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Abstract

The Atlantic Bibles of the Umbro-Roman school are associated with the
needs of the Gregorian Reform, which began at the end of the 11% century.
Their firstimpression is one of great ornamental sobriety, in accordance with
the early stages of what Garrison and Berg have labelled the “geometric
style” This was first manifested in the decoration we find concentrated in
the initials heading the individual books of the Bible. In Castile, one out-
standing example is the Bible of Avila, begun by the Umbro-Roman school
and finished in a Castilian scriptorium. This double perspective can be ob-
served in a similarly double palette of color: Italian and Spanish.

It is especially in this second phase when a reduction to the minimum
of polychromy leads us to think that color has here a symbolic use. Red and
blue, having had symbolic connotations since the birth of Christian iconog-
raphy, are the principal colors of the scenes illustrated in the Bible of Avila,
with the addition of green and yellow, which are also rich with symbolism.
This possible symbolism of color may work to reinforce the conceptual
nature of these miniatures, in direct relation to the text they decorate and

to the liturgy they accompany. The Bible in the Middle Ages, in the context
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of monastic schools, was the most important manuscript for teaching and
learning. Its miniatures and the symbolism of its colors contribute to the
transmission of meanings.

Keywords: color, Romanesque miniature, image and didactics, Bible of

Avila, Christian iconography

Introduction

Studies of Biblical miniatures from the 10™ to 12% centuries have for
the most part addressed codicological and iconographic aspects, but
have paid little attention to color beyond questions of technique and ma-
terial. The research presented herein aims to take this a step further, by
proposing a consideration of color in relation to the meaning of the ini-
tials and scenes that appear in the Atlantic Bibles, within the conceptual
and symbolic context of Romanesque art. The insistence on materiality is
consonant with what has been found in the technical treatises of the pe-
riod, most notably the three volumes that the monk Theophilus dedi-
cated to the art of painting (ca. 1120) and which would greatly determine
the later activities of Western workshops and their assimilation of the
Eastern tradition (Theophilus, ca. 1120/1979). The recognition of these
writings would still be evident in the Late Middle Ages, as witnessed by
a manuscript conserved in Montpellier and dated 1300, which clearly
echoes the ideas of Theophilus (Clarke, 1901).

The recommendations given to miniaturists in that text reveal that,
from a technical point of view, there had until then been little variation in
the treatment of colors, with innovations centered primarily on the se-
lection of materials. Undertaking a conceptual analysis of color in this pe-
riod therefore presents considerable difficulties, as, from the beginnings
of the Romanesque period in the 10" century, we are faced with a great
eclecticism in the merging of the Eastern and Western traditions, which
did not always coincide in their interpretations of colors. Indeed, as Di
Napoli (2006) pointed out, each culture generates its own preferences
and hierarchy in terms of color, and so in the Romanesque period itis no
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simple task to determine where the Eastern influence ends and the West-
ern begins, with chromatic approaches being divergent on occasion.
Moreover, the study of the chromatic palette of each codex must be
viewed in the light of its original function (liturgy, individual devotion,
diplomatic gift, etc.) as well as the social status of the individual who com-
missioned it, as both factors were determinants in the choice of the mate-
rials they employed.

Our study aims to identify the general purposes of the Bible of Avila
(BNM, Vit. 15-1), within the context of the Italian Atlantic Bibles, in partic-
ular those of the Umbro-Roman school, the copying of which began in
the second quarter of the 12% century. Its chromatic variants and an anti-
naturalistic use of color in some details of New Testament scenes suggest,
a priori, a possibly symbolic use of color, following the intuition that colors
have a power to transmit ideas which is equal to that of words (Sanz, 1985).

The Atlantic Bibles in the context of the Gregorian Reform

The Gregorian Reform, instituted by Gregory VIl at the end of the
11 century, sought to renew the spiritual life of the clergy and to inspire
the faithful to live like the early Christian communities (Berg, 1968; Dalli,
1978; Capitani, 2000). The Pope, seeking greater unity, would impose the
Roman Rite over local liturgies such as the Ambrosian and the Mozarabic.
This would lead to the copying and illuminating of new manuscripts to
meet these liturgical needs, characterized by a great sobriety in their dec-
oration, adapting to the austerity advocated by the pontiff and in accor-
dance with the new Gregorian liturgy (Supino, 1987). The ornamental
sparseness of these codices to some extent recalls the sign-images of
paleo-Christian art, which was similarly lacking in ostentation but re-
markably rich in meaning.

