LINDA V. SEIDEL

Holy Warriors: The Romanesque
Rider and the Fight Against Islam

Equestrian figures, which flourished in the sculptural decoration of
Romanesque churches, have come to be regarded, by historians
and art historians alike, as a quintessential manifestation of the
Renaissance of the twelfth century. Both Christopher Brooke and
Erwin Panofsky considered the large-scale figures to be faithful
copies of the celebrated ancient statue of Marcus Aurelius, which
stood, until the sixteenth century, outside the Lateran Palace in
Rome (fig. 1).! Since the Middle Ages believed that this monumen-
tal bronze represented Constantine, scholarly tradition has as-
sumed that the Romanesque carvings likewise portrayed the first
Christian emperor. Emile Male even hypothesized that com-
memorative trinkets of the equestrian statue, brought back by
French pilgrims in Rome, provided the impetus, during the early
twelfth century, for the representation of mounted figures on church
facades. The relief at Parthenay-le-vieux, one of many such riders
in western France, is the best preserved and most celebrated among
these carvings (fig. 2).? Male’s theory accords well with the wide-
spread view of Romanesque as an art that drew its intellectual
instruction primarily from the Church in Rome and its artistic
inspiration, particularly in southern Europe, from local civic
monuments that had survived from the period of Roman coloniza-
tion.
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But why elevate Constantine to such a position of prominence on
the outside of ecclesiastical buildings? There is no evidence of a
cult of Constantine in either France or Spain at the time and no
tradition of the Roman convert as benefactor of the churches on
which he appears.? Moreover, if the rider image was inspired by a
statue in Rome, why didn’t the type proliferate in territories adja-
cent to Italy? A few riders do appear on sculptures in southern
France, but these are small and belong to narrative episodes on
capitals (fig. 3).4 And certain features of these works, such as the
figure trampled underfoot and the accompanying woman, charac-
teristics as well of the Aquitainian cavaliers, do not appear on the
Roman work. 3 Neither the western French riders nor the Provengal
equestrians bear significant formal relation to the monumental
Antique bronze.

Two types of riders had, in fact, been bequeathed by Antiquity to
the Middle Ages. The sedate image of the victorious leader, famil-
iar from public monuments such as the one in Rome, persisted in
early Christian Imperial sculptures and on official coins; it also
inspired representations of Christ’s entry into Jerusalem.® A sec-
ond, animated depiction of an aggressive cavalier, found originally
on pagan funerary slabs and subsequently on Imperial Roman
coins, became associated with the military saints, George, Deme-
trios, Theodore, who were seen, in Byzantium, as the defenders of
Christianity.” Kingsley Porter suggested that this diverse group of
Eastern warrior saints, rather than the individual Imperial rider,
influenced the invention of the lively Western cavaliers.®

Alternatives to the Constantinian explanation of the twelfth-
century equestrians do, in fact, emphasize the active quality of
many of the Romanesque riders. The Spanish have held that the
horseman is Saint James as he legendarily appeared in a dream to
Charlemagne urging the Frank to fight the Moors and liberate the
Saint’s basilica in Galicia (fig. 4).° A Poitevin sigilographer, ob-
serving the similarity between the representations of armed riders
on the seals of the lords of Parthenay and the riders that grace the
tympana of two churches in that town, suggested that these particu-
lar equestrian carvings had something to do with local nobility;



HOLY WARRIORS 35

perhaps they commemorated a victory by an eleventh-century
member of their line over a local heresy. !° The French archeologist
Paul Deschamps observed that the “Constantinian” subject on a
capital of French workmanship from Syria might allude to the
twelfth-century fight against Islam.!! Abstract explanations have
also been offered. The riders have been related to mounted per-
sonifications of Superbia, sometimes shown wearing the trappings
of a soldier. The identification of that awful Vice with cavaliers has
been interpreted as a warning to members of the powerful fighting
class not to abuse their power and commit the sin of Pride.!? At the
same time, the triumphant riders have been viewed as the embodi-
ment of Virtue!3 and, along with a frequent companion, the lion-
fighter, they have been interpreted as the dual powers in medieval
society, Kingship and Priesthood (fig. 5).14

