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Resume

Les inscriptions dans le corpus de la peinture murale catalane sont trés nombreuses. Il constitue
un vaste laboratoire d’étude pour comprendre comment 1’inscription prend place dans le décor
peint et comment les signes iconiques et alphabétiques interagissent a 1’échelle du batiment,
éventuellement dans la mise en scéne du rituel liturgique. Cet article n’entend pas dresser le
corpus complet des inscriptions peintes romanes de Catalogne ; il envisage plutét de comment
les relations texte/image montrent une €criture active pour produire du sens dans la dynamique
générale de I’édifice (dynamique liturgique, communautaire, symbolique, etc.). En reposant la
question de la « fonction » des inscriptions et en ¢tudiant quelques inscriptions peintes, cette
communication espere promouvoir une lecture plus fine des textes épigraphiques de la peinture
catalane, plus respectueuse des relations originales qu’entretiennent, dans la création artistique
médiévale, I’écriture et I’image.

Mots Clés: épigraphie médiévale, peintures murales, art roman, art catalan, liturgie, paléographie,
inscription, iconographie, Bible.

Abstract

Inscriptions are numerous in the corpus of Catalan mural paintings, which thus provides a vast
laboratory to understand the place of inscriptions in painted decoration and how iconic and
alphabetic signs interact throughout the building, and possibly in the staging of the liturgical
ritual. This article does not intend to draw up a complete corpus of Romanesque painted
inscriptions in Catalonia; rather, it aims to consider how the relationship between text and image
show the active role of writing in the production of meaning within the general dynamics of the
building (liturgical, communal, symbolic dynamic, etc.). Raising the question of the “function”
of inscriptions and studying some painted inscriptions, this paper hopes to promote a closer
reading of the epigraphic texts of Catalan painting ; one that is more respectful of the original
relationships existing between writing and image in medieval artistic creations.

Key Words: medieval epigraphy, mural paintings, Romanesque art, Catalan art, liturgy, palacography,
inscription, iconography, Bible.
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Anyone who has visited the medieval halls of the National Museum of Catalan art can testify to
the richness of its Romanesque collections; anyone who has wandered through the halls devoted
to mural painting can attest to the originality of the themes represented and the existence of a
style that is specific to Catalonia, and was especially active in the first half of the 12% century;
anyone who has had the chance to visit the Romanesque churches from which these paintings
come, in the heart of the Pyrenees, can only admire the cultural and constructive dynamism of
Catalonia in the central period of the Middle Ages.!

Among these visitors, how many have noted, however, the omnipresence of writing in the painted
decorations? Have they noted that the Christ of Sant Climent de Taiill is flanked by the letters
alpha and omega in a monumental format? Have they noticed that the Apostolic College at his
feet is identified by a long inscription across the apse (Fig. 1: general view of the apse)? Have
they deciphered the text placed near the Crucifixion of Sant Pere de Sorpe? Have they spotted
that the archangels of Santa Maria d’Aneu are accompanied by the text of the triple Sanctus
of the beginning of the Canon of the Mass? One can legitimately doubt it. The museum labels
describing the apses reconstructed in the MNAC in Barcelona never mention the inscriptions
in the paintings and, to date, there is no comprehensive study on the writings in Catalan mural
paintings.

The purpose of this short article is not to address what must be considered a real historiographical
gap.? Its goal is rather to point some avenues of research in this area and some of the specific
features of writing in the painted image in medieval epigraphic production,® especially within the
rich corpus of Romanesque mural paintings in Catalonia.

Epigraphy has long restricted its attention to the inscriptions engraved on hard and durable
materials, in line with what the ancient documentation has passed on to posterity and therefore
has neglected the texts painted throughout the Middle Ages, whether perennially, inside buildings,
or provisionally, on wooden signs and tables.* Furthermore, the study of painted decorations has
often “forgotten” to describe, analyse, and reproduce the inscriptions painted in the heart or on

' This short note lays the groundwork for further investigation on the inscriptions in the mural paintings of
Romanesque Catalonia commenced at the invitation of Milagros Guardia and Carles Mancho. I want to thank them
for their welcome in Barcelona and the working conditions they offered me during my visits to the MNAC. A more
documented version of this article was presented at the ARS PICTA symposium held in Barcelona in 2012, and the
first results will be published in 2016 in a volume directed by Nicolas Reveyron and Diane Daussy on the relations
between the medieval building and its decoration.

