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Introduction

nimated sculpeures of the crucified Christ, equipped with mechanisms
body — arms, legs,

allowing movement of selected parts of the Saviour’

head, eyes, and mouth — can be regarded as one of the most interesting
manifestations of the religious culture of l]\( Latin Middle Ages.
fully the features of the human body which relate o its movement, they stand
apart from other sculptural images of the crucified Christ in their exceptional
degree of realism. Used throughout the liturgical year, they played a special parc
in the paschal triduum period, when they were used in theatricalised liturgical
and paraliturgical ceremonics, as well as in mystery plays.

To date, there has been no study presenting animared sculptures of the
crucified Christ from a broad, pan-European perspective. The available works
examine them mainly within the local context of a particular country or region
of the Continent. The existing registers of artefacts of this type, analyses of
functions fulfilled by such sculptures and numerous studics pertaining to formal
and stylistic aspects are owed mostly to art historians, who devored a great deal
of artention o these sculpturs. The figures were also mentioned by theatre
historians — usually on the margin of deliberations on the shape and course of
theatricalised Holy Week liturgical ceremonics. References to animated sculptures
of the crucified Christ can also be found in the works of historians, puppet
theatre historians and ethnologists.

The aim of this study is o present, in a comprehensive way, the issues
related to the functioning of animated sculptures of the crucified Christ in the
religious culture of the Latin Middle Ages. The dissertation touches on works
made between the 12% and 16® centuries in Western and Central Europe, in
countries under the influence of the Roman Church. The work presents the entire
area where animated sculptures of the crucified Christ existed, and addresses

issues related to their dating, style and construction. We will discuss how figures
of this type funcioned throughout the liturgical year, especially during Holy
Week, and how they were perceived by the faithful. These considerations will
be supplemented by discussion of the topic, poorly rescarched so far, of the
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presence of animated sculprures of the crucified Christ in the religious culture
of later periods — a presence confirming the vitality and permanence of medieval
customs, which continue to be practised in some regions of the world to this day

Animated sculptures of the crucified Christ constitute a group of works which
cannot be properly understood without conducting interdisciplinary research.
The analysis of figures of this type, based on the findings of representatives of
a chosen scientific discipline, would lead to the creation of a cursory, incomplete
picture of the phenomenon they represented in the Middle Ages and in later

periods. That is another reason why in this study the results of rescarch conducted
by art historians serve merely as a starting point and constitute one of several
clements which allow us to reconstruct the part played by animated sculptures
of the crucified Christ in the religious culture of the Latin Middle Ages.




CHAPTER 1

The current state of research
and nomenclature issues

The current state of research

nimated seulptures of the crucified Christ have recently become a topic of
interest among rescarchers of medieval art. Apart from marginal mentions
of individual relics in Austria,! the Czech Republic,” Slovakia,” Spain
Germany,® Poland,é Portugal,” Switzerland,* and Iraly.” we can state that the
first study on the topic was written by Gesine and Johannes Taubert. Their
work was entitled Mittelalterliche Kruzifixe mit schwenkbaren Armen. Ein Beitrag
sur Verwendung von Bildwerken in der Liturgie and was

ublished in 1969 in
“Zeitschrift des Deutschen Vereins fiir Kunstwissenschaft

n the context of
previous publications, whose authors often neglected tha the described sclprures
feature moveable arms,!! the

Tauberts” publication constitutes an insightful

Garzarolli von Thurnlackh, 1941, pp. 27-28, 97; Reiner, 1929; Woisceschliger-Mayer, 1964,
8

p. 118
Kual, 1962, p. 12.
* Kampis, 1932, p. 52 Lajta, 1960, p. 8% Radocsay, 1967, p. 213; Vistaua strt... 1937, p. 42.
at. no. 206.
Alcolea, 1958, p. 45 Ceballos-Escalera de, 1953, p. 52.
Berliner, 1955, p. 198 (note 422); Breuer, 1959, p. 1
Macku, 1932, p. 60; Gurlitt, 1903, p. 22; Kautasch, 1907

D'Achiardi, 1904, p. 357 \mu
]
p. 541; Rocdiger, 1938

. 42; Milei, 1960, . 210; P
P 99 (note 66); Schidler, 1959, p. 50; Schildhauer, 19

p
milller, 1933, p. 147; Tocsca, 1950, p. 331; Venturi, 1906, p. 866 Bade woa, 185, pp. 212:214
Bode von, Tschudi von, 1888, p. 11, car. no. 25; Fabriczy von, 1909, p. narsow von, 188
p. 141; Volbach, 1930, p. 105,

© Galicka, Sygietyriska, 1967

" - 23; Tomaszkiewicz, 1966, pp. 189, 190.
Russell Cortez, 1967, pp. 5-6,
© Baier-Futterer, 1936, pp. 73
Mesnil, 1904, p. 72; Paacz 1931 Pp. 360-361; Pictralunga da, 1926, p. 62; Procacci, 1933,
Pp. 233-238; Toscano, 1963, p. 236,
19 Taubert, Taubert, 1969, pp. 79-121

A good example of this is the literature on the animated sculpture of the crucified Christ
equipped with moveable arms and tongue which is kepr in the Pinacoteca Comunale di Terni (c
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anal

of the form, construction, origin and function of animated sculptures
of the crucified Christ. Thus, to this day it remains the point of reference and
a valuable source of information for anyone conducting research on these types
of objects."

‘The authors were the first to create a catalogue of the surviving animated
sculptures of the crucified including information on- thirty-five
examples from Austria, the Cech Republic, France, Germany, Slovakia,

witzerland and Ttaly'® (it lacks information on sculptures from Spain,'t

chiesa di San Francesco, Terni). In 1910, Luigi Lanzi wrote about it: “Un valentissimo maestro, Gio-
vanni Teutonico, scolpisce per la chiesa di San Francesco wn Crocifiso, quasi a narural grandezza di
uomo. Laitante galileo, emaciato delle atroci sofferenze del martirio, splanca sulla eroce solenmente
le braccia; il capo reclinato serba ancora una espressione di macstd; la bocea semiaperta par che
‘ansia ultima dellagonia, ma la palbebra

lievemente respiri ¢ il petto sembea ancora sollevars nel
dice che il martire & spento: non & chiusa, & caduta per rialzarsi ma pi.”; Lani, 1910, p. 70. The
ly described from the perspective of who it vas created by and its style in 1960

vho also provides no information a to the figure’s possessing movable arms and
tongue: Lisner 1960, p. 184 In 986, Paolo Rinald, il drscrbing th olection o Pnacorca
Comrale i e, wasthe st 1 provide informaion sbout e selpur’s movsble a1
e S

lungo martirio & perfert

e dalla Croce, Lanatomia del corpo emaciato dal

i ! vl ¥ 4 Ao renpo apia o st s

ben reso &l perizoma, ¢ le bracia, meccanicamente articolat,
non lasciare incravvedere i punti di giuntura.”; Rinaldi, 1986, p. 23. Itis described in the context
of ather works in this style by Elvio Lunghi: “Il Cristo [referring to the work by Giovanni Tedesco
from Basilica inferiore di San Francesco d'Assisi] ha le braccia ripiegabili, per porer essere transfor
mato in un ‘Deposto’ durante le funzion del Venerdi

ono condortte con tale perfezione da

ino; dello stesso scultore si conoscono altri

due ‘Deposti: 'uno entrato nella Pinacoreca Comunale di Terni della locale chiesa di S. Francesco
[.I"s Lunghi, 2000, p. 123, CE: Cassio, 2005, p. 225; Fratini, 2000, pp. 22, 39-41. To date, the
literature on the sculpture i the Pinacoteca Comunale di Teen has Failed to mention Christs mov.
able tongue. A detailed study by Bruno Bruni devored to this feature of the sculpture s avaiting
publication (Bruni, 2007; che author would like to express his most sincere gratitude to Mr Bruno.
Bruni for making his study available to him). A meaningful example of the lack of interest in the
sculprures’ moveable elements i rescarchers treatment of the animated sculprure of the crucified
Christ ereated by Donatello for the Santa Croce Church in Florence. In the extensive literarure

devored to it, only several passages contain information about the sculprure’s having moveable arms.
The function of Donatello’s sculpuure, as evident by its construction, is usually not described. The
possibiity of the sculpture’s use in Good Friday ceremonies is casually mentioned in, among others:
Janson, 1957, p. 9; Kauffmann, 1935, p. 200; Paolett, 1992, p. 88
12 This s evidenced by the fact that few studies on animated sculptures of the crucified Christ
witten afir 1969 contain any new conclusions. Most researchers do not surpass the eforts of the
Tauberts. The situation changed in the sccond half of the 19905, when many new studics appeared
containing new historical and source material, which allowed broadened scope of rescarch.
Additionally; as an appendi, they included information on five crucifixes known from source

material

 In those days, three examples of the type we are interested in were known. The first of these
is the so-called Crsto de los Gascones, the sculprure imprecisely dated to the 12 century which is
on display in the San Justo Church in Segovia as a figure of Christ in the Tomb. They wrote about
the Crito de los Gascones in bricf, not treating it as a representation of the crucified Christ: Alcolea,
1958, p. 45; Ceballos-Escalera, 1953, p. 52. The second, a figure from the town of Aguilar, was
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Poland'? and Portugal,'é which were being rescarched at the time). On the
basis of the collected historical data, the rescarchers thoroughly analysed the
function of the animated sculptures of the crucified Christ, indicating in their
introduction that the conclusions were made possible by a comparison of the
claims made by arc historians with those made by the representatives of other
disciplines, such as philologists and liturgical historians.'” Thus, their publication
places a strong emphasis on source material, specifically records of liturgical Holy
Wieck ceremonies practised during the Middle Ages.

‘The Taubers referred to fragments of the Ordinarium from the Benedictine
conven in Barking (1370), the Ordinarium from the Benedictine monastery in
Priifening (1489), the Processionale from a Florentine cathedral (1490) as well
as a foundational document from Wittenberg relating to the local All Saints
Church, Die Stiffiung der abnemung des bildnus vnsers licbn herrn vnd Seligmachers
vom Creutz vnd wie die besuchung des grabs von den viertzehen manfSperfionen zcu
Wittenberg in aller heyligen kirchen bescheen soll. 1517. Based on these documents,
they were able to reconstruct the procedure of the Holy Week Depositio Crucis
ceremony, which recounted the events of Christ dying on the cross and his body
being laid to rest. They paid particularly close attention to those fragments of
the texts which mentioned the use of an animated sculpture of the crucified
Christ as part of the ceremony. In the course of their arguments, supported
with references to other records of the Depositio Crucis from the Bencdictine
monasteries in Rheinau (12 century), Hirsau (carly 12* century) and Pragu
(14" century), the Tauberts presented different variations of the ceremony
which a cross was placed, sometimes together with a Host, into the tomb instead
of a figure of Christ. The rescarchers also delineated the procedure for other
ceremonies practised during Holy Week: Adoratio Crucis and Elevatio Crucis

described in: Huidobro Serna, 1980 (first ed.: 1954), pp. 19-20, 38-39, 46-49. The third
from the town of Lira was mentioned in: Tormo, 1923, p. 184
i authors lst an example from Mszczondw but date it t0 ca. 1700, referencing informa.
tion in the Catalogue of Works of Art in Poland (Galicka, Sygictytiska, 1967, p. 23). It was mentio.
g in the context of short considerations on the reminiscence of medicval Holy Week

Modern era.

riez, 1967, p. 4

Dem Philologen fehle bei der Bearbeitung der Quellen hiufig dic notwendige Kenntnis
der Denkmiler und ihrer Form, umgekehrt gehen dem Kunsthistoriker meist die philologischen
Vorausserzungen fir die Bearbeitung von Schrifiquellen ab. Es wurde deshalb versucht, dic Frage
nach der Verwendung von Kruzifixen mit schwenkbaren Armen anders anzugehen: Der Kunsthi-
storiker die Denkmiler bearbeitend, die Philologin di erreichbaren Quellen auswertend. Im Ver
lauf der Arbeic stelle sich heraus, daR dic zu bewiltigenden Probleme nicht ohne cingehende
Sadien zur Geschiche des Kiclichen Kareags- und Ostracsemonien 20 ks sind. i des
o s ich mabesdienden Sy een e diciodec schichte heute
iibliche Methode LY e e B A
Gesloge Shemmocsnen: Tovbsec Tadbere; 1969, .
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Other texts, such as the so-called das Kreuzabnabmespicle from Wels (ca. 1500),
and Passionsspiel aus St. Stephan from Vienna (1687) also found their way into
the Tauberts' field of study. The rescarchers include them in the category of
dramatic works derived from the Depositio Crucis, In both dramas, written partly
in German and partly

n Latin, the laying to rest of Christ’s body constitutes one
element of a whole which Hldlldu other scenes. They feature well-defined roles,

and the dialogues between the characters ~ Pontius Pilate, Centurion, Joscph of
Arimathea, Nicodemus — are well-developed. The rescarchers liken both ¢
to the Vistiatio Sepulchri, which is conducted on the day of the Resurrection,
and trea them as ceremonies of a liturgi

al nature.'® The two dramas constitute
a particular type of text to the rescarchers — one which provides evidence of the
fact that during the Middle Ages, sculptural images of the Saviour may have
functioned, or have been seen by the faithful, as

