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SOME MINOR FEATURES OF THE CHALDON
PAINTING.

BY

GEORGE C. DRUCE.

SINCE the discovery of the great painting at Chaldon
Church forty years ago, and the paper written upon

it by Mr. J. G. Waller, 1 very little has appeared in our
Collections on the subject. Mr. Waller's account was so

full and informing that it may be still said to hold the

field, and anything that I now offer must be regarded
as merely supplementary.

As is well known, the scheme of the painting com-
prises six main subjects. In the centre we have the

Ladder of Salvation crowded with souls, with a half-

figure of Christ in a medallion at the top. In the two
upper compartments are the scenes of the Harrowing
of Hell and the Weighing of Souls; and in the two
lower the Tree of Knowledge on the right, the Bridge of

Spikes, and Hell Torments. There are also a number of

minor but interesting episodes, about which Mr. Waller
has a good deal to say.

In his paper he discusses to some extent the difficult

question of origins, more particularly in the cases of the

Weighing of Souls and the Bridge of Spikes. It was
obviously impossible for him to deal with this phase

1 S. A. C, V, 275—306.
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2 SOME MINOR FEATURES OF THE CHALDON PAINTING.

of the subject comprehensively, but the consideration

which he gives may be extended to other features of

the painting.

The connexion between Christian art and Pagan art,

both secular and religious, is to be traced in many
ways. In the paintings and sculptures of the cata-

combs at Rome we have many interesting links, as in

such subjects as the Good Shepherd, the ascent of

Elijah, and Jonah's Fish; and the connexion is further

reflected in our 12th-century figure carvings and later

woodwork. The early and mediaeval Christian artists

did not invent forms out of their imaginations so

much as borrow from existing models, modifying them

as required to suit their own views.

The details of the painting that I propose to consider,

are the figure of Our Lord at the top of the ladder, the

Angels, and the Demons in the Hell-cauldron scene.

The title of the painting, " The Ladder of Salvation

of the Human Soul," differentiates it from the usual

Scenes of the Last Judgment, such as we see upon the

13th-century tympana at Amiens and Bourges, and in

later paintings, and the figure of the Saviour is totally

different. At the two places mentioned He appears as

the Judge, with arms outstretched and all fingers ex-

tended, dividing the saved from the lost souls, or with two
swords. At Chaldon,

Christ is in Paradise

ready to receive the

saved souls on the

upper part of the lad-

der, and His appear-

ance would seem to

correspond more with

the attitude seen in the

sculptures of " Christ

in Glory" on the
Norman tympana. His

figure is contained in
MEDALLION, CHALDON PAINTING. & ^q^qj. medalHon.

He has a nimbus
with indications of a cross upon it, His right hand
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is raised in the attitude of benediction, and His
left bears a cross, although the hand is not actually

visible. On either side of Him are the sun and
moon, the whole being placed on a field with a wavy
border representing the heavens. The details do not

show well on my photograph (PL I), being neces-

sarily small ; I have therefore made a drawing of the

medallion through field-glasses. The attitude of Christ'sDO
right hand is known as the Latin Benediction, the

thumb and first two fingers being raised, the other

two closed. I cannot help thinking that the awkward
position of the bent fingers, as shown on my sketch,

is partly due to touching up at the time of the res-

toration of the painting. This attitude is universal in

the Western Church, as opposed to the Greek Bene-
diction in the Eastern. A description of the latter is

given in the Greek Painters' Guide from Mount Athos,

thus: "When you represent the hand in blessing, do
not join the three ringers together ; but cross the thumb
by the fourth ringer, so that the second, named the

Index, remaining upright, and the third being slightly

bent, they may both form the name of Jesus (Iyjgous)

I C. Indeed, the second, remaining open, indicates an I

(iota) ; and the third, when curved, forms a C (sigma).

The thumb is placed across the fourth finger; the fifth

is also a little bent, so as to indicate the word (XptaTos)

X C ; for the junction of the thumb and the fourth

finger forms a X (chi), and the little finger, by its

curvature, forms a C (sigma). These two letters are the

abridgement of Christos. So, by the divine providence
of the Creator, the ringers of a man's hand, whether
they be long or short, are so placed that it is possible

for them to figure the name of Christ." !
I cannot call

to mind any example of the Greek Benediction in our
churches, though I should have thought, from the in-

fluence of Byzantine art in our paintings and sculptures,

a limited number might have crept in.

1 Didrorts Christian Iconography, Vol. II, p. 395. Note that the
counting of the fingers commences at the thumb.

b2



4 SOME MINOR FEATURES OF THE CHALDON PAINTING.

Durandus says that the Latin Benediction symbolises

the Trinity, the three open fingers signifying the three

divine persons, and the two closed ringers the two
natures of Christ, human and divine

;
* but Didron con-

siders that Durandus' symbolic interpretations are often

exaggerated.

For the purpose of tracing the origin of the Latin

Benediction and some of the other details which I have
to consider, we must go back to the art of the early

Christians in the catacombs at Rome, and study the

sculptured sarcophagi which are preserved in the

Lateran Christian Museum. They throw considerable

light upon what is now always termed the " atti-

tude of Benediction." We shall find that it was not

originally a "blessing'' : it was rather a gesture of

address, which came in course of time to have a

wider significance.

In my illustration of part of a sculptured sarcophagus

of the 4th century (PI. II (1)), are shown the Sacrifice

of Isaac and three miracles, viz. : the Healing of the

Blind and of the Paralytic, and the Miracle of the

Loaves and Fishes. In the healing of the blind, Christ

places the first two fingers of His right hand, which are

extended upon the eyes of the blind man, who is shown
as a diminutive figure, the other two fingers remaining
closed. In the case of the paralytic, He is touching

the top of the bed in the same manner, and holds

a roll of writing in His left. In the miracle of the

loaves, His hands are laid upon the loaves and fishes.

He uses this gesture of the hand in other scenes on
the sarcophagi, such as Healing the woman with the

issue and the Denial of Peter ; but in the Miracle of

Cana, the Raising of Lazarus, and the restoring of

the dead boy, He uses a rod.
2

It is manifest that

there is no act of blessing here ; the attitude of the

fingers is clearly one accompanying the exercise of the

1 Bat. Div. : Off. Lib. V, cap. ii.

2 Lowrie, in his Christian Art and Archaeology (p. 213), treats both

these as the Raising of Lazarus, but the arrangement of the figures

to my mind does not lend itself to this view.
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(1) Sarcophagus, 4th Century. Sacrifice of Isaac and Miracles.

