol.188r.

377 Prague, Uméleckopriimyslové muzeum, Franciscan Breviary, MS 7681, fol.216v; note the zachenstil of
her garments.

378 NKCR MS 1.H.7, fol.39v.

379 Bamberg, Staatliche Bibliothek, Bamberg Apocalypse, Msc.Bibl.140, fol.59v.

3% NKCR MS VL.G.15, fol.1v.

381 PML MS G.73, fol.7r.

382 New York, Pierpont Morgan Library, Psalter, MS M.275, fol.1r.
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exemplifies this, as does the half-page Christ embracing his Mother on fol.16v where

emotion is etched into the facial features by subtle, sepia shading. Christ’s brow puckers in
an intense expression of concern whilst Mary’s countenance has relaxed from the former
expression of grief-stricken and anxiety, seen on fol.11r and the upper image on fol.14v, to
one of deep contentment as their eyes lock in the most penetrating of gazes. The artist
creates a highly-charged bond between the two figures, heightened by tender gestures as
Christ’s hand cups Mary’s face and she in turn places her hand behind her son’s head with
a light touch that appears to convey a sense of incredulity and wonder.?® Artists of earlier
German and Bohemian manuscripts appear content to provide colourful, decorative
illustrations to complement the texts they adorn. That is not to say that these illustrations
are not effective and often lively but the results remain caricatured and two-dimensional,
as in the image of St. Paul’s Conversion in the Lectionary of Arnold of Meissen [fig.

2.33].3%

Influences of Byzantine art detectable in thirteenth-century Bohemian manuscript painting
may have been absorbed through German art or received directly from East.?®> The vibrant
and lively illuminations of the Sedlecky Antiphonary, c.1240, perhaps more than others,
combine elements absorbed from Byzantine art with emphatically German zachenstil [fig.
2.34].3% It may be significant that this Antiphonary was produced around the death in 1240
of Otakar I’s Arpad bride, Constance of Hungary, who had been Queen of Bohemia for
twenty-two years, perhaps bringing with her certain eastern, cultural influences. The

Sedlecky Virgin and Child employs Hodegetria*®’ Marian iconography,8

exemplified by
the twelfth-century Madonna and Child on the Kastoria diptych [fig. 2.35].3%° If the
Sedlecky Antiphonary image of the Virgin [fig. 2.34] is compared with that in the
Franconian Psalter [fig. 2.36],>*° the head-coverings in these Czech and German examples
may be seen to assume the same straight-browed, helmet-like forms found in any number
of icons from Eastern Christendom. The separation of tones into bands of colour, which is
clearly demonstrated in these examples, derived ultimately from an interpretation of the

mosaic art of the East [fig. 2.37].3°! By contrast, the Passional artist moved away from

383 This gesture is discussed, p.158.

3% NKCR MS Osek 76, fol.166v.

385 On Byzantine influences in the Passional, pp.135-136.

386 NKCR MS XIILA.6, pp.44 and 173.

387 «She who shows the way.”

388 Josef Krasa, “Nasténna a knizni malba,” 48.

389 Kastoria, Byzantine Museum, Two-sided icon, last quarter of twelfth century, wood panel, 115 x 77.5cm.
3% pPML MS G.73, fol.39r.

31 Chalkis, Hellenic Museum of Culture, detail, mosaic pavement, Thebes, early sixth century, stone and
marble, 340 x 66cm; note the fluttering cloak;
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these conventions employing, as has been observed, refined tonal gradation.**?> His female

figures, with the exception of the nuns, are largely depicted with heads either bare or
covered with white veils, loosely draped over the head to flow gently downwards, usually
with one end cast limply over one or the other shoulder. There are only a few instances
when the female head is cloaked (fols.8r, 8v, 14r) or half-cloaked (fols.14r, 14v), primarily
at moments of greatest grief as at the Crucifixion and Entombment (fols.8r and 8v), and

even then, the cloth rounds the brow and flows fluidly down.

Austrian manuscript painting, like its Bohemian counterpart, also exhibits influences of
German art. This is unsurprising - since Austria, Styria, Carinthia and Carniola, like the
Czech Lands, also belonged within the German Empire - and may be demonstrated by
stylistic features present in a Gospel, Sequentiary and Sacramentary, from 1260-1264:
features that will be familiar from the above discussion [fig. 2.38].3 It is interesting to
note that the kneeling devotee, depicted on fol.110v - obviously a person of some
importance in the production of the manuscript - appears as a tiny, inconspicuous figure.
The relative self-effacement of donors and devotees also appears to be a feature of
thirteenth-century Bohemian manuscripts where they are illustrated, often mid-codex,
modestly tucked into small compositions or initials, such as Brother Godefridus in the
Franciscan Bible [figs. 2.23, 2.39],>** or the devotee in the Psalter with Chants, mentioned
above [fig. 2.14].3% This is in marked contrast with Cunegund’s impressive, self-confident
portrait on fol.1v of the Passional. The artist boldly places his patron centre stage in the
Dedication Illustration, beside details of both her role and identity This image aligns itself
with the large, female patron images found in French and English manuscripts of the

period,**° such as the prefacing image of the Taymouth Hours, ¢.1325-1335 [fig. 2.40].3%7

The architectural, compositional elements found in the Passional will be examined in depth
in the following chapter; in the context of the Passional’s stylistic place in Bohemian art
and in relation to German art, it is necessary and sufficient at this juncture to undertake a
brief comparison. The fine arch, over-reaching Cunegund in her fol.1v patron image, sets
the tone for the architectural details in the Passional. Carefully drawn with a

draughtsman’s precision, it is purely Gothic in nature having nothing in common with

392 P.63-64.

*** New York, Pierpont Morgan Library, Gospel, Sequentiary and Sacramentary, MS M.855, fol.110v.
3% NKCR MS XII.B.13, fol.171v. See p.XX.

395 NKCR MS 1.H.7, fol.113v.

39 P 87.

397 London, British Library, Taymouth Hours, MS Yates Thompson 13, fol. 7r.
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architectural elements depicted in earlier, Bohemian manuscript illumination, as

represented by the Franciscan Bible [fig. 2.23];*°® nor can its inspiration be found in the art
of Germany, exemplified by the near contemporary Sachsenspiegel [fig. 2.41],>*° or the
arches over the saints referred to above [figs. 2.19, 2.20 and 2.21].4%°

It can be confidently restated that the style of art practised in the Passional stands alone
among surviving examples of preceding, Bohemian manuscripts. It owes nothing to the art
of Germany, direct neighbours with the Czech Lands, and within whose Empire Bohemia
was situated and which was the main source of influence for thirteenth-century Bohemian
art. The Passional responds to an alternative source of artistic stimuli. The interesting and
artistically crucial question then arises: “From whence did the Passional’s mature artistic
style emerge?” If not from Bohemia nor the German Lands, the possibility must be
considered that the Passional artist transported his already-honed painting skill from farther
afield, introducing to the Prague court a style which was already established in France and
England. I shall now open the discussion on the relationship between the style of art
demonstrated in the Passional illuminations and that in the West in the decades around
1300, which will be the focus of the final chapter, with a brief survey tracking the changes
in academic opinion. It will be demonstrated how this has fluctuated over the years. It is

my hope that, with the contribution offered in my thesis, it will be brought full circle.

As early as 1881, Chytil recognised the Passional’s unique status in early-fourteenth-
century Bohemian art and drew a tenuous connection between the art of the Passional and
English painting, declaring the illuminations to be, “‘completely other; related somewhat to
an English work from the early fourteenth century, the so-called Psalter of Queen
Mary.”#! Matgjcek, in 1922, having made the observation that the Passional failed to
follow the artistic traditions of the previous generation,**?> concluded that the artistic style
was indirectly linked with Anglo-French manuscript painting.*®3 In 1926, he also
confirmed Chytil’s opinion that stylistic similarities were to be found between the Queen
Mary Psalter and the Passional.*** In 1931, Jan Kvét noted that architectural details in the

Passional recalled those found in manuscripts from England and from areas responding to

3% NKCR MS XILB.13, fol.171v.

399 Heidelberg Universititbibliothek, Cod.Pal.germ.164, fol.9v.
400 pML, MSS M.94, fol.5v and G.73, fol.3v.

401 “evi zcela jiny styl, ptibuzny ponikud anglickym pracim z po&. XIV st., tak zvanému Zalta¥i krdlovny
Marie.” Chytil, “Vyvoj miniaturniho malifstvi,” 102. Referring to London, British Library, Queen Mary
Psalter, MS Royal.2.B.VIL

402Pp .47,

403 Matgjeek, Pasiondl, 120.

404 Matgjéek, “Iluminované rukopisy,” 121.
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English influences,** indicating that the artist was, as he put it, “schooled in England.”4%

He briefly compared the art of the Passional with that of the Psalter of Robert De Lisle,*"
and also drew comparison with the architectural detail and figure-postures in the Brussels
Peterborough Psalter.**® Kvét’s carefully considered but largely undeveloped observations,
many of which concur with my own, gave me the confidence to pursue my own hypothesis
which will be expanded upon in the fourth chapter. There is a divergence of opinion in his
surmise that some Byzantine elements in the Passional indicate knowledge of Italian art,
suggesting the Passional artist may have worked in Canterbury.*”® Drobn4, writing in
English in 1950, echoed but did not expand upon Kvét’s general judgements.*!? Since then,
any connection between English art and the Passional has been forgotten, ignored or
purposefully dismissed by following generations of academics under the post-war
communist regime to the present-day. Westminster, and the art of Westminster Abbey in

particular, has never been specifically linked with the art of the Passional.

Stejskal, writing in 1975 during the Czechoslovak communist era, assessed the
illuminations’ mathematical qualities offering an astrological/cosmological role for the
manuscript.*!! Hlava¢kova described this particular perspective as “interesting; however, it
appears that the content of the paintings can be understood even without it.”*!2 Political
constraints at that time prevented a thorough consideration of the manuscript’s crucial
religious aspects, although the intense secularisation of society over an entire generation
appears to have generated little appetite among today’s academics to pursue this course of
study. The cold war years also fostered a reluctance to look beyond the country’s
boundaries, particularly towards the West, for a context for the Passional’s art. Stejskal’s
desire for Czech ownership of the Passional’s art may have led him to claim Czech
authorship without entertaining an alternative possibility, or searching for clues within the
paintings. A chapter of his monograph entitled, “Benes’s Journey to Western Europe”,*!3
declared the painting style exhibited by Benes (aka the artist) to have resulted from a
Czech training, complemented by a period of study in Paris ¢.1302-1312.4!* Stejskal

405 Kvét, Iluminované rukopisy, 241-243, citing (together with England), Flanders, Belgium and Cologne.
406 “byl skolen v Anglii” ibid., 243.

407 London, British Library, De Lisle Psalter, MS Arundel 83.11.

408 Brussels, Bibliothéque royale, Peterborough Psalter, MS 9961-62; Kvét, lluminované rukopisy, 242.
409 Thid., 243-244.

410 Zoroslava Drobna, Gothic Drawing (Prague, 1950), 27-28.

41 Stejskal, Pasiondl; see Michael A. Michael, “Some Early Fourteenth Century English Drawings at
Christ’s College, Cambridge,” in Burlington Magazine. 124, April (1982): 230-2, at 230 n. 3.

412 Hlavagkova, “Passion of Abbess,” 490.

413 Stejskal, Pasiondl, 97-114.

414 Thid., 97.
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credited any detectable English influences in the Passional art to the “fact” that they could

have been absorbed, “without quitting the continent.”*!> Despite including the De Lisle
Psalter’s illustration of Christ in Majesty [fig. 2.42] in his monograph,*!¢ Stejskal
commented upon what he perceived as a shared expression of “cosmic harmony” rather
than undertaking a comparative, stylistic analysis.*!” Of the Queen Mary Psalter, he wrote
that it “has nothing in common with the luminous, modelled approach of Benes’s
illustrations.”*'® Concerned as he was with geometry and cosmology over iconographic or
stylistic detail, Stejskal dismissed any association with England simultaneously rejecting,
and failing to address, the opinions of earlier Czech art historians. Toussaint, author of the
most recent monograph, incisively described Stejskal’s approach as, “the fatal mixture of a
national consciousness and an attitude of Marxist atheism.”*!® Nationalism is a tempting,
but severely distorting element: one that must be strenuously avoided. Paul Binski offers a

general, salutary word of warning to be “wary of the deeper chauvinisms of art history.”#2¢

Hlavackova’s recent assessment of the Passional’s illustrations identifies French
illumination exclusively as their stylistic progenitor: “the style of painting follows the
North-French book painting and French court art, but it exhibits a great deal of originality
(similar to the texts)...Not only the drawing linear style where colours played only
supplementing roles, but also the strongly stylized, rhythmical and yet strongly expressive
figures and their prolonged canon are reminiscent of Paris painting” [sic].**! Toussaint’s
2003 monograph, however, represents the Passional as stylistically independent: her
summary of the painting style is left on a somewhat unsatisfactory note and, seeming
reluctant to commit herself, she pessimistically concludes: “Although the classification of
the Passional is not ultimately satisfactory, it can be considered complete: the stylistic
debate has for the time-being come to an end; there is nothing to add.”*?? I disagree, and

my thesis aims, through close examination of style and iconography, to reach a definitive

415 “ngkteré vyzna¢né rukopisy, iluminované v Anglii...dostaly do francouzského majetku. Byla zde tedy

moznost, aby se Bene$ seznamil s anglickou knizni malbou, aniz by opustil continent.” Stejskal, Pasiondl,
103.

416 Tbid., 99; BL Arundel 83.11, fol.130r.

417 <V nich dosahuje dobové usili o vyjadfeni “kosmické harmonie” — “Encapsulated within them...[the De
Lisle illustrations]...is a contemporary attempt at the expression of ‘cosmic harmony’”, ibid., 103.

418 «“Se svételnd plastickym pojetim BeneSovych ilustraci nemd v8ak vychodoanglicky Zaltat nic spole¢ného.”
Stejskal, Pasional, 104.

49 “Die fatale Mischung von NationalbewuBtsein und marxistisch-atheistischer Attitiide,” Toussaint, 26.

420 paul Binski, Westminster Abbey and the Plantagenets - Kingship and the Representation of Power, 1200-
1400 (New Haven, 1995), 166.