In addition to determining the procedures of the Holy Week ceremonics, the
Tauberts examined issucs connected with permanent and temporary replicas of
the Holy Sepulchre, into which a sculpture, a Host or an animated sculpture of
the crucified Christ was placed during the Depositio Crucis. They include these
Sepulchres in the category of devotional objects as they were items of worship
for the faichful over the course of the entire liturgical year. In the rescarchers’
opinion, they did not belong in the same category as animated sculptures of
the crucified Christ, which were not meant for permanent exposition in church

actors."”

interiors, and thus did not serve to gencrate devotional behaviour on the part
of the faithful.2

Another section of the Tauberts’ article was devoted to problems associated
with the status of the Depositio Crucis and the terminology used to describe
animated sculptures of the crucified Christ in the source material. In spite of the
suggestions made by Neil C. Brooks and Karl Young?' the authors of primary
studies on the subject of theatricalised paschal triduum ceremonies, the Tauberts

15 “Dic Bezeichnung der Kreuzabnahmespi
Osterspiclen der Visic
Taubert, 1969, p. 116,

12 “Der Gebrauch von Bildwerken in der Liturgie anstele der Iebenden Chrisusdarseller in
den cigentlichen Passionsspiclen des Mittelalters e

le als licurgische Spiele erfolgt in Analogie 7 den
o Sepulchri, deren livurgischer Charakter nicht bestriteen wird."; Taubert,

dic grofe Bedeurung der Skulpturen fir den
mittelalterlichen Menschen: ein hilzernes Bildnis Christi im Schofe eines lebenden Mariendarsel
Ters wird nicht als strend empfunden. Das Bildwerk it zu disem Zeitpunk sichtbar an dic Seelle
Chist, st ‘Bildnis Chrisc” oder ‘Unser licber Here' wic es in den Quellen heift. Gerade dicse
mituner ohne groe Kunstfertgkeit geschnitzzen Bildwerke kinnen eine Vorstelu
mitteln, welchen Realicitsgrad Skulpeuren im Mittlaler besizen kinnen.”; Taubert, Tauber, 1969,
p. 121

B Tauber, Tube, 1969, 119, T fur tha ey wee diplayed o he fulffal occasonly
was supposed to explain the low artistic quality of the works known to the Taubers. The rescarch
ens suggest thar, since their use was defined by their movement, their form was of litle importance
0 the arists and those who commissioned them: Taubere, Taubert, 1969, pp. 91, 121

1 Expressed in: Young, 1933; Brooks, 1921
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claim that the Depositio Crucis should be treated as an integral part of liturgy and
not as an “extra-liturgical” ceremony, as Brooks and Young classify it. In taking
this position, they adduce the findings of Kolumban Gschwend OSB, author of
the seminal work entitled Die Depositio und Elevatio Crucis im Raum der alten
Didzese Brixen. Ein Beitrag zur Geschichte der Grablegung am Karfreitag und der
Auferstehungseier am Ostermorgen.® In reference to the terminology used in the
Middle Ages, they ascertain that no term can be found in the Depositio Crucis
which is beyond any doubr restricted to animated sculprures of the crucified Christ.
The question of when and why animated sculprures of the crucificd Christ
started o become implemented in the Depositio Crucis is an important part of
the Tauberts' In their detailed ion of the Ordinarium
from Barking (ca. 1370), which is the first text to contain information on an
“imago” taken down from the cross and Laid into a tomb on Good Friday,
they point out that the custom of using such sculptures reached England via
Germany, where it is said to have been practised since the carly 14 century. The
replacement of the symbolic cross or Host with an animated sculpture of the
Christ in the Depositio Crucis was meant to lend realism to the scene
per connexion to the mystery of death and sabvacion. “War in
rwartung der Auferstchung ci
abbild das Leiden Christi und die Trauer
senerally, it can be said to be connected to
of Passion-related devotion.

crucified
and enable a de
der Grablegung mit dem Kreuz dic E
so wird in der Grablegung mit dem G
iiber scinen Tod vergegenwiirtige.”>) C
the advancement — in the 13% century

Afier the publication of their paper in 1969, the Tauberts approached the
imated sculptures of the crucified Christ on several
ine Taubert, in which she analysed other texts

geschlossen,

problems connceted with
later occasions. The works of C
relating to dramas performed at the turn of the 16% century in Tyrol (included
in so called “Debs-Kodex” from \Apuuml\lc ing), which arc analogous to
those from Wels and Vienna, s nt for the further study
of performances of this type. The Rt ssnd i

ignific:

 are e

dr.

matic structure,

* Gschwend, 1965. The rescarchers cite, among others, a fragment in which Gschwend statcs:
“Die meisten dieser zum Teil uralien Nebenformen gruppicrten sich um das HI. Grab, das in
vielen Kirchen zum Gediichtnis der Grabesruhe des Herm aufgestellt wurde. Besonders Anfangs
und SchluBpunke dieser Grabesandacht gaben Anlaf zu den regionalen, vom Volksempfinden

srragenen Eigenformen der Grablcgungs- und Auferschungfee. Sic waren aus dem offviclen
Gortesdienst der Kirche herausgen

Dizesen und Kirchenprovinzen bis ins 16. Jh. weitgehend ihre cigenen litu
o auch dice Nebenformen in vl Sinn G der Kiche, o

deten und bewahrten, wa
liturgisch.”; Gschwend, 1965, pp.

® Taubert, Taubert, 1969, p. 109: Thi s s chicred by placing the anim
the crucified Chris in the Sepulchre along with a consecrated Host, which was sometimes kept inside
a special compartment within the sculpture. In this case, the sculpture would become a repaitorium

ed sculprure of

in a meaningfully and strongly impactful form as a result of ts similarity to the body of Christ
Taubert, 1974, pp. 53-89; Taubert, 1975, pp. 607-627; Taubert, 1977, pp. 32-72




16 1. The current state of research and nomenclaure issucs

dialogues, and production methods as well a the issuc of their dependence on the
Depositio Crucis. Just as in the publication several years earlier, she maintains that
these performances have a direct connexion to and constitute a part of liturgy,
despite the fact that they were performed in German and were in the strictest
sense theatrical plays. Johannes Tauberes 1978 article on animated sculprures of
the crucified Christ is a synopsis of the theses and conclusions he and Gesine
Taubert had elucidated nine years carlier* The only area on which the author
expanded was the catalogue of the surviving sculprures of this type, although the
method he used may be considered far from satisfactory.® The researcher added
five new examples without including any information as o their dimensions,

dating, and, in some cases, every the locations in which they reside. In addition,
the paper lacks ! of the newly-added sculpures. His
catalogue lists twenty-three other examples of animated sculptures of the crucified
Christ from Florence and Tuscany from the period of 1300 to the beginning of
the 16™ century, which had been included in a publication by Margrit Lisner
several years earlier.”

In the above-mentioned work by Margrit Lisner, we can find a great deal
of detailed information regarding the dating, attributes and style of animated
sculptures of the crucified Christ. However, her work lacks any insight as to
their function and construction. Yet this omission in no way detracts from her
book — the data regarding the existence of eleven surviving animated sculptures
of the crucified Christ in Florence, and several others in the region, testifies to
the popularity of such picces in Italy. Lisner's work demands broader examin:
tion of the issues surrounding the origins, functions and incidence of animated
sculptures of the crucified Christ, which Taubert essentially examined only in
the context of the sources and examples found in the German-speaking regions

of medieval Europe.

A relevant book for understanding the origins and functions of animated
sculptures of the crucified Christ is Elizabeth v The Descent from the
Gross: Is Relation to the Extra-Liturgical “Depositio” D3t Al it e auihor
provides only a superficial discussion of the sculptures themselves — limited to
the extent of mentioning that a dozen or so remain in Austria, Germany, Italy
and Switzerland, and that they had been used in Good Friday ceremonies — her
book offers a broad examination of the issues concerning their origin, form and
function in Good Friday ceremonies, which the author terms “extra-liturgical
Depasitio Crucis performances”. In her analysis of specific Depasitio Crucis records,

 Taubert, 1978, pp. 38-50.
The article was published several years afier the authors death. See: Ramisch, 1975/1978,
pp. 245-247; Schmidt-Thomsen, 1976, pp. 98-100. We can assume that Taubert was not able to
complete it in the way he had hoped to.

0.

Lisner, 1970
 Parker, 1978




1. The current state of rescarch 17

Elizabeth C. Parker pays particularly close attention to those which refer to the
act of placing a cross into the Sepulchre.

In the course of her work, she presents a group of carly small crosses dated
from the 10™ to the 12* centuries, made of various materials which were used
in Burial ceremonies on Good Friday.*” Among them was the so-called Bury St.
Edmunds Cross (Metropolitan Museum of Art, New York), made of walrus tusk
and dated o the mid-12* century. The author links it to an armless figurine of
the crucified Christ from the Kunstindustrimuseet in Oslo which resembles many
animated sculptures of the crucified Christ in its construction (in the method
used to make the shoulder section). The only difference is that in the figurine
from Oslo, only the right arm of the Christ could be folded down parallel
to the body. The similarity in construction led the author to the hypothesis
that figurines such as the one complementing the Bury St. Edmund Cross were
precursors of the larger animated sculptures of the crucified Christ, which fulfil
the same function in the proceedings of the Depositio Crucis.*
worthy of attention are the conclusions of Elizabeth C. Parker
concerning monumental multi-figure Deposition sculpture groups from 12% to
149-century Spain, Italy and southern France. In the author’s opinion, these were
used in ceremonies conducted during Holy Weck, and thus display a kinship
with animated sculptures of the crucified Christ. This hypothesis was expounded
by Hans Belting three years after the publication of Elizabeth C. Parker's book.*!

Another mention of animated sculptures of the crucified Christ was made by
Hans-Joachim Krause in his examination of Resurrected Christ figures which were
used during theatricalised Ascension ceremonies.> While addressing the status of
the sculptures that constitute our field of interest, he stated that they ought not
be ascribed to the category of devotional images permanendy accessible to the
faithful. As their implementation occurred only during theatricalised liturgical
ceremonies taking place on holidays, they were intended for use in churches
during specific designated periods (thus, Krause describes them using the term
liturgisches Brauchbild). Similar beliefs — based on the conviction that animated
sculptures of the crucified Christ should be examined above all in the context of

e author includes among them: the Bernward reliquary cross from Hildesheim, dated to
996, he sl Reichskreuz, dated to ca. 1030; and the Theophano reliqua
mid-11%* century.
 Parker, 1978, p. 96. Sixteen years after the publication of Zhe Descent from... Parke
with Charles T. Little published the book Zhe Claiters Cross: Iis Art and Meaning (Parker,
1994) which was el devoe w he Bury S Edmands G ad the sl of i
associated with it. The authors, emphasising the conncxion of both pieces to the Depsitio Cracis
e e Bense G SO wie el o e e s A
a later addition
3 Belring, 1981, pp. 218251
 Krause, 1987, pp. 281-353
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dialogues, and production methods as well as the issuc of their dependence on the
Depositio Crucis. Just as in the publication several years earlier, she maintains that
these performances have a direct connexion to and conseitute a part of liturgy,
pite the fact that they were performed in German and were in the strictest

sense theatrical plays. Johannes Tauberc’s 1978 article on animated sculptures of
the crucified Christ s a synopsis of the theses and conclusions he and Gesine
5 The only arca on which the author

Taubere had elucidated nine years
expanded was the catalogue of the surviving sculprures of this type, although the
method he used may be considered far from satisfactory* The researcher added
five new examples without including any information as to their dimensions,
dating, and, in some cases, even the locations in which they reside. In addition,
the paper lacks photog doc of the newly-added sculptures. His
catalogue lists twenty-three other examples of animated sculptures of the crucified
Christ from Florence and Tuscany from the period of 1300 o the beginning of

the 16% century, which had been included in a publication by Margrit Lisner
several years carlier.?