2) Sarcophagus Lid. Panels with Genii.

(3) Sarcophagus with Portraits.
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divine power. The roll which Christ holds in his left

hand represents the Book of the New Law.
Tiiis gesture of the hand and the roll are alike a

constant feature on the sarcophagi, and the latter

themselves afford proof of the secular origin of both.

It was the custom to include a medallion or panel on
the front of the body or lid, on which either a portrait

of the deceased, a symbolic device, or an inscription,

was placed. The panel was either square, circular, or

key-ended, as upon the lid of a sarcophagus shown in

PL II (2) ; or of an ornamental character, taking the
form of drapery sustained by winged genii, as upon the

same lid ; or of a shell as illustrated in PL II (3) ; or

is occasionally only a space separated off by details of

the sculpture, such as palm trees.
1 The shell contains

portraits of a senator, or pleader in the Courts, and
his wife, pleasingly arranged ; the wife has her left

hand passed round her husband's neck, while her right

rests upon his breast. He wears the toga and holds
a roll in his left hand, towards which his rig] it hand
is directed. The first two fingers are extended, the
other two being closed. This is the attitude of a man
delivering an oration, and the position of his fingers

is a conventional gesture of address of the Roman
orator. Similarly, the portrait with the drapery be-
hind on the sarcophagus lid has the fingers in the
same position.

There are a good number of references to these
gestures in classical writers, but Quintilian is the
principal source of information. In his Institutes of
Oratory, Book XI, ch. iii, 92, etc., he goes minutely
into the different movements of the hands. They are
very difficult to follow, and I can only say that to

perform them all adequately wrould be a feat of gym-
nastics. I give some short extracts :

" But with
regard to the hand, that gesture is most common in

which the middle finger is drawn in towards the
thumb, the other three fingers being open ; it is

1 For other examples, vide Lowrie, op. cit., pp. 250, 256, 260, 261.
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suitable for exordia, moderately exerted and with a

gentle movement of the hand in either direction,

while the head and shoulders bend almost impercept-

ibly towards that quarter to which the band is

stretched " And again : " Sometimes we hold

the two first fingers apart, without, however, inserting

the thumb between them, but with the two lower
fingers slightly curved inwards and the two upper
ones not quite straightened" 1

; and there is a great

deal more in this style. In the same chapter the

different modes of wearing: the to^a in debate are

also fully gone into.

Although I have been carefully through the text, I

confess I am unable to find an exact correspondence

between any of the gestures described and the one
we are considering. The only allusion to it I have
come across in any modern book, is in Lowrie's Chris-

tian Art and Archteology (p. 260), where, in reference

to a certain sculpture on a sarcophagus, he says:—
"Christ's gesture in this scene is that which is commonly called the

Roman Benediction, with the fourth and little ringer closed, and the

others open. The position of the fingers is the same in the act of

creation and in the healing of the blind. But in this instance we see

it is not a gesture of blessing, but simply the accompaniment of His
address. We learn in fact from Christian and Pagan monuments, that

this was the commonest gesture in oratory, and it was therefore quite

naturally, though only incidentally, used in the address of benediction.

Many of the ancient pictures of Christ—particularly in the mosaics

—

have been taken to represent Him in the act of benediction when they

really denote simply the gesture of address. The so-called Greek
Benediction, in which the thumb and third finger are crossed in the

palm and the other three ringers open, was likewise a common gesture

in oratory, and it was only in the course of the Middle Ages that it

became distinctive of the Eastern Church and confined to the act of

benediction."

It is possible that among the Pagan Romans this

gesture may have been employed to indicate a blessing,

but I have been unable to find any allusion to it as such

in classical writers ; also I am unable to indicate the

date when it first acquired the significance of a blessing

among the Christians.

1 Bonn's trans.
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Ivory Gospel Cover, 5th or 6th Century.
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In Nortlicote and Brownlow's Roma Sotterranea there

is an illustration of a fresco in the Catacomb of SS. Peter

and Marcellinus, where Christ appears in the centre

with His right hand raised as if in benediction, and in

His left an open book. He has a nimbus. The open

book, with its writing, is a prominent feature. I should

regard the gesture here as one of declamation rather

than blessing, especially when compared with others

of the same kind where the arm is stretched forward

rather than raised. This is not earlier than the 5th

century, and I doubt if any examples of the gesture

of benediction, as such, of so early a date are forth-

coming.

The ivory book covers provide us with interesting

examples. PI. Ill shows a Gospel cover in the Bib.

Nat., Paris, of which there is a cast at South Kensing-

ton. It is probably of the 6th century, or possibly

the 5th. The subjects on the four small panels and at

the bottom correspond with the Miracles on the sarco-

phagi, but betray deterioration. The most noticeable

features are that the rod in Christ's hand has become a

cross, and that He has no nimbus. The gesture of the

hand is the same, the two first fingers being extended.

In the centre panel Christ's attitude is generally one

of declamation, the gesture of the hand being that of

address, and not of blessing. It will be noticed that

of the two figures behind His chair, one uses the same
gesture, while the other has his hand raised as if in

astonishment ; this appears again very clearly in the

Raising of Lazarus below.

The gesture, however, having once acquired the sig-

nificance of a blessing, seems to have ever after been

called "the attitude of benediction"; in short, the

conventional form has created a conventional phrase.

It is found in our 12th-century sculptures, in such

scenes as :

—

1. The Baptism of Christ. The hand of the First Per-

son of the Trinity and the hand of the Baptist alike

are in this form, as upon the font at Castle Froome
(Hereford) (PL IV (1)); the hand of the First Person
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on the font at Lcnton (Notts.) 1

; and the hand of the

Baptist on the font at West Haddon (Northants.), if

the figure holding the book represents him there; 2 the

hand of Christ in the same scene on the font at

Brighton, and in —

2. The Entry into Jerusalem, on the font at West
Haddon. 2

3. Miracles; as in the two scenes of the Raising of

Lazarus on the Lenton font (PL IV (2) ).
3

4.

—

The Last Supper, on the fonts at Brighton (PL IV

(3) ), and North Grimston (Yorks.),
4 and on tympana in

such scenes as

—

5.

—

The Virgin and Child, at Fownhope (Hereford); and

6.— Christ in Glory, at Barfrestone (Kent), Ely Cathe-

dral,
5 Rowlstone (Hereford), (PL V (1)), and Essendine

(Rutland). 6

There are also many examples of the hands of apostles

and ecclesiastics in this position, as on the lead font at

Walton-on-the-Hill (Surrey), 7 and elsewhere.