421 Hlavagkova, “Passion of Abbess,” 490.

422 “Die wenn auch letzlich nicht befriedigende Einordnung des Passionals kann zunéchst als abgeschlossen
betrachtet werden: die stilitische Debatte ist vorerst an ihr Ende gelangt; ihr ist nichts hinzuzufiigen.”
Toussaint, 36.
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evaluation of the origins of the Passional’s art. In summary, any international, stylistic

influences detected in the Passional illuminations have, over the years, been considered in
turn: English or Anglo-French, English, then Franco-Czech, and finally French — I now
offer England once again, and more specifically Westminster. What evidence therefore can
be found in the painting that sheds light on its artist’s origins? Considering all aspects, I
shall reappraise the art of the Passional in the context of the elegant Gothic art forms that
were the currency in western art of this period, searching for them on the pages of the

Passional.

Although I question Hlavackova’s assertion that the Passional’s art derived from the
French,*?? there was, without doubt, a powerful artistic conversation between France and
England, Paris and London, from the mid-thirteenth through to the early-fourteenth
century.*>* As Binski aptly expressed it: “we should perhaps think less in terms of Anglo-
French dependence or of acquiescence to Paris, than of mutual and roughly concurrent
participation in a reservoir of styles dating to the last third of the..[thirteenth]..century
especially given that the Edwardian court had close cultural and diplomatic links with
Picardy, Flanders and Lotharingia, as well as Paris.”*?> Some characteristics present in the
Passional also feature in wider European art, but it is their prevalence in English art and in
the Passional manuscript that is crucial to this study. At this point in the discussion, it is
necessary to seek out general, stylistic features that might signal to the observer that the art
of the Passional may indeed have originated in England as, under the Plantagenets,*?¢ the
country was establishing its own national, and even regional, artistic identity at the close of

the thirteenth/beginning of the fourteenth century.

A link has been made between the Passional illustrations and wall paintings.*?” The early
fourteenth-century programme of paintings in the Church of St. Mary, Chalgrove in
Oxfordshire [fig. 2.43], offers itself as an excellent comparator. Here, roses, a common
decorative filler, are scattered over the wall as they are behind the figures of Christ and
Joseph of Arimathea on fol.17v.4?® The narrative of the Church of St. Mary’s wall-painting
programme plays-out against a plain backdrop of lime-washed plaster, the tiered scenes

separated by painted strips as in the Passional. Roger Rosewell highlights the “use of

423 Hlavackova, “Passion of Abbess,” 490; the statement is not argued and no further explanation beyond
what is quoted above.

424 Morgan, 4 Survey, 2:20-21.

425 Binski, Westminster Abbey, 165.

426 Appendix IId.

27Pp.51.
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cartoon-strip-like narratives which portrayed the lives of Christ and popular saints in

successions of small, rapid frames” on the walls of English churches.*?* The Passional
illustration of the Parable on fol.3v is unquestionably laid out in a series of “cartoon-strip-
like” scenes. The Passion of Christ is depicted along Chalgrove’s north wall and that of the
Virgin along the south wall: this parallels the Passional’s dual programme - Christ’s
Passion (in treatise 1), and the predominantly Marian-themed scenes following the
Resurrection (in treatise 2). Complementary Passion and Marian cycles are acknowledged
as a specific feature of English church wall painting towards the end of the thirteenth

century.*?

The Passional artist’s painting style has also been observed to be restrained, executed with
a sure hand, the paint applied in tinted washes.**! This characteristically English technique
has a strong bearing on my hypothesis.*3? It is recognisable, for example, in an early-
thirteenth-century psalter held by Trinity College, Cambridge [fig. 2.44],*3 and was later
employed by, among others, Matthew Paris, as the Chronica Majora Madonna and Child
demonstrates [fig. 2.45].4** The fashionable, apocalypse codices that emanated from the
London workshops, and which reached a peak of production between 1250-1280,*33
exemplified by an apocalypse from ¢.1255-1260 [fig. 2.46],**® make an informative
comparison with the Passional images, their narrative being presented through tinted
images on a bare parchment ground, as in the Passional. The palette used in this and other
apocalypse manuscripts is also comparable, and unlike the opaque blue and orange palette
favoured in French manuscripts.**” Hair and facial features are gently modulated in brown,
and the scenes are coloured in a lively green and blue, complemented by a pale red (as that
used for Christ’s garments on fol.10v). The pink-red found in French manuscripts and in
the Passional will be shown to have been an important colour in the art of Westminster

Abbey.**8 La Estoire de Seint Aedward le Rei [fig. 2.47],**° a prestigious, Westminster

429 Roger Rosewell, Medieval Wall Paintings in English and Welsh Churches (Woodbridge, 2008), 61,
hereafter cited as Rosewell.

430 1bid., 22.

41p .53,

432Pp.193.

433 Cambridge, Trinity College Library, Psalter, MS B.11.4, fol.8v.

434 London, British Library, Historia Anglorum, Chronica Majora III, MS Royal 14.C. VI, fol.6r.

#35 Nigel J. Morgan and Lucy Freeman Sandler, “Manuscript [llumination of the Thirteenth and Fourteenth
Centuries,” in Age of Chivalry — Art in Plantagenet England, 1200-1400, exhibition catalogue, eds. J. J. G.
Alexander and Paul Binski (London, 1987), 148- 156, at 151; see also Morgan, 4 Survey, 2:20.

436 New York, Pierpont Morgan Library, MS M.524, fol.7v.

B7p.52.

438 P.192 and 199.

439 Cambridge, University Library, La Estoire de Seint Aedward le Rei, MS Ee.3.59, fol.30r; See Morgan, 4
Survey, 2:94-98; Binski, Westminster Abbey, 57-63.
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work painted around the same time as the apocalypse referred to above, also employs a

similar range of colours to those found in the Passional, particularly the frequent use of
green, although the latter’s palette is more vibrant and the colours less translucent. The
artists all modulate their colour-washes to create shape by using a lack of paint to create
highlights, suggesting the human form beneath folds of cloth. This is also a feature of the
images in the Queen Mary Psalter, a very important comparator in this study. These
illuminations are particularly delicate and restrained; in many examples, the colour is
restricted to predominantly green, brown and purple.**° Whereas, in contemporary French
manuscripts heads are delicately pen drawn with little or no added colour or shading, as in

the late-thirteenth-century Cycle de Guillaume d’Orange [fig. 2.48],*!

in the Queen Mary
Psalter and the Passional, the flesh and hair are carefully modelled in brown, as
demonstrated in the illustrations of the Creation of Eve in both manuscripts [fig. 2.49].44?
The elegant and serene fol.4r depiction of God seems heralded by figures in earlier English
art, such as the on-looking St. John the Divine in the Douce Apocalypse [fig. 2.50]** Their
gestures are comparably relaxed, unlike those often found in French illustrations of the
period: exaggerated, flat and often awkwardly-angled at the wrist [fig. 2.48]. Both figures
have comparable physiognomy and strike poses that are imposing yet not over-

mannered.***

The impetus from France introduced a new breadth in the depiction of drapery folds into

445 and in the

English art ¢.1255-1260, leading to a softening and curving of figures,
handling of cloth to create loose folds ¢.1270-1290.446 This lent an overall more lyrical and
realistic appearance to the subjects depicted: one that both suited and reflected the
romantic and chivalric tendencies of the age. In English illustrations, tunics now hung in a
shapely manner around the human form, trailing in soft folds onto the ground, and cloaks
began to hang in loose, rounded swags, the quantities of cloth allowing the artists to
display their skill. In the 1314 section of the Passional, the artist demonstrates his mastery
in representing falling cloth, almost in an embarass de richesses, exemplified in the image

of the Grieving Virgin (fol.11r). This feature of the Passional artist’s work will be

considered below, particularly in a comparison with the Majesty Master’s work in the De

440 gee Lucy Freeman Sandler, A Survey of Manuscripts llluminated in the British Isles - Gothic
Manuscripts, 1285-1385, 2 vols. (Oxford, 1986), 2:64-66.

441 Boulogne-sur-mer, Bibliothéque municipal, Cycle de Guillaume d’Orange, MS 192, fol.285v.
442 Passional fol.4r and BL MS Royal 2.B.VII, fol.3r.

443 P.197-198; Oxford, Bodleian Library, The Douce Apocalypse, MS Douce 180, p.14.
444P.197-198.

45 P 56.

446 See Morgan and Sandler, “Manuscript Illumination,” 20-22.
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Lisle Psalter.*” The ability to subtly shade and highlight provides plasticity and form to

the human figure: this was fully mastered by the artist of the Passional.

It is clear on examination that the Passional images of the Crucifixion find their equivalent
not among those of Central Europe but among those of France and England. In this
argument, the handling of Christ’s loincloth serves as a useful stylistic identifier.**® In this
assessment of stylistic tendencies, it is sufficient to observe the general disposition and
handling of the folds of cloth wrapped about Christ’s hips compared with Czech examples.
In the Passional, the loincloth is not knotted to the front of Christ, as in the example from
Tepla monastery [fig. 2.25],%*° nor to the side as in the engraved image on the so-called
Otakar II’s Coronation Cross from 1261-1278 [fig. 2.51].4°° On fols.8r and 8v, Christ’s
loincloth is presented as a large swathe of cloth completely encircling Christ’s pelvis and
tucked into place so that the two tail-ends dangle on either side. The cloth hangs
particularly abundantly over Christ’s right thigh, a point of fabric reaching down to mid-
calf: on fol.10r this portion of the garment has a curtain-like appearance. The loincloths’
apron area appears folded over at the top with two, lateral pleats and a distinctive central
“belt” under which the cloth then falls away from Christ’s abdomen in soft cascades. The
same handling is found in the De Lisle Psalter,*' and is similar to other English examples,
such as the Queen Mary Psalter,*3? and the Thornham Parva Retable [fig. 2.52].43* Further

similarities will be examined in the final chapter.*>*

The proficiently-draughted, architectural details in the Passional will also be examined in
depth in the final chapter where the manuscript’s illustrations will be shown to betray
certain specifically English features.*>> Here, it is sufficient to observe the structures’
general form which is undeniably Gothic in character. There are several features that
distinguish the style depicted from French Rayonnant, pointing convincingly to English

Decorated style: the wafting crockets, like little hands curving upwards towards the

447 P.195-196.

448 p 204,

449 p 56.

430 Regensburg, Domschatz Museum, “Coronation Cross” of Otakar I, Bohemia, 1261-1278; see Dana
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Premyslid and John of Luxembourg, 1310, exhibition catalogue, English edition, ed. Klara BeneSovska
(Prague, 2011), 294-295.
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Retable and the Musée de Cluny Frontal (Woodbridge, 1987).
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crowning acanthus, rather than the tight, nodding buds favoured in France; the un-tiled

roofs of the flanking pinnacles, contrasting the steep, tiled Rayonnant examples; but most
distinctive are the Passional’s perfect examples of ogival arches.*>® In the fol.1v
Dedication Illustration, the artist provides the figure of Abbess Cunegund with a perfectly
articulated, curvilinear, ogival arch supported by elegant, pierced cusps, tipped with small
trefoils, beneath which to sit. The arch springs from slender columns, each topped by
pinnacles with steep, crocketed roofs that end in elegant finials. It is adorned by a series of
gently-undulating crockets, rising to culminate in a flounce of acanthus, supporting the
central shield which illustrates St. George on his mount. The whole presents an architype

of western Gothic architecture but distinctly English in character.

The introduction of architecture as a decorative and compositional feature, framing the
subject and providing it with a space to inhabit, albeit two-dimensional, is common in both
French and English art of the period. If the scene of the Entombment of Jacob, from the
Psalter of St. Louis*’ - its frame with twin arches set with rising gables flanked by
pinnacles, backed by a wall pierced by lancet windows under a tiled roof - is compared
with the architectural elements on the wall paintings of the tiny, Suffolk Church of All
Saints, Little Wenham, it can be appreciated just how close the artistic dialogue was
between France and England at the close of the thirteenth/beginning of the fourteenth
century [fig. 2.53].4*® The Passional’s architectural style, as observed by Kvét in 1931,4°
resonates with that of the Brussels Peterborough Psalter.*®® Compare the arches framing
the Passional fol.17v Coronation of the Virgin with the double-bay structures on fol.13r of
the Brussels Peterborough Psalter [fig. 2.54]. There is, however, a major difference
between the ornamental, architectural frames found in the Peterborough Psalter, and the
decorative “constructions” wrought by the Passional artist. The former provides a
repetitive, compositional device, creating “windows” through which the illustrated scene is
observed; by contrast, the elaborate edifices in the Passional function as inhabited
furnishings for the scenes. They also appear in the minority of images. The arched, niche-
structures on fols.1v and 17v represent thrones; fol.18r presents a soaring tower inhabited
by music-making angels where solid, earthly architecture gives way to ethereal,
unsupported gothic arches, buttress, and pinnacles in a fantastical conjuring of the journey

to Heaven; fols.20r and 22v portray the cubicles of imagined heavenly mansions. The

436 Thid.
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accurate and precise architectural drawings of the Passional demonstrate the quality of the

artist’s draughtsmanship. His use of line-weight and composition reflects a facility in
producing architectural plans whilst displaying a thorough knowledge of contemporary
architectural elements and forms. The result is not dissimilar to the rare survival of the
near-contemporary design for the fagade of Orvieto Cathedral [fig. 2.55],%! which
references French Rayonnant architecture. The structures in the Passional will be shown in
chapter four to be reminiscent of certain items of English cathedral furniture executed in

early Decorated Style which itself was an English interpretation of Rayonnant.*6?

The above comparative study of style has reviewed the relationship between the art of the
Passional and preceding Bohemian art, in the context of the nation’s membership of the
German Empire in Central Europe, and to the Gothicising trends in the art of the West.
This leads to a resultant recognition that the Passional artist’s style fits more comfortably
within the artistic developments to the west of Europe. Already, it is beginning to emerge
that the Passional art exhibits a closer stylistic affiliation to English than to French art of
the end of the thirteenth and beginning of the fourteenth century. Now, attention is turned
to the field of iconography which travels hand-in-hand with style. In the following chapter,
the Passional will emerge as a functional object and attention will drawn to the vital role
played by the artist, through choice iconography and expressive illustration, in achieving
the aims of those who conceived the complex, personal and important project, and in

shaping the Passional into a unique devotional manuscript.