In the above-mentioned work by Margrit Lisner, we can find a great deal
of detailed information regarding the dating, attributes and style of animated
sculptures of the crucified Christ. However, her work lacks any insight as to
their function and construction. Yet this omission in no way detracts from her
book — the data regarding the existence of eleven suriving animated sculpures
of the crucified Christ in Florenc , testifies o

the popularity of such picces in Italy. Lisner's work demands Bl et
tion of the issues surrounding the origins, functions and incidence of animated
sculptures of the crucified Christ, which Taubert essentially examined only in
the context of the sources and examples found in the German-speaking regions
of medieval Europe.

A relevant book for understanding the origins and functions of animated
sculptures of the crucified Christ is Elizabeth C. Parker's 7he Descent from the
Cross: I Relation to the Extra-Liturgical “Depositio” Drama® Although the author
provides only a superficial discussion of the sculptures themselves ~ limited 0

the extent of mentioning that a dozen or so remain in Austria, Germany, ltaly
and Switzerland, and that they had been used in Good Friday ceremonies — her
book offers a broad examination of the i
function in Good Friday ceremonies, which the author terms “extra-liturgical
Depasitio Crucis pecformances”. In her analysis of specific Depositio Crucis records,

sues concerning their origin, form and

Taubert, 1975, pp. 38-50.
* Th arice vaspublbd sevel yus afc e ashorsdech, e Ramic, 197571978
Pp. 245-247; Schmide-Thomsen, 1976, pp. 98-100. We can assume that Taubert was not able to
bkl S i gl
Lisner, 1970.
* Parker, 1978,
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Elizabeth C. Parker pays particularly close attention to those which refer to the
act of placing a cross into the Sepulchre.
In the course of her work, she presents a group of carly small crosses dated

from the 10* to the 12* centurics, made of various materials which were used
in Burial ceremonics on Good Friday> Among them was the so-called Bury St
Edmunds Cross (Metropolitan Museum of Art, New York), made of walrus tusk
and dated to the mid-12% century. The author links it to an armless figurine of
the crucified Christ from the Kunstindustrimuscet in Oslo which resembles many
animated sculptures of the crucificd Christ in its construction (in the method
used to make the shoulder scction). The only difference is that in the figurine
from Oslo, only the right arm of the Christ could be folded down parallcl
w0 the body. The similarity in construction led the author to the hypothesis
that figurines such as the one complementing the Bury St. Edmund Cross were
precursors of the larger animated sculptures of the crucified Christ, which fulfil
the same function in the proceedings of the Depasitio Crcis

Especially worthy of attention arc the conclusions of Elizabeth C. Parker
concerning monumental multi-figure Deposition sculpture groups from 12%- to
14%-century Spain, ltaly and southern France. In the authors opinion, these were
used in ceremonies conducted during Holy Weck, and thus display a kinship
with animated sculprures of the crucificd Christ. This hypothesis was expounded
by Hans Belting three years afier the publication of Elizabeth C. Parker’s book.”

Another mention of animated sculpures of the crucificd Christ was made by
Hans-Joachim Krause in his examination of Resurrected Christ figures which were

used during theatricalised Ascension ceremonies.*> While addressing the status of
the sculptures that constitute our field of interest, he stated that they ought not
be ascribed to the category of devotional images permanendy accessible to the
faithful. As their implementation occurred only during theatricalised licurgical
g place on holidays, they were intended for usc in churches

ceremonies tal

during specific designated periods (thus, Krause describes them using the term
liturgisches Brauchbild). Similar beliefs — based on the conviction that animated
rist should be examined above allin the context of

sculptures of the crucified

The author includes among them: the Bernward reliquary cross from Hildesheim, da
996; the so-called Reichskreuz, dated to ca. 1030; and the Theophano reliquary cross from the
mid-11* century,

Parker, 1978, p. 96. Sixteen years afier the publication of The Descent from... Parker, alon
with Charles T: Litele published the book The Claisters Cros: Its Art and Meaning (Parker, Litdle
1994), which was entircly devoted to the Burry St. Edmunds Cross and the sculpuure of Christ

associated with it. The authors, emphasising the connexion of both picces to the Depy

express the opinion that the figure from Oslo was originally not paired with the cr
a later addition,

Belting, 1981, pp. 218-251

Krause, 1987, pp. 281-353,
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Good Friday liturgical ceremonies — were expressed by Ulla Haastrup,® Pamela
Sheingorn,* Bogna Drziechciaruk-Jedrak, > Andrzej Woririski,  and Peter Jezler’”
in the 1980s.

Peter Jezler was the first to describe the negative attitudes held by Protestant
Reformers towards the sculptures used in theatricalised licurgical ceremonies
He emphasised that items of this type were ofien the subject of criticism
by iconoclasts, yet he did not present any examples of animated sculptures
of the crucified Christ being destroyed by their opponents.® It was Da
Freedberg who pointed out the porential of the sculptures to create an impact
and illusion through their construction, which allowed the sculptures the
movement of a human form.*” In addition to the above studies, several works
in the 705 and 80s referred to cxamples of animated sculptures of the cruci-
fied Christ,*0 some of which had not appeared in arlier studies from an arc
history pers|

Interest in animated sculptures of the

ucified Christ has grown in the
Jast few years. Numerous works devoted in whole or in part to these relics
surfaced in the second half of the 1990s. The authors of several of these not
only describe examples which have never been mentioned before, but they also
present interesting archival sources on the Depositio Crucis and other Good
Friday ceremonies directly connected with theatrical forms of expression (such as
Italian aude and sacre rappresentations). During the same period issues associated
with the construction and methods of creating the sculptures were addressed
in a broader scope.

‘The 1990 article by Volker Ehlich entitled Der konstrukrive Aufbau zweier
italianischer aus dem Bestand der der Staatlichen
Museen zu Berlin focussed in part on one of the most complicated, in terms o
construction, relics — an animated sculpture of the crucified Christ made at the
end of the 14% century by a sculptor from the workshop of Andrea di Ugolino
Pisano.* The article's author describes in detail the mechanisms which enable the
arms, legs and head of the Christ to be moved. A probing article in a similar vein
was written by Andreas Schulze, a restorer who in 1999 worked on an animated

* Hassup. 1987, . 146147,
& Sheingorn, 1987, passin
P Daceheiralidnks 1«»«» pp. 65-87; Driecheiaruk-Jdrak, 1989, pp. 129-143.
% Wozirski, 1985,
7 Jezler, 1989, pp. 619 mz

1980, p. 2021 Arns, B, 197, p. 7576; Hm
1982, po. 77785 l’vn)ndu 1986, p. 18: Prevital, 1970, p. 16-17; Schnel, 1971, p. 17, 19
= 204; Hernandez Diaz, 1979, p. 62; Mattiauda, 1986, cat. no. i
wli, 1984, pp. 32-33 st Sampedro, 1983, p. 241
 hinh, 199, p. 98106
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sculpture of the crucified Christ from the St. Nicolai church in Dbeln.* The
author, aside from describing the various stages of the restoration, reconstructs
its history and the process of its creation, lists the materials it was made of,
and describes the method by which the arms, legs and head are attached to the
torso. He pays a great deal of attention to the container for blood found in the
figure's back which is connected to the wound in its side, the material which

covers the body and conceals the mechanisms allowing for the posiioning of
the Chrise’s body, as well as the remnants of natural hair on the figure’s head.*
The author also delvs into the sculpture’s functions, mentioning its use in Holy
k passion plays (das Passionspiel), which more closely resembled mystery
plays than Depositio Crucis ceremonies.

Another article which s significant, not only with regard o the construction
of animated sculprures of the crucified Christ but also their functions and the way
they were perceived by the faithful, is the work of Elibieta Pilecka on a figure
of the “Christ in the Tomb” from an old Cistercian church in Chelmno, dated
0 the last quarter of the 14 century.** She describes the relic, which had been
known to rescarchers for decades.  but had been treated as a sculprure of Christ
in the Tomb as a result of its being on display with the arms folded down against
the side of the body and the impossibility of cxamining it in detil. Restora-
tion works in 1992-1996 and the resulting records cnabled Pilecka to conduce
a thorough study of the object. She describes its construction, focussing in detail
on the chamber connecting the head and mouth which was used for storing
a sacred relic or a consecrated Host. She devotes a large section of her article to
the stylistic issues, in order to determine the sculpture’s formal genealogy. The
author links the sculprure’s function to Holy Week liturgical ceremonies, which
she briefly describes. An intersting aspect of the article is its attempr to link
the described sculpture to the mysticism associated with female religious orders.
Sculpted works such as the Chelmno Christ were meant to serve as, according
to Pilecka, “a type of medium through which the grace of God des
astep in the mystic experience.”

ends, [...]

Another work relevant to our considerations is one by Nicolis Lopez
Marcines in which the audhor presents he story of he Criso de Burgs, one

“Sdm\lc 1999, pp. 126-132. Andreas Schulze also co-authored (with Annegret Michel)
a shorter and more general artcle on the sculpture from Débeln and its construction, published
in 200 in the magine -Dic Denkmalpfog” (Michel, Schl, 2000, pp. 41-49
# This problem, i relation t0 the sculpure from Dobeln, i als addresd by Georg von
Knorre: Knorre, 1999, p. 99
5 Pilecka, 1999, pp. 321-359.
 Chrzanowski, Kornedki, 1991, p. 172; Domaslowski, 1983, pp. 4
1985, p. 80; Horwatt-Baniewicz, 1993, pp. 193-194; Mroczko, 1976,
Tomaszkiewicz, 1966, pp. 189, 190,
 Pilecka, 1999, p. 342
 Marciner, 1997.

43; Driechciaruk-Jedrak.
p. 50; Mroczko, 1985;
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of the more interesting animated sculprures of the crucified Christ, dating to the
sccond quarter of the 14 century. It has been described many tmes, although
without analyss of the issues g s style or construct

The Cristo de Burgos had been the object of a specific cult for centuries, being
for numerous miracles

worshipped not only in Spain but beyond. It was famou
and marvels, which significantly influenced the way it was described in the various
aceounts.® Those discussing this sculpture of Christ, which is today on display
in the Burgos cathedral, do not mention its moveable arms, legs and head, the
container for blood in the back at the level of the wound in the side, the fact
that it is covered in calf skin, giving it a human-like appearance, or the natural
hair adorning the head. The accounts which mention the Burgos Christ moving
its arms or bleeding usually refer to its miraculous properties rather than its

construction as a sculpture.® Prior to Nicolis Lépez Martinez, who described
the moveable features of the sculpture and synthesized available information on
its conservation®! in the mid-1990s, Francisco Cornejo Vega was the only author
to clearly state that the Cristo de Burgos is an animated sculpture.?
nentioned picce was published by

The firse large study devoted to the abovs
Maria José Martinez Martinez in 2004. In her work, she presented the sculp-
ture’s rich history and gave a detailed description of its construction. Martinez
Martinezs article also contains references to other Spanish animated sculptures
of the crucified Christ. In analysing the Cristo de Burgos' function in the Middle
among others, the figure known as the Cristo de
s s aciog o ghel 128 ey frocn the San o €l Segera
Several years earlier, this sculpture was the subject of a broader study by Eduardo

 The Cristo de Burgos features, in contrast to the majority of sculptures of the crucified Christ,
an exceptionally extensive bibliography reaching back to the 16* century. However, most of them
ae sngle refrences from what can be considered g Wi G g At 1554
Anénimo, 1604; Andnimo, 1622; Andnimo Augustino, 1574, 1604, 1622, 1684; Florez, 1772.
pp. 483-508; Loviano, 1740, 1908) or pp- 46-47, anir
1890, pp. 56-59 Sobieski, 1991, p. 127).
"'Sec, e.g: Collin de Plancy, 1821, pp. 215-217.
Unfortunately, Martinez’s small book cannot be considered an exhaustive study on the Cristo
de Burgos, if only for the fact chat the author does not cons
sculpures of the crucified Christ (he doesnit even mention the existence of any others) and does

el diaries (sce c.g.: Gauier, 19

st the work with other animated

ot reflect on the sculpure’s original function. Witing about the sculpture’s conservation, he does

state of ts condition nor the mechanisms enabling the movement of the Saviour's

not describe
arms and I

Cornejo Vega, 1996, p. 241. Pedro Loviano had e
possessed moveable clements: Loviano, 1720. ‘There are ré
which address not only the sculpure itself but also the sculpe