Each of the non-Constantine suggestions attempts to relate the
riders to developments and themes of the period in which they were
carved; each is, in part, persuasive. The difficulty with the explana-
tions lies not so much with their arguments as with their evidence:
the riders, in every instance, are viewed incompletely and are
treated, more or less, as independent entities. It is as though the
association of the twelfth-century rider with the Roman statue
transferred to the medieval carving an illusion of self-containment,
a quality that, while appropriate to the art of Antiquity, is not
applicable to the mural sculpture of the Romanesque period. The
twelfth-century figures occur without exception as part of vast
sculptural programs and architectural installations; they are merely
fragments of fagades. When the riders are viewed within the con-
texts of the mural programs of which they form a part, several
fascinating themes consistently assert themselves. These themes
reveal an irresistible attraction not to the Antique but to Islam and
point unambiguously toward a comprehensive interpretation of a
significant group of Romanesque monuments.

West fagades in western France are characterized by multiple
arched openings carefully aligned in two tiers and divided by a band
of corbels (figs. 6, 7). The doorway is the central element in a series
of richly framed nichelike units, which invariably number three on
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the lower story and which have been compared to Roman trium-
phal arches.!S The equestrian typically occupies the deep niche to
the left or the north of the facade and is seen often in the second
register but, at times, as at Parthenay, is introduced into the lower
one as well.

The rider, in large or small scale, is one of the standard icono-
graphic types in the decoration of these screenlike structures. Other
prevalent themes that recur in the ornamentation of the voussoirs of
the main door and around the niches of the second story are the
Parable of the Wise and Foolish Virgins, the Psychomachia, and a
combined Zodiac and Labors of the Months, which includes a
horseman as the workman for May. The first two themes sustain
the idea of victory, suggested as well by the triumphal form of the
fagade.!® The themes are often combined. The rider is united with
the Psychomachia at Aulnay, where a fragment of the horse sur-
vives,!7 at Civray, at St-Hilaire-de-Melle and at Notre-Dame-de-
la-Couldre at Parthenay. On the latter church, identical pairs of
Prudentius’s warring Virtues and Vices adorn the second row of
voussoirs around the central doorway; angels and elders in turn
surround them. Fragmentary reliefs of a rider and a lion-fighter can
still be seen in the arched niches to either side (fig. 8). On the fagade
at St-Jouin-de-Marnes, also in western France, a lunging horseman
about to spear a serpent is shown at the top of a lofty engaged double
column to the left of of the central window (fig. 9). The figure
penetrates the zone of the gable where a frieze of the faithful is
shown proceeding toward a standing Virgin. Immediately above is
Christ, seated in front of a huge cross, His arms lowered and
extended to either side.’® At Civray, the theme of salvation or
triumph is conveyed in more jubilant form by the presence of
rejoicing angels within the medallions that frame the arched niche
surrounding the rider (fig. 7).1°