461 Orvieto, archives of the Opera del Duomo, proposed fagade elevation for Orvieto Cathedral, ink on
parchment, pre-1310.
462 p 185.
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3. ASTUDY OF ICONOGRAPHY

Study of the rich iconography of the Passional yields much information about the artist, his
patron, and their interrelationship. Some of the illuminations are highly individual while
others adhere to conventions established and practised over centuries. In the case of the
former, I shall attempt to identify why the artist might have been called upon to provide
these original images; and in the latter, I shall be guided by Anne Rudloff Stanton’s
approach and, rather than dwelling on the evolutionary development of the iconography
employed,*®3 concentrate on its significance in the context of the manuscript, paying
particular attention to the most singular and distinctive features. Iconography, like style,
carries with it some inherent indications for ascertaining the origins of the artist and his art,
and certain aspects in the Passional will again be shown to point towards an association
with England: this, however, will be the concern of the final chapter. It has been observed
that Colda repeatedly expressed deference to Cunegund, not only as abbess and princess
but as an intellectual and the driving force behind the project.*¢* I suggest that there is
evidence, often revealing itself in the Passional’s highly distinctive illustrations, of
Cunegund’s specific eschatological fears that may have been growing as she faced her
mortality and which she called upon Colda to address. By studying the manuscript’s
iconography, we are not only able to discern her pious attitudes but also to gauge her
personal involvement in the project (which, I suggest, may have included the composition
of the rubric titles and possibly also the texts of the laments),*¢> and the degree of influence
she may have exerted over the artist and the image content. Medieval royal women were

466

major patrons of devotional books,*® often exercising great control over the works they

commissioned.*” Cunegund and her Passional would seem to be a case in point.

Jonathan Alexander raised the importance of attempting to read medieval, manuscript
images using the codes that belong the culture in which they were created; in the same way
that we are able effortlessly to make nuanced judgements, assessments and reactions when

we observe contemporary images from within our own cultural sphere, such as those in

463 Anne Rudloff Stanton, The Queen Mary Psalter: A Study of Affect and Audience (Philadelphia, 2001), 82.
She defers to Hassall, The Holkham Bible, 50.

464 Pp.26-27 and 30-31.

465 Cunegund’s authorship can only be touched on in this study as it is outside the remit of my thesis,
nevertheless, it is important as a consideration as it casts a new light on Cunegund’s potential control over
the content of the illustrations and suggests a much closer working partnership between the abbess and her
artist. It is a subject of present research.

466 Gee Loveday Lewes, Women, Art and Patronage from Henry Il to Edward I1I, 1216-1377 (Woodbridge,
2002), 8.

467 Madeline H. Caviness, Art in the Medieval West and its Audience (Aldershot, 2001), 105.
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468 In relation to the Passional, it is necessary to possess not

magazines or advertisements.
only a level of understanding of the religious female piety of the age,**® but also of
Cunegund’s personal circumstances. Known details of her religious and social background
shed considerable light on the iconographic choices made in the Passional illustrations and
might explain why the artist sometimes strayed from the exact use of iconography
employed in other European manuscripts, including those from Westminster and environs.
Being sensitive to iconographic cues, one can appreciate why a particular scene might have
been selected and handled in a certain manner, what the desired response might have been,
and how the iconography relates to the accompanying text. This will necessarily lead to
some subjective and hypothetical interpretations being offered in order to explore and to
approach any true understanding of the manuscript and its function. Art is not a science
and medieval religious art in particular carries with it much that is deeply emotional,
spiritual, traditional and superstitious and it aimed to elicit concomitant responses. The
important point is that any interpretation should be founded on rigorously identified, if
fragmentary, evidence. The text offers the primary guide to establishing the Passional’s
raison d’étre but it is the illustrations that formulate and direct the pattern of devotion
dictated by the manuscript. The blue-print for contemplative prayer is most particularly
centred around the mnemonic and expressive Andachtsbilder (the major example on
fols.3r,10r and possibly including 20r and 22v, and minor examples on fols.11r and 16v);
and around the several, highly individualised images which appear to closely reflect
aspects of Cunegund’s spiritual concerns, her background and her religious training. The
illuminations appear to express the specific, pious intentions of this manuscript and its

patron.

It has already been suggested that the artist produced the fol.1v patron image following the
ceremonial handing over of the manuscript of the first treatise: perhaps early 1313.47°
Caroline Walker Bynum observed: “‘Made by’ in the case of medieval devotional objects

often better describes the activity of the patron who commissioned the work than that of

468 J. J. G. Alexander, “Iconography and Ideology: Uncovering Social Meanings in Western Medieval
Christian Art,” in Studies in Iconography 15 (1993):1-44, at 1.

469 See for example, Hamburger and Marti eds., Crown and Veil; Caroline Walker Bynum, Jesus as Mother:
Studies in the Spirituality of the High Middle Ages (Berkley, 1982); idem, Holy Feast and Holy Fast: The
Religious Significance of Food to Medieval Women (Berkley, 1988); idem, Wonderful Blood: Theology and
Practice in Late Medieval Northern Germany and Beyond (Philadelphia, 2007); Rosalynn Voaden, God’s
Words, Women’s Voices - The Discernment of Spirits in the Writings of Late Medieval Women Visionaries
(York, 1999); Jessica Barr, Willing to know God - Dreamers and Visionaries in the Later Middle Ages.
(Columbus, 2010).
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the sculptor or illuminator who formed it.”#”! There can be little doubt that Cunegund

directed the artist to present her as she wished to be remembered, “in secula seculorum”
fol.31v28:472 as abbess and princess.*’* The artist employs an age-old conceit, creating a
hierarchy of size to denote importance: the large figure of Cunegund dominates the image,
seated upon a roll-cushion upon a throne, beneath an arch. This authoritative, formal,
knees-apart, seated, frontal pose is usually, in earlier manuscript depictions, the preserve of
distinguished or high-ranking rulers and religious figures, chiefly male. A similar pose is
adopted on Cunegund’s abbatial seal [fig. 3.1], here, however, the the knees are gently
deflected to the side. Both images, and particularly that on fol.1v, echo those found on the
royal seals of Czech kings [fig. 3.2]. Perhaps Cunegund wished to remind the viewer that
she was once heir to the throne and that she has set this aside, as the fol.1v rubric titles
explain. It may also be interpreted as an expression, not of pride,*’* but of the jurisdictional
power of her office. In the Passional, Cunegund is framed by the elegant, ogival arch that
is a precedent for the heavenly mansions, represented on fols.20r and 22v, possibly
anticipating that on her death she will be thus rewarded. Cunegund was already forty-seven
when she commissioned the Passional: a considerable age for the period. The manuscript
expresses not only her clear desire to win salvation and a heavenly crown but also reflects
her faith in and fear of the Four Last Things — Death, Judgement, Heaven and Hell — an
anxiety shared by many in this period. There is a crucial message in the words of the
administering angels on fol.1v: “You spurned the world and renounced earthly royal
power,” “I bestow on you a blessed crown as a reward.”*’> Following Wenceslas I11I's
death, in 1306, Cunegund was the senior Premyslide, in the very position provided for by
the 1257 privilegium.*’® It was too late, however, for the forty-one-year-old Cunegund who
was not only husbandless but in religious enclosure and thus excluded from consideration.
Significantly, the sentiment of the angels’ rubric message was expressed in a letter, written
in the 1230s, from St. Clare (1194-1253) to St. Agnes of Prague, Cunegund’s guardian in
the Clarisse Convent of St. Francis.*”” St. Clare wrote: “the king himself [Christ] will take
you to his bosom in the heavenly bridal chamber...because you have despised the glories

of earthly power...you are already caught in his embrace, and he has adorned...you with a

471 Caroline Walker Bynum, “Foreward,” in Crown and Veil: Female Monasticism from the Fifth to the

Fifteenth Centuries, ed. Jeffrey F. Hamburger, and Susan Marti (New York, 2008), xii-xviii, at xvii.
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golden crown marked with the emblem of sanctity.”*’® Following the tenets of

Brautmystik,*” St. Clare equates the reward of renunciation with the joy of sharing a
spiritual, conjugal bed with Christ: the one dependent upon the other. It also offers
Cunegund the promise that her rejection of earthly power will be thus rewarded, and she

will be crowned in Heaven.

Sts. Clare and Agnes conducted a personal correspondence over a twenty-year period, pre-
1234-1253: four of St. Clare’s letters survive.*® In this study, this valuable correspondence
will provide much evidence for Cunegund’s pious outlook and for her aims in creating the
Passional. This link has never previously been drawn and has a bearing on the artistic
content of the Passional. It is unimaginable that St. Agnes would not have placed the
wisdom of such an illustrious Christian role-model at the centre of her great-niece’s
tutelage during the five impressionable teenage years that Cunegund was under her care:
St. Agnes died in 1282, when Cunegund was seventeen.*®! There is clear, but previously
unacknowledged, correlation between the letters and many of the Passional illustrations,
including fol.1v, and in particular the emotive Andachtsbilder. That the letters survived the
intervening 700 years indicates the respect they commanded. This is unsurprising since St.
Clare was companion of St. Francis (1181/1182-October 3, 1228),*? as well as founder of
the Clarisses and St. Agnes’ mentor. St. Clare died August 11, 1253, and was canonised by
Pope Alexander IV, August 15, 1255.48 Her surviving letters are drenched in motifs drawn
from the Song of Songs, the biblical epithalamium which was used by St. Jerome (March
27, 347-September 30, 420) and subsequent authors as a framework on which to build the
tenets of Brautmystik.*** The correspondence, just as many of the Passional illuminations,
focuses on Christ’s humanity which, as Rosalynn Voaden highlights, elicited strong and
passionate responses from women.*® “Marriage” to Christ was central to a nuns’ vocation
and central to the message that St. Clare was transmitting to her protégé, and, through St.

Agnes, to Cunegund. In this chapter, it will become clear how the illustrations, particularly

478 Letter 2, between 1234 and 1239, St. Clare of Assisi, “Letters to St. Agnes of Prague,” in St. Clare of
Assisi - Her Legend and Selected Writings, trans. Christopher Stace (London, 2001), 109-123, at 109-110,
hereafter cited as St. Clare of Assisi.

479 Edith Ann Matter, Voice of my Beloved - Song of Songs in Western Medieval Christianity (Philadelphia,
1990), 15, hereafter cited as Matter.

480 Qt. Clare of Assisi, 109-123.

81Pp 10.

482 St. Francis was canonised by Pope Gregory IX, July 16, 1228, well within St. Agnes’ lifetime and only six
years before she became a Clarisse, 1234.

483 On St. Clare, see Christopher Stace, St. Clare of Assisi - Her Legend and Selected Writings (London,
2001).

484 Matter, 58.

485 Voaden, God’s Words, 15.
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those in the second treatise, reflect the Franciscan text of the Meditations on the Life of

Christ,*®® which would, almost certainly have formed another strand of Cunegund’s
Franciscan education: a copy was to be found in the medieval library of the Convent of St.
George.*®” This, and references to the Gospel of Nicodemus - also in her library - strongly
indicates Cunegund’s editorial control over the Passional’s production, and particularly

over the content of the images.**®

Colda records how Cunegund incessantly questioned him on the subject of the heavenly
mansions (fol.19v4-9). This is evidentially crucial and clearly signals anxiety on her part as
to her own place within that heavenly hierarchy. Colda’s 1314 treatise on the heavenly
mansions provides an answer to her eschatological fears: “Know therefore that you will
receive a place among the angels and archangels.”° On fol.1v, the angels’ rubric-utterings
declare Cunegund’s rejection of “earthly royal power” and confirm the reward for her
humility. The artist is also required to convey this humility. The authoritative, front-facing
pose on her abbatial seal is, in fact, softened on fol.1v as the artist depicts Cunegund with
head inclined and gaze dropped (a humble pose) as she acknowledges the manuscript-gift
from Colda and Benes$. Cunegund’s humility was presented by Colda, in the closing words
of his eulogy at the end of the third treatise (fol.31v19 and 26),*° as a key to her ultimate
salvation. An essential element of Cunegund’s piety was a desire to win her heavenly
crown (referred to above in the quote from St. Clare’s letter,*”! and supremely visible on
her portrait image on fol.1v) and with it, absolution and redemption of sins.**? It is

important to note that there are no less than eight illustrations of heavenly coronation in the

Passional (fols.1v, 3v, 9r x4, 17v, 20r). I suggest that their inclusion was at Cunegund’s

behest and demonstrate a personal preoccupation.

Extraordinarily, Colda does not suggest that her place will be among the ranks of the

mortal blessed but rather among all the ranks of the immortals (fols.30v17-31r22). He

486 pseudo-Bonaventura, Meditations on the Life of Christ in Meditations on the Life of Christ - An lllustrated
Manuscript of the Fourteenth Century, eds. Isa Ragusa and Rosalie B. Green (Princeton, 1977), hereafter
cited as Pseudo-Bonaventura; see Peter Toth and David Falvay, “New Light on the Date and Authorship of
the Meditationes Vitae Christi. Devotional Culture in Late Medieval England and Europe — Diverse
Imaginations of Christ’s Life,” Medieval Church Studies 31 (2014): 17-105, for discussion on authorship.
487 Vilikovsky, 27, refers to an unidentified volume of Pseudo-Bonaventura, Meditationes Vitae Christi in
Cunegund’s library. Writings of Pseudo-Bonaventura are included in the 1303 florilegium gifted by
Cunegund to the convent, Prague, Narodni knihovna Ceské republiky, MS XIILE.14c.

488 NKCR MS XIILE. 14c, fols.2v-34v and MS XIV.E.10, fols.31r-53r; see pp.147 et seq. and 162-163.

489 «“Cum angelis / quippe et archangelis scito te porcionem acci/pere” fol.30v18-20.

490 See pp.26 and 75.

#1Pp 70-71.