¢ mentioned the fict that the sculprure
able studics on the Crsto de Burg
al and painting copies which appearcd
t0 20% centurics on the Iberian Peninsula and in Central and South America. See
Buendia, Guriérrez Pastor, 1986; Gila Medina, 1978; Gila Medina, 1985 Gila M

Gonzdler Echegaray, 1985, pp. 141-168; Martinez Muillo, pp. 275-361; Mijica Pinlla, 1991

Pugnaire
Martinez Martinez, 2003-2004, pp. 207-246,
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Carrero Santamaria and Daniel Rico Camps, who pointed out the fact thar the
sculpture was used during Holy Week liturgical ceremonies.**
Two sculptures, from Lugo and Tui, were introduced into the literaure by
armen Manso Porto in her broad study of medieval Galician art. In this work,
the author also deécribed sculprures from Orense and Vilabade, which had never
ussed in greater detail» Other examples of animated sculptures of the

tist from the Iberian Peninsula were presented by Francesco Espaiol
in his article entitled Zos Descendimientos hispanos, which concerned Spanish
monumental Deposition sculptural groups.® Analysing the two types of works
he outlined the Holy Week ceremonies conducted in Spain ac the time of the
Middle Ages as well as the paraliturgical performances of a theatrical nature in
which the sculptures were utilise

A large number of animated sculptures of the crucified Christ have been
discovered in Italy over the last several years. Wide-scale research into ltalian

late-medieval sculpeure, resulting in several large exhibitions presenting selected
regions and artistic circles,” has borne fruit in the form of studies — pertaining
to authorship, chronology; syle, construcion and funcion — on previously
unknown or little-described relics, such as those from Buti,’® Cagli,” Piza, %
Orviero, 5! Spello,® Tosse di Noli,® and Zuccarello.5

Numerous seulptures of the type that constitute our field of interest — includ-
ing early examples from the late 13% and the first half of the 14 century — were

5 Carrero Santamaria, 1997, pp. 4614
about the sculprure, not addressing the issuc of is function: C
Hetboss, 1999, p. 7.

Manso Porto, 1993, pp. 357-358; Manso Porco, 1996, pp. 449, 452
wrote about the work from Orsenc in 1993: Hervella Vizquez, 1993, pp. 148-149. Elias Valifa
Sampedro wite abou the ok rom Viabade n 1985 Valia Sampecro. 198

* Espatol, 2004, pp. 4. The works listed by the researcher had been mentioned earlcr:
Eisi G ion P o7 Hasdopm S 1980 (Firsted.: 1954), pp. 19-20, 38-39, 46-49,
2-58 (Aguilar de Campdo); Pascual, 1994, pp. 269-271 (Palma de Mallorca); Tormo, 1923, p. 184
(Liria).

s Rico Camps, 2001, pp. 179-189. Also writing
astdn Lanaspa, 2003, pp. 355-356:

José Hervella Vizquez

p. 241

See exhibition cat.: Baracci, 1995; Boggero, Donati, 2004; Burresi, 2000. See also: Jurkowla-
niec, 2004, pp. 195-213;
5 Cardone, Carlert, 2000, p. 235.
* Fachechi, 1999, p. 158. The sculpture was briefly described in 1997 by: Mazzacchera, 1997,
pp. 129-133,
 Collareta, 2000, pp. 231-232.
Frain, 1999, p. 47, 50: Pl 1999. . 191 The ciampl had ben prviously menconed
in: Paoli, 1997, pp. 91-9
Ceino, 1991, p. 22; Fratini, 1990, p. 28; Fratini, 1995, pp. 93-94; Maraborcini, 1994, p. 6;
T Bz’ 199 5. 6.
arcoletti, Boggero, Cervini, 2004, p. 56. The sculpture from Tosse di Noli had been pre-
) S e SR el
“ Bartolec, Boggero, Cervini, 2004, p. 66. The sculprure from Zuccarelo had been previously
mentioned in: Bogerro, Cervini, 1995, p. 32; Giardell, 1992, pp. 156-1
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presented by Elvio Lunghi in his book La Passione degli Umbri. Crocifissi di legno
in Valle Unbra tra Medioevo e Rinascimento, 5 in which the author also addressed
the issues relating o the origins and functions of animated sculptures of the
crucified Christ. He reveals that they had been used in dramatically sophisticated
paraliturgical performances (laude) typically consisting of several scenes and
presented inside churches or in the town streets, such as the Deposition, The
Lament of the Virgin Mary or Entombment. Lunghi pointed out the role of the
Franciscans in the emergence of this type of performance. He also emphasised
the considerable influence of the Friars Minor on the form and development of
late medieval piety, which led to a more affective observance of Christ’s suffering
while laying the foundation for the evolution of works similar in nature to
animated sculptures of the crucified Christ. In reference to their formal origin:
states that they ought to be grouped with the multi-figured Deposition sculptural
groups which were so characteristic of 12*- and 13- century Italy and Spain.*

A significant contribution to knowledge on the subject of animated sculptures
of the crucified Christ was made by Teresa Perusini, who in two articles presented
hitherto unknown figures of Christ with moveable arms from Pontcbba as well
as others which differed in thei n possibilities, including ones from
Rimini and Valvasone.” The figure of the crucified Christ from Valvasone which
she described features not only joints in the shoulders and elbows but also legs
which are pliable at both the hips and knees. In turn, the figures from Por
Pordenone®® and Rimini®” possess no moveable appendages except their tongues,
In addition to providing information on the history of the sculprures and their
design and construction, Perusini addressed the issue of their functioning, While
outlining the tradition of the theatricalised Depusitio Crucis ceremony: she points
out that figures such as the one from Valvasone may have been used not only
during the ceremony but also during other theatricalised performances based on
the texts of the Planctus Marie. In reference to the relics from Porcia, Pordenone
and Rimini, she states, “Non & ancora stata fatta alcuna prova di ricostruzione
del funzionamento del meccanismo, ma a quanto si pud capie, con esso non era
possibile spingere la lingua avanti o indietro (per esempio per farla fuoriuscire al
momento della morte), ma piuttosto farla muovere come per parlare (per Iaffida-
mento reciproco di Giovanni ¢ la Madonna o le ultime parole del Crocifisso).””"

% Lunghi, 2000. The researcher describes i detai the early example from Pinacoreca di Palazzo
Santi in the town of Cascia, which he dated to the turn of the 14" century, as well as other sculp-
including those from Acquasparta, Assisi Bumn.\ and Sangemini.

In this context, see also: Lunghi, 2004,
 Derusing, 2000, pp. 19-38 Peusini, 2000, pp. 191,305
he sculpture had been previously described in: Francescutti, 2004, pp. 178-187. CE: F
cescur, 2006, pp. 207-223.
the sculpuure had been brifly described earlier in: Schmid, 2002, cat. no. 62, pp. 568-569.
" Perusini, 2006, p. 201
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In 1999, Reinhard Rampold published an article on animated sculprures of
ed Christ from the vi

the cruci nity of the present-day border berween lraly
and Ausuia, The author presented.three picces which had thus far never becn
studied — from Lana, Schwaz and Tannheim.” Rampold's study; aside from

introducing thre¢ new examples into the litcrature, undertakes the question
of their use in the Depositio Crucis. However, on this subject, the author does
not expand on the conclusions reached by Gesine and Johannes Taubert thirty
ars carlicr

In 1998, an attempt at a broader examination of animated sculprures of the
crucified Christ was made by Johannes Tripps in his book entitled Das handelnde
Bilduwerk in der Gotik, which was devoted to sculptures used in the various
ceremonies conducted during the liturgical ycar.”> The descriptions and analyses
of animated sculptures such as the figure of Christ on a donkey (Palmesel), the
crucified Christ aid in the tomb on Good Friday, the Resurrected Christ hoisted
with ropes to the vaults of the church on the day of the Ascension, as well as
stage machinery used in, ¢.g., depicting specific scenes from the life of Mary,
constitute the best compendium of knowledge on the medieval Church's drive
towards a thearricalised licurgy to date

Animated sculptures of the crucified Christ account for one of several lines of
study presented in the book. Tripps docs not attempr an exhaustive description
of the individual pieces nor o shed light on the issues of their local context and
incidence in Europe. Instead, he elecs to limit his focus to summary descripions
of several sclected picces from France, Italy and Germany, basing his arguments
mainly on the foundations established by Gesine and Johannes Taubert. Tripps
places animated sculptures of the crucified Christ in a category of works termed
handelnde, .. “moveable” and “Rexible”. He emphasises their potential to enrich
and make more attractive the Holy Week liturgy by verisic presentation of the
paschal triduums most important moments. Changes in the liturgy, manifested
in, among other things, the emergence of ceremonies such as the Processio in
Ramis Palmarum, Depositio Crucis, and Elevatio Crucis in the 10 century are
inked, according to the author, with the aspiration to dircctly illustrate the truths
of the faith and the story of the salvaion for the faithful. Animated sculprures
playing an “active” role in this illustration were well-suited to fulfil chis goal,
strengthening the ties between the participants in a particular ceremony and
God by creating the impression of dircct contact.” It is Tripps’s belicf thac
the evolution of animated sculptures of the crucified Christ was influenced by

Rampold, 1999, pp. 425-436. 2
Tripps, 1998. The second, expanded, edition of the book appeared in 2000. FEXAP

* Tripps indicates thac igures of Christ o a donkey, whose origins h traces to g popdel
raphy of Ottonian days, were the first to be used in Holy Week liturgy, most likely \ﬁ,h@ ifie
10% century. In reference to animated sculptures of the crucified Christ he states thafzh@eatliest
examples date back to the second quarter of the 14% century. A ¥
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the development of Passion picty which focussed on a detailed and affective
observance of the suffering of Christ. The books author also states that along
with the growing incidence of animated sculptures, we can observe a peculiar

considerable degree adjusted

primitivisation of liturgical forms as they were to a
to the specific needs of laypeople, and of broad social masses.
ad in Tripps’ study is the issuc of the status of sculptures

An important thr
used.in holiday celebrations, including animated sculptures of the crucified
rist. The author defines them as both cult and devotional images — yet he
uses both terms rather arbitrarily Generally, however, he leans towards the
conclusion that the sculprures did not aid in individual contemplation but
were meant for rare and temporary display in holiday seasons during celeb
tions which necessitated that they be viewed and experienced by the faithful
In the author’s opinion, the " figures, as determined by
were used, were also to a considerable

ra-

collectively
the way and frequency in which the
degree independent from the other elements used to decorate churches, such as
altarpieces which were otherwise also subordinated to the collective perception
during licurgy. Thus reasoning, Tripps classifies the sculprures he describes as cult

operation - cannot

objects, which — due to the importance of movement in the
be compared to other works which may be similar in nature
ature of Tripp's book is his examination of the spaces in
ns employing animated sculptures of the crucif

A significant

which liturgical celebra
Christ or permanent and temporary Holy Sepulchres took place. The author,
basing his argument on the writings of, among others, Suger and Hugh of
St. Victor, treats the churches as a *heavenly Jerusalem”. In his discussion, he
makes a detailed reconstruction of the architecturc’s symbolism, pointing out that
animated sculptures, including representations of the crucified Christ, appeared in
different places inside the church during different ceremonies and conveyed new
symbolic meanings that referred to the events of the Salvation being recounted
pins the peculiar stage character

in the liturgy. In this context, the author undes
of the church interior while pointing out other clements which contribute to

strengthening the effect, such as paintings whose subject matter could enrich
or complement the events taking place.