One of the Vices, in particular, is singled out for representation
on several fagades in the Saintonge-Poitou. Luxuria, so dramati-
cally rendered on the porch at Moissac farther south,?° assumes a
variety of less strident, and at times even obscure, aliases on the
Aquitainian monuments, as well as on some of the Spanish ones in
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which the rider appears. On the fagade at St-Jouin, chained apes, a
well-known image of obscenity,?! adorn the capital that supports
the modish companion ofthe rider to the right of the central window
(fig. 9). At Sangiiesa, in the spandrel adjacent to a tympanum with
the Last Judgment, a now headless nude woman is shown crouch-
ing in front of the horseman.?? Unchastity herself, a woman
agonized by serpents at her breasts, is depicted on the archivolt
directly beneath a partially restored horseman (and among the
warring Virtues and Vices) at Melle and another such figure orna-
ments the engaged capital to the left and above the rider at
Parthenay-le-vieux (fig. 10). Groups to either side of Saint James in
the tympanum in the south transept at Compostela have been
interpreted as the women who were liberated from Muslim harems
after the saint’s miraculous intervention at Clavijo (fig. 4).23
The curious busts of nude women in baskets on the voussoirs
surrounding the Parthenay figure can be added to this group (fig. 2).
In fact, these unusual figures provide the key to the meaning of the
Luxuria motif. The presentations resemble the scene of the Virgin
Mary being bathed as it appears in the capital frieze on the Royal
Portal at Chartres, ca. 1150 (fig. 11).?4 But such an interpretation
can hardly be applied to thirty-seven women. The hefty little
figures recall the novel representation of a nude woman in a basket
that is carried on horseback behind a cavalier in an animated
depiction of a siege (figs. 12a & b). The complex scene decorates a
Persian plate of early thirteenth-century manufacture in the Freer
Gallery, Washington. Although depictions of nudity are uncom-
mon in Islamic art, a few sources locate representations of unclad
figures in harem’s quarters and in bath houses. Following this,
Ettinghausen suggested that the figure on the ceramic probably
represents a dancer or entertainer of low social or moral standing
brought along for the amusement of the soldiers.?* Such portable
objects of Muslim manufacture, the plates rather than the women,
were readily available in the Mediterranean ports that traded heav-
ily with North Africa; they were even copied in French workshops.
An enameled copper washbasin of thirteenth-century Limoges
manufacture, in the Detroit Institute of Arts, is decorated with a
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mounted falconer in the central medallion and with dancing girls in
the surrounding lobes. A comparable Islamic dish dated to the
mid-twelfth century is presently in Innshruck.?¢ Oleg Grabar has
shown that this type of object popularized previously restricted
princely themes in response to the tastes of twelfth-century Muslim
patrons, aristocratic as well as bourgeois.?” It is certain that such
ceramic work from the Eastern Mediterranean was imported into
the West, for traces of Syrian lustre ware have been found embed-
ded into the fagade of a house built by a wealthy feudal lord of
St-Antonin, a town not far from Toulouse, toward the middle of
the twelfth century (fig. 13).28

The women in baskets represent a substitution of an Islamic
motif for a conventional Christian one in a theme closely associated
with Romanesque riders. Additional evidence of western Europe’s
contact with and appreciation of Muslim art is found in other
equestrian carvings of the period. The rider on a capital from
Avignon, now in the Fitzwilliam Museum, Cambridge, England,
presents such a curiously feminine mien that he was recently
suspected of being a woman (fig. 14).2° The figure actually recalls
the type of Islamic prince, clean-shaven but often long-haired and
mustachioed, who appears in hunting scenes on precious ivory
boxes produced largely in Spain and Sicily from the tenth century
on. The resemblance of the stone carving to Mozarabic work is
enhanced by the similarity of the pearly ribbons that meander
above and behind the head of the figure on the sculpture to the
jeweled bands that enclose riders in lobed medallions on a tenth-
century casket in London (fig. 15).3° Contemporary literary de-
scriptions emphasized the Moorish attire of Provencal lords, their
shaven faces, parted hair and Arab steeds, all well observed aspects
of this remarkable representation.?!

Fascination with Islamic forms may also have encouraged the
inclusion of a musician alongside the rider on the Avignon capital
and on the frieze at Notre-Dame-de-la-Couldre, Parthenay (fig.
16). Such an alliance of figures was common on the cosmopolitan
Saracenic ceramics to which western Europe had easy access and
which Christian aristocrats clearly enjoyed possessing and display-
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ing.*? In addition and in contrast to this courtly expression, Old
Testament associations are evoked by the presence of a crowned
harpist, David, alongside the rider on capitals at Lérida and Nar-
bonne (figs. 17, 18a, b). David also slew a lion, and with great
humility. The lion-fighter on the Lérida capital, juxtaposed with
the crowned harpist, appears to evoke the legend of the youthful
Hebrew king rather than the story of Samson, the biblical hero who
has often been identified as the lion-fighter at Parthenay and at La
Rochette (fig. 5).*3

Three important characteristics emerge from our consideration
of the Romanesque rider thus far. It has been seen that the eques-
trian figure in western France is generally part of a large mural
arrangement in which his frequent companions are Old Testament
heroes, musicians, lion-fighters, and women. Second, the idea of
Triumph is implicit in the arcuated frame of these monumental
ensembles and in the themes of the Psychomachia and Wise
Virgins usually found around the central doors. Finally, the han-
dling of certain motifs closely resembles Muslim workmanship and
suggests sophisticated appreciation of and knowledgeable borrow-
ing from the art of Islam.