492 Quote on p.75.
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concludes: “Because I know you to be so attentive to the sacred texts without doubt you

will be given a place among the cherubim. Because truly having been kindled by the love
of God, having put on the religious habit you reject the deceit of the world, you will accept
the delights among the seraphim, the holy reward happily having been prepared.”®® This
expedient neatly avoids any discomfiture for she does not fit any of the female categories:
married, widow or virgin (which should have been her appointed place in order to receive
her crown as Christ’s bride). Note that the five virgins depicted in the fol.22v Heavenly
Mansions of the Blessed all wear gilded crowns: no other category of mortal is depicted as
crowned. The crown is the particular token of virginal recognition that Cunegund seems
anxious to receive, as rehearsed in the fol.1v dedication illustration. According to Colda’s
rhetoric, by joining the cherubim and seraphim she might occupy a preeminent position
closest to Christ’s throne, in the highest rank of the celestial hierarchy, as illustrated on
fol.20r: the performative coronation image might assist her towards her own heavenly

coronation.

I believe that Cunegund’s desire for the heavenly crown is as central to the making of the
Passional as it is to the composition executed by the artist on fol.1v. The “blessed crown”
that we witness Cunegund receiving, illustrated so visibly by the artist, is the crown
referred to in St. Jerome’s letter 22 to St. Paula’s daughter, Eustochium: “though God can
do all things He cannot raise up a virgin when once she has fallen...He will not give her a
crown.”** The loss of her virginity would underpin any soteriological concerns held by
Cunegund. Unlike countless other holy women who turned to an enclosed life after

marriage - as widows, because their husbands had rejected them, or having remained

495

chaste during their marriage prior to joining an order*- - Cunegund took her vow of

chastity when still a virgin, as a Poor Clare, pledging herself to a chaste “marriage” with

Christ, only to then leave enclosure, in 1290/1291 to take a mortal husband.**® Even the act
of leaving a convent was forbidden, especially among the new orders. Carola Jaggi and
Uwe Lobbedey describe how, Dominican and Franciscan nuns “were not allowed to leave

its confines except when a natural catastrophe threatened their lives or a daughter

493 «Sed quia sacris litteris te novi tam / vigilanter intendere non tibi dubito inter / cherubim locum dare.
Quia vero dei carita/te inflammata religionis induta habitu fal/lacis seculi contempsisti blandimenta inter /
seraphim recipies premia sanctis feliciter pre/parata.” fol.31r16-22.

494 St. Jerome, Letter 22, paragraph 5, to Eustochium, daughter of St. Paula, 384 A.D., ed. Kevin Knight
http://www.newadvent.org/fathers/3001022.htm - viewed from 20.05.2015.

495 As St. Kinga (Cunegund), Cunegund’s maternal great aunt, Appendix Ilc.

496 P 10.
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foundation required new personnel. Even their last residing place had to lie within the

walls.”*97

Cunegund broke all her vows but, most significantly, that of chastity. Where would

Cunegund stand, as a mother of three,**®

and having reneged on her solemn pledge of
fidelity to Christ? St. Jerome makes the answer abundantly clear: “He will not give her a
crown.” St. Jerome’s famous Letter 22 provided the foundation for Brautmystik;*” it
established a paradigm for the virginal Christian female, whilst transmitting the erotic
element of the Old Testament Song of Songs to female Christian piety, and was a
fundamental text in female religious education.>*° In 1319, Cunegund gave her convent a
manuscript compilation which includes this letter on fols.201v-283v,%%! although, as Gia
Toussaint points out, Cunegund would have been aware of it prior to this date,>’?
particularly having been raised as a Clarisse. Clearly no longer a virgin, Cunegund’s loss

of her virginity might be viewed as a spiritual catastrophe.

In the opening illumination of the Passional, the artist does not simply record the physical,
ceremonial presentation of the manuscript: he links this moment with that strongly-desired
and anticipated reception of a heavenly crown, signalling Cunegund’s salvation and future
acceptance into the heavenly abodes. (This, and all the crowns depicted in the Passional
are fleuron crowns favoured not only by French royalty,>** but also by the Czech
Premyslides [fig. 3.3].) The simultaneous reception of the manuscript and the potential
reward of a heavenly crown is represented as an interdependent act. Crucially, the
Passional itself is thus demonstrated as playing a part in Cunegund’s ultimate salvation. As
so often in medieval paintings, time boundaries dissolve.’** Upon the page, the artist
invites the viewer to experience and witness the coexistence of events both in the present
moment and in an imagined future. Painted images were commonly believed to preserve

immense spiritual and mystical power:>*° the fol.1v image is one of prolepsis - Cunegund

497 Carola Jiggi and Uwe Lobbedey, “Church and Cloister: The Architecture of Female Monasticism the
Middle Ages,” in Crown and Veil: Female Monasticism from the Fifth to the Fifteenth Centuries, eds. Jeffrey
F. Hamburger, and Susan Marti (New York, 2008), 109-131, at 124.

498 p.11-12.

499 Matter, 15; see p.73.

300 See, for example, Kate Cooper, “The Bride of Christ, the “Male Woman,” and the Female Reader in Late
Antiquity,” in The Oxford Handbook of Women and Gender in Medieval Europe, eds. Judith M. Bennett, and
Ruth Mazo Karras (Oxford, 2013), 529-544, at 533-538.

501 Prague, Narodni knihovna Ceské republiky, MS XII.D.10.

302 Toussaint, 57.

393 Binski, Westminster Abbey, 110.

304 Michael Camille, Gothic Art: Glorious Visions (London, 1996), 71, hereafter cited as Camille.

305 paul Binski, "Medieval Invention and its Potencies," in British Art Studies 6, June (2017):
https://doi.org/10.17658/issn.2058-5462/issue-06/pbinski/002, para 7, viewed from 11.01.2019.
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receiving her heavenly crown — and would be deemed capable of executing an active,

performative role not only in anticipating the act envisaged but also in ensuring its
accomplishment. Cunegund might expedite the realisation of her hopes, desires and

prayers, by having the artist depict her salvation in painting.3°®

In obeying her royal duty as a Premyslide princess, Cunegund broke her religious vow of
chastity and risked her eternal soul by marrying Boleslav II of Mazovia. Cunegund’s life-
long dilemma was in the conflict of duty owed on the one hand to her dynasty and nation
and on the other to her Lord and God. This is introduced in her fol.1v title: “Cunegund, the
most serene abbess of the monastery of St. George in the citadel of Prague, daughter of his
majesty Otakar II the King of Bohemia”;>%7 the artist conveys the dignity of both offices.
Abbess and Princess were amongst the highest-ranking female positions in their respective
hierarchical systems - religious and feudal. There are many clues that indicate that in this
opening image Cunegund was attempting to rationalise and reconcile the duality of these
demands. (Contradictory juxtapositions were peculiarly appealing to the medieval way of

thinking, in a time when boys could be bishops,’*®

and princesses, abbesses.) Colda
references the paradoxical yet complementary aspects of her life in the closing words of
his 1314 eulogy, hoping to: (Underlining added) *“...demonstrate your humility and... show

the dignity of your generosity. The first considers_the intercourse of religion, the second

the loftiness of your royal birth. And in the same way that the chaste virgin is associated

with sacred virginity, so in your personage religious humility is adorned by royal birth.

May the nobility of your graciousness last throughout the ages. Amen.”?* Colda even hints
that her regal humility might equate with sacred virginity and therefore perhaps be a saving

grace.

Cunegund might receive praise for, and exhibit, humility but she clearly lacked neither
strength of personality nor authority as her fol.1v image demonstrates, and as Colda

confirms in his eulogy.’'® As senior Princess,’'! Cunegund would be afforded total

396 Eight images of coronation, p.72.

307 “CHUNEGUNDIS / abbatissa monasterii / sancti georgii in castro / pragensi serenissimi / boemiae regis
domini / Ottacari secundi / filia” title, fol.1v.

398 Echoes of the medieval fascination with the ‘upside-down world’ survive today in several churches and
cathedrals e.g. Salisbury, where boys (often choristers) become “bishop” for a period, see Neil Mackenzie,
The Medieval Boy Bishops (Leicester, 2012).

399 “humilitatis vestrae praeconium / indicem et ad[erased]...generositatis eximiae insinuem / dignitatem.
Primum respicit conversationem / religionis secundum vero celsitudinem re/giae stirpis. Et sic
quemadmodum in vir/gine sancta castitati virginitas copulatur / sic in persona vestra relgiosa humilitas /
regali germine decoratur. Valeat vestrae / ingenuitatis nobilitas in secula seculorum. Amen.” fol.31v19-28.
S10P.26-27.

311 Pp.10 and 70.
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obedience with few to answer to save perhaps the king himself. Her status as Princess

Royal was impressive: she and those surrounding her would have been acutely aware of
this. In turn, total obedience was also due to an Abbot, or in this case Abbess, within the
community in Benedictine practice.’'? Furthermore, as Klaus Schreiner explains: “the
abbesses of medieval female monasteries held secular powers of jurisdiction. As feudal
rulers over properties and people, they were in charge of territories and their populations.
As female rectors of high and lower churches, they assigned benefices, sinecures, and
canonical seats.”!3 Ultimate responsibility for the managerial and financial burdens
imposed by running a large estate rested with the abbess.>!'# This is demonstrated by
Cunegund’s challenging the brethren of St. Thomas in Prague’s Lesser Town over
ownership of a garden adjacent to their church, 1306.3'3 She reveals herself as a woman in
charge, acting with the confident independence born of both her offices: more than capable
of demanding and controlling the creation of her own manuscript, the Passional and, as |

aim to demonstrate, its illuminations.

Cunegund is instantly identifiable on fol.1v as abbess by the conspicuous insignia of her
office: her crosier [fig. 3.4]. The artist depicts this in detail: its curve is echoed in the arch
above and answered by a trail of rubric. This image, and that on the Abbess' official seal
[fig. 3.1], provides invaluable evidence for the crosier’s original appearance. Today, the
only original metalwork surviving is on the staff [fig. 3.5]. Dana Stehlikova describes the
crosier’s volute on fol.1v as containing “a figure of dragon without St. George (ivory?),”'®
and then when referring to the seal: “the depicted crosier with a dragon in the volute was
inspired by the real crosier.” !’ Rather than being worked in ivory, as Stehlikova suggests,

I consider the gilded illumination on the fol.1v as an indication that the entire volute was

worked in gold, probably the product of expert Prague goldsmiths.>'® It differs greatly from

312 Christopher Brooke, The Rise and Fall of the Medieval Monastery (London, 2006), 22.

313 Klaus Schreiner, “Pastoral Care in Female Monasteries - Sacramental Services, Spiritual Edification,
Ethical Discipline,” in Crown and Veil: Female Monasticism from the Fifth to the Fifteenth Centuries, ed.
Jeffrey F. Hamburger, and Susan Marti (New York, 2008), 225-244, at 225.

314 Katrinette Bodarwé, “Abbesses,” in Women and Gender in Medieval Europe: An Encyclopedia, ed.
Margaret Schaus (New York, 2006), 1-4, at 2-4; skills Cunegund could teach Eliska.

315 Appendix I; Zdenka Vseteckova, “Prague 1 — Lesser Town, St. Thomas’ Church,” in 4 Royal Marriage -
Elisabeth Premyslid and John of Luxembourg, 1310, exhibition catalogue, English edition, ed. Klara
Benesovska (Prague, 2011), 168-173, at 168.

316 Stehlikova, “Crosier,” 486. The volute was altered in 1553 to incorporate the figural group of St. George
and the dragon, and revised again in 1836, ibid.

317 Idem, “Majestic seal of Abbess Cunegonde Premyslid,” in 4 Royal Marriage — Elisabeth Premyslid and
John of Luxembourg, 1310, exhibition catalogue, English edition, ed. Klara BeneSovska (Prague, 2011), 499,
at 499.

318 The crosier is one of the few gilded objects in the Passional, p.53; see Dana Stehlikova, “Goldsmithery in
Bohemia in 1270-1324,” in A Royal Marriage - Elisabeth Premyslid and John of Luxembourg, 1310,
exhibition catalogue, English edition, ed. Klara Benesovska (Prague, 2011), 452-457.
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the simple, generic volute ends illustrated for example on fol.22v [fig. 3.6]. On

observation, however, I consider Cunegund’s crosier volute to have ended not in a dragon,
as Stehlikova suggests, but in a finely depicted, five-lobed leaf [fig. 3.7] - a vine leaf. This
would express obvious eucharistic symbolism.>' (An image of Sts. Waltrude and Gertrude
in Madame Marie’s Picture-book, Paris, c.1285, depicts two crosiers of very similar design
[fig. 3.8].)°?° Cunegund’s crosier was a gift from her brother, King Wenceslas II and an
accurate and detailed portrayal of this valuable and prestigious sacred object in the

Dedication Illustration would be appropriate as a record for future generations.

Family members commonly provided convents with gifts,>?! for example, according to the
Chronicon Thietmari,*** the Saxon King Otto IIT (Holy Roman Emperor 996-January 23,
1002) gave a gold crosier to his sister when she became Abbess of Quedlinburg in 999.323
Cunegund’s crosier has two, original bands encircling the stem [fig. 3.5], each bearing two

bars of writing:

" ANNO DOMINI MCCCIII HUNC BACULUM FIERI FECIT. WENCESLAUS
" LI. BOHEMIAE ET POLONIAE. REX. ET. DEDIT. GERMANI SUAE.

¥M DOMINAE CUNIGUNDAE. ABATISSAE. MONASTERLI SANCTI. GEORGII
¥ IN. CASTRO PRAGENSI. ANNO. PRIMO BENEDICCTIONIS. SUAE.5%4

The crosier was commissioned in 1303, therefore at least three months after Cunegund’s
consecration as Abbess of St. George’s Convent in September 1302.3%% Stehlikové points
out that this was also the year of Wenceslas II’s marriage to Elizabeth Rejcka, his second

wife, which took place May 26.32¢ The crosier may have been a votive gift, not only to

319 Alison Stones, Le Livre d’images Madame Marie; reproduction intégrale du manuscript Nouvelles
acquisitions frangais 16251 de la Bibliotheque nationale de France (Paris, 1997), 104, describes the leaf at
the centre of the volute as a sycamore.

320 Paris, Bibliothéque nationale de France, Sts. Waltrude and Gertrude, Madame Marie’s Picture-book, MS
nouvelle acquisition frangaise 16251, fol.104r,

52 Hamburger, Marx and Marti, “The Time of the Orders,” 65.

522 German Chronicle by Thietmar von Merseburg (July 25, 975 - December 1, 1018).

523 Christa Rieniker, The Collegiate Church in Quedlinburg, English edition, trans. Kerstin Hall (Munich,
undated), 23.

524 Quoted in unexpanded form, Jaromir Homolka, “Umélecké femeslo v dob& Pfemyslovcd,” in Uméni doby
poslednich Premyslovcu, ed. Jifi Kuthan (Prague, 1982), 121-157, at 155.