Chief among the codices copied and illuminated in monastic scrip-
toria were the bibles created for reading in community, generally in the
choir or the refectory. This would determine their size, some 50 to 60 cm
in height, leading historians to define them as“monumental” (Salmi, 1962;
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Pacht, 1987) or“gigantic” (Kitzinger, 1982), although the name they would
come to be known by was given to them in 1912 by Pietro Toesca, who
grouped them under the denomination of “Atlantic Bibles” (Toesca, 1912).
Apart from their proportions, the common aspects of these manuscripts
include their script, a Carolingian minuscule derived from the recension
done by Alcuin of York in the ninth century; their decoration, centered
primarily in the initials; and the use of vivid, contrasting colors. We find all
of these in the Bible of Avila, which exemplifies the Italian influence in
12th-century Castilian scriptoria.

Pinpointing the geographical origin of the Atlantic Bibles is no sim-
ple task, however, due to the lack of colophones or inscriptions which
would indicate their chronology and origin, and this is also the case of the
Bible of Avila, in which the only inscription that links it to the cathedral of
Avila - Istos liber este santi Salbatoris Abulensis, on fol. CCXCVIIl v - is only
able to take us back as far as the 14™ century, long after its initial creation
(Rodriguez, 1999). Rome and Milan are considered to be the inarguable
centers of diffusion for the Atlantic Bibles, with the former having more
significance in relation to the Gregorian Reform and the monastic scrip-
toria of Umbiria, such as Grottaferrata, Subiaco, Farfa, and Montecassino.
In this sense, H. Toubert (2001), in his study on the close links between
the Gregorian Reform and art, points to the cultural rebirth that would
take place in Montecassino under the Abbot Desiderio (1058-1087). The
hypothesis that Rome was the main center of production and dissemina-
tion of the Atlantic Bibles is also supported by G. Lobrichon (2000), who
reminds us that, in the context of the Gregorian Reform, these codices
would come to represent the authority of the Roman seat, apostolic
legitimacy, and the primacy of Peter.

Color in geometric-style initials
When examining the Italian Atlantic Bibles — and in particular those

from workshops associated with the Bible of Avila — one of their identifying
characteristics, as noted in the first studies of medieval Italian miniatures
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by K. Berg (1968) and E. B. Garrison (1953-61), is the repetition of a deco-
rative language known as the “geometric style."" Originating in the late 11t
century, it would reach its full expression in the second quarter of the 12t
with the illumination of the Bible of Avila, and was focused essentially on
the decoration of the initials found at the headings of the various books of
the Bible. It should be noted that, although today these letters are valued
from an ornamental perspective, they were originally designed to support
the codex’s internal structure and guide the attention of the monks in their
community readings. Furthermore, in the monastic and cathedral schools,
where the Bible was the principal book used, it was a tool for teaching
reading and memory skills, especially through the recitation of the psalms
(Rodriguez, 2013). For all of these reasons, these large, illuminated initials
would become “decorative alphabets” that possessed a great expository
power. Indeed, we might add to the denomination geometric style the ap-
pellative “epigraphic,’as in no case was the clarity of the letters themselves
eclipsed by their decoration (Rodriguez, 2012).

Text and image, word and color were thus placed at the service of
the liturgy and monastic reading, as in such compilations as that of the
Cluniac abbot Uldaric, who, following the guidelines of the abbot William
of Hirsau (1130-1191), ordered that the annual reading of the Bible in the
chorus or refectory should conform to the ordo romano (Cahn, 1982). This
showed a continuity with the Benedictine practice documented in
eighth-century Rome of reading the books of the Bible in night prayers
throughout the liturgical year (Boynton, 2011; Ayres, 2000), which ex-
plains in great part the proliferation of biblical manuscripts in medieval
scriptoria (Cochelin, 2011). The liturgical use of these codices can also be
deduced by certain marginal annotations and by the presence of canon
tables, a system that synthesizes concordances among the four Gospels.
This system of correspondences, which divides each bookinto 1,162 sec-
tions, was established in the fourth century by Eusebius, the Bishop of

' E.B.Garrison (1953-61) and K. Berg (1968) distinguish several phases in the evo-
lution of the geometric style: the early style, practiced primarily in Rome in the second
half of the 11t century; the transitional style, in the second quarter of the 12" century,
when it expanded into Tuscany; and the late style, from the middle of the 12t century.
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Caesarea, to facilitate the relation and comparison of parallel passages in
the Gospels. It would at the same time concentrate a striking decora-
tivism in the Atlantic Bibles. Silva y Verastegui (1999) traces the first
graphic examples of canon tables to Syrian codices of the sixth century.