These several elements associated with the rider reliefs are the
essential ingredients of contemporary texts in which the eighth- and
ninth-century struggles of Charlemagne’s army against the Mus-
lims are celebrated.* The Chronicle of Pseudo-Turpin, also
known to us as Book IV of the pilgrimage compilation Jacobus, the
songs of the William Cycle, and of course the brilliant Song of
Roland, all of which can be dated like the sculptures within the first
half of the twelfth century, celebrate encounters between Carolin-
gian and Saracen armies. *S The battles described therein take place
in western France (around Agen and Saintes), in northern Spain (in
Sahagun and Saragossa), and in Provence (at Orange and Nar-
bonne), precisely the regions in which the rider figures proliferated.
The texts reveal a passionate concern for the triumph of Virtue,
with an immutable allocation of right to Christians and wrong to
heathens, a belief in instant martyrdom and a moralizing tendency
to rationalize or justify defeat, all of which parallel the themes of
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the sculpture. There is also a marked tendency in both the Song of
Roland and the sculpture to employ repetition, “of artfully varied
occurrences” in Erich Auerbach’s words, in order to make events
more intense. 3%

The author of the Chronicle of Pseudo-Turpin “moralizes at
the drop of a hat.”37 In this text, the fight against the Moors is
likened to the more general fight against evil. In chapter 9, the
reader is reminded to prepare his weapons, that is to say his
Virtues, before undertaking the battle against Vice, just as
Charles’s warriors made ready their weapons before battle. “Who-
so puts virtue before vice, his spear shall sprout and his victor’s
soul shall be crowned in heaven.”3®

The entire Song of Roland can be read as a contrast of Virtue
and Vice. The Song begins with the wily deceitfulness of the
Saracens who try to buy off Charlemagne and who initially succeed
by dint of their lavish gifts to persuade the Frank of their intention
to convert to Christianity. The traitor Ganelon encourages Char-
lemagne to accept the peace proposal and the emperor’s naive
agreement to withdraw from Spanish territory is the occasion for
the blood bath at Roncesvalles.3®

Interestingly enough, the Pseudo-Turpin, which covers some
of the same ground as the Song, labors to explain why it happened
that good Christians were slaughtered by pagans in the Pyrennean
pass. The massacre is blamed on the fact that on the night before the
retreat, some of the Christians had slept with Saracen women,
one thousand of whom were sent to Charlemagne as part of the
treacherous tribute by the Moorish king.4® Indeed, the longer
editions of the Pseudo-Turpin go on to warn warriors not to take
wives or women on campaigns for it is neither decent nor expe-
dient.4! Weakness of the flesh then justifies the death of Roland
and the twelve peers. Yet the Chronicle hastens to explain that by
dying in the fight against the Infidel, the sinful soldiers overcame
prior transgressions. They are immediately crowned among holy
martyrs in the Kingdom of Heaven.*? It might be noted here
parenthetically that a less exalted reward was described for those
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who survived their sinful acts and lived to repeat them. The
punishment for Unchastity was vividly described in Book V of the
Jacobus, the Pilgrim’s Guide, in a passage that calls the reader’s
attention to the figure of a partially clad woman in one of the
tympana on the Puerta de las Platerias at Santiago:
And don’t forget to notice the woman who is found alongside the
Temptation of The Lord: she holds between her hands the fetid head of
her lover which was cut off by her own husband and which she must

kiss two times a day, on his order. Oh what a terrible and just
punishment for the adulterous woman, it must be told to all.*3