" In the Year of our Lord 1303 this crosier was commissioned by Wenceslas

"« King of Bohemia and Poland, and given to his true sister

" Mistress Cunegund Abbess of the Convent of St. George

" In the citadel of Prague in the first year of her incumbency.
325 Stehlikova, “Crosier,” 486.
326 Tomek, Déjepis, 1:211; Stehlikovd, “Crosier,” 486, suggests that the Cunegund may have assisted at the
wedding, also that the image of Cunegund with her crosier and with a crown suspended over her head may be
seen as indication that she was present at the queen’s coronation. I offer an alternative assessment of the
iconography, p.73-75.
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mark Cunegund’s instalment as Abbess of St. George’s Convent but also to ensure the

blessing of Wenceslas’ marriage. The inscription declares Wenceslas as King of Bohemia
and Poland, perhaps acknowledging his sister’s all-important role in his attainment of the
Polish throne in August 1300.>2”7 (Wenceslas may, I suggest, have performed a public act
of contrition for this misdeed when, in 1292, the year after Cunegund was taken from the
Poor Clare convent in Prague, he reaffirmed the foundation of St. Kinga’s Clarisse
Convent (founded in 1280) in Stary Sacz, Lesser Poland, 100km south-east of Krakow.>?®
It is not impossible that Cunegund had even stipulated generosity towards the Order of
Poor Clares from which she was so abruptly extracted.) Through the gift of a crosier,
Wenceslas may also have sought Cunegund’s forgiveness, and spiritual atonement for

having withdrawn her from enclosure.

If the volute of the crosier does indeed end in a vine leaf, a further, interesting possibility
should be entertained. The vine leaf features prominently on the crest of the Bishop of
Prague, John IV of Drazice [fig. 3.9],°*° who consecrated Cunegund as Abbess on
September 19, 1302.33° Bishop John IV was a major patron of art and architecture®?! -
including his palace beside the River Vltava in Prague Lesser Town (Mald Strana)®? -
marking his patronage liberally and ostentatiously with his family crest [fig. 3.10].533 1
suggest his patronage may have extended to the commissioning of the crosier: his personal
device being wrought into the volute to reference his patronage and his part in Cunegund’s
consecration as abbess. He was from a noble, Czech family with a history of service to the

534

Premyslides,>** and was close to the King Wenceslas 11.°% The Crown owned all Episcopal

527 Tomek, Déjepis, 1:211.

528 St. Kinga (or Cunegund), his great-aunt and his sister’s namesake, and a member of the convent, died July
24, that same year, see appendix Ilc.

329 P.35; see Hledikova, Biskup Jan IV. For his life and work, in English, BeneSovska, “Jan IV,” 522-529.

330 Stehlikova, “Crosier,” 486.

331 Benesovska, “Jan IV,” 522.

532 Appendix I; nothing remains but the street name, Biskupsky dviir — Bishop’s court. His personal chapel
was decorated with images of all the bishops of Prague and the walls painted with shields of the Czech
nobility, Tomek, Déjepis, 1:227.

333 John IV was also patron of several architectural projects, including the completion of the Church of St.
Jiliji in Prague, 1311 and 1316, ibid., 523. Towards the end of his long life (d. January 5, 1343, aged 92) he
commissioned an Augustinian monastery for canons in Roudnice and Labem (and a bridge to span the River
Labe (Elbe) at this point), advertising his patronage over the entrance to the cloister.

534 Lord Gregorius of DraZice and his son Bishop John III are referred to as members of one of ten families
given judicial rights and chosen to serve King Otakar II in the citadel of Prague, Tomek, Déjepis, 1:343.

335 At Bishop John IV’s own ordination Wenceslas II gave him an emerald ring, gave him the sceptre and orb
to hold (confirming his ducal title and symbolically bestowing upon him temporal and ecclesiastical power
and jurisdiction), and provided a feast with game from the royal forests, also in a remarkable gesture of
respect from a king to a prelate suggesting deep familiarity, on returning to the Bishop's Palace, the
dismounted king led the bishop’s horse through the gates of the Bishop’s palace, all the while uttering words
of blessing, ibid., 1:359.
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property:3*¢ if the bishop commissioned the crosier as a gift on the king’s behalf this would

flatter both the monarch and recipient. This must remain hypothetical, nevertheless, the
crosier, recorded by the artist in the Passional’s patron portrait, demonstrates continued
Premyslide support of the convent and a mark of approbation of Cunegund’s status as

abbess from a brother and a king, even if accomplished through the Bishop of Prague’s

initiative.

The argument for the artist having presented a near-accurate likeness of the crosier is
strengthened by his detailed representation of the garments worn by the assembly,
particularly the somewhat idiosyncratic habits of Cunegund and the sisters of the convent.
These are markedly different from the standard Benedictine robes worn by the previous
generation of nuns (as demonstrated by a stone tympanum that may have originally been
placed over the entrance to the Chapel of the Virgin Mary, in the cloister of St. George’s
Convent [fig. 3.11]. The nuns’ unusual garb, depicted on fol.1v, might represent
Cunegund’s interpretation of pepla crispa, a form of habit modelled on the Magdalene’s
dress.>¥” This was known as Ranse throughout Saxony, Meissen and Thuringia, areas all
closely associated with Prague.’*® This Czech version does not answer to the same
description as that given by Gottfried Wilhelm Leibniz in the early eighteenth century,’’
but is distinguished by the prominent, starched (crispa), high collar of the cloak (pepla).
We know that Cunegund specifically identified herself with Mary Magdalene for it would
be no accident that she was admitted to the Convent of St. George on the Feast of Mary
Magdalene, July 22, 1302.34° The Virgin Mary and Mary Magdalene were held up,
particularly by Franciscans, as exemplars of compassion and piety: idealistic role-models
for nuns.>*! Their involvement in Christ’s life and their presence at the Crucifixion made

them obvious candidates.’*?> According to Jacobus de Voragine’s account in the Legenda

336 Benesovska, “Jan IV,” 522.

537 First suggested, V1¢ek Schurr, “The Dedication Illustration,” 196-197.

538 Jeffrey F. Hamburger and Robert Suckale, “Between this World and the Next: The Art of Religious
Women in the Middle Ages,” in Crown and Veil — Female Monasticism from the Fifth to the Fifteenth
Centuries, eds. Jeffrey F. Hamburger and Susan Marti (New York, 2008), 76-108, at 95.

339 Leibniz gives an account of the pepla crispa worn by the Penitential Order of St. Mary Magdalene, “Ordo
iste Beata Magdalena de poenitentia...sorores nostrae istae ante reformationem et in principio reformationis
suae pepla crispa vulgariter dicta Ranse deferebant, quaemodum B. Mariam Magdalenam portasse
existimabant...per totum Saxoniam, Misniam et Thuringiam,” Gottfried Wilhelm Leibniz, Scriptorum
Brunsvicensia illustrantium vol. 2 (Hanover, 1710), 872.

540 Prague, Narodni knihovna Ceské republiky, Fragmentum Praebendarum, Distributionum et Officiorum in
Ecclesia S. Georgii Castri Pragensis, MS XIII.A.2, fol.8v17-18, “Cunegunde que receipt habitum
monasterium Anno domini MCCCij die marie / magdalene.”

341 Roest, “A Meditative Spectacle,” 41.

342 Caroline Walker Bynum, “Patterns of Female Piety in the Later Middle Ages,” in Crown and Veil —
Female Monasticism from the Fifth to the Fifteenth Centuries, eds. Jeffrey F. Hamburger and Susan Marti
(New York, 2008), 172-190, at 181; Hamburger and Suckale, “Between this World,” 95.
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Aurea, Mary Magdalene, like Cunegund, was wealthy and of royal descent:343

as
notorious for her abandonment to fleshy pleasures as she was celebrated for her beauty and
riches.”** I consider it deeply significant that Cunegund so aligned herself with the

Magdalene,>*

presumably identifying her broken vow of chastity with the Magdalene’s
“abandonment to fleshy pleasures”. Perhaps Cunegund, too, was anxious to serve and
anoint as she “sat at the Lord’s feet™*® - as Voragine describes - and therefore to be

absolved of her sins.

This association is also reflected in the contemporary, introductory rubrics of the convent’s
Iludus paschalis,>*” which describe the Abbess as preceding the Magdalene to the
sepulchre: “the Mistress Abbess leads, Mary Magdalene follows her, the three Maries
follow her together with the older men.”>** (She does not appear to participate in the
performance beyond kissing the linens at the end of the performance.)**® Her allegiance to
Mary Magdalene is declared again, through the artist’s ministrations, in the lower image on
fol.7v which is modelled on noli me tangere iconography but substituting a supplicant nun
for the Magdalene.>° Although not explicit, the nun may originally have represented
Cunegund;>! it, nevertheless, provides for posterity a generic nun/Magdalene figure with
which any nun might identify.>>? It speaks of Cunegund’s penitence and desire for
absolution. On fol.1v the nuns are shown dressed in their black habits: black, representing
repentance, was established in the ninth century by imperial decree as obligatory for

Benedictines.>*?

The Passional artist, however, painstakingly adds the further detail of bold
cross-hatching over the veils and tunics. I suggest that this replicates the visibly coarse,
open-weave appearance of goat-hair cloth,’>* used widely across Europe mainly for

shrouds and, significantly, for penitential “hair shirts” (Thomas a Becket was found to be

343 Jacobus de Voragine, The Golden Legend, trans. Christopher Stace (New York, 1998), 165-172.

>4 1bid.165.

345 Stejskal, Pasiondl, 34-35, rather suggests Cunegund adopted role of Mary/Eve and Christ’s Bride.

346 Jacobus de Voragine, The Golden Legend, 165.

547 Prague, Narodni knihovna Ceské republiky, MS XILE.15a, fol.69v.

>4 “Domina abbatissa precedet / Maria Magdalena sequentur eam / tres Marie sequentur eam cum /
senioribus.” NKCR MS XILE.15a, fol.69v1-6; see p. 111.

549 P.85.

530 Pp.120-123.

351 Stejskal, Pasiondl, 27, identifies the kneeling figure as Cunegund.

52 Jennifer VI&ek Schurr, “The Man of Sorrows and the Instruments of the Passion: Aspects of the Image in
the Passional of Abbess Cunegund,” in Visible Exports/Imports: New Research on Medieval and
Renaissance European Art and Culture, eds. Emily Jane Anderson, Jill Farquhar, and John Richards
(Newcastle, 2012), 210-236, at 219 n. 36.

>33 Barbara Harvey, Monastic Dress in the Middle Ages - Precept and Practice (London, 1988), 9-10.

>3 Elisabeth Crowfoot, Frances Pritchard and Kay Staniland, Medieval Finds from Excavations in London
(4): Textiles and Clothing c.1150-1450 (Woodbridge, 2001), 79.
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wearing one such).’>> Making this highly visible in the fol.1v portrait illustration offers a

statement of Cunegund’s piety and desire for atonement, and that of her nuns.

The artist distinguishes Colda as a Dominican in the fol.1v illustration, accurately
depicting the distinctive black mantle, or cappa, that gave the order the sobriquet of the
Blackfriars. Just as black represented repentance, so the white of his cote, or tunic,
symbolised glory.>>® The observant artist has depicted Colda’s doublet,>” the shirt worn
beneath the cote, peeping from beneath his loose sleeves at the wrists of his up-stretched
arms. These shirts were traditionally made of linsey-woolsey, a linen/woolen mix fabric of
loose weave known in medieval time as stamineum.>® Nor did the artist shy away from
depicting the nuns’ undergarments, similarly revealed at the wrist.’>° Bene§, in contrast to
the other figures, cuts a dash in his splendid, rose-pink cofe, and his strikingly blue
scapular: the apron-like working-garment of those committed to a religious life. This is
tied about his comfortably-rounded waistline with a white rope. Writing between 1292-
1296, William Durand of Mende (c.1230-1296) stipulated that “sacred vestments are not to
be used for daily wear.”>® Priests usually wore white, red, black or green.>®! Bene§’s pink
and blue working apparel, perhaps distinguishing him as a scribe, is a relieving splash of
colour contrasting the garb of the other attendees at this solemn ceremony. His wide cuffs,

362 reflecting contemporary fashion,>** would be practical for

buttoned-in at the wrists,
scribal activities. In 1312, however, the year the Passional’s first treatise was written, Pope
Clement V passed a ruling that forbade members of religious orders to wear buttons,
considering them to be a vainglorious extravagance.’®* As a secular canon, Benes was
presumably exempt from the edict: so, it would seem, were the angels hovering over

Cunegund whose buttoned sleeves, offer them an air of fashionable elegance. Once again,

35 Harvey, 7-8.

3% White habits are worn by Praemonstratensians (established Strahov monastery, Prague, 1140), and
Carthusians (established in today’s Smichov area of Prague c.1342). Carthusian novices, like Dominicans,
wear a black mantle over their white robes, Harvey, 9.

357 Harvey, 20.

538 Ibid., 24.

3% Even Christ’s doublet is revealed at the wrist on fol.18r.

560 William Durand, Rationale divinorum officiorum. Books 2-3, transl. Timothy M. Thibodeau, in William
Durand: On the Clergy and Their Vestments (Chicago, 2010), 131.

361 Tbid., 213; Margaret Scott, Fashion in the Middle Ages (Los Angeles, 2011), 9, remarks that secular
priests were expected to wear distinctive garb.

362 Excavations by a dock wall in Queen Victoria Street, London E.C.4, revealed a bale of several hundred
late thirteenth-/early fourteenth-century textiles including lines of same-fabric buttons, sewn along garment
edges, Crowfoot, Pritchard and Staniland, Medieval Finds, 9; also, opposite 20, Plate 1.

363 Henry V of England advocated a limit of 1/2 yard of material to be used in the making of monks’ sleeves,
Harvey, 13.

%4 Tbid., 12.
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in contrast, Colda’s severe “St. Peter’s tonsure” which represented the crown of thorns,*%

Benes seems to have had an eye on courtly style: although tonsured, his wavy hair and
curled fringe (known as a dorlott), were the height of contemporary fashion.>®¢ Indeed, bar
the bald pate, his hairstyle compares with that of Christ as the lover-knight (fol.3v) and
Adam (fol.4r), both of whom are presented, by contemporary standards, as archetypal,

beautiful young men. The Passional artist certainly had an eye for detail.