It is clear that the gesture cannot be equally inter-

preted as a " benediction " in all these cases, though it

is no doubt difficult sometimes to draw the line. In

the case of the First Person on the Castle Froome font,

it would seem to be both a gesture of address and a

benediction, accompanying the divine voice from the

cloud, and the words "This is my beloved Son, in

whom I am well pleased." In the case of the Baptist,

whose fingers touch Christ's head, it is a gesture ac-

companying the act of Baptism. The Baptist is here

1 Illustrated in Allen's Christian Symbolism, p. 289.
2 Ihid., p. 294, also illustrated in F. Bond's Fonts and Font Covers,

p. 158.
3 Ihid., p. 298.
4 Ibid:, p. 303.
5 Ibid., p. 262.
6 Ibid., 263.
7 Vide article on this font by the late J. L. Andre, in Surrey Arch.

Coll., IX, 157—160.
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the agent of the divine will, and the position of the

fingers recalls the sarcophagi closely. This sculpture

may be conveniently compared with an interesting

miniature of the Baptism in a 12th-century MS. in the

British Museum (Nero, C. IV). Christ there stands naked
in the water, which is heaped up. On the left the

Baptist, in a dark hairy raiment, performs his office

with the first two fingers extended; and on the right is

an ann-el holding a rich tunic. Many fish and shells are

in the water. Where Christ himself is shown in this

attitude when being baptized, it must be due solely to

conventional treatment, as He is not recorded to have
made any speech on the occasion.

In the scene of the Entry into Jerusalem at West
Haddon, the action is also capable of two interpreta-

tions, i.e., of address and of benediction; the first, in

view of the speech made by Our Lord, recorded in

Lake xix, 40, where, at the request of the Pharisees

that he should rebuke his disciples, he said: "I tell

you that, if these shall hold their peace, the stones

will cry out " ; and secondly, as a general blessing

given to the assembled multitude. This subject occurs

also in the MS. Nero, C. IV, where the first two
fingers of Christ's hand are similarly extended.

In the kindred subject of Christ's Entry into Jericho
[Lake xix, 1), with Zaccheus in the tree, which occurs

on the sarcophagus with the shell, the fingers of His
right hand are in the attitude of address, while the

left holds the reins.

The two scenes of the Raising of Lazarus on the font

at Lenton are very instructive. They are both on the
west side. The first (PI. IV (2) ), shows Christ address-

ing Martha and the disciples on the subject of the Resur-
rection. His right hand is raised with the two first

fingers extended. From the composition of the picture

and the recorded account, this cannot well be more than
a gesture of address. Christ is literally addressing them.
In the second scene He performs the miracle. The sculp-

ture shows attendants removing the stone. And, here
His figure testifies to the strength of conventionality.
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for He is holding a book in His left. I should regard
the gesture here as associated with the exercise of divine

power, as upon the sarcophagi, the book taking the place

of the roll.

In MS. Nero, C. IV, there is a fine miniature of this

subject, with many figures. Christ holds a scroll, on
which are the words tollite lafidkm, in His right

hand, which has only the forefinger raised, but this

gesture I deal with later on.

In the scenes of the Last Supper, the gesture pre-

sumably accompanies the act of consecration [Mutt, xxvi,

26; Mark xiv, 22), as at Brighton (PI. IV (3)), and
can hardly be taken as a general benediction.

On the other hand, in the scenes of the Virgin and
Child and Christ in Glory on the tympana, the gesture

would, I presume, be held to be a benediction. My illus-

tration (PL V (1)) from Rowlstone (Hereford), shows a

good example of the latter.

In the case of Apostles and Ecclesiastics the gesture

may also be that of benediction, but it is quite possible

to regard the attitude of many of these figures as that

of address

—

i.e., literally addressing a congregation of

people.

I am not desirous of pushing this argument too far,

but I think there is sufficient in it to make one wish

to get behind the veil of conventionality of treatment,

and see how the original practice arose. It may be
that in course of time our views will be modified about

the gesture, even in such a scene as that of Christ in

Glory.

Similarly, we may trace the book in Christ's hand
back to the " volumen " or roll in his hand upon the

sarcophagi, and in the hands of the senators in the

shell and panels. This was the parchment in common
use for writing on, often composed of many pieces and
rolled on a stick. The younger Pliny, in one of his

" Letters " enumerating his uncle's works, speaks of

" ' Studiosi tres ' in sex volumina propter amplitudinem

divisi, quibus oratorem ab incunabulis instituit et per-

fecit."
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1 Rowlstone : Christ in Glory.

G. C. Drice, Photo.

(3) Brighton : St. Nicholas and Pilgrims.
face 11.
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Although the figure in the medallion at Chaldon,

no doubt, represents " Christ in Glory," there is no

book. He holds a cross, the Cross of the Resurrection.

This sometimes occurs instead of, sometimes in con-

junction with, the book, as at Ely Cathedral.

There are five figures of angels in the Chaldon paint-

ing, viz. : St. Michael Weighing Souls, two helping souls

on the upper part of the ladder, and two flying above.

The first three are very much alike, rather stiff and

stately forms that seem to have Byzantine influence

about them, and resembling the angels on the mosaics

at St. Vitale, Ravenna. The two illustrated (PL V (2) ),

appear in the apse, together with St. Vitalis and bishop

Ecclesius, and are clothed in long-sleeved tunics with

the clavi angusti—i. e., the stripes of the equestrian

order at Rome— and the pallium over, showing the

adoption of secular garments. The angels at Chaldon
are clothed in long robes, sleeved tunics, and mantles.

The Western mode of representing such angels was
simply as men with wings, as at St. Vitale. Angels are

frequently mentioned as " men " in the Bible, and we
do not read of their having wings in the Old Testa-

ment. The descriptions of flying seraphim in Isaiah vi,

2, 6, and of cherubim in Ezekiel x, 5, &c, do not apply

to ordinary angels. 1 Lactantius, in his Divine Institu-

tions, distinctly intimates that they are male (Bk. II,

ch. 15).

The flying angels also have their counterpart in early

Christian art in the winged genii on the sarcophagi, in

the angels supporting medallions at St. Vitale and else-

where, and on the early ivory book-covers. 2 There was
no lack of models for them in classical art : Mercury and
Iris were ready to hand, the messengers of the gods,

1 Vide two articles on the cherubim and seraphim, in the Nineteenth
Century Magazine, by Dr. A. Smythe Palmer, Febrnarv, 1901, and
October, 1909.