Figure 1. Bible of Avila, fol. CCCXXVIlir
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In the repertory of motifs which make up these geometric-style ini-
tials in their various phases, one can note a pronounced eclecticism in the
reinterpretation of models developed earlier in Carolingian, Ottonian, and
Merovingian codices, rich with contrasting polychromy and forging
a unique visual language that would become a sign of identity for the At-
lantic Bibles (Klange, 1979). The most notable feature was the generalized
use of yellow to define the initials. The repetition of this color, applied
brightly, denotes a desire to imitate valuable materials, as had been done
in the mural paintings of Ancient Rome. Yellow, of ambiguous meaningin
the Middle Ages, is used here as an analogy to gold, which is found in the
initials of the Tours Bibles, often commissioned to monastic scriptoria under
royal protection (Ayres, 1994). The Carolingian influence was the legacy
of the monastery of Bobbio, and is reflected in other ornamental aspects
as well, such as the repeated use of “corner interlacing” (Guilmain, 1960).



Color Symbolism in the Castilian Atlantic Bibles: 175
Initials and Scenes from the Bible of Avila (BNM, Vit. 15-1)

The ornamental riches of the geometric style in its later development
extended to the filling in of the initials with decorative, geometrical pat-
terns of four-leaved vanes, colored primarily with red, blue, and green to
accentuate their contrast to yellow. This desire to highlight colors can also
be observed in the fact that certain initials of the Italian section of the
Bible of Avila were not set against the parchment itself, but superimposed
over a monochromatic background of ultramarine blue and outlined in
red ink, or over a polychrome background to which red and green were
added.? The precision of these motifs and their meticulous detail enable
us to draw certain analogies to the goldsmithing of the period. Thus, the
use of red, green, and blue would seem to be a replication of the insertion
of precious stones into the gold filigree suggested by the yellow.?

Figure 2. Bible of Avila, fol. CCXXIIr
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2 This may be observed, for example, in Book 2 of the Paralipomenon, the Book of
Judith, the Song of Songs, the Book of Wisdom, the Book of Ecclesiastes, the Book of
Obadiah, and the Gospel of St. Luke. These polychrome and essentially decorative
backgrounds form a criteria of unity with other codices attributed to the same work-
shop as the Bible of Avila.

3 The Italian section of the Bible of Avila and works associated with the same work-
shop presented bright and consistent colors, perhaps because of the use of honey,
rubber, or egg as binding media to produce a work that was more durable and pre-
cious, as well as open to later rectification.
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The fact that the initials of the Atlantic Bibles of the 12t century, and
in particular the Bible of Avila, are often used as decorative frames for au-
thor portraits that show the writer and main characters of each biblical
book reveals similarities to the jeweled mosaic clipei, which in the Byzan-
tine tradition exalted the dignity of certain personages. But unlike those
mosaics, whose inscriptions and iconographic attributes serve to iden-
tify their subjects, in the Atlantic Bibles it is rather the text-image rela-
tionship that is highlighted by this type of individualization, which
generally consists of repetitive figures. The clearest exception to thisisin
the Pauline epistles, where the apostle is shown with the features that
have characterized him since the paleo-Christian tradition of the fourth
century.

With the use of such “author portraits,” the miniaturists who illumi-
nated the Atlantic Bibles were also returning to an earlier tradition, as, at
least from the 10" century in the Byzantine tradition, codices of the
prophetic books were headed by images of their authors, depicted in par-
allel to the block of text (Lowden, 1988). This model would be repeated
in the 12 century, with the insertion of such portraits within the initials,
one of the iconographic constants of the Atlantic Bibles, above all in the
prophetic books and in the Pauline epistles (Ayres, 1993-94; Cahn, 1982).
These portraits share some common chromatic features, with the hair of
the younger subjects done in orange hues, while a greyish blue was used
to give a more elderly appearance. Beyond formal considerations, such
colors provide a clear parallel to the painted murals of the Umbro-Roman
school, as Toesca (1929) observed. The chromatic palette of these minia-
tures, then, became a source of inspiration for more monumental paint-
ing, just as certain decorative motifs used to adorn illuminated initials —
palmettes, mascarons, etc. —- would be reiterated in various ensembles of
Roman monumental sculpture.

The chromatic palette employed in making these initials is yet an-
other criterion for the approximate dating of medieval Italian biblical man-
uscripts, and serves even to define as closely as possible the circle of
a given master or workshop, as in the case of those codices attributed to
the so-called Master of the Bible of Avila. A comparative study of different
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Figure 3. Bible of Avila, fol. LVv
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Italian codices has led Garrison to suggest a possible trajectory for this
master, beginning with a bible preserved in the Diocesan Museum of
Trento (cod. 326), continuing to another kept in the Vatican’s Apostolic Li-
brary (Barb. Lat. 589/590), and culminating with both the Bible of Avila and
another which is preserved in the Capitular Archive of Turin (cod. 332).In
all of these codices, a common chromatic palette becomes central to their
unity. To these biblical manuscripts may be added a collection of passion
narratives, now in Milan’s Ambrosian Library (B. 49 Inf; B. 55 Inf; B 53 Inf),
in which we find a repetition of the same repertory of motifs, the same
type of features for the figures depicted, and the same palette of colors.