The Pseudo-Tuvpin has recently been described as possessing the
essential qualities of a really good children’s book; it is witty, full of
action, packed with fascinating detail.** Whatever its purpose, it
certainly became immensely popular. The factthat Aymery Picaud
(or Picand) from Parthenay, a prominent town on the pilgrimage
roads, is identifiable as one of the editors or contributors to the
compilation, may explain in part why the imagery of a church in
that town shows such rapport with the jocular spirit as well as the
substance of the text (figs. 2, 6, 10).4°

One could cite numerous passages from the literature to clarify
ambiguities in the interpretation of the sculptures. Forexample, the
descriptions of Roland’s fight with the giant Ferragut may have
inspired emphatic contemporary representations of the young
David shown pitted against a huge and horrible Goliath.4¢ A
passage in the Song of Roland, in which Charlemagne dreams that
he is struggling with a fierce lion, may help to explain the recurrent
appearance of lion-fighters on capitals and church fagades. The
dream occurs the night before the Christian emperor’s meeting with
the Muslim Emir Baligant in a battle that clearly pits good against
evil.#7 But Lejeune and Stiennon have already studied such rela-
tionships,*® and moreover 1 do not seek to suggest that the
sculptures merely serve as illustrations of popular texts. They are,
rather, analogues of the manuscripts. As the texts relate to an oral
tradition of folklore, 4 so the images depend upon venerable picto-
rial customs. And just as the authors sought their raw material in the
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events of Carolingian political history, so, I believe, the sculptors
found some of their forms in the artistic monuments associated with
Charlemagne and his court.

In particular, two objects of Carolingian metalwork, known only
through old drawings, closely resemble in design and iconography
Romanesque fagades in western France. The arrangement of the
tiers of jeweled arches on the so-called Escrain de Charlemagne
recalls the two-dimensional organization of a facade such as the one
at Tauriac (figs. 19, 20).3® The distinctive ingredient of such a
Romanesque portal, the association of a rider with an arched entry,
is known from the Arc of Eginhard, alate ninth-century miniature
metalwork arch that served as the support for a cross (fig. 21).5!
The triumphal imagery on this monument groups Christ, the Apos-
tles, and the Evangelist symbols in the attic story while below,
pairs of nimbed, armored figures holding standards adorn the short
sides and, on front and back, four similarly garbed individuals,
holding lances and shields, flank the opening. Guarding the inner
passage are two armed riders trampling serpents. Weitzmann has
modified the traditional identification of the riders, often called the
rulers of the East and West, Constantine and either Charlemagne or
Louis the Pious, and suggested that perhaps the more comprehen-
sive idea of the ongoing veneration of the cross by Christian
emperors past and present is represented.’? The upper part of the
fagade at St-Jouin, with its culmination in the Triumphant Cross
accompanied by the rider immediately below, recalls the disposi-
tion of the imagery on the diminutive Carolingian arch (fig. 9).

The influence of metalwork on the rebirth of monumental
sculpture during the eleventh century was amply stressed half a
century ago by Paul Deschamps.®? Since then, resemblances be-
tween liturgical furniture and specific Aquitainian fagades, such as
those of Notre-Dame-la-Grande in Poitiers and the Cathedral at
Angouléme, have been mentioned but not pursued.’* Although
the argument for these associations has previously been based pri-
marily on form, the discussion here provides content and context.
A possible mode of transmission can be suggested as well. Egin-
hard’s reliquary shrine has been related to small architectural mod-
els that are known to have been employed in the construction of
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Carolingian churches. >’ Some of these may well have survived and
persisted in later usage.