2 Vide illustration, in Lowrie's Christian Art and Archaeology

(p. 288), of the Ivory Gospel cover of the 7th century from Murauo
(now at Ravenna), where the cross appears within a wreath, held by
two flying angels.
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presenting an association of idea with that of form ; also

winged Victories by the score, the Winds, and others.

Iris appears on vases as a lovely winged being, clothed

in a girdled tunic, floating through the air.

It will be noticed that the Angel on the left side of

the ladder at Chaldon is pointing with his forefinger,

as if showing the way. There are a large number of

instances of this feature both in early and mediaeval

Christian art. Upon one of the sarcophagi a seated

figure appears, with two men in front, one of whom
carries a lamb. This subject is considered to be Cain
and Abel with their offerings and the seated figure the

First Person of the Trinity. He points to the man with

the lamb and is evidently speaking to him. On another,

where Christ is brought before Caiaphas, an attendant

has his forefinger raised pointing to Him, but Caiaphas

has two fingers raised. On the same sarcophagus, in

the scene of the restoration of the dead boy (or Lazarus),

a disciple and a woman each have the forefinger raised.

They seem to be speaking to each other. Upon a sar-

cophagus, illustrated in Bosio's Roma Sottarranca, p. 87,

the maidservant raises two fingers when addressing

Peter, but he points to his own face with his forefinger

only. There are several instances of this. If we turn to

the MS. before mentioned (Nero, C. IV) and look through

the miniatures, we find a very large number of instan-

ces ;
viz. : the Deity holds up the forefinger when telling

Adam and Eve not to touch the fruit of the tree
;
when

telling Noah to build the ark, and Abraham to sacrifice

Isaac. Angels also in many scenes, i. c, when giving

the spade to Adam ; when appearing to the Shepherds,

and to the Magi and Joseph when asleep, and at the

Resurrection. Gabriel also uses the same gesture when
addressing the Virgin; Noah when receiving the dove;

Abel with his lamb ; Saul, David and attendants in

various scenes ; both Elizabeth and the Virgin in the

Salutation scene ; the Magi several times ; Herod on the

occasion of the Slaughter of the Innocents; Christ and

the apostles in various scenes ; spectators of the Entry

into Jerusalem ; Judas at the Last Supper ; Pilate, etc.
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There is, however, no fixed rule, for upon an ivory

diptych (German or North French) in the Mediaeval

Room at the British Museum (Case F), the Angel ap-

pearing to the Shepherds has two fingers extended, and
in the Baptism scene the Baptist has all four fingers

extended on Christ's head, and the hand of the First

Person in the cloud is the same. This occurs in other

cases.

For representations of this feature in mural paintings,

I would refer to the paper on " Hardham Church and
its Early Paintings," by Mr. P. M. Johnston, F.S.A., in

Sussex Archaeological Collections, Vol. XLIV, where there

are beautiful reproductions of his tracings. Gabriel

points with the forefinger when addressing the Virgin,

and Adam and Eve each point to the Dragon. And on
another plate (p. 91), the Angel points to Joseph and
the Magi when asleep. In sculpture it appears in the

legendary scene of St. Nicholas and the Pilgrims, on the

12th-century font at Brighton (PI. V (3) ). St. Nicholas

points with his finger towards the vase of burning oil

when directing the man to throw it overboard.

In so many instances and in such different circum-

stances it is perhaps difficult to draw a too decided

deduction, but the gesture seems to indicate emphasis
given to some important action. Mr. Johnston takes

this view. He says (p. 86), " On the left is the

Archangel Gabriel, the forefinger of his right hand
emphasising the message he is delivering to the Blessed

Virgin."

This gesture, like the Benediction, was a continuation

of a Pagan custom, and we can ascertain in a similar

manner from Quintilian what its purport was : In

Book XI, c. iii, par. 94, of his Institutes of Oratory, he
says, " But when three fingers are compressed under the

thumb, the finger which Cicero says that Crassus used
with such excellent effect is then fully extended. This
finger has great effect in invective and demonstration,

whence it has its name [index digitus), and being a little

brought down, after the hand has been raised towards
the shoulder, it affirms."
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Evidently, then, the extended forefinger in Christian

art means something' more than pointing to an object.

It is intended to demonstrate the importance of the

object in view, and the action of the Angel at Chaldon
is doubtless intended to indicate the importance of the

undertaking before the Souls mounting, or about to

mount, the ladder.

The circular medallion can probably be accounted for

in a similar way. Didron calls the compartment in

which a figure of Christ, or the Virgin and Child, occurs

a " nimbus of the body " as opposed to that of the

head, and terms them when combined an "aureole'' or
11 glory." He says, " There can be no doubt that the

nature of the nimbus and of the aureole is the same

;

or that the element constituting both is fire or flame "

(Vol. I, p. 131), and points out the great antiquity of

this idea. The idea of the aureole or rays must, how-
ever, have been applied to forms already existing in

early Christian art, and which came from other sources.

Medallions with portraits of Christ and the apostles may
be seen upon the Brescia ivory box of the 5th or 6th

century, 1 and Didron illustrates (Vol. I, p. 186) a figure

of Jehovah as the God of Battles from an Italian psalter

of the end of the 12th century. He says (Vol. I, p. 118),

"It is a half-length figure of God in relief, and within

a circle like a buckler, resembling in every point those

figures on bucklers which are constantly seen on Roman
sarcophagi." 2 On the Christian sarcophagi we have the

square or circular panels bearing the inscription, device,

or portrait. Whether these ornamental frames are really

an adaptation of the Roman "clipeus" or buckler, as

Didron suggests, does not seem to be conclusively

established, but it was undoubtedly the custom for the

1 Vide Allen, p. 58. Illustrated in Lowrie, p. 282, who says it is

attributed to the 4th century.
2 Vide portrait in a circular medallion on a Roman sarcophagus found

near Tower Hill in 1853, and now in the Roman gallery at the British

Museum. These medallions are in the nature of framed panels with the

portraits in relief. The curious double lines forming the border of

the medalliou at Chaldon, seem to suggest that the artist wished to

carry out this idea.
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Romans to hang" up "clipei" as medallion portraits of

gods or distinguished men on the walls of temples and
houses, as we learn from various sources. Pliny says,

in his Natural History (Book XXXV, c. 3, 4): "So far

as I can learn, Appius Claudius, who was consul with

P. Servilius in the year of the City 259, was the first to

dedicate shields in honour of his own family in a sacred

or public place. For lie placed representations of his

ancestors in the Temple of Bellona, and desired that

they might be erected in an elevated spot, so as to be
seen, and the inscriptions reciting their honours read."