A researcher who addresses the issucs associated with animated sculptures
of the crucified Christ in broad scope is Mateusz Kapustka. In his unpublished
al ~ he focused on the issues of how sculptures used

theses — master’s and doctor

in liturgical celebrations, particularly those conducted during Holy Week, were
‘ Kapustka pointed this out in his review of Tripps book: Kapustka, 2004,

pp. 218-220

Marcinkowski (Marcinkowski, 1994, pp. 78-81) discusse the staus of animated sculprures

of the crucified Christ. The rescarcher places a strong emphasis on the temporary function of these

types of warks within the church ~ as “dramatic props” and not devotional images which were

regularly available to the faithful

—




perceived and understood by the faithful.” He does not devote much attention
0 animated sculptures of the crucified Christ, only cursorily mentioning several
surviving examples. Both of his thescs aim to reveal the potential of sculptures
used in theatricalised liturgy, which could be treated by the faithful not only as
images of God but rather His personification. In this context, the author focuses

on the connexion between animated sculptures of the crucified Christ and the
Host, which at times was laid in the Sepulchre along with the sculpure — the
sculpture somehow becoming, by its contact with the Host, the Saviour himself.

Kapustka, following Tripps’s conclusions, also states that animated sculp-
tures, including those of the crucified Christ, should be categorized wih cult
images, owing their status to the collective

perception during liturgy and o their
construction features which enabled them to be “brough to life”. The various
designations applied to art works used in theatricalised liturgy which appear in
numerous medieval sources also attest o the specific importance atributed to
these works. Analysing the records of the Depositio and Elevatio Crucis, in which
we find terms such as fmago Crucifixi and unser Licber Herr, Kapustka states
tha chis terminology is evidence of the sculptures being clevated to “the level of
personal existence™ by participants in the cel

brations. This marter was taken
up by the author in a separate study which conces
Imago during the late Middle Ages.’®

nother question addressed by Kapustka is the negative attitude of Protestant
Reformers towards sculptures used in th

ned the meaning of the term

catricalised liturgical ceremonies, which
med by the numerous documented acts of iconoclasm directed towards
sculptures of Christ on a donkey and the resurrected Christ. Although Kapustka

is conf

presents no evidence suggesting the destruction of animated sculptures of the
crucified Christ during the Reformation, he does acknowledge, by way of analogy

that the artitude towards them was similar to that towards other sculptures used
in theatricalised liturgical celebrations.

In the context of rescarch into animated sculptures of the crucified Christ, yet
nother important book is Justin A. Krocsen's Zhe Sepulchrum Domini through the
Ages, in which the author discusscs in broad scope the issues associated with the
origins, history and fi

nction of temporary Holy Scpulchres.® In the course of
his arguments, Kroesen makes numerous references to sculptures of the type we

Kapustka, 1998; Kapustka, 2003 (writing this, | thank the author for making
available)
Kapustka, 2003, p. 120,
* Kapustka, 2002, pp. 275-28;
In 2008 Kapustka published a book based on his doctoral thesis: Kapustka, 2008, His main
attitude toward animated sculpeures of the crucified Christ hasn't changed, The researcher pays even
closer attention to the subject of Host, especially o its relation to cf

both works

gies of dead Christ, and
meticulously analyzes text of Kreuzabnabmespile from Wels, as well as text of plays included in
the so-called *Debs-Kodex'.

# Kroesen, 2000 CE: Krocsen, 2004, pp. 289-313.
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are interested in, analysing the way they were utilized in Good Friday liturgical
celebrations conducted at permanent or temporary structures such as those he
examines. The author also points out the continuity of the tradition of the use of
animated sculptures of the crucified Christ in Good Friday lirurgical ceremonies
as well as in paralicurgical celebrations, which are to this day conducted not only
in Europe (mostly in ltaly and Spain) but also in Latin America.

In recent years there have been several articles published which are devoted to
theatricalised liturgical celebrations o religious theatrical presentations conducted
in the Middle Ages and later in the Kingdom of Poland. The authors — Urszula
Janicka-Krzywda,®! Pawel Migasicwicz®? and Jolanta Rzegocka®® — make passing
references to animated sculptures of the crucified Christ, including them in their
analysis of the function of other animated sculprures such as that of Christ on

a donkey and the ri

The author of the present study has also published several articles on animated
sculpuures of the crucified Christ. In Late Mediaeval and Barogue Animated Cru-
cifives the author addresses the issues connected with the findings of researchers
focussing on works originating in puppet theatre, findings previously overlooked
by arc historians.* The article describes the findings of Henryk Jurkowski, George
Speaight and most of all, Charles Magnin, the author of the first synthetic study
concerning the history of puppet theatre, who in the mid-19° century described
several examples of animated sculptures of the crucified Christ and the ways they
were used. The article also provides basic information about surviving sculprur
of this type and addresses the problems associated with their nomenclarure. The
author of the present study believes that these figures should not be designated
as theatrical props, as many rescarchers tend to believe, but should be classed
among animated sculptures on account of their construction and functional
characteristics. The author also points out the fact that animated sculptures of
the crucified Christ can be compared with other sculprural works of this ty
which do not possess moveable clements. The works we are interested in were not
displayed o the faithful on a strictly occasional basis but may have functioned
inside churches during the whole of the liturgical year as images of a devotional

nature or objects of pilgrimages
Two other articles have been devoted to individual examples, ic. the sculp-
the latter of which is one of the most complex

tures from Boxley® and Burgos,
in terms of construction. Their history, construction and functionality in the
Jiturgical year were presented therein. The author of the present study devoted yet

! Janicka-Krzywda, 2002, pp. 465
82 Migasiewicz, 2004, pp. 29-46.

Raegocka
4 Kopania, 20044, pp. 40-46.
 Kopania 2004b, pp. 119-129.
* Kopania, 2007, pp. 495-509.
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another article to examining the most structurally complex animated sculprures
of the crucified Christ, including those in Berlin, Bad Wimpfen, Boxley, Burgos,
Débeln, Orense, Valvasone and Zurich, as well as those which featured only
a moveable tongue, i.e. from Paris, Porcia, Pordenone and Rimini."

Nomenclature issues

In the present study we use the term animated sculptures of the crucified Christ.
‘The term does not as a rule appear in this form in the existing literature on the
subject,"® although the term animated sculpture itself was used by researchers
in reference to sculptures of the crucified Christ which, due to the nature and
methods of their construcrion, display features characteristic of the human body
which are connected to movement

In reference to these types of sculpturcs, German art historians use the term
crucifixes with moveable arms (Kruzifie mit schwenkbaren Armen),® and Italians
Crocifisso-Deposto' Yet another term — theatrical prop” — appears in the works
of other researchers. In the last decade, we have scen studies fearuring terms

Kopania, 2009, pp. 131-148.
The cxeption being two articles by he auhor of the presn stdy: Kopania, 2007, pp. 502-
2y Chrystusa Ukrzyzowanego); Kopania, 2009, pp. 131-148 (animated sculprures

506 (animotwane
o the e fed C

The term animated sculpture (esculeura animada) is used by jo Vega, 1996, pp. 239
261; Martinez Martinez, 2003-2004, pp. 207-246. In Polish, it was used by Marek Waszkiel (Wasz-
Kil 1990, . 7) and Karil Kopanie (Kopania 2004a, . 4. Jli ], Gonges Mitianes uss G
out erucifixos on Cristos articulados (Gonzales Montancs, 2002, pp. 32-34); The
¢ mentioned by Fabienne Joubert (Jouberr, 1988, p. 517, note 14).

i)

examples of *Christs animés™we
* The term K
animated sculptures of the crucified Christ: Taubert, Taubert 1969, pp. 79-121. It became generally
adopecd by German researchers (sometimes they use a parallel term: Kruzifive mit beweglichen
Armen), sce e Ehlich, 1990, p. 100 Jezler, 1983, pp. 236, 238; Schmidt, 1998, p. 130; Tripps,
5, c. French, Polish and lalian
) Caleca, 2000, . 55 (Cro-
ni, 1996,

mit schwenkbaren Armen sppears for the first time in  basic study on

20004, pasim. It is also used in wanslation to other langu
Bernardi, 2000, p. 15; Bernardi, 2005, pp. 82-84 (Grocifsi snodabi
cifiso con e bracca artcolae); Gentile, 2002, p. 167 (ercifs con bracia pegheuol); Gue
pp- 41, 44 (crocifiso a braccia mobil; Koller, 2001, p. 171 (Krucifiy s pohy /,.WW. mi;
wicz, 2004, p. 40 (krucyfiksy = ruchomymi ramionami); Lunghi, 2000, passim; Perusini,
pp- 19-38 (crocfiss con le bracia mobil; Reche, 1999, p. 270 (crucific auc bras mobiles Tripps,
2001, cat. no. 84, p. 232 (erucific & bras mobiles; Tomasi, 2000, pp. 59, 61 (crcifisi con le bracia

mabil.
Sec c.g.: Collareta, 20004, pp. 129-134; Collareta, 2000b, pp. 231-232; Giomerti, 2001
Pp. 7879 Lunghi, 2000, passim.

* Budnik, 1998, p. 82; Driechciaruk-Jedrak, 1985, pp. 80-81 (rekwizyt
Hansen, 2004, p. 239 (props); Haastrup, 1987, pp. 133-170 (stage prop); Jakubek-Rackowska,
Raczkowski, 2005, pp. 183-184; Krol-Kaczorowska, undared, pp. 1-3; K
pp- 95-96; Marcinkowski, 1994, in parcicular pp. 78-81; Walanus, 2006, pp. 92-101 (rebwicyr
dramatyczny)

cemy); Grinder-
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such as handelnde Bildwerk or mobile sculpture or mobilium, which also apply
to other sculptural works such as figures of Christ on a donkey (Palmesel) or
the risen Christ.”

Representaivesof other discipline, specially theare historians, use sl other
terms such as marionette’ or pupper, the latter also appearing in English-language
studics as puppet image.” We also encounter the term automaton. ™ The studies
of théatre and arc historians which focus on the analysis of liturgical books at

times contain references to terms found in these books, which accounts for
the presence of Latin terms, such as Imago Crucifici”” in the

cords of the
Depositio Crucis, indicating the possible use of animated sculprures used during
this ceremony. We also encounter articles in which animated sculptures of the
crucified Christ are called figures of Christ in the Tomb.”*

The multitude of terms used by rescarchers in reference to animated sculp-
tures of the crucified Christ does litle to aid our understanding of their origins,
functions and essence. The varying terminology in the literature is also evidence of
the fact tha the rescarch conducted thus far has not been of an inter-disciplinary
nature. Art historians did not make serious attempts to compare their conclusions
with those of theatre historians, and vice versa. In the
of the various disciplincs, animated sculptures of the crucified Christ were in
some way radically different objects — theatre historians, for ex:

es of representatives

ample, paid scant
attention o the fact that Christ figures taken down from a cross could be
analysed as works of arc which functioned inside the church throughout the
entire liturgical year and not solely during the theatricalised liturgical ceremonies
of Holy Week. In light of the above fact, a critical
used by the researchers seems wholly justified.

The term crucifises with moveable arms, though widespread and established
in art history literature, is not an appropriate designation for the type of works
we are interested in. Apart from its lack of logic,” it should be noted that the

analysis of the terminology

Sce, among others: Jeler, 1989, pp. 619-622; Marcinkowski, 1994, passim; Tripps, 20004
Allegri, 1991, pp. 21-25; Lewariski, 1981, p. 39; Turgosz, 1995, p. 206,
Aston, 1989, p. 56; Davidson, 1988, pp. 33-36; Speaight, 1990, p. 32. Animated sculprures
being used in Holy Weck livurgy as puppets are described by Pamela Sheingorn: Sheingorn, 1989,
p. 9. Jaime Lara, writing about animated sculptures of the erucified Christ from Mexico, uses
ms puppet and Christ-pupper; Lata, 2007, p. 159; Lara, 2008, passim, in particular pp. 217-224.
Allegi, 1991, pp. 21-25; Jurkowski, 1971, p. 12
Sec e.g.: Lewaiiski, 1999, p. 60; Young, 1920, pp. 81, 86, 94, 119, 124. Terms referring to
works of the type we are interested in found in licurgical books, such as Imago Crucifvi, arc used
interchangeably with Kruzifs mit schuenkbaren Armen by Gesine and Johannes Taubert: Taubert,
Taubert, 1969, passim. However, the rescarchers only do his when analysing specific Depitio

Crucis records which contain terms such as Imago Crucifv
" The animated sculprare of the crucificd Christ from Segovia, for example, is described as
 CritoYacete; Alole, 1958, p. 45 Ceballos-Esclera, 1953, p. 52 Castin Lanaspa, 2003, p. 255
he cross with a representarion of Christ is termed a erucifi. This definiton is universally
accepted, as evidenced by the definition of the term “crucifi” in the Stawnik terminologiczny sztuk
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term attributes only moveable arms to animated sculptures of the crucified
Christ which often also (or instead) had moveable legs, tongues and heads.!"”
‘We should therefore abandon the term Crocifisso-Deposto, which also narrows
the functiol

ity of the sculptures. Generally, they were used in Depositio Crucis
licurgical ceremonies and Good Friday paraliturgical ceremonies of a theatrical

nature, during which the sculptures were taken down from the cross and laid in

a permanent or temporary Sepulchre. Can the term Crocifisso-Deposto be used
to describe sculptures of the crucified Christ which did not possess moveable
arms and were thus unsuitable for being taken down from the cross? Taking
into account the fact that the function of animated sculptures of the crucified
Christ was not limited o their usc in theatricalised ceremonies and religious
performances, such doubts scem all the more justified.'”