The Torhalle at Lorsch, a monumental Carolingian interpreta-
tion of a triumphal arch, has previously been related to western
French fagades primarily because of the absence of any of the
presumed Gallo-Roman models for the Romanesque churches (fig.
22).3¢ But the murality of the French fagades and the regularity and
multiplicity of openings along their surfaces genuinely recall the
treatment of the Carolingian interpretation rather than that of the
Tovhalle’s own Antique prototype, the Arch of Constantine (fig.
23).57 During Charlemagne’s programmatic revival of fourth-
century Antiquity, the imposing plastic forms of selected Roman
monuments had been recast and reinterpreted into delicate and
decorative elements. These medievalized forms became, for a
while, in the twelfth century, more accessible, both aesthetically
and intellectually, than surviving remnants of provincial Roman
culture.®

Why should a revival of Carolingian themes be centered in
western France along the pilgrimage road? Quite simply because
this was the seat of the oldest commital dynasty in France, one that
traced its line back to Charlemagne.*® The region’s nobility was
actively engaged in the twelfth-century fight against the Moors in
Spain and was, at the same time, mindful of its dynastic attach-
ments to heroes of the eighth-century struggle, in particular, the
first Count William of Toulouse, Duke of Aquitaine, who ended his
days as a monk in an abbey he founded at Gellone, not far from
Montpellier.®® This historic William emerged in the twelfth cen-
tury as the hero of a cycle of Chansons that recount struggles
against the Moors at Nimes and Orange.®! These poems provide
the parallels, perhaps even the sources, for the small-scale riders
that decorate a number of capitals from Provence (figs. 3, 17,
18).%2 William’s church was one of the high spots of the pilgrimage
roads and was renamed St. Guilhem-le-désert in his honor. In a
Life composed (ca. 1125) by the monks of his abbey, the historic
William was amalgamated with the current count William of
Aquitaine,®® who in 1120, like his distinguished eighth-century
predecessor, had fought in Spain, assisting Alfonso in the Spanish
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king’s victory over the Moors at Cutanda. This William was also a
bon vivant who loved music and women. In fact his participation in
the Spanish campaign may have been, in part, an act of contrition
following a defiant liaison for which he had been excommuni-
cated. %4

Protection of the count was the task of a group of castellans
whose chateaux proliferated throughout Aquitaine from the tenth
century on. During the eleventh and twelfth centuries, these castel-
lans gained increased independence from the count and they, rather
than the monks, were actively involved in church foundations and
constructions in this area. %’ The Seigneurial House of Parthenay,
whose lords were active both in the First Crusade and on the
Pilgrimage, had become one of the most influential in the Poitou by
the beginning of the twelfth century. By then the lords had usurped
much of the power originally granted to the court.®® A contempo-
rary copy of the sculpture at Parthenay-le-vieux, which was the
lords’ burial church,®? exists at Brinsop in Herefordshire on the
Welsh border in England; it affords additional insight into the
probable significance of the French monument (fig. 24). George
Zarnecki explained that Oliver de Merlimond, founder of churches
in Hereford, made a pilgrimage to Compostela via France during
the 1130s. The falcons and cape that encumber the dragon killer on
the English sculpture are not a traditional part of Saint George’s
iconography and appear to be directly quoted from the French
carving. Zarnecki suggested that artists in Oliver’s retinue returned
home with sketches of monuments observed en route.%® The En-
glish nobleman and warrior who had just completed a pilgrimage
unquestionably admired and probably identified with the insignia
on the Parthenay church; otherwise, why should he have had them
copied?

Thus, the rider image had, in the eyes of contemporaries, be-
come identified with the struggle against Islam. In combating this
last and greatest of heresies,®® Christians, as we have seen, had
become attracted to some of its rival’s characteristic modes of
expression. Perhaps by imitating Islam’s forms and by populariz-
ing them, the West thought it could mitigate the powerful challenge
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of its enemy.”’® The proliferation of the Luxuria theme on
Aquitainian portals may be part of this mystique. For in this
geographical milieu, an image of Unchastity would serve as botha
condemnation of heathen manners and a caveat to the Christian
feudal class, as Meyer Schapiro long ago observed, to avoid
excesses through which it could be drawn away from the guidance
of the Church.”! In falling prey to the Vice, Christians were
reminded that they risked identification with Islam.”?