Also, in the spirit of accuracy, I would argue, the artist presents eight (adult) serene, nuns
prominently on the right of the fol.1v introductory image. (Incidentally, eight is an intimate
enough number to gather comfortably before the Passional images, although individual
devotion would seem more likely.) Their presence suggests their importance not only to
the occasion but also in the reception and future use of the Passional manuscript. Their
copious folds of cloth indicate large quantities of fabric, signalling wealth and nobility.>’
St George’s Convent attracted women from elite families:>*® Benedictine female houses
were historically the refuge of the nobility to the point of social exclusivity.’*® The
Convent of St. George, despite being a female foundation, was the first monastic

570

establishment in the Czech Lands,”’” and remained one of the most significant religious

communities together with several other female communities — the Convent of St. Francis

371 and the Convents in Doksany>’? and Ttebnice.>’* All had the advantage of

in Prague,
strong royal connections conferring high status. The Premyslides followed the example of
the famous Saxon female religious houses, such as Gandersheim and Quedlinburg, in

numbering royal daughters in the roll-call of abbesses.>’*

St. George’s Convent was a royal
foundation, and its situation adjacent to the Prague palace, was a recommendation to
Premyslide princesses. As has been mentioned, it enjoyed a five-century-long association

with the ruling family of Pfemysl.>”®

35 Catherine Cubitt, “Images of St. Peter: The Clergy and Religious Life in Anglo-Saxon England.” The
Christian Tradition in Anglo-Saxon England: Approaches to Current Scholarship and Teaching, ed. Paul
Cavill (Woodbridge, 2004), 41-54.

3% Anne Van Buren and Roger S. Wieck, Illuminating Fashion: Dress in the Art of Medieval France and the
Netherlands, 1325-1515 (New York, 2011), 40; French dorloter —to pamper.

367 Scott, Medieval Dress, 44.

%8 From the surviving archival evidence, it would appear that the nuns of St. George’s were historical drawn
from the aristocracy, Tomek, Déjepis, 1:443.

399 Clark, The Benedictines, 67-69; also, Michael Goodich, “The Contours of Female Piety in Later Medieval
Hagiography,” in American Society of Church History, 50, 1 (1981): 22-32, at 23.

370 Founded ¢.970, Fiala, Predhusitské cechy, 398.

371 Franciscan/Clarisse double monastery, founded 1234, ibid., 401; see Soukupova; p.10.

572 Premonstratensian, founded 1144-1145, ibid., 402.

373 In Silesia, Cistercian, founded 1202, see Soukupova, 27-31.

374 Appendix IIb.

T3P 4.
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My conclusion, that the artist represented on fol.1v the full complement of sisters in St.

George’s Convent, is supported by a diploma recorded a generation later, in the convent’s
Fragmentum Praebendarum, listing eight nuns each with their area of responsibility:
“Bohunca the prioress, Agnes the sacristan, Ludmila the sub-prioress, Anka in charge of
the infirmary, Jutka in charge of the consecrated wafers(?),>’¢ Margaretha (puzwic 'ii)
Sudka the housekeeper and Katherina (stukonis). The entire holy convent of the
aforementioned monastery of St. George...””’” (Vaclav Vladivoj Tomek provides a further,
intriguing detail that “at Easter, [the feasts of] St. George and Candlemas, each and every
canon received coloured eggs, eight in number.”’® Painted, hard-boiled eggs were
traditionally given by Czech girls to their preferred boy. Each canon received eight eggs,
suggesting that every nun gave every canon an egg, confirming the head count of nuns as
eight.) Among the functions performed by the sisters of the Convent of St. George, those
of “puzwic’ii” and “stukonis” remain elusive. It is interesting that Tomek was also unable
to supply a translation for these words.>” The 1303 official list of the brethren at
Westminster Abbey, also Benedictine, lists the names forty-nine monks; their roles appear
comparable but with several monks fulfilling a single post.>*° Five of the occupations are
identical: prior, subprior, sacriste (sacristans), camerarii (chamberlains - which I have
translated above as housekeeper), infirmarii (infirmarers). The remaining most important
roles listed in Westminster are elemosinarii, cellerarii, refectorarii and coquinarii
(almoners, cellarers, refectorers and kitcheners). Perhaps Margaretha and Katherina

performed alms-giving or culinary tasks.

The Passional itself, largely through the illustrations, emerges as a very female-orientated
manuscript. Women outnumber men on fol.1v by 5:1. It appears unremarked upon that,
despite the huge figure of Cunegund dominating the composition, prominence is also
afforded to the standing group of Benedictine nuns clustering expectantly to the right of

the composition. Proportionally smaller than Cunegund, they are nevertheless significantly

576 NKCR MS XII1.A.2, fol. 11135, “hostiaria” lit. a pyx, led me to suggest this occupation. Dobner,
however, transcribed this as “ostaria” lit. pertaining to a door, and therefore possibly gatekeeper, Dobner,
6:361.

377 “Bohunca priorissa Agnes custrix Ludmila subpriorissa Anka infirmaria / Jutka hostiaria Margaretha
puzwic’ii Sudka camararia Katherina stukonis. Totisque / ... (conventus sanctimonialium)..monasterium
Sancti Georgii predicti...” NKCR MS XIII.A.2, fol.11r34-36. Note: I have relied on Dobner’s transcription
of the bracketed section, see Dobner, 6:361.

378 «o welkonocich, sw. Jif a o poswiceni dostawali kanownici barwenych wajicek, kazdy pokazdé osm;”
Tomek, Déjepis, 1:446.

37 Tbid., 1:443.

>80 Ernest Harold Pearce, Monks of Westminster: being a register of the brethren of the convent from the time
of the Confessor to the dissolution, with lists of the obedientaries and an introduction (Cambridge, 1916), 11.
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larger than their male counterparts on the left of the picture.”®' As with Colda and Benes,

the nuns appear to float ethereally against the page, although the artist introduces some
sense of spatial definition: the hands of the innermost two nuns and Colda’s kneeling
figure are placed in front of the slim shafts that support Cunegund’s canopy, bringing them
to the fore. As observed above, the title above their heads identifies, “The Prioress with her
convent.”%? Two of the nuns courteously gesture with open right hands towards their
abbess with apparent deference and respect. They interact directly with the proceedings
and I suggest that, despite their being afforded no other particular distinguishing features,
these two members of the convent, positioned nearest their Mother Superior, may represent

the prioress and sub-prioress.

The artist provides the participants on fol.1v with benign expressions but no distinguishing
facial characteristics. Damage has resulted in Cunegund’s face and upper chest having lost
much of their definition. Karel Stejskal interpreted this as a purposefully punitive act,
exacted by the nuns, for Cunegund’s prideful representation as crowned Mary,*** and
equivalent to the attempted-obliteration of the evil Belial’s head (fol.5r).5%* It will be
recalled, however, that just thirty/forty years after her death, Cunegund was remembered in
the Fragmentum Praebendarum,’®® together with recorded obiits for her soul,>* as:
“foremost in the memories and prayers of people of the present day...as an example of
pious, monastic demeanour and reverence.”®” The mid-fourteenth-century “Pulkavova
chronicle” also records that, on joining St. George’s Convent, Cunegund, “became abbess
and instigated many freedoms within the convent.”®® Far from being proud and over-
bearing, it seems she ruled with a light hand. Unlikely, therefore, that the sisters would
besmirch her face. In the Dedication Illustration, Cunegund’s mouth is obliterated; the
circular smudge above her head, ends in the tell-tale line,*®® representing the edge of a

590

water-mark. This damage is certainly due to deferential kissing,”” or the kissing of fingers

381 The little nun illustrated to the far right is a special exception, pp.11-12.

82Pp8g.

583 Karel Stejskal, “Die wundertitigen Bilder und Grabméler in Bohmen zur Zeit der Luxemburger,” in King
John of Luxembourg (1296-1346) and the Art of his Era. Proceedings of the Prague International
Conference, September 16-20, 1996, ed. Klara BeneSovska (Prague, 1998), 270-277, at 272.

384 Pp.110-111; also, p.149, for smudging of Christ’s face, fol. 14r.

585 pp.12-13.

586 NKCR MS XII1.A.2, fols.4v and 8v.

587 “in memoria est praesentium hominum Domina Cunegundis filia regis Prziemisl praedicta...sancte /

conversationis et religionis exemplo,” NKCR MS XIILA.2, fol.9r31-32; see also Tomek, Déjepis, 1:445.
588

“A kdyz pak potom abbatysi byla, mnoho svobody klasteru ucinila jest.” Ptibik Pulkava z Radenina,
Kronika Pulkavova, 314.

>89 Kathryn Rudy, “Dirty Books: Quantifying Patterns of Use in Medieval Manuscripts using a
Densitometer,” in Journal of Historians of Netherlandish Art 2, no.1 (2010): 1-26, at 2.

390 See also Toussaint, 13.
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then laid upon the image. The resultant effect of this ritual, known somewhat clinically as

devotional osculation,>®! is also seen beside her right cheek and right foot. Physical contact
formed an integral part of a medieval nun’s religious expression.>®? (It is interesting to note
the rubric stage instructions at the close of the convent Easter drama, instituted during
Cunegund’s incumbency, and referred to above,>** which direct the Abbess to publicly
express her devotion through kissing. The stage directions read: “Meanwhile the Mistress
Abbess affectionately kisses the linen bindings and prays™®* - actions also in tune with
Franciscan piety.) Signifying reverence and affection,>* ritual kissing remains a regular
feature of Christian worship to this day. There is little doubt that here, as on fol.10r which
will be discussed below, later generations of nuns were expressing emotions of love and

admiration for a generous and devout former abbess and benefactor.>

Each nun pictured on fol.1v carries a book: certainly, a conscious iconographic inclusion.
They may represent service books, advertising their observance of Canonical Hours and
that they follow the Virgin Mary’s example as recorded in apocryphal texts;>’ they may
also indicate Cunegund’s provision of books to her convent,’® supporting the sisters in
their pursuit of theological knowledge through reading and thus enabling their participation
in the reception of the Passional. Unlike Dominicans, Benedictines valued intellectualism
over academic excellence, and by the early fourteenth century their houses were
recognised as spiritual and cultural centres.’®® Benedictines formed part of what Newman
describes as, “the Latin textual community”.®®® On Cunegund’s abbatial seal, she is
depicted holding a book raised to chest level, representing her authority [fig. 3.1].6°! It
appears open towards her, advertising that she was intellectual, well-read and devout.®’?

Note, a total of twenty-nine books are illustrated within the Passional illuminations.

591 Kathryn Rudy, “Kissing Images, Unfurling Rolls, Measuring Wounds, Sewing Badges and carrying
Talismans - Considering some Harley Manuscripts through the Physical Rituals they reveal,” in Proceedings
from the Harley Conference, British Library, 29-30 June, 2009, eBLJ, article 5 (2011):1-56, at 2.
https://www.bl.uk/eblj/201 larticles/pdf/ebljarticle52011.pdf - viewed from 18.05.2018.

392 Bynum, “Foreward,” xv.

393 Pp.80, alsol11.

3% “Interim domina / abbatissa deos/culatur linthe/um et ores...” Prague, Narodni knihovna Ceské republiky,
Processionale monialium, MS VII.G.16, fol.101v. Note: this is the manuscript identified as having been
written up by Benes, p.41.

395 See Rudy, “Dirty Books,” 2; also, De Hamel, 4 History, 210.

3% P 138.

597 Hamburger, Marx and Marti, “Time of the Orders,” 72.

%8 Pp.5 and 13.

39 Van Zeller, Benedictine Nun, 54.

600 Barbara Newman, “The Visionary Texts and Visual Worlds of Religious Women,” in Crown and Veil —
Female Monasticism from the Fifth century to the Fifteenth Centuries, ed. Jeffrey F. Hamburger and Susan
Marti (New York, 2008), 151-171, at 151.

601 Stehlikova, “Majestic seal,” 499.

602 pp.26.
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Cunegund, who studied and commissioned books for the library, may well have directed

the artist to specifically include them.%%

In a study of sixty manuscripts containing female portraiture around 1300, noting this as
twice the number of surviving manuscripts of the period portraying individual men, Alison
Stones demonstrates that women played an important part in the commissioning and

604

receiving of books.%%* Often these women are nameless and without context.®% Stones lists

the various forms of ownership mark that might be present,®*® pointing out how rare it is to

be able to provide the patronage portrait with an identity.5%’

The Passional manuscript —
image and text - provides all the required ownership information: a patron portrait;
Cunegund’s written name, position and heritage; heraldic shields; a record of the
commission, stating the remit; dates of both composition and presentation of the first
treatise. Cunegund appears to have had a close eye on posterity. This manuscript, however,
is unlike the majority of female-portraited works in being neither secular nor in the
vernacular.®®® It is also unusual for female portraits to occupy a full page, as on fol.1v,°%
although the late thirteenth-century illumination depicting the Comtesse de la Table, wife
of Raoul de Soissons,!? kneeling before a statue of the Virgin and child,’!! provides
another example, as noted by Toussaint [fig. 3.12].%'> Female patrons were often portrayed
kneeling, often before the Virgin; and often holding a book.?!* Cunegund’s authoritative,
frontal pose, seated on her throne, again strays from this norm. She reaches to receive the
volume from Colda’s hand.®'* Toussaint notes the similarity between this and the full-page
composition, depicting Queen Jeanne de Bourgogne-Artois (d.1330), wife of Philippe V.13
She receives the works from Thomas le Myésier (?-September 11, 1336) the compiler of

the teachings of Ramon Llull (c.1232-c.1315-1316) who is pictured at his back with his

603 Pp.71-72.

604 Alison Stones, “Some Portraits of Women in their Books, Late Thirteenth - Early Fourteenth Century,” in
Livres et lectures de femmes de Europe entre moyen dge et renaissance, eds. Anne-Marie Legaré and
Bertrand Schnerb (Turnhout, 2007), 3-27, at 3.