2 The doctoral dissertation of Marina Paniagua, started in 2015 at the IRCVM-University of Barcelona, will
undoubtedly make valuable progress on these issues.

3 The bibliography on this subject is considerable; among the titles whose reading is useful, see BELTING-1aM 1994;
EPIGRAPHIE 1996; FavrReaU 1988 ; Ricciont 2008. For a wider bibliographic review, I refer to Desiars 2010.
4 For a development of medieval epigraphy, its purpose, and methods, see FAVREAU 1995; TREFFORT 2008a; GARCIA

LoB01999.
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the margins of the image, thus eventually making up a pictorial anepigraphic environment or, in
the best- case scenario, a context where the text is reduced to an anecdotal epiphenomenon in
the implementation of the decoration, with an insignificant role in the functioning of the image,
and transparent to the commentary of art historians.® The major ensembles of medieval mural
painting have yet to be studied in their epigraphic dimension and the consideration, edition, and
interpretation of painted inscriptions has still much to say about the medieval uses of the painted
image.

Let us start with some opening remarks. For obvious preservation reasons, it is very difficult
to study the inscriptions in mural painting before the Romanesque period, and most of the
conclusions that such a study could draw would inevitably mark the “moment roman” and its
formal and aesthetic characteristics. Painted inscriptions do not seem to have enjoyed a greater
presence at any specific moment of the medieval period, and the number of Romanesque texts
increases more along with the number of Romanesque paintings preserved than because of any
Romanesque specificity of painted writings.® The paintings of Saint-Pierre-les-Eglises in France
(Fig. 2) (Corrus 1974-2014, 2-1, 28-31), and Reichenau-Oberzell in Germany (Fig. 3)” indeed
evidence that there could be inscriptions traced within the image—in the first case—or on its
margins—in the second location—in the early Middle Ages. Even earlier, the descriptions of
Paulinus of Nola report that inscriptions, sometimes very long, were traced from late Antiquity
onwards in the mural paintings of important buildings (GastoN 1969; ENGEMANN 1974; HERBERT
DE LA PORTBARREE-VIARD 2006). In the same way, and focusing on the last third of the Middle
Ages, Gothic paintings also granted a prominent place to writing, with original arrangements
and contents evoking what can also be found in the tapestry of the same period, among other
contexts.® Without contradicting such consistency in the use of writing in mural painting, the
central period of the Middle Ages, however, displayed the most diverse inscriptions with regard
to their location, their form—Iinguistic and / or palacographic—and their relationship with the
image.

The great French cycles known for France (Saint-Savin, Ebreuil, Saint-Hilaire de Poitiers), but
especially the great Italian cycles (particularly Ceri or Vercelli), display writing in a variety of forms
and dispositions, sometimes in the same place,” alternating large inscriptions placed in a banner
below or above scenes, short texts in contact with the figures, Biblical citations on scrolls, exegetical
commentaries around medallions, etc. (Fig 4: Saint-Savin, scene of the Tables of the Law). Painted

5 The controversial work Lavin 1990 does not mention any inscription when establishing the reading guidelines for
the painted cycles.

6 We separate ourselves here from the otherwise excellent conclusions offered by Ricciont 2008 about a possible
epigraphic inflation in the Romanesque period, and the contact of images, for which the effect of the source seems
quite remarkable.

7 On the inscriptions of Reichenau, see BERscHIN 2005: 215-228.

8 See the parallel contributions in GErez 2007.

? For a comprehensive view of the different arrangements, see Heck 2010.
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writing then becomes part of the image; it punctuates its development, stresses its articulations,
and is involved in the visual effect of the decoration within the church (DEgsiais 2011).

Catalan mural paintings are no exception, even if large inscriptions whose implementation
echoes the composition of the decoration are rare. The bands delimiting the scenes indeed
include few inscriptions and when they do, for instance in Sant Climent de Taiill (CATALUNYA
RomANIcA 1994: 323-327), or in Sorpe (MancHo 2000; PaGks 2008: 115-142), they are short
texts, nominal inscriptions that may be painted closer to the image, as were the vast majority of
names painted in different ensembles. How to interpret such alternation of nominal inscriptions
inside / outside scenes? We will return to this issue below, the explanation of a lack of space is
unsatisfactory—there was enough “room” in Sorpe, in the scene of the Vocation of the Apostle,
to draw the name of St. Andrew (Fig 5.). In most cases, it is probably an issue related to the
status of the image; extracting the name of a figure from the development of the scene results in
a still, stable, and iconic image beyond the narrativity of the visual. In this sense, the different
arrangements of nominal inscriptions in the nave of Santa Maria de Taiill are quite significant
(CataLunya RoMANICA 1994: 327 et sq.): only the names of saints Clement and Michael (Fig. 6),
who are depicted in the manner of an iconic portrait, were inscribed in a coloured band serving as
“pedestal” to the image. Moreover, when the saint is painted within a narrative scene (St. Michael
weighing souls, for example), the name is at the very heart of the image.