The double chromatic palette of the Bible of Avila
and its possible symbolism: Initials and scenes

Paradoxically, in the case of the Bible of Avila, the chromatic homo-
geneity of codices originating from the same workshop was broken with
its arrival in Spain. Color, then, also becomes a criterion for determining
the point at which the Italian influence in the manuscript ends and the
Spanish style begins. This occurred in the late 12" century, possibly in
the context of the donations made by Alfonso VIl to the cathedral of
Avila. An analysis of the text shows that the addition began after Books
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2 and 3 of Ezra and the Psalms. With regard to the initials, it marks a de-
parture from the geometric style in terms of their structure, their poly-
chromy - which is less vibrant and contrastive — and their execution,
which is rougher and less precise in its definition of forms. It is apparent
that the new polychromy does not reveal the same intention to imitate
precious materials, being closer to the representations we find in fanciful
sculptural reliefs, to the point that zoomorphic forms determine the struc-
ture of the initials themselves and substitute them in a way which recalls
the Merovingian tradition (Guilmain, 1960).

The chromatic change in the initials is most notable in the New Tes-
tament scenes that extend from folios CCCXXIIl to CCCXXV (the Baptism of
Christ, the Wedding Feast at Cana, the Presentation of Christ at the Tem-
ple, the Temptations of Christ, the Entry of Christ into Jerusalem, the Last
Supper, the Washing of the Feet of the Disciples, the Arrest of Christ, the
Crucifixion, the Descent from the Cross, the Resurrection of Christ, the
Anastasis, the Meeting with Pilgrims of Emmaus, the Noli me Tangere,
the Supper at Emmaus, the Doubting Thomas, the Ascension, and the Pen-
tecost), to which could be added the illuminated folio dedicated to Noah
that opens the Old Testament (Rodriguez, 1999). An examination of the
New Testament episodes reveals a certain debt to the compositional
schemes of the Tours Bibles, in the narrative arrangement of episodes in su-
perimposed registers.* However, the absence of color in the backgrounds
of these scenes is a significant variant which implies a quicker, more eco-
nomical execution. The arrangement of motifs and characters directly
upon the parchment itself highlights a limited, austere chromatic palette
not found in other contemporary manuscripts. The predominance of red
and blue applied unnaturally to some details — such as the cross, the tree
from which Judas hangs himself, and the colt upon which Christ enters
Jerusalem - suggests that the approach followed here is a symbolic one.

4 Nevertheless, as precedents of the Bible of Avila, we find closer examples among
the Atlantic Bibles themselves, such as the Pantheon Bible (Vatican Apostolic Library,
Vat. Lat. 12958), dated 1125-1130. Pirani (1966) considered this bible to be from the
mid-12th century. Berg (1968) has tried to date it more exactly, at around 1125, a view
accepted by Cahn (1982), who places it definitely between 1125 and 1130.
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To these basic colors are added green, used essentially in the representa-
tion of clothing, and yellow, to accentuate ornamental details. These col-
ors are applied with great purity, without the range of tones and hues that
we find in the biblical texts themselves.

The red, blue, and green which characterize the scenes of the Bible of
Avila are colors that in the West would acquire a certain liturgical promi-
nence over the course of the 12" century. Their application in the clothing
of these figures therefore points to another significant aspect: the close
connection between art and liturgy in the Middle Ages. As for the use of
yellow, in both the Italian and Spanish parts of the manuscript, this is done
with a positive connotation — as a symbol of divine light - and not in the
negative sense of envy or betrayal (Napoli, 2006), as evidenced by the fact
that it is not used for the garments of Judas when his betrayal of Christ is
announced, an image which is especially common in the art of the Late
Middle Ages. In the Bible of Avila (fol. CCCXXIllv), Judas is dressed in cloth-
ing which combines red, blue, and green, like the other figures, and this in
our judgment is a determining factor for dismissing a strictly symbolic use
of color in these scenes; rather, we feel that the coloring is employed to-
wards the function of the compositional balance of these images.

Figure 4. Bible de Avila, fols. CCCXXIlIr-CCCXXIllv
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Colors, according to the studies done by Pastoureau, accumulate so-
cial and identifying value for different societies and cultures, and in the
Bible of Avila we witness a consolidation of the meanings which blue, red,
and green had acquired for Christianity over the centuries, with some new
interpretations as well. Blue, for example, was associated with royalty in
Ancient Egypt, for the preciousness of lapis lazuli, which was even used
to denominate the color itself, as at that time the use of such precious ma-
terials was of greater significance than the descriptive values associated
with such colors. The connotations of privilege characteristic of blue would
continue for the Babylonians and Hebrews, who considered it a sacred
color pertaining to the divine, even if they would introduce less costly vari-
ations of the color in their painted works. In Ancient Greece, it was also es-
teemed as a primary color, but this view would change for the Romans,
when it began to be associated with barbarian tribes and thus acquired
a negative connotation. Imperial Rome would roundly reject it, connect-
ing it practically with the color black and with death (Frosinini, 2015).