805 Loveday Lewes, Women, Art and Patronage, 8.

606 Stones, “Some Portraits,” 3.

07 Tbid., 8

608 Thid.

09 Thid., 9.

10 Thid., 11.

11 Historically, the image was identified as Yolande of Soissons, stepdaughter of the Comtesse de la Table
and subsequent owner of the manuscript, ibid.; New York, Pierpont Morgan Library, Psalter-Hours, MS
M.729, fol.232v.

612 Toussaint, 149-150.

613 Thid., 8.

614 The manuscript is depicted bound. I suggest that this is artistic licence, anticipating the completed work,
and that at this stage the treatise was in a limp binding, p.15.

615 See Stones, “Some Portraits”, 5-6; Toussaint, 41; Karlsruhe, Badische Landesbibliothek, Breviculum ex
artibus Raimundi Lulli electrum, MS St. Peter perg. 92, fol.12r.
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hand upon his shoulder [fig. 3.13]. The Queen stands, however, and is similar in stature to

her assembled ladies-in-waiting. The patron-portraits, in the Passional, the Psalter-Hours of
Comtesse de la Table and Queen Jeanne’s breviary, all employ architectural frames. The
French examples are elaborate, formulaic and severe, creating a decorative box-frame
around the entire scene.®'® Cunegund, in contrast, is enclosed, alone within a private space
created by the graceful, ogival arch which serves to emphasise her importance as well as,
as I have suggested, presaging her future, ultimate reward of a heavenly abode.®'” Queen
Jeanne’s breviary post-dates the Passional by some seven years but here, as in the
Passional, heraldry also plays an important role providing some of the most obvious cues
for the medieval viewer to “read”.®'® Her gown echoes the three heraldic shields above her
head. The Comtesse de Table is also depicted wearing an heraldic mantle, and she is
surrounded by six identifying shields (two complete and four semi-obscured by the
elaborate frame). The Queen and Comtesse therefore declare their allegiance in both their
heraldic dress and shields.®'® Cunegund’s portrait does exactly the same, but this displays
her divided allegiances: her dress is Benedictine and emulates the pepla crispa, declaring
her religious, personal and penitential affiliations; the three, traditional “heater” shields,

prominently displayed above her throne declare her dynastic and national allegiance.

On fol.1v, each shield is given a genitive rubric title: “the emblem” is understood, “of
Bohemia”, “of St. George”, “of St. Wenceslas”.%?° The central shield forms the pinnacle of
the architectural structure, and is exceptional. Larger and placed higher than its companion
shields, it is not a coat-of-arms but an illustration of St. George, patron of nation, convent
and basilica, uniting Cunegund’s allegiances.®?! His depiction as a Christian Knight on a

622

field Gules, mounted and battle-ready, lance dipped and pennant fluttering,°~* sets the tone

for Colda’s discourse on taking up Christ’s weapons, Arma Christi®?® (Instruments of his

616 Pp 65-66 [fig. 2.53].

17 p.70.

618 Pp.68-69.

619 Some fifteen years later, the Luttrell womenfolk also display their heritage and loyalties on their heraldic
gowns in the patron portrait, London, British Library, Luttrell Psalter, Add. MS 42130, fol.202v; see
Michelle Brown, The World of the Luttrell Psalter, (London, 2006).

620 “Boemiae”, “Sancti Georgii”, “Sancti Wenceslaii” rubric titles, fol. 1v; for further discussion see chapter
3.
621 P.4

622 The sign of a supreme commander, Ann Payne, “Medieval Heraldry,” in Age of Chivalry — Art in
Plantagenet England, 1200-1400, exhibition catalogue, ed. J. J. G. Alexander and Paul Binski (London,
1987), 55-59, at 58.

623 See Rudolf Berliner, “Arma Christi,” in Miinchener Jahrbuch der Bildenden Kunst 6, no. 3 (1955):35-
152; Robert Suckale, “Arma Christi - Uberlegungen zur Zeichenhaftigkeit mittelalterlicher Andachtsbilder,”
in Stddel Jahrbuch 6 (1977):177-208; Lisa H. Cooper and Andrea Denny-Brown eds., The Arma Christi in
Medieval and Early Modern Material Culture: With a Critical Edition of ‘O Vernicle’ (London, 2014).
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Passion) to conquer evil. Flanking this shield, the artist impressively portrays the military

coat-of-arms of the Kingdom of Bohemia and the Premyslide kings. On the left, and
therefore first to be “read”, is the lion of Bohemia: on a field Gules, blazoned a lion
rampant Argent queue fourché, crowned Or,%%* langued, armed.®?° St. Wenceslas’ armorial
bearings are depicted on the right: usually on a field Or (here the parchment provides the
field), blazoned an eagle displayed épandre Sable, klee-stengeln Or,%%¢ flamed Gules,
langued Gules, armed Or. Zden¢k Fiala declares the Passional illustrations to be the
earliest surviving painted and coloured depictions of the charges of the Bohemian lion, and
the St. Wenceslas eagle.®?” These overtly nationalistic symbols may have been consciously
chosen by Cunegund to echo formal, royal depictions: such as the shields flanking the
image of her brother Wenceslas 11, on his royal seal [fig. 3.2],°%® and in the Codex Manesse
[fig. 3.14].9%° The Czech lion and eagle are both an expression of nationhood (Bohemia)
and heredity (Premyslide), and sacred protection is offered through Sts. George and

Wenceslas.

Colda’s fol.1v speech banner announces that Christ is represented in the first treatise, and

630 9% 631

probably at Cunegund’s bidding,*"" as “the bridegroom in the fitting guise of a soldier”.
In his eulogistic dedication speech, opening on fol.2r, Colda takes the opportunity to direct
Cunegund and her nuns to take up arms against evil: the Arma Christi, displayed as objects
to be meditated upon on a shield on fol.3r, and with the Man of Sorrows on fol.10r.
Colda’s instructions are as follows: “Put on the armour of God, you who are uncertain, that
you may be able to withstand the snares of the Devil...if you want to fight against Satan
with victory you must arm yourself with spiritual armour. Therefore, you who fight every

day as men in this battle, by implanting a manly spirit into your female breasts, using

skilled mental ability, fly to the weapons of the Passion of Our Lord, as surely as you will

624 The Bohemian lion is usually depicted as crowned Or, langued Or, and armed Or. Tiny fragments of gold
remain on the crown, the claws of the right foreleg and possibly between the lower teeth — this would require
reverification, however repeated access to the manuscript was not possible. These areas are all very small and
presumably more difficult to prepare with glue — the tongue appears to have been applied over paint and this
would account for its loss.

625 T am grateful to Timothy H.S. Duke, Chester Herald of Arms of the College of Arms, for his guidance.

626 This trilobate design on the wings appears commonly in medieval German heraldic devices, representing
the upper margin of the eagle wings; described as “clover stalks”.

%27 Fiala, Predhusitské cechy, 97.

628 The first verifiable representation of the Czech lion with split tail appears on the seal of the seventeen-
year-old prince when he became Margrave of Moravia, in Spring 1247, six years before becoming King
Otakar II, Jaromir Homolka, “K ikonographii peceti Premyslovca,” Uméni doby poslednich Premyslovci, ed.
Jiti Kuthan (Prague, 1982),159-180, at 166.

629 Heildelberg, Universititbibliothek Heidelberg, Cod.Pal.germ 848, Codex Manesse, Ziirich, fol.10r [fig.
3.14].

630 Pp.9-10.

31 “sponso plura sub militis apta figura,” rubric title fol.1v.
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have need of strong weapons so that you may more safely win against the enemy.”%3?

Colda’s words echo the Rule of Benedict chapter reading for January 1, Prologue, v.3,%3?
repeated to Cunegund and her nuns in the manner of a New Year’s resolution, which takes
the form of a rallying cry calling Benedictines to arms: “to you, then, whoever you may be
are my words addressed, who, by the renunciation of your own will, are taking up the
strong and glorious weapons of obedience in order to do battle in the service of the Lord
Christ, the true King.”%** The sources this invoked would also be familiar: St. Paul’s
entreaty to the Ephesians to fight evil with, amongst other items, a shield - “take up God’s
armour;...take up the great shield of faith with which you will be able to quench all the
flaming arrows of the evil one”;®3* and to the Romans - “Let Christ Jesus himself be the
armour that you wear; give no more thought to satisfying the bodily appetites.”3¢ St.

637

Jerome, engineer of the medieval nuns’ life-ethos,*’ also paraphrased St. Paul: “take to

yourself the shield of faith, the breastplate of righteousness, the helmet of salvation and
sally forth to battle. The preservation of your chastity involves a martyrdom of its own.”%38

Note how St. Jerome links the fight directly to virginity.

The elaborate, rubric title, fitulus, at the end of the introductory speech on fol.2v refers to
the schematic illustration on the facing page.®*® It reads: “Here is the shield, the weapons
and the insignia of the invincible soldier who is named conqueror with five wounds,
supported by a lance and honoured by a crown.”®*? The artist provides Cunegund with an
Andachtsbild of Christ’s insignia: a pseudo-heraldic coat of arms, Arma Christi,
emblazoned with the Instruments of the Passion. This shield counterparts those displayed

above Cunegund’s fol.1v portrait, similarly representing a militaristic “signature”. Here,

632 “In/duite inquiens vos armaturam / dei ut possitis stare adversus in/fidias dyaboli... Si vultis adversus
sathanam / victoriose confligere oportet ar/mis spiritalibus vos armare / Vos ergo que femineo pectori
vi/rilem inserendo animum in hac / pugna cottidie viriliter confligi/tis ad arma passionis dominice prudenti
use consilio convola/tis ut tanto adversarium vinca/tis securius quanto forciorum / armaturarum asseruit
vobis usus.” fol.2ra22—fol.2rb8.

33 Also, May 2 and Sept. 1; noted by Toussaint, 110.

634 St. Benedict of Nursia, The Rule, 1.

635 Ephesians, 6.13 and 18, N.E.B. The New Testament, The New English Bible (Oxford, 1970), 332,
hereafter cited as N.E.B.

636 Romans, 13.14, ibid., 270. These words inspired St. Augustine (of Hippo, 354-430), in 386, to a life of
abstinence and Christian sevice, James Miller, The Philosophical Life (London, 2012), 150.

37 Pp.71 and 74; see St. Jerome, Letter 22 to Eustochium, daughter of St. Paula. 384 A.D., ed. Kevin Knight
http://www.newadvent.org/fathers/3001022.htm - viewed from 20.05.2015.

38 Idem, Letter 130, paragraph 5. 414 A.D., http://www.newadvent.org/fathers/3001130.htm - viewed from
20.05.2015.

639Pp.21.

640 “Hic est Clipeus arma et in/signia Inuictissium militis qui / cognominatus est victor cum Quinque
wlneribus Fultus Lan/cea Decoratus que Corona” title, fol.2v.
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Cunegund might align herself as a soldier with Christ, rallying to his “coat-of-arms”.

Appropriately, Cunegund’s name translates as “brave in war”.64!

Medieval knights recognised one-another in battle or tournament through heraldic devices

642 643

on their accoutrements:*** visual cues, identifying familial ties and continuity,** developed
during the second quarter of the twelfth century.%** Display was paramount and, as a mark
of respect, arms-bearing shields were hung in halls and above tombs and commemoration,
for example the accoutrements above the Black Prince’s tomb in Canterbury Cathedral
[fig. 3.15].6% Stejskal noted a link with the medieval poetic account in the Gesta
Romanorum;®*¢ the significance in this work of the hanging-up of shields as a chivalrous
act is examined in depth by Toussaint.®*’ She points out the following words among the

lost prayers:®4

Lo, He who rose long ago

Now coming forth in humility

Has hung up his shield here

To venerate You.”%%
The shields displayed on fols.1v and 3r honour family, nation and Christ’s suffering, not
only with pride and admiration and as memoria passionis - images recalling Christ’s

Passion - but as an act of chivalry and as a petition to God for future aid and protection in

battle.

It has already been noted that the cross dividing the fol.3r shield recalls the arms of St.
George.% It is painted half-light, half-dark in a not-wholly-successful attempt to create
form. The emblazoned items float eerily in the spaces beneath the arms of the cross, each
recalling an element of the Passion story and the spilling of Christ’s blood. The

circumcision knife is included, representing the first occasion on which Christ bled,

41 Rosa Giorgi, Saints: A Year in Faith and Art (New York, 2006), 140.

%42 Payne, “Medieval Heraldry,” 55.

43 Binski, Westminster Abbey, 86.

644 MacKinnon, Heraldry, 9.

45 Tbid.; Toussaint, 123.

646 Stejskal, Pasiondl, 30 and 74, notes the similarity between Colda’s tale and section CCX of Gesta
Romanorum: “Deeds of the Romans” a highly popular collection of tales put together towards the end of the
thirteenth/beginning of the fourteenth century, see Gesta Romanorum, translated by Charles Swan, 1824.
http://archive.org/stream/gestaromanorumor0 1 wriguoft/gestaromanorumor01wriguoft _djvu.txt - viewed
from 26.11.2015.

%47 See Toussaint, 76-85;122-124, on the hanging-up of shields in Gesta Romanorum and Ancrene Wisse.
648 p22.

649 “Der Vor zeiten auf gegangen / Kommbt in Demuth nun herfiir / Hat sein Schild hier aufgehangen / zur
Verehrung, siehe, Dir.” Prague, Narodni knihovna Ceské republiky, MS XVLE.12, fols.20v-24r, at
fol.22r16-19 (transcr. Toussaint, 195).

630p21.
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described by Robert Swanson as the “proto-Passion”.®3! The fol.3r image of Arma Christi

prepares the reader for discussion of these items in following text. On fol.6r, Colda
acknowledges the widespread veneration of the Instruments of Passion writing: “No doubt
the devotion of the people established the veneration of the Weapons, which was also
approved by the wise pronouncement of the exalted pope at the Council of Lyon.””®>? There
was a strong tradition but, as Toussaint states, no firm evidence of the Council’s
directives.®> She cites the text accompanying the comprehensively illustrated Arma Christi
in the manuscript Omne bonum,%* dated ¢.1365-1375 [fig. 3.16], which claims three years’
indulgence offered by Pope Innocent and a further, two hundred days by the Council of
Lyon for devotions to the Instruments of the Passion.®>> The text and illustrations in the

Passional correspond with contemporary religious dogma and patterns of devotional piety.