The long colour bands that mark the decoration of Santa Maria de Taiill present no inscription,
and the epigraphic occupation of the image remains discreet; it is thus necessary to pay particular
attention to the decoration of Sant Pere de Sorpe. Next to the Gospel, in the nave, we see a
very beautiful panel, in the lower register, representing an incomplete Crucifixion (Fig. 7). The
most characteristic element of this ensemble—after all, very classic in its composition—is the
angel that appears on the right of the crossbeam of the cross; as Marcello Angheben described
(2008), he wears “a stole on his right shoulder and a maniple on the left arm. He dons the
clothes that better characterize the officiant when he celebrates Mass.” He is identified by a
fragmentary inscription painted on the background of the image, and holds a censer next to the
crucified, which, always according to M. Angheben, provides a certain liturgical dimension to
the scene represented in Sorpe. We can not study this scene and its possible implications without
considering the inscription above the Crucifixion, in the triple band that transitions between
the meander and the image of the lower register, which occupies the upper part in a band that
ensures the association of the inscription with the scene as a whole, and not only with one of the
characters in the painting, as was the case with the inscription of the angel or the sponge-bearer.
The analysis of the extant fragments of the Crucifixion shows that there was a painted metric
inscription, most likely composed of at least one leonine elegiac couplet where the word “plorat”
rhymes with “orat.” This rhyme is not unknown in Western medieval epigraphy; it is found in
funerary inscriptions before the 13th century, but also in several inscriptions in connection with
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images, including some linked to the representation of the cross (Crucifixion and Descent from
the Cross). It is found in the famous inscription of Silos: HIC OBIIT HEC PLORAT CARVS
DOLET IMPIVS ORAT (Garcia LoBo 1990) (Fig. 8). Without wishing to weave too strong
links between the two images, the Silos cross is also topped by sycophant angels who certainly
bear neither stole nor maniple. As in Sorpe, the inscription unites all characters within the same
composition in an escalation of deictics. It belongs to a group of texts on which M. Shapiro drew
the attention of researchers in 1939 (SchHariro 1939: 364). The composition of Sorpe seems
however more complex, particularly due to the use of the word cohors, very rare in medieval
inscriptions. It is undoubtedly difficult to include this text as it is in the group formed, among
others, by the cover of the Evangeliary of St. Godehard—originally from Hildesheim and now
kept in the Cathedral of Trie—on which an angel shows the empty tomb to the holy Women,
who come, censers in hand, to pay homage to the body of the Lord, and is accompanied by this
inscription: ANGELVS EXILARAT DOMINI QVOS MORS CRVCIARAT (Favreau 1997: 98).
The inscription painted above the scene of Sorpe places the image in a tradition of compositions
supplemented by a special type of inscriptions that overdetermine the role of each character
rather than provide the image with an overall and synoptic sense in the context of a large-scale
composition.

Looking deeper into painted inscriptions must not lead to cut drastically out the rest of the
epigraphic production, nor the other forms of writing present in images. The technique, scale,
and function of the decoration of painted places certainly embody some of the contingencies with
which these inscriptions should be read. However, inscriptions did not generate an autonomous
documentation that can be understood without considering what the Middle Ages established
about the theory of the image and the coexistence of alphabetic and iconic signs.’® Looking
deeper into painted inscriptions must not lead to cut drastically out the rest of the epigraphic
production, nor the other forms of writing present in images. The technique, scale, and function
of the decoration of painted places certainly embody some of the contingencies with which these
inscriptions should be read. However, inscriptions did not generate an autonomous documentation
that can be understood without considering what the Middle Ages established about the theory
of the image and the coexistence of alphabetic and iconic signs''—which evinces the singular
composition of the inscription of Sorpe. The potential specificities of a text are first induced by
the particular conditions of implementation of writing in a given image, and only in the second
place are they the result of the technique used in the support where the writing is placed. This is
why the painted inscriptions share many of their features and their devices with those found in
manuscript images, in sculpture, in goldsmithery, etc.