In the Middle Ages, however, blue would be given a renewed value,
becoming a prized color for liturgical vestments. In the Late Middle Ages,
it was also associated with the figure of the Virgin (Frosinini, 2015) and was
a standard color for her robe or cloak, as can already be appreciated in the
depiction of her at the foot of the cross in fol. CCCXXIVr of the Bible of Avila.
In Christian iconography, blue was often used to express the divine na-
ture of Christ, an interpretation that could also be drawn from the New
Testament episodes of the Bible of Avila. Its central role in this codex pro-
vides another reason for considering the Spanish contribution to be later
than the Italian, situating it approximately in the decade of the 1170s. Blue,
the color of the celestial vault, is present in the details of the Ascension,
with the dextra Deiframed in a blue clipeus in the Byzantine style and the
lower part of the figure of Christ eclipsed by a chromatic patch of blue
that alludes conceptually to the celum cited in the inscription parallel to
the image (fol. CCCXXVr). A correspondence to nature can likewise be seen
in the Baptism scene, in which the Jordan River also appears as a patch of
blue. Two centuries later, the painter and treatise-writer Cennino Cennini
(2009) would give this exaltation of blue in his Book of Art: “Ultramarine
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blue is a noble, beautiful color; more perfect than any other; words fail to
describe it”. The preponderance of blue in the medieval era would in turn
be manifested, as di Napoli (2006) reminds us, in the creation of workshops
that specialized in its various shades and hues.

Together with blue, red has also had a special relevance throughout
history, being linked in Antiquity to power, an idea reflected in the Bible
of Avila in the depiction of the devil wearing a red cape as he offers to
Christ dominion over the kingdoms of the earth, described in the titulus
that heads the second of the Temptations (fol. CCCXXIlIr) and taken from
the narration of St. Matthew in folio CCCXXX of the manuscript itself (“fi-
lius dei es mitte te deorsum”). This connotation of power and royalty may
also be signaled by the perizoma worn by Christ, in both the Crucifixion
and the Descent from the Cross, which has a tonality somewhat closer to
the color purple, the most important color in Ancient Rome, reserved for
the Caesars (Frosinini, 2015).

Figure 5. Bible de Avila, fols. CCCXXIllir and CCCXXIIIIv

In assimilating colors into its various artistic manifestations, Christi-
anity would over time transform the color red into a symbol of the Pas-
sion of Christ and of his human nature. For this reason, it is also frequently
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associated with blue, which, as we have already noted, represents Christ’s
divinity. In the Bible of Avila, this combination is given visual form in those
scenes which depict the Crucifixion and the Descent from the Cross
(fol. CCCXXIVv) (Rodriguez, 2010). However, the fact that this bichromy is
extrapolated to other episodes of Christ’s childhood and public life raises
doubt as to its possible symbolism. In this respect, J. Gage (2001) points
out that, despite the medieval taste for chromatic diagrams, or for relating
colors to specific ideas, in practice artists were relatively free in the selec-
tion of colors. It has been established that medieval model books prima-
rily transmitted iconographic formulas rather than arrangements of color.

The most naturalistic treatment of red is found in the scene of the
Anastasis (the Harrowing of Hell), where it is used to recreate the image of
fire as the most feared punishment of Hell, in accordance with other me-
dieval texts. Portal (1996) offers a positive interpretation of fire as a sym-
bol of the regeneration and purification of souls (Goff, 1985).

Red and blue, which predominate in the New Testament scenes of
the Bible of Avila, are supplemented with green, a color that would acquire
a greater importance in the Late Middle Ages when it characterized the
more everyday liturgical vestments. Aristotle had already presented it as
a positive color, falling between light and darkness, while in medieval lap-
idaries emeralds and other green stones were thought to possess magical
properties (Gage, 2001). The absence of landscapes in the Bible of Avila re-
duces the application of this color to isolated references, more decorative
than realistic, as can be seen in the treatment of the orto in the Noli me
tangere episode, or the central iconographic element of the palm branches
in the Entry into Jerusalem scene.

The colors which do not present doubts as to their symbolic uses are
grey and black, which have different meanings with respect to earlier
monastic tradition. Since the ninth century, black had been considered
a color of humility and penitence (Pastoreau, 2012). Its use in this manu-
script for the depictions of hell and the devil point to a different reading
focused on the idea of evil and sin, consonant with the esthetic of ugliness.
The devil, then, would be depicted as a strange hybrid of human forms and
animal claws in the miniatures of the Temptations (Flores, 1985). The figure
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of the malignant one is also defined by his greyish-blue col-oring, and
his crest of fire, which denotes his destructive power, and a face whose
features are indiscernible. In the Anastasis, we find a similar image of the
Leviathan, symbol of the “portas inferni” referred to in the accompanying
inscription for this scene in the intermediate register of folio CCCXXIVv.