The terms crucifix with moveable arms and Crocifiso-Deposto explain to only
a limited degree what the works in question in fact are. The term dpamatic
prop gives a false impression and, morcover, implies that they fall solely within
the jurisdiction of the theatre. We use the term dramatic prop, or theatrical
prop. for objects from a set which are used or manipulaed by actors during
a performance, as supported by dictionary definitions of the word prop, which
also apply to the theatre of the Middle Ages."” In the Depositio Crucis, the
props — items used by the ceremony participants while carrying out specific
actions — were the nails taken out of the Christ's hands, the stones used to seal

the Tomb and the canvas in which the Saviour's body was wrapped.'®? The
animated sculptures of the crucified Christ were not treated as props but rather
as a peculiar kind of actors — a fact which is accordingly pointed out by theatre
and art historians. % It is noteworthy that in structurally developed religious

picknych [Dictionary of Fine Arts Terminology] (Wydawnictwo Naukowe PWN, Warszawa 1997)
See also: Turner, 1996, vol. 8, p. 210 (Crucifix). The term crucific with moveable arms is suggested
for instances when both the figure of Christ and the cross on which it hangs posscss movcable arms.
1% Animated sculptures of the crucified Christ from Berln, Burgos, Valvasone and Dibeln all
fearure moveable arms, legs and head. The examples from Bad Wimpfen and Zurich possess move
able arms and head; from Boxley (not surviving) and Paris — eyes and lips; from Foligno (not surviv
ng) — arms and eyes; from Norcia, Terni (two examples) and probably Sangemini — arms and tongue.
The examples from Pictrarossa, Porcia, Pordenone and Rimini feature only a moveable tongue
191 Figures of this type were used throughout the entirelicurgical year just like other sculprur

of the crucified Christ which did not possess moveable elements. These isscs are the subject of
analysis in a later section of the study (Chapter V). Non-theatrical implementation of sculptures
2004, pp. 40-46;

29; Kopania, 2007, pp. 495-509 Kopania, 2009, pp. 131-148; Turner

of the type we are interested in are discussed in, among other works: Kopan
Kopania, 2004b, pp. 119-
1997, passim.

2 Granville, 1952, terms: hand:props, personal props, propss Harenoll, 1967, terms propss Pavis.
998, cerm: rekwizyty [prope; Taylor, 1966, term: properic
* Kopania, 2004, p. 42; Lewariski, 1966, p. 47; Modzelewski, 1964, pp. 49-51
Kapustka, 2002, p. 277; Kopania, 200db, pp. 127-128; Lewasiski, 1966, p. 48; Lewa
1981, pp. 38-39; Lewariski, 1999, p. 62; Modzelewski, 1964, pp. 48-51. The term rebui
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performances and theatricalised celebrations featuring dialogucs, the sculprures.
along with live actors, played out a role which was assigned to them. ! Hence,
the term dramatic prop is a rather uscless designation for animated sculptures
of the crucified Christ

The German designation handelndes Bildwerk, as well as its Polish equivalents

raedba mobilna |mobile sculpture) and mobilium, are used in reference to many

objeces of diverse characteristics and functions. In this category Johannes Tripps
includes bambini figurines, animated sculprures of the crucified Christ, Resur-
rected Christ statues which were raised to the vaults of churches, sculpted Pietis
which “alk” or “cry” by virtue of internal mechanisms, sculptures of the blessing-
bestowing Infant carried in processions, figures of Christ on a donkey, and even
complex machines used during religious performances. Matcusz Kapustka writes
about the fact that the term is quite broad and rather imprecise.!® In his review
of Tripps's Das Handelnde Bildwerk in der Gotik, he states: “in the introduction,
the term das handelnde Bildwerk is applied to works fulflling the criterion of

mobility, i.c. a mechanical property of the work. Elsewhere, however, the «effect

(das Handeln) seems not to refer so much o nm}uhu as to the object’s ability

to create an impression [...)"”” In addition, he points out that “the works col-
lectively designated by Tripps as handelnde Bildwerke constitute [...) a collection

of works which vary too greatly, not only from the perspective of typology bu

also of how they were perccived, to be assigned a single common designation.”

From among the terms used by theatre historians, the term marionette can
with all cerainty be abandoned. Its usage is groundless as it is difficult to find
any resemblance berween the sculprures we are discussing and theatre puppets
with moveable joints which are put into motion with the use of strings attached

to a special device called a crosspiece. The term marionette should be treated

dramatyczny (dramatic prop) is used by Wojciech Marcinkowski in reference to animared sculprures
of the crucified Christ (Marcinkowski, 1994, pp. 78-81). The author states that us!
works thar, due to their icone

‘we underst

graphy and construction technique, could have been
used - at leas in theory — as props in theatricaliscd liturgy as according to the concepe of ‘di li
urgische Funktion’ used by G. and . Taubere”. The definition however i tautological aveloitn
The

liturgical function which Gesine and Johannes Taubert talked about does not constitute a logica

atricalised litu

litde from the claims that dramatic props are works used as props in

premise to conclude that works of the type we are interested in were treated as props. The German
researchers do not use the term “prop?” in their work. What's more, chey indicate that the ceremony
participants could have scen the wooden likeness of Christ as God himself and not as an object
symbol (Taubert, Taubert, 1969, p. 120).

19 Bernardini, 1991, passim; Taubere, Taubert, 1969, p. 121. It is worth noting that the
moveable tongue of several of the animated sculptures of the crucified Christ could in fact have
facilitated the performing of scenes in which a living actor e
Perusini, 2006, p. 201

Kapustka, a0l p215223

19 Kapusta, p. 2

 Kapustka, p. 219

in a dialogue with Christ, see
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as an anachronism, used to underscore the characteristics and use of animated
sculptures of the crucified Christ which fulfil their purpose in motion and are

therefore similar to the contemporary marionettes of puppet theatre.'%” We can
ssume that the choice of such a term is likely tied to the theory of Edward
Gordon Craig, who Saw the beginnings of theatre in re

ious performances

and rituals where sculprural objects were used to enable fuller contact with
supernatural forces.!!*' Cr

raigs ideas, which were important to 20%-century
theatre, are also not lacking in influence on historical rescarch.!

e terms puppet and puppet image should also be treated as oversimplifica-
tions. They appear in the works of English and American theatre historians'
who seem to be unaware of the surviving animated sculptures of the crucified
Christ.™* Renowned scholars of the first half of the 20% century, such as Neil
C. Brooks and Karl Young, could indeed not have known of the existence
of such sculptures due to the lack of literature on the subject at that time, yet

this could hardly be used as an excuse by the current generation of researchers.
It was their inability to compare the source references for animated sculptures
of the crucified Christ with the surviving examples which most likely led them
t choose the word puppet, which described the general characteristics and use
of these types of sculprures.

The term automaton suggests that the sculptures under consideration were not
animated but rather sct to be wound up and make certain well-defined move-
ments for a given period of time, thanks to the activation of some mechanism.
None of the sculptures discussed here posse
which separates them from automatons can be scen in the example described
by Alfred Chapuis and Edmund Droz in the book Automates, figures artificilles
dhommes et danimax, histoire et technique. The small scale group of sculprures

such a property. The difference

1 Pawel Migasiewics pointed out the groundlessness of using

his term in reference to animated

sculprures of the crucified Christ: Migasiewicz, 2004, pp. 41-42.

110 Craig, 2009.

111 e should also be noted that the one of the basic terms used by Edward Gordon Craig in
his writings on theatre was Ober-marionette. On Craig, his theatre theory and his analysis of the
history of the stage,se: Babler, 1981; Braun, 1984, pp. 121-123; Jelewska, 2007, passim, especially

9; Jurkowski, 2006, pp. 99-108; Jurkowski 2008; Ribi, 2000; Sci
Unusually, the term puppet is only used by art historia

1,195, pp. 55-57.
s: Janson, 1957, pp.

2 Gl MeMustay Glbson opesl dmi s éhis while g 3 anliased SEulprure of
the crucified Christ from the Cistercian Abbey of Boxley (it should be noted that the researcher

does nor use the term pupper in her book): “Although I know of no medicval image of crucified

Chris that could lierally move its hands down from the cross and embrace the worshipper, records
do survive of a celebrated crucifix, the Rood of Grace from the Cistercian Abbey of Boxley in Kent
which had been designed by means of ‘certain engines and old wires to fod its head, move its eyes
and o shed rears in response to the prayers of penitents."; McMurray Gibson, 1994, p. 15. In the
context of the use of the term puppet see an interesting study by Leanne Grocneveld: Groeneveld
2007, pp. 1149

¥ Brooks, 1921; Young, 1920; Young, 1933.



32 The current state of research and nomenclature issues

from Brittany, imprecisely dated to the 16" century, shows Christ on the cross
surrounded by the Virgin Mary and three other women. It was fitted with
a clock-like mechanism which enabled each of the figures to carry out a repeated
motion.'!3 In terms of iconographic similitude, the form and construction of this
group of sculptures are in cvery way distinct from those of animated sculptures
of the crucified Christ.""¢

The best solution to the problem of nomenclature concerning the discussed
sculptures would be to employ the term used in the Middle Ages. For example,
the term Imago Crucifixi which appears in records of the Depositio Crucis ma
nify the necessity of using an animated sculpture of the crucified Christ in the
ceremony.'!” Yer the term does not apply strictly to this type of object in eve
record. It can apply to a cross or crucifix which s placed into a tomb.!!* There

Avant de parler des horloges en bois, nous nous arrétons un instant 3 une ocuvre d'un tout

dont elle est confectionnée, par son

autre genre, mais qui Sapparcnte  cells-i par la matiére

mécanisme, ct, par son espirit, 2 certaines perites pidces d orfevrerie dont il a éé question au chapitre

IV, Il agic d'un Christ articulé en bois sculpté d'un mére et demi de hauteur environ avec le socle
e & un artifice, le sa

Les yeus et la bouche du Crucifi¢ sont mobiles et, 3 un moment donné
iche; Cest seulement une tige de bois trés mince ct teintée de rouge
ges, la Vierge et trois autres femmes fone divers gestes de

parait jaillr du coré
extrémité, qui descend. Quatre personna
Ia téte et des bras au pied de la croix cr, chose curicuse, une autre téte sculptée (symbole de la
Trinitd) placée au-dessus de celle du Christ, bouge les yeux de droite et de gauche. Cette ocuvre

rapell lescalvaires de Bretagne, cr, cfctivement, ellc et originaire de cte contrée, datant peat
du XVI sidele, ce que sembleraient indiquer certains détails, comme la séparation des deux pieds
Pun de Pautre, tandis que, plus tard, ils sont toujours croisés. Le mécanisme animant la scéne se

trouve dans le socles il est trés rudimentaire. Le mouvement d horlogerie 4 poids moteur (celui-ci

ne pise pas moins de 20 livres) entraine un long tambour de bois dans lequel sont plantés des
tunnels plus ou moins longs faits de bandes métalliques. Ils servent de cames et soulévent 3 leur
e qucles

passage les leviers, ceux-ci étant en liison avec les tringles de irées, elices chacune 3 o
mettent en movement.’s Chapuis, Droz, 1949, pp. 125-126.