19On these matters see, in particular, FAVREAU 1992; DEBiais 2013a.
"' On the inscriptions in goldsmithery and for a demonstration of the potential specificity of this type of texts, see
BAver 1996.
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Among these common, the writing often shares the “background” of the image without a frame
or a cartouche, without a special arrangement of the letters in the decoration; simple inscriptions
often provide the identification of the figure next to which they are placed. In Santa Maria de
Tatill, this is the case for the texts with the name of the Virgin and St. Michael, on the south
wall, or the Magi and peacocks, on the east wall; in Sant Climent de Taiill, the name of the
evangelists was drawn in the apse in the same way. This “absence” of devices framing the
inscription allows the fusion of writing and image, bringing them together, and merging them
completely on the support. In the case of nominal inscriptions, rather than being a basic solution,
tracing the text on the background of the image to which it is related without further devices,
establishes an equivalence, a sort of equality between the representation through image and the
representation through writing; and that’s probably why this is the most common form used in
Catalan Romanesque mural paintings, and beyond—for instance, this is the only device chosen
for the entire vault of the nave of Saint-Savin sur-Gartempe (FAvrREau 1976).

The apparent simplicity of the implementation of such inscriptions with an absent or transparent
device has two major methodological consequences: (1) it has often led to believe that the
inscription was placed “where possible,” where the artist “had room to place it;” (2) it also
prevented to look in depth into the coexistence of alphabetic and iconic signs. In short, there was
nothing to say about such banal inscriptions and the clear redundancy between the content of the
image and the text was definitive proof of their lack of interest... However, many factors oppose
this view. On the one hand, the documents show that the presence of writing on an image is never
systematic nor obvious; on the other, the status of the sign (and especially, of the alphabetic
character) in medieval culture prevents considering their implementation as devoid of meaning;
finally, the practical conditions needed for the performance of the decoration imply planning and
ordering the different elements that will materialize upon the primer. In other words, the painter
introduces an inscription in the image because it generates an effect in the decoration, an effect
that lies in the content of the text, in its layout, and in the conditions for its implementation.
Accordingly, all texts present in mural painting are relevant to a better understanding of the
meaning and intentions of medieval decoration.

Like the inscriptions placed on other supports, the texts in mural painting are related to the image
at varying scales, and can involve a figure, a scene, a group of images, the decoration as a whole,
or even the building in which it is carried out.’? The ecdotic principles of medieval epigraphy
favoured a fragmented reading of ensembles of inscriptions, separating inscriptions from one
another according to a division into different “notes”. In the edition of the inscriptions of the
vault of Saint-Savin, the Corpus des inscriptions de la France médiévale presents the texts one
after the other depending on their location north or south of the nave, regardless of the cycles

12For a consideration of the scale of the building in the implementation of the decoration, see KessLErR 2003; BASCHET,
BonnE, DittmaR 2012.
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where they are inscribed and the devices selected to insert them into the image. In the volume
of Catalunya Romanica devoted to the MNAC collections, when reproducing the inscriptions of
the main mural painting ensembles kept in Barcelona, the authors chose to reproduce texts in a
non-systematic manner, at the end of a note or in connection with a particular image, which does
not allow to weigh the graphic density of these paintings, or to understand the semantic issues
of writing on the image. If the establishment of general principles seems impossible because
of the uniqueness of each decoration, the editor of the inscriptions should in all cases propose
two different analyses: a first analysis of the details of each inscription that provides all the
information about the palaeographic specificities, layout, content, etc.; a second analysis of the
whole decoration studying the location and function of epigraphic writing in a given ensemble.
This double approach would allow readers to understand the inscription in its context.