And again, " More recently, M. Emilius, who was consul

with Quintus Lutatius, not only erected these shields in

the ^Emilian Basilica, but in his own house as well ; in

doing which he followed a truly warlike example. For,

in fact, these portraits were represented on bucklers,

similar to those used in the Trojan war ; and hence
it is that these shields received their present name of
' clypei,' and not, as the perverse subtleties of the gram-
marians will have it, from the word ' cluo.' ' There are

also other references in Livy and Suetonius.

That the buckler idea was recognised in the Middle
Ages and had a symbolic association, at least with
the nimbus, is shown by an extract from the Hortus
Deliciarum, quoted by Didron (Vol. I, p. 284) :

—

" Light painted in the form of a circle round the

head signifies that the saints invested with it are

crowned with eternal light and radiance. For this

reason, that it has the form of a round buckler, the
saints being shielded by the Divine protection, as by
a buckler (scutum) 1

: hence it happens, that they them-
selves sing :

' Lord, defend us with the buckler of

Thy will.'

"

On the development of these forms in Christian Art,

the late Mr. Romilly Allen's remarks are worth quoting.
In his Early Christian Symbolism (p. 49) he says :

" The
development of the 12th century type of Christ in Glory,
enclosed within a vesica, supported by two or four angels,

1 The scutum was uot the same shape as the clipeus.
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may be traced back to the disc enclosing the cross and
held by a pair of angels, on the mosaic at St. Vitalis at

Ravenna, of the 6th century, which resembles so closely

the carvings on the great ivory book-covers at Ravenna,
in the Vatican, and in the South Kensington Museum,
and also the diptych of Rambona, in the Vatican " (vide

PI. V (2) ). And on p. 174 : "Probably one of the earliest

instances of the aureole round the figure of the Saviour
is to be found in the miniature of the Ascension, in the

Syriac Gospels of Rabula (a.d. 586), in the Medicean
Library at Florence. The aureole may possibly have
been developed out of the rectangular and circular

frames enclosing a cross or bust of Christ, supported
by angels at each side, which occur upon the sculp-

tured sarcophagi at Rome and elsewhere." * It would
be interesting to know if this early example of the

Ascension has actual rays.

This design became very popular in our church carv-

ings of the 17th century, and a good example may be
seen on a bench end at Dartmouth. It corresponds

very closely with the design on the Gospel book-cover

(PI. Ill), the date 1630 replacing the cross. The Norman
tympana show considerable variety. At Aston (Here-

ford) the Agnus Dei appears in an ornamental circle,

with two winged beasts as supporters, one an ox hold-

ing a (?) book, the other a griffin-like animal, which
are no doubt meant for the evangelistic symbols of

St. Luke and St. John, the latter being made so for

reasons of svmmetry ; at Barfrestone, the angels hold-

ing the aureole are very small.

Whichever way we may regard it, it seems almost

certain that the compartments, whether oval, circular,

or otherwise shaped, enclosing Christ in Glory on our

Norman tympana can be traced to classical sources,

but it seems to be doubtful whether they should all

be regarded as "aureoles" in the true sense of sym-
bolising rays. When the symbolic meaning came to

1 For illustrations of sarcophagi with uugels (genii) holding up the

medallion, vide Bosio, Bom a Sotterranea, p. 91, and Lowrie, pp. 250,

256.
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be applied is uncertain. It probably followed soon

after that of the nimbus. The latter is not, however,

in the same position, for it is applied to the head
only, and does not form part of the design, as the
" aureole " does upon a tympanum. Some of the lat-

ter may be only ornamental frames or borders, and a

decision can only be come to on the merits of each.

The angels and demons play an important part in the

Chaldon painting. The early Christians took their ideas

of such beings from the Old Testament and the Jews,

who in turn got them from the Babylonians ; but the

interesting question arises as to how far they were
tinctured by the current ideas of the Romans about
" spirits," and whether this affected their representation

in Christian Art. The influence of "spirits" must have
been a powerful one among the Jews, judging by the

numerous references in the New Testament to persons

possessed by " devils." Everything, too, among the

Romans was supposed to be possessed by an indwelling

spirit or "genius." Servus Maurus Honoratus, a gram-
marian who flourished c. a.d. 412, says, "The ancients

called the nature god of every single place, or thing,

or man, by the name of ' genius.' ' The genius of

wine appears everywhere in Classical Art as a winged
cherub, and upon a sarcophagus in the Lateran Museum
we find winged cherubs sculptured, gathering the vint-

age in company with three figures of the Good Shepherd.

This sarcophagus is rather earlier than most of the

other Christian sarcophagi, and is purely classical in

motive. Northcote and Brownlow, in Roma Sotterranea,

in speaking of certain early decoration in the Cemetery
of Domitilla, say: "We do not deem it necessary to

insist on finding a Christian meaning in every detail

of the work, e. (/., in the little winged ' putti ' which
appear among the branches; these were most probably
introduced only as innocent artistic ornaments." The
winged genii holding the panels on the more markedly
Christian sarcophagi may possibly be symbolic of

Christian victory; it would be a legitimate deduction

VOL. xxiii. c
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from the numerous instances on Roman coins of "vic-

tories," generally draped, holding wreaths or placing

them on the heads of conquerors, who are often in

chariots.

But for a closer acquaintance with the ideas of

"spirits" in the mind of at least one Christian theo-

logian, in the early part of the 4th century, we may
turn to Lactantius, who in his Divine Institutions

(Book II, c. XV), gives us his views of them, and
incidentally tells us what the Pagan Romans thought
of them. His doctrine is important, in view of the

circumstances in which, subsequently, demons were re-

presented in Christian MSS., sculpture, and painting,

and therefore I have thought better to give the chapter

in full :

—

" Of the corruption of Angels, and the two kinds of Demons.