The Romanesque fascination with the rider fused the concepts of
triumphant ruler, aggressive warrior, and cosmopolitan courtier.
Images of the mounted figure thus evoked associations with the
state, the Church and the trusty knight who served them both.7?
Who then can we finally say the Romanesque rider represents? He
represents no single individual but stands instead for a class of
heroes, big and small, past and present, each of whom battled,
metaphorically, alongside Charlemagne in the fight for Christianity
and for country.”* Like their colleagues in the epic poems, the
riders epitomize the valor of the feudal aristocrat. Both are at once
emblems of past glory and guarantors of continued triumph. In
literature as well as in art, the past is perpetuated not by renais-
sance, but by reformulation in the Romanesque present.”?

This twelfth-century revitalization of a once discrete Imperial
motif had remarkable progeny. It is not inappropriate in the
context of this meeting to look ahead to the figure’s repercussions
during the Renaissance. Those equestrians that flourished in
Mediterranean Europe in centuries to follow, even though they
were free-standing, made of metal, and posed like the Imperial
bronze, continued in fact to celebrate and commemorate the prow-
ess of local heroes (fig. 25). The Venetian Colleoni was, like our
Romanesque rider, a Christian adventurer in service of God and
country.

The research for this paper was carried out during several seasons and profited from
discussions with numerous colleagues and friends. I am especially grateful to Ernst Kit-
zinger for his generous and careful criticism of key aspects of this work. A study of
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pilgrimage sculpture, supported by the Canaday Fund of Harvard University during the
summer of 1967, first directed my attention from the issue of style to the problem of
meaning. Versions of this study were presented to the Medieval Seminar at Columbia
University in January 1973 and at the meeting of The College Art Association in January
1974.
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Fig. 1. Marcus Aurelius, Piazza del Campidoglio (photo: Anderson).
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Fig. 3. Mounted figure accompanied by woman, capital in cloister of St-Trophime, Arles
(Bouches-du-Rhone; Bildarchiv Foto Marburg 31557).



Fig. 4. Saint James on horseback, tympanum in interior of south transept, Santiago de
Compostela (Bildarchiv Foto Marburg 55443).

Fig. 5. Man astride lion, right bay of west fagade, Parthenay-le-vieux, detail of fig. 6
(Bildarchiv Foto Marburg 161406).
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Fig. 6. Parthenay-le-vieux, west fagade (Bildarchiv Foto Marburg 161401).



Fig. 7. St-Nicholas, Civray (Vienne), west fagade (Bildarchiv Foto Marburg 180137).
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Fig. 9. St-Jouin-de-Marnes, west fagade (James Austin).
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Fig. 10. Luxuria, capital at left of fagade, Parthenay-le-vieux. detail of fig. 6 (Bildarchiv
Foto Marburg 40898).

Fig. 11. The Virgin being bathed, detail of capital frieze on Royal Portal, Notre-Dame,
Chartres (James Austin).



Fig. 12a. Scene of a Siege, Persian plate (Courtesy of the Smithsonian Institution, Freer
Gallery of Art, Washington, D.C. 43.3).



Fig. 12b. Riders in a Cavalcade, detail of fig. 12a.

Fig. 13. Gallery of the fagade of the Hotel-de-ville, St-Antonin-Noble-Val (Tarn-et-
Garonne; Harvard Fine Arts Library, A. K. Porter Collection).



Fig. 14. Rider, marble capital from southern France (Fitzwilliam Museum, Cambridge;
photo: Stearn and Sons).



Fig. 15. Rider with bird, Hispano-Arabic ivory box (Crown Copyright. Victoria and
Albert Muscum).



Fig. 16. Musician, detail of capital illustrated in fig. 14 (photo: Stearn and Sons).
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Fig. 19. Escrain de Charlemagne, Paris, Bibliotheque Nationale, Cabinet des Estampes,
Recueil Le, 38c (Bibliotheque Nationale).



Fig. 20. St-Etienne, Tauriac (Gironde), west fagade (James Austin).
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Fig. 22. Gatehouse, Lorsch (Bildarchiv Foto Marburg 187534).
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Fig. 24. St. George, tympanum of St. George's church, Brinsop (Herefordshire; photo:
National Monuments record).



Fig. 25. Bartolommeo Colleoni, equestrian monument by Verrocchio, Venice (photo:
Alinari).