The inscription Ego sum lux mundi in Sant Climent de Tatill can thus be read according to these
two perspectives (Fig. 9).13 At the microscopic scale, looking at the text painted on the book
implies first questioning the current state of the paint and noting the thickness of repaintings and
restorations; it also involves noticing the particular arrangement of the text, which disregards the
depiction of the open codex to represent the inscription on two continuous lines separated by a
double line; finally it must consider the particular treatment of blank space on the book, “filled”
by a pseudo-epigraphy that recalls the wing feathers of the archangels. Studying the shape of the
letters in the book emphasizes the graphic meticulousness, the presence of ornamental pearls on
most straight lines, and the alternating stroke thicknesses; it stresses the complexity of connections
in the word mundi, and finally implies analysing how the size of the characters expands towards
the end of the pages to enhance the effect of the open codex. Reading the text painted on the
book leads us to identify the quotation from the Gospel of St. John, and to notice the difference
between the quotation and the nature of the representation. It also places the text of Sant Climent
de Taiill among many other inscriptions of that same quote that accompany images of Christ
in medieval art. At the macroscopic scale the choice of the phrase of the Gospel according to
Saint John can be linked with certain iconographic details that draw attention to the centre of the
image of Taiill—the six eyes of the lamb of God at the top of the vault are only the most obvious
of these details. But it is clear that this second approach at the scale of the decoration cannot be
achieved without the first one that establishes the text, describes and appraises its authenticity.
The inscription is still composed of several elements, and an epigraphic study must take into
account all aspects of the text, its shape, content, and location.

All the endeavours to edit European medieval inscriptions have traditionally favoured one or
the other component of the “inscription” system. The Corpus des inscriptions de la France
meédiévale has particularly focused on the content of the inscription, on its textual dimension; the
very recent corpus of medieval Italian inscriptions focused on palacographic questions and on

'3 On this type of inscriptions, see FavrREAU 2010; DEBlals 2013b.
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the number and shape of carved or painted signs; the Spanish effort of the Corpus inscriptionium
Mediae Aevii Hispaniae is in turn devoted to the “diplomatic” dimension of epigraphic texts.
Justifiable and fruitful as they are, these approaches have tended to remove the inscription from
its environment—iconic, architectural or archaeological—to produce a crude and independent
text without formal or semantic relationship to its surroundings. This is problematic for all types
of text, but it is even more so when said environment contains in the images it displays the
explanation for the introduction, the layout, and the form of writing.'*

Medieval inscriptions linked to an image are numerous and concern all supports. In general,
the choice of a particular material or a particular form does not allow presuming the content
of the text. However painted inscriptions in connection with something other than an image or
a scene as a whole are very rare. Inscriptions often bear the name of a character, the title of a
scene, the titulus interpreting a composition, or the words spoken by one of the protagonists of
the image. Thus, painted writing has been little considered among medieval texts, probably for
simple preservation reasons. Painted inscriptions from Roman times with no apparent link to the
image are mostly texts in connection with the dedication of a building or the dedication of an
altar. The inscriptions of Saint-Chef-en-Dauphiné (Corpus 1974-2014, 17, 121: 49-50, Fig. 32),
Cluny (Corpus 1974-2014, 19, SL 29: 87-88, fig. 110), Cizay-la-Madeleine (Corpus 1974-2014,
24: 120), and Sant Climent de Taiill (Fig. 10) (CataLunya RomAnica 1994: 326) (fig. 10) are the
most renowned examples of this practice. How to explain this phenomenon? A simple answer is
to consider painting as the most flexible technical means to place text “wherever it is wanted”
without having to bring an external object to the construction, without interfering in the work
of the chapel or the church. It is however not satisfactory since documents show many of these
texts engraved in stone, on an independent place, or directly on the wall of the building. Another
explanation is to see the writings painted on a primer as a single layer (which brings together a
whole construction), the means of expanding the content of the text to the entire building without
limiting it to the the borders of a block of stone or other autonomous element (GAGNE 2010;
TREFFORT 2008D).

The continuity of the primer makes it possible to read the epigraphic contents of a given
decoration throughout the building that houses it, and not as a series of disjointed inscriptions. In
Sant Climent de Taiill always, the fact that the dark band of the circular wall of the apse is also
found in the right bay and in the eastern wall for the names of other saints brings thus together all
the figures praising the Maiestas Domini on the semi-dome. With no doubt, and irrespective of
the recent discovery of the inscriptions on the eastern wall, the edition of the inscriptions of this
decoration will separate the names into several groups based on their location or depending on
the figures to which they refer. However, the joint reading of the paintings in the eastern part of

' For an exemplary reading of the relationship between text and image, see THuno 2011.
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the building, leads to conceive the inscriptions as a continuous text, both visually and intellec-
tually, and to incorporate them into a single and expanded ensemble through writing and image.