Figure 6. Bible of Avila, fols. CCCXXVr and CCCXXVv

ek ¥ .

Black as a symbol of death can be found in the tree from which hangs
the inert body of Judas (fol. CCCXXIVv), whose anatomy is left uncolored to
accentuate its lifelessness. In an earlier study, we conjectured that the body
of Judas might have been left unfinished (Rodriguez, 2010), so that a poly-
chrome coloring could be added later, but the fact that the parchment has
not been prepared for this leads us to suspect a symbolic purpose.

White, on the other hand, may be linked to purity in the only page
dedicated to the Old Testament scene of the flood. The decorative color-
ing of the ark, in the style of the ornamented reliquaries of the time, is com-
plemented by the scene of the patriarch’s sacrifice of thanksgiving, with
the animals arranged upon the altar. The miniaturist seems to be illustrat-
ing the verse in which Noah “took of every clean beast” (Gen 8.20), using
in this case white as a symbol of purity. This parallelism of text and color
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does not seem to occur in the tituli that accompany the various scenes of
the Bible of Avila, as these do not include adjectives or nouns of color. In-
deed, these inscriptions give absolute priority to the illustrated narratives,
rather than to any practical considerations of the artists.

As has been suggested before for the color green, the close relation-
ship between art and liturgy in the Middle Ages also extended to the use
of colors. Although white had been a color associated with catechumens,
it is not until the 11" century that we find texts that refer to a common
criteria of color as an element of Christian ritual, first in the dispositions of
Pope Innocent Il (1161-1216), and later popularized by the liturgist Guil-
laume Durand in his Rationale divinorum officiorum (1285-1286). In Chap-
ter XVIII of Book Ill, Durand makes reference to the colors of liturgical
garments, principally white, blue, red, green, and black (Pastoreau, 2012).
We feel that it is no coincidence that these are the same colors with which
the miniatures of the Atlantic Bibles, and the Bible of Avila in particular, are
illuminated. Although they are chronologically from a later period, they
carry on an early tradition, with practices that date back to the sixth cen-
tury and were consolidated in the Carolingian period. The relevance of
colors in the liturgy is obvious, as, beyond their mere materiality, they ex-
press the passage of time in terms of liturgical rhythms, as well as under-
scoring the essential meaning of these rituals.

Conclusions

In much of the Atlantic Bibles, and in particular the Bible of Avila, the
application of color corresponds to a basic conception of the manuscript
itself as a liturgical ornament, within the context of the Gregorian reform.
The codex is therefore ennobled with polychromy, as in the Middle Ages
material beauty was seen as ultimately a reflection of spiritual, transcen-
dent beauty. Indeed, medieval theologians would debate openly about
the consideration of color as only a material reality, or as a reality com-
parable to the light which emanates from God, the idea put forth by
Abbot Suger in the third decade of the 12" century.
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Aside from their liturgical use, these biblical manuscripts were often
used for community readings, for which their vivid, contrasting colors be-
came indicative of the manuscript’s internal structure as well as of de-
vices to call the attention of the monks. The importance of monastic
scriptoria, and the diffusion and exchange of codices among the various
monasteries, explains the uniformity of patterns and colors found in bib-
lical miniatures. In the case of the Bible of Avila, it is precisely the break
with this homogeneity of repertory and color that allows us to observe
the two successive phases of their elaboration: the original Italian period,
from the second quarter of the 12™ century, and the Spanish addition,
from around the 1170s and 1180s. We can see from this that color can be
yet another factor for placing a given codex within a specific spatial and
chronological framework.

These iconographic formulas, and the colors employed for vestments
and figures, also allow us to compare the miniatures to other artistic
media, such as mural painting and sculpture. While the Italian section of
the Bible of Avila shows similarities to Roman frescoes, like those of San
Giovanni a Porta Latina or San Clemente, the only clearly visible analo-
gies in Spain are the scenes of Christ’s Arrest and the Last Supper painted
on the apse of the church of San Justo in Segovia (Ainaud, 1966; Yarza,
1990; Morena, 1995; Fernandez, 1999; Rodriguez, 1999; Azcarate, 2002). In
any case, the parallels between both sets of works are more iconographic
than chromatic, although the poor conservation of these paintings, ex-
posed to constant humidity throughout the centuries, prevents a solid
conclusion regarding their original aspect.