" When, therefore, the number of men had begun to increase, God in

his forethought, lest the devil, to whom from the beginning He had

given power over the earth, should by his subtilty either corrupt or

destroy men, as he had done at first, scut angels for the protection and
improvement of the human race ; and inasmuch as He had given these

a free will, He enjoined them above all things not to defile themselves

with contamination from the earth, and thus lose the dignity of their

heavenly nature. He plainly prohibited them from doing that which
He knew that they would do, that they might entertain no hope of

pardon. Therefore, while they abode among men, that most deceitful

ruler of the earth, by his very association, gradually enticed them to

vices, and polluted them by intercourse with women. Then, not being

admitted into heaven on account of the sins into which they had

plunged themselves, they fell to the earth. Thus from angels the

devil makes them to become his satellites and attendants. But they

who were born from these, because they were neither angels nor men,
but bearing a kind of mixed nature, were not admitted into hell,

as their fathers were not into heaven. Thus there came to be two
kinds of demons ; one of heaven, the other of the earth. The
latter are the wicked spirits, the authors of all the evils which
are done, and the same devil is their prince. Whence Trismegistus

calls him the ruler of the demons. But grammarians say that they

are called demons, as though " daunones," that is skilled and ac-

quainted, indeed, with many future events, but not all, since it is

not permitted them entirely to know the counsel of God, and there-

fore they are accustomed to accommodate their answers to ambiguous
results. The poets both know them to be demons, and so describe

them. Hesiod thus speaks :
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'These are the demons according to the will of Zeus,

Good, living on the earth, the guardians of mortal men.' 1

And this is said for this purpose, because God had sent them as

guardians to the human race ; but they themselves also, tho' they

are the destroyers of men, yet wish themselves to appear as their guar-

dians, that they themselves may be worshipped and God may not be

worshipped. The philosophers also discuss the subject of these beings.

For Plato attempted even to explain their natures in his Banquet ; and

Socrates said that there was a demon continually about him, who had

become attached to him when a boy, by whose will and direction his

life was guided. The art also and power of the Magi 2 altogether

consists in the influences of these ; invoked by whom they deceive

the sight of men with deceptive illusions, so that they do not see those

things which exist, and think that they see those things which do not

exist. These contaminated and abandoned spirits, as I say, wander

over the whole earth, and contrive a solace for their own perdition

by the destruction of men. Therefore they fill every place with snares,

deceits, frauds, and errors ; for they cling to individuals, and occupy

whole houses from door to door, and assume to themselves the name
of 'genii,' for by this word they translate demons in the Latin

language. They consecrate these in their houses, to these they daily

pour out libations of wine, and worship the wise demons as gods of the

earth, and as averters of those evils which they themselves cause and

impose. And these, since spirits are without substance and not to be

grasped, insinuate themselves into the bodies of men ; and secretly

workiug in their inward parts, they corrupt the health, hasten diseases,

terrify their souls with dreams, harass their minds with frenzies, that

by these evils they may compel men to have recourse to their aid." 3

The beginning- of this pronouncement is clearly based
on the early verses of chapter vi of Genesis, and with
it is connected the Fall of the Angels and formation of

demons. With this, again, is contrasted the current

ideas of the Pagan world about spirits, viewed through
the spectacles of the Christian theologian. It is pro-

bable that, with the masses, the belief in spirits re-

mained pretty constant, the good spirits coinciding

with the Christian conception of the " Guardian Angel,"

1 " When Earth's dark breast had closed this race around,

Great Jove as demons raised them from the ground.

Earth-hovering spirits, they their charge began,
The ministers of good, and guards of man."

Eldon's Hesiod's Works and Days, 161.
2 Magicians.

3 Ante-Nicene Library, Vol. XXI.

c2
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while the term "demon" acquired a permanently evil

significance. The enormous number of angels and
demons in mediaeval Christian Art testifies to the large

part they played in people's imaginations The Angels
at Chaldon are engaged in the work of salvation of

souls, while the demons are busy gathering them for

destruction.

The demon of the west was, like the angel, based
upon the human form, with such additions as might
suitably complete his "get up," and it is interesting to

see how this was done. In the Chaldon painting there

are no less than 12 remaining, all more or less of one
type. Their principal features are :

—

1. Ears erect.

2. Large almond-shaped eyes.

3. Grinning mouths with fringe of teeth and pro-

jecting tongues.

4. Tails.

5. Feet either hoofed or clawed.

Certain demon features do not appear, such as a shaggy
skin,

1 horns, wings, and faces on the body. The large

demon in the soul-weighing scene seems to have a con-

ventional fringe of hair on his head.

For the "making up" of the Christian demon as

repulsive as possible, the desired attributes had to be
borrowed from elsewhere, and we turn again to Class-

ical Art for details. There were ready to hand certain

models, which in addition to their forms were attractive

by reason of their associations. These were the Gorgon
and the Satyr. The Gorgons were the inhabitants of

Hades. We are not concerned with the poetic version

of the three Gorgon Maidens as given by Hesiod, but

with the Medusa heads. The terrible nature of her ap-

pearance is a common theme. Homer (1L, xi, 367) thus

tells of the shield of Atrides : "And on it was set as a

crown a grim-eyed Gorgon, glaring terribly, and round
about were terror and fear "

; and again from the vision

1 The large demon on the right of the cauldron alone has a little hair

on his leer.
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of the dead summoned up from Hades before Ulysses

(0(L, xi, 632): "But first the nations of the dead

gathered round me in their myriads with awful din

;

and green fear seized me lest revered Persephone might

send me up from Hades the head of that dread monster

the Gorgon." And in the Prometheus Vinclus of iEschy-

lus: "And near these are the winged sisters three with

snakes for hair, hateful to mortal men, the Gorgons

—

whom no mortal man shall see and live."

Gorgon heads occur in considerable variety ; their

chief features are the curly or snaky hair on the head
with sometimes small wings, the fringe round the face,

ears, and the grinning mouth with fangs and projecting

tongue. The accompanying illustration (PL VI (1))
shows two upon antefixre or roof tiles from Capua, c.

500 B.C. and now in the British Museum. These Gorgon
heads had a great influence upon our architectural details,

as the motive is found in many carvings on misericords,

most of which are I feel sure intended for demons' heads.

At Minster (Thanet) there are three together (PL VI (2)),

the two outer ones following the classical type closely,

but the centre one is more of an actual demon, having
horns and claws, which may be seen clutching the head-

dress of the lady. This scene is akin to those of the

sacrament of Penance upon the 7-sacrament fonts, where
the demon either clutches one of the guilty pair, as at

Farningham (Kent), or is perched on the man's head
or shoulder as at Great Glemham (Suffolk). The division

down the tongue is very marked here, and compares
with the same detail on the antefixaB, but the size of

the tongue in the carvings is often much exaggerated.