The understanding of the decorations as a whole should however not hinder the in-depth study
of the inscriptions and the analysis of the shape of the letters that compose them. For a number
of historiographical reasons, the palacographic study of inscriptions has been mostly considered
from the perspective of the inscriptions engraved in stone—epigraphic characters are by default
the Roman capitals incised in stone (Gray 1948; Descuamps 1929; DeBials, FAVREAU, TREFFORT
2007). The shapes of painted letters, like those of the inscriptions embossed on metal, or those
made of tiles in mosaic, are little known, especially regarding the gestures of the artists and the
graphic resources mobilized. The painted ensembles in 12"-century Catalonia show very similar
scripts from one church to another. It is a mixed script that combines the very straight strokes of
Roman capitals and the shapes inspired by Gothic capital letters and their well-rounded forms.
Despite appearing more or less elaborate depending on the site, the script is fairly uniform. It
presents narrow and little decorated forms, and is mainly characterized by a very pronounced
alternation between thick and thinner lines imitating, reproducing, and recalling the opposition
between broad and angular strokes of handwriting (SmiTH M., STIRNEMANN 2007). When placed
in bands, letters are more homogeneous than when they are painted with no device on the
background of the image, as if the band had the ability to “guide” and “stabilize” the shape of
the letters—at least in height—by offering a programmed writing space. In all cases, Catalan
examples show inscriptions and images whose proportions and chromatic effects match the
rest of the composition while the text is at the same time detached from it but integrated into
the ensemble.

Inscriptions never seem incongruous or misplaced, and texts do not seem to have been
incorporated into the image afterwards. Writing does not overlap with a decoration that would
exist without it in a primordial stage or project. The inscription and the image thus belong to
a single graphic moment, to the same artistic gesture intended to create a visual product, and
seeks to respond to a satisfactory project in both aesthetic and semantic terms. The shape of the
letters and palaeographic features are the choice of the master builders of mural painting and
obey the same issues regarding composition, consistency, impact, and depiction.'® Field data
rather accurately respond to what is known about how the paintings were made—the absence
of preparatory design for most inscriptions is consistent with the lack of outline for the figures.
Caution is also urged in the use of writing for dating painted ensembles; given that the form
adopted by the letters is related in nature to the conditions of implementation, and the meaning of
the painting in which they are found, the risks of teleological reasoning are remarkable...

15 On these topics, see KEnprick 1999; JanTZEN 1940.
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One thing is certain: the same creativity is expressed both in the painted figures and in the
inscriptions. Alphabetic signs are involved, for example, as much in the visual richness of the
apse of the church of Estaon as in the identification of the figures who inhabit it (Fig. 11) (PAGES
2005). The intricacy of the letters responds to the density of objects, animals, and creatures
painted on the semi-dome. The formal echoes between texts and images are many; they are one
and the same visual composition, displayed in the church and offered to the sight of a hypothetical
viewer. The analysis of the inscriptions, which too often appears as an option chosen by some
zealous researchers, is actually necessary to reflect the reality of painted decorations, especially
in Romanesque Catalonia where writing reached an unusual density in the panorama of European
medieval art. The inscriptions are also present in 14 out of the 16 painted ensembles kept at the
MNAC. These inscriptions include nearly 300 words, a total of 2,500 letters, and epigraphists
have there at their disposal one of the richest palaeographic collections of the Middle Ages.
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Fig.1: Barcelona, MNAC, mural paintings from the church of Saint-
Clément of Taiill.
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Fig. 3 : Reichenau-Oberzell, church of Saint-Georges, mural paintings in the nave, Jesus stilling the
storm.
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Fig. 4 : Saint-Savin-sur-Gartempe, abbey-church, north side of
the nave, Moses receiving the tablets of the Law.

Fig. 5 : Barcelona, MNAC, mural paintings from the church of
Saint-Pierre de Sorpe, north wall, calling of the first Apostles.
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ey

Fig. 6 : Barcelona, MNAC, mural paintings from Fig. 7 : Barcelona, MNAC, mural paintings from the church of Saint-
the church of Sainte-Marie of Taiill, nave, south Pierre de Sorpe, north wall, Crucifixion.
side, Saint Michael.

Fig. 8 : Santo Domingo de Silos, abbey, cloister, relief of the Descent from the Cross.
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Fig. 10 : Barcelona, MNAC, mural paintings from the
church of Saint-Clément of Taiill, nave, north side,
consecration inscription.

Fig. 9 : Barcelona, MNAC, mural paintings from the church of Saint-
Clément of Taiill, central apse, book held by a Christ in Majesty.

Fig. 11 : Barcelona, MNAC, mural paintings from the church of Sainte-Marie d’Estaon,
circular wall of the apse, scene of the Baptism of Christ.
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