The use of color in the Atlantic Bibles can, however, be associated
with the link between medieval art and liturgy, a relationship intrinsic to
the codex itself in that it only achieves its fullness and its true meaning
in the celebration of ritual — hence the use of yellow to imitate the gold
brocade of liturgical vestments, as well as the colors white, blue, red, and
green, which were associated with the liturgy from at least the ninth cen-
tury. This symbolic connotation leads us away from the symbolism that
we perceive a priori in the Bible of Avila, especially in the New Testament
scenes, in which the predominance of red and blue suggest the dual,
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human/divine nature of Christ. A closer examination of these colors,
arranged arbitrarily, provides a more nuanced view of this idea and leads
to the conclusion thatitis the liturgy which imposes the selection of col-
ors, inasmuch as the manuscript is simply one more liturgical element
(Castineiras & Verdaguer, 2014). In the Bible of Avila, this connection to
the liturgical can be observed from an iconographic perspective as well,
in the selection and ordering of scenes.

All of this makes stronger the recommendations given to the illumi-
nators of manuscripts by the monk Theophilus, who reminded them that
they were not aiming for the senses, but for the soul, for which purpose
their pigments must be an instrument for inspiring prayer and reflecting
the beauty of Paradise.



Color Symbolism in the Castilian Atlantic Bibles: 187
Initials and Scenes from the Bible of Avila (BNM, Vit. 15-1)

References

Ainaud de Lasarte, J. (1966). La pittura romanica in Spagna. Milan: Fratelli Fabbri
Editori.

Ayres, L. M. (1993-1994). An early Christian legacy in Italian Romanesque minia-
ture painting. Wiener Jahrbuch Fiir Kunstgeschichte, XLVI-XLVII, 37-44.

Ayres, L. M. (1994). The Italian giant bibles: Aspects of their Touronian ancestry
and early history. In R. Gameson (Ed.), The early medieval bible: Its production,
decoration and use (pp. 125-154). Cambridge: Cambridge University Press.

Ayres, L. M. (2000). La Bibbie atlantiche. Dalla riforma alla difussione in Europa. In
M. Maniaci & G. Orofino (Eds.), Le Bibbie atlantiche: il libro delle Scritture tra
monumentalita e rappresentazione (pp. 27-39). Milan: Centro Tibaldi.

Azcdrate Luxan, M. (2002). Las pinturas murales de las iglesias de San Justo y San
Clemente de Segovia. Segovia: Caja Segovia.

Berg, K. (1968). Studies in Tuscan twelfth-century illumination. Oslo: Universitets-
forlaget.

Boynton, S. (2011).The Bible and the liturgy. In S. Boynton &D. J. Reilly (Eds.), The
practice of the Bible in the Middle Ages: Production, reception, and perform-
ance in Western Christianity (pp. 10-34). New York: Columbia University Press.

Cahn, W. (1982). La Bible romane: Chefs d'ceuvre de I'enluminure. Fribourg: Office du
livre.

Capitani, O. (2000). La Riforma Gregoriana. In M. Maniaci & G. Orofino (Eds.), Le Bib-
bie atlantiche: il libro delle Scritture tra monumentalita e rappresentazione
(pp. 7-13). Milan: Centro Tibaldi.

Castifeiras, M., & Verdaguer, J. (2014). Pintar fa mil anys. Els colors i l'ofici del pintor
romanic. Barcelona: Universidad Auténoma de Barcelona.

Cennini, C. (2009). El libro del Arte. Madrid: Akal.

Clarke, M. (1901). Mediaeval painters’ materials and techniques. The Montpellier
Liber diversarum arcium. London: Archetype.

Cochelin, 1. (2011). When the monks were the book: The Bible and monasticism.
In S. Boynton & D. J. Reilly (Eds.), The practice of the Bible in the Middle Ages:
Production, reception, and performance in Western Christianity (pp. 61-77).
New York: Columbia University Press.

Dalli Regoli, G. (1978). Per una storia del libro illustrato. Note sulla tipologia di alcune

Bibbie miniate in Italia fra I Xl e il Xl secolo. In C. Maltese (Ed.), 7° Congresso



188 Marfa Rodriguez Velasco

Nazionale di Storia dell’Arte (pp. 515-528). Rome: Consiglio Nazionale della
Ricerche.

Fernandez Somoza, G. (1999). El ciclo de la pasién en las pinturas murales de la
iglesia de San Justo (Segovia). In V. Balaguer, V. Collado, & J. J. Azanza (Eds.),
La Bibliaen el arte y en la literatura (pp. 227-240). Valencia: Fundacion Biblica
Esparnola.

Frosinini, C. (2015). Loltremare. Il blu dei santi e dei re. In M. Sframeli (Ed.), Lapis-
lazzuli. Magia del blu (pp. 125-133). Livorno: Sillabe.

Gage, J. (2001). Color and culture: Practice and meaning from Antiquity to abstrac-
tion. London: Thames and Hudson.