the subject of medieval automatons, their const
Ages, sec: Artioli, Bartoli, 1991; Berens, 2003, pp. 197-
hapuis, Doz, 1949; Franke

ition, function and presence in the

Cinseiobaie mid and lae Midd
Bochn von, 1972; Camille, 1989, pp. 244-258; Chapuis, Gelis, 1928
1997; Frck, 1994 Grabmille, Stock, 2003; Rogrs, 2005, pp

o Younghadslready poined his out “That he words o Cref may indict he

corpus alone seems 1o be certain from the following passage in the Custumarium of Sarum
(WCH. Frere, The Use of Sarum, vol. I, Cambridge 1898, p. 219). s dominics quadrages-

excepta prima dominica, deferatur una crux ante processionem

Young, 1920, p. 81
* This was pointed out by Gesine and Johannes Taubert: *Ein weiteres Problem bei der

Deutung der liturgischen Quellen isc die unerschiedliche Bezeichnung des Depositionsg

des. Schon die drei besprochenen und wohl beweidifigen Quelln s Barking Priifening und

Barking Tren Yimago' oder aber nur ‘Crucifixus',in Prifening immer ‘Ymago Crucifisi, in
Wittenberg sttt der homonymen Ubersetzung: ‘Binis des Gekseuzigren' die Bezeichnung ‘Bidnus

u.U. als Becichnung cines Auferstehungsbildes vorkomm). Findet man in einer Quelle cine dieser
Bezcichnungen, so kbnnte man auf die Verwendung cines Kruzifixus mit schwenkbaren Armen
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are certain sources which sug

st the probable use of an animated sculpture of
the crucified Christ but use the term Ymago Resurrectionis"? Ymago Salvatoris ™

schlieRen, diese aber nicht beweisen. Die Verwendung solcher Kruzifixe wird nur dann beweisbar
sein, wenn encweder eine Kreuzabnahme direkt erwihnt wird, oder aber der Ritus dem aus Barking
oder Prifening sonst schr ihnlich ist. So bleibt u. E. fii eine weitere Untersuchung der Quellen
auf den Gebrauch von Kruzifix
durchgefiihree Ve

mit schwenkbaren Armen hin nur der auch bei Gschwend
von kurzgefafien mit ausfilhlichen liturgischen Quellen. Dz it noch
anzumerken, daf cbenso wic in Barkin

gle

deutend gebraucht werden, in anderen Quellen ‘crux’ und ‘Crucifixun’ als
Einzelne Quelen geben u der Bezeichnung ‘crux’ nihere Erluteru
dafl unter ‘crux’ auch der Kruzifixus allein verstanden werden kann. So in St. Lambrecht, 14. Jh.
“crucis caput’in Mainz, 15. Jh.: ‘stigmata crucis’, in Augsburg, 1491: ‘crucs pecatorc.; Tauber
Tauberr, 1969, p. 103, CE: Kapustka, 2003, p. 145; Schmiddunser, 2008, p. 22

Asin the case of the Cracoto Missal, published in 1509: “[..] MINISTRIS cum Luminibus
ance cos prum{umbm Posito autem Corpore Christi vadit cum MINISTRIS ad Sacristiam, per
quos tollatur Ymago Resurrectionis, i es, vel Crux de loco salutationis et feratur ad Sepulchrum.
Ec PRELATUS divina celebrans in Corporali Corpus Christi accipiens fert post cos, Candelis,
Thuribulo, et Aqua Benedicta precedentibus, can

anibus submissa voce Responsorium [.] una
cum suis Versibus. Ad Sepulchrum autem solemniter coopertum venicntes, apposito portaili et
subtracto corporali Corpus Christi cum reverential super cum ponatu, ibidem Ymagine Resur
rectionis vel Crucs in Sepulchrum imposit, et postea a PRELATO Sepulchrum Aqua Benedicta
aspergatur et thurificetur’s Missale Cracoviense (impr.) Krakéw, ). Haller, 1509, p. 102. Reprint of
the textin: Lewariski, 1999, p. 253. As noted by Julian Lewariski (p. 62): *The Cracow Misal [..]
allows us to deduce that the figure was carred, but it does not provide a clear indication of the
fact.” The term Imago Resurrectionis is generally connected to sculpturs of Resurrceted Christ used

in the Elevatio Crucis

Asin the case of Brevier des Augustiner-Chorherrnstifis Indersdorf, 1496, pp. 113-114, 119,
121 (Miinchen, Staatsbibliothek Ms clm 7691): “DEPOSITIO CRUCIS / Antequam POPULUS
recedat, DUO SACERDOTES induti casulis coloris, qui et ante "Popule meus' cantauerunt, PRE-
LATO immediate sequente similitr in casula sua et MINISTRIS in albis porantibus reliquias
Sanctorum precedentibus, Ymaginem Salvatoris portent ad sepeliendum, una vice infra totam
Ecclesiam circueundo Conventu processionaliter cum accensis candelis precedente et cum depressa
ac lugubri voce cantante Responsorium: / Ecce quomodo moritur ustus <...» / Cum Responsorio:
 Recessit pasto <...> / Quibus finitis, locetur Ymago in Sepulchrum, et statim CANTOR imponit
Responsorium: / Sepulto Domino ... / Absque Versu, poscea dito Versu ab omibus, videlcec
Versus / In pace factus est locus eius <...> / Et percussa bula ad Vesperas,
duos Choros legat Vesperas circa Sepulchrum. Ex SACRIST

VENTUS per
A aquam benedictam cum incensu

procuret et reliquias sanctorum accipiat  miniscrs, et ponat in Sepulchrum coram Yim
Salvatoris. Sub: / Magnificat e e Scptchrunes thurlhccut a PRELATO, E¢
Palmo: / Miscrere mei Deus A sy Viscens | g e .
locus <..>  Deinde DOMINUS PRELATUS dica:/ Dominus vobiscum <..> / ORATIO: / Da
nobis, quesumus, Domine, locum sepilture «...> / Completis omnibus, postquam FRATRES ad
cellas redierint, SACRISTA per se vl

per alium ob memoriam dominice cxpirationis faciat fieri
pulsum ad abulas in loco quem superior deputaverit propter indulgentias ad hoc datas’. It is worch
noting that Yimago Cracifii i taken out of the tomb during the Elevatio Crucis: *[.] Thurificata
et aspersa Ymagine Crucifixi, DOMINUS PRELATUS sumat ipsam Yo
SENIORIBUS cum summa rever
ac mediocri vo

naginem una cum DUOBUS
ncia et portent ad chorum ante summum alare cantantes humili
iphonam: / Christus resurgens ex mortuis [.J" Lipphardt, 1975-1990,
Vol 1L, 1976 pp. 975975, S lso: Krause 312, 313 (note 134)
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or just Ymago."*! In certain liturgical books it is indicated that a cross (crex) be
placed into the sepulchre during the Depositio Crucis while an Imago Crucifixi be
ceremoniously taken out of the Sepulchre and carried to the main altar in the
Elevatio Crucis.'*

Even in the single record of the Depositio Crucis we may find
two differ

nt designations of the object which is to be placed in the Sepulchre.'*

Brevier aus dem Augustinerchorhermstife Diesien, 15" c., fol. 19b-20a (Miinchen, Staatsbi
bliothek; Ms clm 5545): “[.. His finitis DUO PRESBITERI induti albis portent Ymaginem, que
sepelienda est precedente CONVENTU cum accensis candelis et thure faciant PROCESSIONEM
per Ecclesiam circumeundo et cantando lugubri voce Responsorium: / Ecce quomodo moritur <...>

J VERSUS: / In pace factus <...> / Postea locent Ymaginem ad Sepulchrum cum thruificatione
<t aspersone, B dicant Vemus oidem privatin )% Lipphardy 19751990, vl 1, 1976,
Pp. 862-863 (sce also: Brooks, 1921, p. 36; Young, 1920,

124

See e.g.: Brevier aus Pasau, 1 e 55, 175 180b-181a (Voras, Sl
Ms 90): (.. Deinde Sepulchro preparato et orato in loco, ubi singulis annis consueverint F
TRES, sit imprompeu thuribulum et due candele ardentes e SACERDOS cur aiis, postquam
TOTUS POPULUS Crucem salutaverit et recesseri, ipsam Crucem aut minorem deferant ad
Sepulchrum lugubri voce canentes Responsorium [...” (Depasitio Cruci). “In ipsa sancta no
pulsationem clam surgarur. Sitque paratum thuribulum cum incenso et SACERDOS cum summa
reverencia accedat ad Sepulchrum et stans dicat hos Psalmos:/ Domine quid multiplicanti <..>
PSALMUS: Domine probasti me ...> / E thurificet Ymag

inem Crucifisi, sublaiamqu
chro sccum portet t cantet humili voce Responsorium [..]” (Elevario Crucis; Lipp
vol. IV, 1976, pp. 1092-1094. Compare with: Ordinarium des Pasauer Domes, 14" . fol. 48b-49a
50b-51 (Mielk, Sfisbibliothek, M 1934 (760): Brevier des Domtifies Pasat, nd of che uu
fol. 245h, 248b, 249a-b (Stutrgare, Landesbibliothek, Ms HB I 109 [chem. Weingarien F 56);
Brevier der Diizese Passau 1466, geschricben im Hospital s Passau, fol. 255b-256a, 258 (Melk,
Stfsbibliothek, ms. 1568 (1672)); Ordinarium des Puscauer Domes, 15 c., fol. 35a-b, 36b-37
(Melk, Scifisbibliothek, Ms 1114 (1718, olim 1093); Breviarium Patatiense, Augsburg 1490 <Hain
38735, fol. 1452-147b, 148a-b (Miinchen, Staatsbibliothek, 2° Liturg 2394c.), Breviarium Patavi-
enie, Venedig 1490 (Hain 3877), fol. 245b, 249b, 250°-b (Miinchen, Staatsbibliothek, §° L. impr.
mémb, 1), Brviariot o e senc el Pty e 15, o 320b,
324°-325b (Wolfenbiitel, Ink. Tk 64): Breviarium secundum chorum alme Eccleie Pataviensis

x,wr,g 7515, ol 208b:399 3025 (Minchen, Seaabblohik, Liturg. 129b); Breviarium

iemalis partis e etivalis secundum chorum Pataviensi ecclese, Venedig 1517 (Miinchen, Staatsbi
bliothek, 2° Liturg. 54); Lipphardt, 1975-1990, vol. IV, 1976, pp. 1100-1103, 1105-1107
117-1119, 11231125, 1137-1139, 1141, 1142, 11501152, 1154 (see also: Eder, 1971

pp. 449-456). In the texts of the Deporitio and Elevatio Crucis we also encounter terms such as
copis dominicm, which st ey efe o figures o Chrt n the Tombs i, 190, p- 20,

Ordinarium fiir Kosterneuburg, beginning of the 16 c. fol. 654 68a; 68b-69a (Kloster
. b, M GOl 1614 “Pos Communione PRELATUS cum MINISTRIS
conserimon < certa aram <> disrnle egunt, Quo ito PRELATUS relnelplac Sacomerum
inpositum in capside et annulo Prelati “m\.m“m.y MINISTRIS et CLERO proceditur ad locum,
ubi Crux collocatum fuit. 1bi DUO SACERDOTES, qui “Popule meus” cecinerunt, recipiant
Ymaginem Cracifisi, sed feretro ad hoc preparato procedant Prelatum, quos antecedat totus Duc
tus, et Chorus processionaliter procedat per Ecclesiam et per abitum declinantes ad Capellam per
Sepulchrum S. Leopoldi et cantantes humili et submissa voce hec Responsoria: [..] E si iter per

Ecclesiam per absidem S. Pecr redeant et lignum Crcis mundis lintheis involutum in Sepulchrum
ponant. [..] Lapidem \mluhumn supponant e xa Seplchrumsub sl amen Pl

cant: | ppharde, 1975-1990, vol. 111, 1976, pp. 1007-1008. In Elevatio Crucis
Corpa oo v ol Al SR e




We should also mention that in certain cases local-language terminology was
also used. In addition, the meaning of the term /mago itsclf is semantically
unclear. In medieval source material it is used in reference to works made of
various materials or with various techniques.®> In light of this, the term /mago
cannot be treated as describing a specific distinguishing f
sculptures we are discussing, nor

ture of the type of
: a name for them
‘The sporadically used term Christ in the Tomb appears in the literature on
the subject duc to the fact that some animated sculptures of the crucified Christ
ctioned as devotional images.'?” This was often the case in Spain and Sicily;
where the sculprures, placed in glass-topped wooden or metal coffins, were the

concrete and precise

sonentur MATUTINE, PRELATUS sibi aliquibus adiunctis sibi Corpus Dominicum et Crucem
de Sepulchro tollant cum summa devocione et reverencia Lippharde, 19751990, vol. 111
1576 . 1009 Obequie bendiionson Sl Opus Naroberg 1435 (Hain 11932). .
#2a-44a (Miinchen, Staatsbibliothek, 4° Inc. c. a. 1323): “Communione compleca et Sepulchro
preparato atque decenter omato sint i prompto tia thuribula curn incenso, thure ez himiamt,
et quator candele ardentes e PRESBITER cum aliis S\CERDOTIBUS ex MINISTRIS po
Imaginem Crucifixi versus Sepulchrum lugubri voce cantantes Tovmicin [ ok koo

sorio collocerur Crucifixum in Sepulchro et lintheaminibus et sudario coc
cupicpatne ¢ otaie RESFONSORIA e 1.3 Lippharde, 197
pp. 1302-1303. Sce also: Agend secundm rubricam Eclese cahedralsSaze
(Miinchen, Saatsbibliothck, 4° iturg. 24), Lbells agendarum Salisburg. 155
bliothek, 4° Liturg 9 (10, 11]); Lipphards, 1975-1990, vol. 1Il, 1976, p. 1306, Directori
sy v iy
1990, vol. 11, 1976, pp. 709-710, and Missale des 15. Jhds. aus der Diiz
die Burgkapell . Katharina
Ungarn, Bibliothck der Benediktinerabtei, Ms. A
Pp. 1333-1334; Rado, 1973, pp. 186-190.