And here I must point out that we have almost the

same thing, a beast's head with projecting tongue, due
to another classical motive, the lion's head, frequently

seen on coins. The resemblance between the two
designs is often close, and it is difficult to distinguish

between them. The tiles at Wonersh Church are a case

in point. 1 Good examples of lions heads, the centre one

1 Illustrations of Pardus and similar animals with grinning mouths
and tongues out occur also in the mediaeval Bestiaries.
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full face, may be seen upon a misericord at Chichester

Cathedral.

These conventionalised demons' faces also occur on
bosses, such as those from the old nave roof at South-

wark Cathedral. In the illustration here given (PL VI
(3) ) the small boss on the right shows the Gorgon motive
faithfully, but the large one is more the face of a demon.
He is apparently consumed with joy at swallowing the

woman. It may possibly be only the devil devouring a

lost soul, but I feel pretty sure it is a form of the legend

of St. Margaret, because her skirt and boots, which Ave

see going in, correspond closely with the two 12th-cen-

tury examples at Bretforton (Wor.) and Cothani (Yorks.),

where she is swallowed by a dragon. The boss above,

on the other hand, seems to reflect a beast's head. At
Lincoln Cathedral there is a good boss of the Gorgon
head type.

While I think the Gorgon's head, with its association

with Hades, supplied the main motive for the demon's
head, it is quite likely that the Bacchanalian masks
which follow it closely had a considerable influence.

They were worn by men representing satyrs, and had
grinning mouths, often with tongues out, and they
sometimes had two little goat horns on the top of the

head mixed with the hair. Examples of these masks
appear on gems, and may be seen illustrated in King's

Antique Gems and Rings (PI. XXXI). The Classical satyr

generally supplied most of the other features of the

Christian demon, viz. : the tail, hoofed feet, shaggy body
and horns. It is possible that the shaggy or goatskin body
may be indicated by the red colouring of the big demon
on the right side of the cauldron in the painting. The
satyr is described in Smith's Classical Dictionary as

having " bristly hair, the nose round and somewhat
turned upward, the ears pointed at the top like those

of animals, with two small horns growing out of the

top of the forehead, and with a tail like that of a horse

or goat." Of my two illustrations, the first (PI. VI (4) )

is taken from Plate 73 of II. Garguilo's Recueil tics monu-

mens da Musee Royal Bourbon (Naples, 1858), and shows
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Jacf 23.
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a dancing competition between a satyr and goat on a

mural painting from Pompeii. The other is a little bronze

(PI. VII (1) ) in the British Museum. Both have horns

and hoofed feet, and between them most of the other

features. A great many of the satyrs on the vases at

the British Museum are connected with the Bacchanalian

festivals, where they occur with Maenads. The little

bronze shows a satyr with a wine bag on his shoulders.

He may be a victor in a game played more particularly

during the third Dionysiac festival, the Anthesteria, in

which a he-goat was sacrificed, its skin blown up with

air, and well oiled. The various competitors then tried

to dance on it, or to see who could drink most wine

without coming to grief, for the benefit of the spectators,

the winner getting a bag of wine as a prize.

*

The association of the satyr with the Bacchanalian

festivals was that of license and orgy, and although the

disgraceful form into which they developed at Rome
was suppressed, the art form of the satyr remained, and
in due time became typical of everything gross and
repulsive in the Christian eye.

As to the doctrine of demons, Mr. Waller, in his ac-

count of the soul-weighing, quotes from the Dialogues of
St. Gregory, who says, "that on the point of separation

of the soul from the body, the good and bad angels

come, and the merits and demerits of the man are

weighed. The good angel alleges and recites the man's

good works, the bad angel recalling to memory all the

evil ones. And if, indeed, the bad preponderate over

the good, so that he departed in mortal sin, immediately
the soul is delivered to the torturers, who thrust the man,
or his soul, down to the prison of Hell to eternal punish-

ment." This is the stage before the Hell-cauldron scene,

and it is well represented upon a sculptured tympanum
of the 12th century, now in the Philosophical Society's

Museum at York (PI. VII (2)). The demons here are

three in number, and they are busy securing the soul of

1 Vide Smith's Dictionary of Greek and Hainan Antiquaries, s. v.

Ascoliasmus, where there is a cut copied from Krause, Gymnastik
unci Agonistik d. Hellenen, p. 399.
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the dying man, which appears as a naked infant issuing

from his mouth. They have the shaggy skin, tails,

repulsive heads with grinning mouths, fringe of teeth,

and ears erect. The left demon has wings, as befitting

a bad "angel," the right one claws, as in the painting.

I am not quite sure about the source of these claws,

which resemble birds' claws; it is possible they came from

the harpies, which had a bad character as birds of prey.

Another good example of demons, who approach the

details of the Chaldon painting, is to be seen on the base

of the central shaft of the great west doorway at Peter-

borough Cathedral (PL VII (3)). Here they are both

clawed and hoofed, and they are throwing a lost soul,

who is clothed, head first over into what we may imagine

is Hell-cauldron below.

The cauldron scene at Chaldon is a very terrible one,

and testifies both to mediaeval methods of religious and
moral teaching, and the public imagination on the subject

of Hell torments. With a view of comparing details, I

have had a reproduction made of a similar scene in the

MS. before alluded to, Nero, C. IV (PI. VII (4) ). The
cauldrons have a marked resemblance with their fires

beneath and the cluster of souls within. In the MS.
illustration one of them is crowned, and they all

seem to be crying out. There are also two demons
attending to each pot, but while at Chaldon they

both have forks, in the MS. one lias a rake, with

which he is catching a wretched soul, who has fallen

out. Another demon in the MS. likewise brings a

soul on his back to the cauldron, while two more
are busy cutting a poor wretch's hand off on the

top of an ornamental post, to which he is chained.

The demons here are of the most revolting description.

They all have horns, shaggy bodies of different kinds,

tails, and hoofed or clawed feet, the latter being those

of birds of prey. They have the same wide grinning

mouths, teeth, ears, and fringed faces. The large

demon on the left, with the mallet, has a waist-band

into which his rake is stuck, and he has winged feet,

an unusual feature, which I can only attribute to a
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classical model, such as Mercury, and I presume they

signify the same as wings on the shoulders. There is

another remarkable feature about the demon with the

mallet. He has a head at the end of his tail. This is

a dragon's head, and is an adaptation from those heads

which appear on dragons' tails in MSS. and sculpture.