The five wounds, the lance and the crown are all specifically mentioned in the fol.2v
title,>¢ and all play an important role in Colda’s first treatise. Christ’s victor’s crown of
thorns and the lance are first to be “read” on the left of the shield. The crown dangles from
a nail which is surrounded by a splashed circle of rubric which is matched on the opposite
arm of the cross. These ghostly representations of Christ’s hand wounds are depicted as
vivid, red “Catherine-wheels” in their original locations despite the absence of Christ’s
body. Two foot-wounds similarly hover beneath the nail that inflicted them which is
shown driven into the Cross’ upright. Above, Christ’s side-wound appears in the same
manner as a diagonal, black gash surrounded by a riot of rubric, completing the “five
wounds” of the fol.2v title. It was not unusual for the side wound to be included as an item
in Arma Christi,” and I suggest that it is illustrated twice on fol.3r of the Passional.®>® The
second representation is an ambiguous image set between the hammer and the knife,
offering itself for individual scrutiny.®>® The perimeter of the oval, outlined in minium,

creates the illusion of a circumscribed cut of flesh in which a further, red gash appears

651 Robert N. Swanson, “Passion and Practice: The Social and Ecclesiastical Implications of Passion

Devotion in the Late Middle Ages,” in The Broken Body — Passion Devotion in Late Medieval Culture, eds.
A. A. MacDonald, H. N. B. Ridderbos and R. M. Schlusemann (Groningen, 1998), 1-30, at 17.

652 “Que profecto arma devotio / fidelium venerari instituit quod etiam in Concilio Ludunensi [=Lugdunum,
Latin name for Lyon]” fol.6r3-4.

653 Toussaint, 138-139.

654 London, British Library, Omne Bonem, MS Royal 6.E.V1/], fol.15r.

655 Toussaint, 138.

656 p 89,

957 David Areford, “The Passion Measured,” in The Broken Body - Passion and Devotion in Late Medieval
Culture, eds. A. A. MacDonald, H. N. B. Ridderbos and R. M. Schlusemann (Groningen, 1998), 211-238, at
217.

658 Stejskal, Pasiondl, 73, describes this as an egg, bearing magical/superstitious properties.

659 Alternatively, it might represent Malchus’ ear, cut off by St, Peter, Matt. 26.51, Mark 14.47, Luke 22.50-
51, John 18.10-11, although the rubric outline makes this unlikely.
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embedded, perhaps heralding the focal, enlarged side-wound in the companion

Andachtsbild on f0l.10r.°®° Devotion to Christ’s five wounds was widespread and, over the

following two centuries, escalated to cult status.®¢!

An interesting comparison may be made with an image in a contemporary French Book of
Hours [fig. 3.17],°? where the crown of thorns and lance are similarly placed, but the
disembodied wounds, also placed on the armature of the cross, take the form of five-

petalled roses.5%3

In this French image, the accompanying text reads: “this white shield
signifies the gentle body of Jesus Christ.”®%* In the Passional fol.3r image, the stretched
skin of the parchment forms the shield’s back-ground: it might thus be interpreted as
Christ’s own body. Robert Swanson describes later English “Charters of Christ” where,
“the Passion process is likened to the preparation of a document, Christ’s skin being the
parchment, his blood the ink, and the scourging and other torments the pens.”® It is
possible the Passional artist had similar imagery in mind for most of the precisely painted
items displayed on the fol.3r shield are daubed with stylised beads or strokes of minium
representing Christ’s blood.®® (The seamless robe, as on fol.8r, is flecked with white paint,

as discussed above.)®” The only items not “blood”-spattered are the ladder, dice and

vinegar cup,®®® none of which were in direct contact with the bleeding Christ.5

Christ’s blood may be counted among the “weapons” laid out before the devotee on fol.3r
so prominent is its place in the image. It is not the gushing gore of so many later depictions
of the Passion and imago pietatis, but stylised beads aligned along the edge of the objects
or the fancy ribbons and squiggles of rubric pouring from the wounds. Memoria passionis
were required to shock in order to be affective (and effective).®’° What better way to elicit
an emotional response than to illustrate liberal outpourings of Christ’s blood? In this
respect alone, the fol.3r and 10r Andachtsbilder would deeply move the contemporary

viewer. Christ’s blood, the “source” of eucharistic wine, was among the most rare and

660 pp.129-132.

661 Eamon Duffy, The Stripping of the Altars — Traditional Religion in England c.1400 — c.1580 (London,
2005), 243-244.

662 Paris, Bibliothéque de I’ Arsenal, MS 288, fol.15r; see Stejskal, Pasiondl, 71-72; Toussaint, 120; Lewis
“The Wound,” 204-229.

663 On the five-petalled rose, pp.96-97 and 159-160.

664 «“Cis es/cus blans signifie le cors le dous ihejsus crist” Arsenal, MS 288, fol.15r3-4.

665 Swanson, “Passion and Practice,” 20.

666 P 45.

667 P 46.

%68 Here the sponge appears as tiny whorls within the cup’s lip. Not specified in Luke, the other gospels,
Matt. 27.48; Mark 15.36; John 19.29, describe the sponge being set upon a cane, as on fols.8r and 10r.

669 V1gek Schurr, “The Dedication Illustration,” 203, erroneously omits the vinegar cup.

670 Anthony Bale, The Jew in the Medieval Book (Cambridge, 2006), 157.
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valued relics in Christendom,®”! from which all seven sacraments were believed to draw

their power.®”> From the twelfth century, the chalice gradually became the preserve of

673 674

officiating priests,’’> withdrawn from the laity,°’* ostensibly lest even the smallest drop of

wine be spilt whilst in its eucharistic form.%”> The denial of this element to communicants
fuelled not only their desire to experience it,°’° but also its consequent cult status,®””
dramatically culminating in Bohemia’s fifteenth-century Hussite uprising.®’® Already in
the early fourteenth century, the illustration of Christ’s blood in the Passional would have

been heavy with meaning.

St. Wenceslas, Cunegund’s ancestor, the national patron saint whose shield surmounts her
throne on fol.1v, was himself the subject of a blood-miracle: the failure of his blood to
congeal after his brother murdered him in 929.67° On fol.3r, ribbons of red illustrate blood
continuing to pour from the wound-sites despite Christ himself being absent. This was
proof of the incorruptibility of his body for blood flowing after death demonstrated the
presence of the Holy Spirit.%% The artist expresses this again on fol.10r. Cunegund had
known links with the East: she was daughter of Cunegund of Hungary and grand-daughter
of the Russian Lord, Ratislav Michailovich Chernigovski and Anna of the Arpad

681 she had spent twelve years at the Mazovian court in Poland;®®? her brother,

dynasty;
Wenceslas 11 is recorded as having frequently attended Eastern Orthodox masses
performed in Greek and Old Slavonic by clerics whom he invited from all over the Eastern
Empire.5®3 As a result of these contacts, Cunegund would have known of the Eastern
doctrine of the Rite of Zion, which dictated that the wine of Eucharist should be heated and
drunk warm from the chalice.5®* This created a powerful association with Christ’s words,

reported by St. John: “My flesh is real food; my blood is real drink. Whoever eats my flesh

871 Bynum, Wonderful Blood, 78.

672 Baptism, confirmation, Eucharist, Penance and Reconciliation, Anointing the sick, Marriage, Holy
Orders; Duffy, The Stripping of the Altars, 108.

673 Rubin, 70.

674 Thomas Aquinas defended this, since the priest partook of both eucharistic elements, Bynum, Holy Feast,
56.

75 Bynum, Wonderful Blood, 94.

676 Tbid.

77 Ibid., 1-21.

678 See Josef Macek, The Hussite Movement in Bohemia (Prague, 1958).

679 Bohuslav Havranek and Josef Hrabak, eds. Vy’bor z ceské literatury od pocatkii po dobu Husovu (Prague,
1957), 56-57.

880 Caroline Ogilvie, Iconography of the Man of Sorrows, unpublished M.A. Report, Courtauld Institute of
Art, 1970, Chapter I1.

681 Appendix Ilc; Zemlicka, Stoleti, 116 and Stejskal, Pasional, 108;

82 Tomek, Déjepis, 1:209.

83 Kronika Zbraslavska, 177.

84 Ogilvie, Iconography, Chapter IL.
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and my blood dwells continually in me and I dwell in him.”®%5 The mysteries of

transubstantiation - the translation of bread and wine into the flesh and blood of Christ at
the moment of consecration - was promulgated at the fourth Lateran Council, 1215, and
was a focus of discussion within the Medieval Christian Church.%®¢ Cunegund would have

been drawn into the widespread fascination with Christ’s bleeding,%’

appreciating the
obvious eucharistic implications conveyed in the fol.3r illustration. As will be
demonstrated below, she also practised devotion to Corpus Christi, represented in the other

eucharistic element: the host.%8

Christ’s blood also commanded a special place in the devotions of nuns of St. George’s
Convent. I suggest that the theme of blood, which predominates the illustrations of the first
Passional treatise, is also linked with a venerated Crucifix, housed in the basilica, that was
reported to bleed intermittently and portentously. It was the subject of a papal indulgence
issued April 4, 1251, by Pope Innocent IV for: “the precious shed blood from the precious
body of the Redeemer.”%® In 1252, the year Otakar II married Margaret of Babenberg,5°
the chronicler recorded: “On the June 13, blood flowed from the foot of the Crucified One
in the Church of St. George in Prague. Pomnén, the Czech King’s Chief of Justice,
worshipped and wiped his hand in the blood from the foot of the Crucified One.”®! The
miracle appears to have been in response to a national threat for the preceding chronicle
account reports widespread slaughter by Hungarians marauding Moravia. In 1283, at the
end of the disastrous period of rule under Otto V, Margrave of Brandenburg, the Crucifix
bled again:®*? “On January 15, beads of blood dripped from the foot of the Crucified

One.”?3 Beads of blood: such as those depicted on fol.3r?

%85 John 6.54-56, N.E.B., 159.

686 Rubin, 14-35.

%87 See Betina Bildhauer, Medieval Blood. Cardiff: University of Wales Press. 2006; also, Bynum, Wonderful
Blood.

688 Pp.134-135 and 143.

989 “pretiosi sanguinis fusi de pretioso corpore redemptoris,” NA, AZK O.B. St. George’s Charter, no. 209,
April 6, 1251, quoted by Stehlikova, “Majestic seal,” 499. Note, this is more than a year before the chronicle
recording of miraculous bleeding (p.96) therefore there must have been previous unrecorded events.

690 Margaret of Babenberg, previously been married to Henry VII of Germany, was twenty-six years
Otakar’s senior (forty-eight), with no hope of issue - fifty-seven when the marriage ended — but she delivered
Austria to the Czechs, Zemli¢ka, Stoleti, 73-76; Otakar II, seized Styria from the Hungarian King Béla IV in
1260, ibid., 115. He inherited Carinthia and Carniola in 1269, Jacques Le Goff, Medieval Civilisation, 400-
1500, trans. Julia Barrow (London, 2011), 106.

1 “Dne 13. ervna tekla krev z nohy UkiiZovaného v kostele svatého Jifi v Praze. Pomnén, sudi kréle
¢eského, se mu klan¢l a rukou setiel krev z nohy Uktizovaného” Pokracovatelé Kosmovi, trans. Karel
Hrdina, Vaclav Vladivoj Tomek and Marie Blahova, ed. Marie Blahova (Prague, 1974), 112.

092 7emli¢ka, Stoleti, 154-161.

93 “Dne 15. ledna kapaly kripé&je krve z nohy Ukiizovaného.” Pokracovatelé Kosmovi, 185.
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The French Arma Christi presents a “rain of blood” at the top of the image, “from the

scourges with which he was punished for our sake”.®** The Passional fol.3r image
illustrates a similar “rain of blood” on the Mount of Olives, represented as a blood-spotted,
steep hill with a tree, where Christ’s “sweat was like clots of blood falling to the
ground.”®®3 Christ himself is poignantly absent from this image allowing the devotee to
project herself to the location of the Agony in the Garden. This provides a ready subject for
contemplation, particularly if Cunegund herself was in a state of anguish and uncertainty

for, as the original Greek dywvio suggests,®®

agony is conflict.

The Christian battle was declared by St. Gregory the Great, in a Lenten sermon,*®’ to be
both defensive and offensive.®”® Colda instructed Cunegund on fol.2r: “to withstand the
snares of the Devil...if you want to fight against Satan”.%*® Shannon Gayk similarly
summarises the functional qualities of Arma Christi “as apotropaic “shields” offering
protection against evil and earthly sufferings, whilst providing spiritual ammunition with
which to attack the Devil.””%° Contemplation of Arma Christi might therefore protect one’s
soul and alleviate it by pushing away “evil”. Cunegund may have sought physical and
mental relief through meditation upon the “arms” on Christ’s shield. One of the lost

prayers, which originally faced the fol.10r Man of Sorrows, contains the entreaty:

Give your shield as my rudder,

Liberate me on the sea.”®!
Was the fol.3r image conceived as Cunegund’s guide, moral focus and means of release
and relief? Colda entreated Cunegund, and her sisters: “Do not let the Instruments of his
Passion away from your face; do not let them be torn from your heart; do not let them be
taken from your eyes.”’%? The artist provides the Andachtsbilder (fols.3r and 10r) to

implement this.

694 ““des es/courgies dont il fut en lestache disciplineis / pour nous” Arsenal, MS 288, fol.151r5-7.

95 Luke 22.44, N.E.B., 140.

%96 This may also be translated as contest.

697 gt Gregory the Great. Sermon 39: On Lent I, IV. http://www.newadvent.org/fathers/360339.htm - viewed
from 16.02.2015.

9% Bynum, Wonderful Blood, 201.

699 ““yt possitis stare adversus in/fidias dyaboli... Si vultis adversus sathanam / victoriose confligere”
fol.2ra24-27.

790 Shannon Gayk, “Early Modern Afterlives of the Arma Christi,” in The Arma Christi in Medieval and
Early Modern Material Culture - With a Critical Edition of ‘O Vernicle’, ed. Lisa H. Cooper and Andrea
Denny-Brown (Farnham, 2014), 273-307, at 273.

701 “gieh dein Schild zu meinem Ruder / Mich befreue auf dem Meer.” NKCR MS XVLE.12, fol.23r18-19,
(transcr. Toussaint, 196).

792 “Non recedant de ore; non avellantur a corde tuo; n