Garrison, E. B. (1953-1961). Studies in the history of Medieval Italian painting
(Vols. 1-4). Florence: Pindar Press.

Goff, J. le. (1985). El nacimiento del purgatorio. Madrid: Taurus.

Guilmain, J. (1960). Interlace decoration and the influence of the North on Mozara-
bicillumination. The Art Bulletin, 42,211-218.

Kitzinger, E. (1982). The Arts: Rome and Italy. In R. Benson (Ed.), Renaissance and
renewal in the twelfth century (pp. 960-1000). Cambridge, MA: Harvard Uni-
versity Press.

Klange Addabbo, B. (1979). Fogli senesi inediti dei secoli Xl e XII. In G. V. Schoen-
burg (Ed.), La miniatura italiana in eta romanica e gotica. Atti del | Congresso di
Storia della Miniatura Italiana (pp. 103-117). Florence: Leo S. Olschky Editore.

Lobrichon, G. (2000). Riforma eclesiastica y testo della Bibbia. In M. Maniaci
& G. Orofino (Eds.), Le Bibbie atlantiche: il libro delle Scritture tra monumen-
talita e rappresentazione (pp. 15-27). Milan: Centro Tibaldi.

Lowden, J. (1988). llluminated prophet books: A study of Byzantine manuscripts
of the major and minor prophets. University Park, PA: Penn State University
Press.

Morena Bartolomé, A. de la. (1995). Pintura romanica. In R. Menéndez Pidal (Ed.),
Historia de Espana (p. 450). Madrid: Espasa Calpe.

Napoli, G. di. (2006). Il colore dipinto. Teorie, percezione e tecniche. Turin: Einaudi.

Pacht, O. (1987). La miniatura medieval. Madrid: Alianza Editorial.

Pastoreau, M. (2012). Symboles du Moyen Age. Animaux, végétaux, couleurs, objets.
Paris: Le Léopard d'Or.

Pirani, E. (1966). Miniatura romdnica. Milan: Fratelli Fabbri Editori.



Color Symbolism in the Castilian Atlantic Bibles: 189
Initials and Scenes from the Bible of Avila (BNM, Vit. 15-1)

Rodriguez Velasco, M. (1999). Iconografia en el Nuevo Testamento en la Biblia de
Avila (Bibl. Nac. Madrid Vit. 15-1). In V. Balaguer, V. Collado, & J. J. Azanza
(Eds.), LaBiblia en el arte y en la literatura (pp. 353-367). Valencia: Fundacién
Biblica Espanola.

Rodriguez Velasco, M. (2010). Iconografia de Prendimiento, Crucifixién y De-
scendimiento de Cristo en la miniatura romanica: El programa decorativo
del folio CCCXXIlIr de la Biblia de Avila. In F. J. Campos (Ed.), Los Crucificados:
religiosidad, cofradias y arte (pp. 541-558). Madrid: Real Centro Universitario
Escorial-Maria Cristina.

Rodriguez Velasco, M. (2012). Creer con imagenes. Iniciales miniadas e icono-
grafia narrativa en las biblias romanicas de la escuela umbro romana. Codex
Aquilarensis, 28,131-148.

Rodriguez Velasco, M. (2013). Las Biblias atlanticas: Una manifestacion de la
miniatura romanica en los scriptoria umbro romanos del siglo XIl. Romdnico
17,30-39.

Salmi, M. (1962). La miniatura italiana. Barcelona: Labor.

Sanz, J. C. (1985). El lenguaje del color. Madrid: Hermann Blume.

Silva y Verastequi, S. (1999). La miniatura en el Monasterio de San Milldn de la Co-
golla. Una contribucién al estudio de los cédices miniados en los siglos X1 al XIlI.
Logrono: Instituto de Estudios Riojanos.

Supino Martini, P. (1987). Roma e I'area grafica romanesca (secoli XI-Xll). Alexan-
dria: Ed. Dell'Orso.

Theophilus. (1979). On divers arts: The foremost Medieval treatise on painting, glass-
making, and metalwork (J. G. Hawthorne & C. S. Smith, Trans.). New York:
Dover. Original work published ca. 1120

Toesca, P. (1912). La pittura e la miniatura nella Lomabardia. Da pit antichi monu-
menti alla metd del quattrocento. Milan: U. Hoepli.

Toesca, P. (1929). Miniature romane dei secoli Xl e XII. Bibbie miniate. Rivista del
Istituto d’Archeologia e Storia dell’Arte, I, 3-30.

Toubert, H. (2001). Un‘arte orientata. Reforma gregoriana e iconografia. Milan: Jaca
Book.

Yarza Luaces, J. (1990). La miniatura romanica en Espafna. Estado de la cuestion.

Anuario del Departamento de Historia y Teoria del Arte, Il, 9-25.