We see it on the tail of the Great Red Dragon in MS.
illustrations of the Apocalypse, and sculptured examples

may be seen at Newton Church (Yorks.), and upon a

boss at Southwark Cathedral. This tail-head was a

stinging or biting one, to emphasize the venomous
nature of the dragon.

In his reference to the Hell torment scene, Mr. Waller

says little or nothing about the cauldron and its contents.

What were the torments that the souls therein were sub-

jected to ? We can ascertain this from mediaeval literature.

In a MS. at Jesus College, Oxford (No. 29), there is a

metrical poem in an early English dialect, entitled,

" The xi Pains of Hell," recounting a visit of St. Paul

to Hell and what he saw there.
1 An account of the

second Pain includes the following:—
"Then there is an oven heated,

Seven devils stand thereat,

And the souls receive,

And them into the fire toss.

Things there be all about,

That man ought much to fear :

Snow and ice and clotted blood,

Snakes and adders stinging very fiercely."

The account continues that such guilty souls have no
rest, and tells us that these torments are for the

lascivious, rearers of unjust laws, and false judges.

In another version (Douce MS. 302) where Michael
takes St. Paul to visit Hell on a Sunday, the account
runs thus :

—

1 The following extracts are taken from "An Old English Mis-
cellany" published by the Early English Text Society, 1872, but as

the dialect is difficult without a glossary, I have thought it better

to put, the lines into more modern form, even at the expense of

the metre.
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" Within the gates, when they were passed,

A marvellous furnace there they see,

Many a sinful soul were therein cast,

Four flames of fire stood burning,

Of divers colours wonderfully
;

About that furnace seven sorrows there were,

Great snow, great ice, great cold and horrible,

Great adders, great stench, great light, great lire."

These torments were for proud men, robbers, and
man slayers.

In a third version (Vernon MS.) we have the
" fournes " directly called a cauldron:—

" He saw a cauldron burning at once,

Of divers colours with seven ray-
;

And there were they for their sin,

Divers in pain therein :

And seven pains were there also,

That caused the souls much woe."

The souls that were tormented in those furnaces wept,

yelled, and desired to die {yule MS. illustration). In

this version the Bridge is mentioned, and a reference to

horns on Hell-angels:

—

" And there were four angels to tell

That were of the house of hell,

Burning horns had they on head,

They them tormented, and did them evil."

Another poem of the same period, also in the Jesus

College MS., helps us. It is termed "Death,'' and
gives us many details, including a description of the

devil. It treats of the relations between the soul and
the body, of their enmity, etc. ;

and then follow

verses in which the soul curses the body for having

betrayed it and laments the torments that it will

itself have to undergo in consequence :

—

"Now thou shaft remain,

And 1 must needs go
;

For ail thy guilt

I shall receive reward.

That is hunger and cold

And fire-burning sparks.

And so me will Satan

Full horriblv burn."
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Farther on the boiling lake is described, and a reference

to the rake :

—

" In a bitter bath

I shall bathe naked,

Of pitch and of brimstone

Boiling it is made.

There is Satan the wicked one,

Ready with his rake.

And so me will swallow

The fire-burning dragon.

Who sees that wicked one
How loathesome he be

Horns on his head
Horns on his knee.

There is nothing alive

That so horrible be

Woe is him in hell

That him shall see.

He yawneth with his mouth,

And stareth with his eye,

From out of his nostrils

Cometh the red flame,

That fire springeth him out

Of every eyebrow.

He must die for care

Who so him sees.

Also both his eye-pits

As a (coal-pit deep and great), 1

That fire springeth from him
Wonderfully red.

Nor may no tongue tell

How loathesome is the wicked one
;

Who so looketh on him
For care he might be dead."

From these sources we learn that the cauldron con-

tains seven great sorrows. The " bytter bath of pych
and of brimston " comes in the fourth Pain, otherwise
called a " water " or " flood," in which many souls were
immersed, including women who were unchaste and had
destroyed their offspring.

1 In a later hand.
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A vivid picture of demons roasting a soul over a fire

may be seen carved in a spandril in the south transept

of Worcester Cathedral (PI. VIII (1) ). The composition
is clearly based on the cooking of a large joint on a spit.

As a side light on this form of torment, I have found the

following in a loth-century Latin MS. in the British

Museum (Harl. 4751), in connection with the swan:
u But as the swan, when stripped of its white plumage,
is put upon a spit and roasted at the fire, so when the

rich and proud man dying is stripped of his earthly

glory, descending to the flames of hell, he will be tor-

tured and tormented ; and as he was wont when alive

to long for food, so he himself when going down into

the pit, becomes food for fire."

One of the features that we miss, both in the Chaldon
painting and MS. Nero, C. IV, is the little reptiles biting

the souls in the cauldron. They frequently appear in

sculpture ; a good 12th-century example occurs on a

carved stone, now in the Deanery Library at York

;

l

also upon tympana and doorways abroad, as at Bourges
Cathedral and Notre Dame, Paris. They take the form
of frogs or toads, lizards, and snakes. In the illustration

of Bourges (PL VIII (2) ) a snake and a frog or toad can be
seen on the edge of the cauldron, the latter with its head
in the mouth of a soul, while another bites the breast of

a woman. We read a good deal about these torments in

the poems I have quoted from. They are called " devil's

beasts." Faces and wings also upon the demon's bodies

appear at Bourges, and the large demon on the left has

a dragon head on the end of his tail, as in the MS.
Surrey archaeologists have reason to be thankful for

the possession of such a treasure as the painting at

Chaldon. It contains a wealth of material, much of

which remains to be written upon, the Bridge of Spikes,

for instance, and the Weighing of Souls.

So far I have not heard of its showing airy signs of

fading. The Rev. G. E. Belcher, Rector of Chaldon,

1 Illustrated and described in Yorkshire Arcliaiological Journal,

Vol. XIX, Part 76, p. 435.



PLATE VIII.

U. (!. Ruckxky, Photo.

I) Worcester Cathedral: Demons Roasting Soul.

(2) Bourges Cathedral: Hell Cauldron.

face 38.
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takes a great interest in it, and exercises a careful

supervision ; to him I am deeply indebted for special

facilities when photographing the painting some years

ago, and for much assistance in other ways. To Dr.

G. G. Buckley I must also express my thanks for the

loan of negatives of Castle Froomc and Worcester, and
to Mr. E. L. Guilford for that of the font at Lenton.