See c.g.: Brooks, 1928, p. 149 Young, 1920, p. 81 (picture); Kapustka, 1998, pp. 32-33;
Kapustka, 2003, pp. 123-124. Occasionall, animated scul
which pilgrimages were made and which were famed for the miracles associated with them — were
e vl e, The s e o Burgo o By wee sl calle ood
of Grace and Crito de Burgos (or,for ex:

centurics; Kopania, 2004, pp. 119, 1

Sz Tl 1S otk
Lippharde, 19751990, vol. 111, 1976,

bei Fronl

auf Pfannberg (

Santo Crucif) i the 15™ and beginning of the 16
Kopania, 2007, pp. 499-501

Bauch, 1960, pp. 25 Camille, 198, pp. 4244 D, 1952 K
287; Maiscl, 5: Marcinkowski, 1994, passim; Schmiddunser, 2008, p. 2
ing, 2000, passim.

2002, pp. 275

Se also: Belt:

is ordh gt he tem s v somesimes s 10 dsgase animaed s
of the crucified Christ, s in case of breviary from Meissen, dated 1520 itque PROCESSIO
ex choro in ambitum intrando Ecclesiam, circumgirando per Capellam dacum usque ad locum,
ubi Sepulchrum paratum est in Capella Smmm» e Iique ponatur Corpus cum pherecr cc
Sacramentum super altare ibidem [..]"; Lipphards, 1975-1990, vol. IIL, p. 1040, vol. VIL
Pp. 524-525. “This record, however, lacks o bwetrios 6B s ki 02 sk
depiction of Christ from the cross. The need of use the animated sculprs
during the ceremony is certified not by the main text of the Depasitio Crucis et Hostiae, but by
a short phrase included in the previous part of breviary: “Sub predicatione passionis erigitur crux
in medio chori cum ymagine crucifii habentifuncruras lxibile n scapuli”s Krau

I some cases they fulfil this role up to today: Krocsen 2000, pp. 181-18

 of the crucified Christ
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subject of year-round adoration by the faithful.'?* The term Christ in the Tomb
conveys, above al, the method in which the animated sculptures of the crucified
Christ were displayed inside the churc

‘The above points lead to the conclusion that the terminology employed by
researchers is inaccurate or erroncous. It is therefore difficult to consider it usable.
5 writing about animated sculprures of the
crucified Christ are aware of this fact and avoid using a specific designation,
identifying only the characteristic traits of the figure of Christ.'?” This approach
can be deemed wholly justified, but is only useful for studies of individual works.
Yet if a study hopes to address the whole group of crucified Christ figures which
it would be better to use a specific

It seems that some of the research

feature moveable arms, head, legs or cy
designation in order
of this type constiruted in the Middle Ages

The best solution in this situation is to include all figures of the crucified
Christ which have moveable clements into the group of animated sculptures.
The designation animated sculpture of the crucified Christ best conveys the status

o create a clear picture of the phenomenon that sculprures

and function of the discussed works. % The noun sculpture indicates that we are
dealing with a work of art (in all ts complexity) and the adjective animated reveals
its theatrical or paratheatrical function (ot as an object/prop but as a realistic-

in-appearance figure put into motion and intended to convincingly represent
the Saviour, i.c. in such a way as to cnable the faithful participating in the

i
theatricalised Holy Week ceremonies to feel a real sense of closeness to Him)."*!

14 Carrero Santamaria, 1997, pp. 461-477; Castdn Lanaspa, 2003, pp. 355-256; Kroesen,
2000a, passim.
1% This s done by Elibiea Pilcka (Plecka, 1999, pp. 321-399),
1 Kopania, 2004, p. 42,
1 Andrzcj Kacki wrote casully on the topic of animated sculprures of the crucified Chrise
(in reference 1o a work from the Museum of the Warsaw Atchdiocese). He stated that in the case

of such sculptures, we are dealing with “simple artistic animation”. The author means by chis
a coming to lfe of a hieratic seulpture according to the concept of creation, which can be seen in
paratheatrical as well as ceremonial activity and not always used to develop dramatic parabola or

subject matter’; Kacki, 2004, p. 28




CHAPTER II

Artefact overview

existence of one hundred

he author of the present study is aware of the
and twenty six surviving animated sculptures of the crucified Christ
as well as twenty three which are mentioned in written sources. The geo

graphic range in which these sculptures appear covers most of Europe. The
artefacts, residing in churches, museums and private collections, are usually
accompanied by literature; but it is rare that we find in this licerature basic
information regarding the dimen

ions, formal characteristics, origins and dates
of the sculptures. In some cases, they fail even to inform us as to the picce’s
g the preparations for chis st
nd update this data. It should be added that some of the

idy, it was necessary

current location. Therefore, dur
to determine, verify

artefacts — this applies especially to those in private collections — are known
exclusively from photos

Surviving animated sculptures of the crucified Christ have been categorised
according to the country of their residence and we have decided o use the
current geopolitical boundarics of

Surope and contemporary geographic and
administrative titles in their descriptions. The sculptures found in countries with
the most artefacts are discussed first, followed by those from countries which
possess only single works. This formula applies also to the sculptures which are
known only from source material.

The source records have been divided into two groups. The first contains
those which dircctly and unquestionably refer to an animated sculpture of the
crucified Christ, constituting reliable evidence of the existence of specific works

ina given place and at a give

n time. The second catcgory contains records which
simply suggest the use of an animated sculpture of the crucified Christ, c.g, as in
the Depositio Crucis ceremony

fence, these records cannot be acknowledged as
confirming beyond any doubr the existence of a specific figure in a given time
and place, and are treated as only indirct and unverifiable material. Subsequent
sections of this chapter are dedicated to an analysis of the style and chronology
of animated sculptures of the cruci

ied Christ.
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1. Surviving works
The largest number of surviving artefacts is located in today’s Italy: sixty-four

examples, with the city of Florence boasting the largest concentration (cleven
fuscany as a whole

picces)! along with the surrounding arca (seven picces)? and
having (in addition to the already mentioned cighteen) another thirteen pieces.”
Fiftcen sculptures survive in Umbria,* five in the region of Friuli-Venezia Giulia,”
and of Lombardy Three sculptures of the type we are interested in are found
in Veneto,” two in Liguria,* and one in each of nilia-Romagna,” Marche'®
and Trento.!! By this, we can obscrve that the majority of sculptures, forty-six
out of the toral sixty-four identified, are located in central Ttaly — in Tuscany,
Umbria and Marche — with considerably fewer located in Northern parts of the

Tralian Peninsula. It should be noted that in the case of the artefact acquired in
the 1960s by the Nella Longari Gallery in Milan, we are unable to determine
whether it should be actributed to Lombardy: This sculpture, which was carlier
in circulacion on the antique market, was created in central Italy, although the

exact location of its original home is unknown."

1. Iciuto San Sabvacore; 2. Calza monastery (origin: San Giusto); 3. Musco dell Opera del
inall: baptisery):; 4. Palazzo Pii . Santa Croce; 6, San Felce in Piazza; 7. San Giovanni
46 Cavaley 8. Suna Mari Novela . Sants Mark In Carmpos 10, Sunto Spiio 11, Sana T

1. Calcinaia, San Stefano; 2. Campi Bisenzio, Santa Maria ¢ di San Lorenzo; 3, Ema, San

Duomo (or

Pietro; 4. Mugello, San Francesco al. Boscos 5. Rovezzano, Sant’ Andrea; 6. San Casciano, Collegiata
dei Santi Leonardo ¢ Cassiano; 7. Villa della Pecraia.

1. Atczzo, cathedral; 2. Buti, San Giovanni Bartista; 3. Castelfranco di Sotto, San Pietro Apo-
stolo; 4. Colle di Buggianos 5. Palaia, Sant’ Andrea; 6. Pisa, Santa Croce in Fossabanda; 7. Pistoia
San Paolo; 8. Prato, San Vincenzo; 9. Prato, San Vincenzo; 10. Prato, seminary; 1. San Miniato,

Santi Michele ¢ Stefano; 12. San Miniato, San Domenico; 13. Siena, Museo dell Opera del Duomo.
1. Acquasparta, San 0; 2. Assisi, Basilica infriore di San Francesco d'Assisi; 3. Bet

tona, San Crispolto (or ja, San Francesco); 4. Bovara di Trevi, San Pietro; 5. Cannara,
Oratorio della Buona Morte; 6. Foligno, San Feliciano; 7. Marano, convento di San Bartolomeo;
8. Norcia, Santa Maria Argentea; 9. Orvieto, San Ludovico (origin: San Bernardino; 10. Pietrarossa,
11, Sangemini, San Francesco; 12. Spello, Pinacoteca Comunale (origin: Spello, Santa

Maria Maggiore); 13. Spello, Chiesa dell Ospedale (vestry); 14. Terni, Pinacoteca Comunale (origin:
Terni, San Francesco); 15. Terni, Pinacoteca Comunale (origin: Trevi, Santa Maria delle Grazic).
1. Pontebba, S. Giovanni Bartista; 2. Pontcbba, Santa Maria Assunta; 3. Porcia, Chiesa della

Madonna; 4. Pordenone, Chiesa del Cristo; 5. Valvasone, private collection.
1. Borgoforte, San Domenico di Scorsarolos 2. Caravaggio, San Bernardino; 3. Como, Holy
Cross Sancruary; 4. Milan, collection of Nella Longari gallery (origin: unknown, condition as of
1968); 5. Travagliato, Santi Pictro ¢ Paolo,
1. Palazzolo di Sona, San Giacomos 2. Sappada, Santa Margherita; 3. Verona, Santa Tosca
¥ 1. Tosse di Noli, oratorio di Santo Stcfano; 2. Zucearello, San Bartolomeo,
# Rimic, Museo del Ci orig: R, Chem i Santa Maria della Misericordia).
Cagli, San Giuscppe
The Order of Brothers of the German House Saint Mary in Jerusalem, convent in Lana.
The sculpture was part of the Medici-Peruzzi collection uniil 1968. See: Notable Works of
irt.. 1968, plate VII; Paoli, 1999, p. 191; Previtali, 1991, pp. 22-23; Taubers, Taubers, 1969,
p. 84, cat. no. 15; Taubere, 1978, p. 40, cat. no. 15.




Riuriagmid 39

In discussing the surviving artefacts from Iraly, we should also be wary of
whether to associate the sculpture housed in the church of the Teutonic Order

in Lana with the cultural and religious environment of ltaly in the Middle Ages.
Lana is a town in southern Tyrol which belonged to the Bishopric of Brixen

from the 10" century, later becoming more strongly associated with the German
Empire and in the 1360s amalgamated into Austria.'® The region found itself
within the territory of Italy beginning only in the year 1919, The fact that
the sculpure was created for the German knighdly order constitutes another
argument for its exclusion from the Italian group of artefacts.

In addition to the sculptures surviving in Italy, we should mention the piece
bought in Florence in 1885 for the collection of the Staatliche Museen zu Berlin.
‘The sculpture, created by the workshop of Andrea di Ugolino Pisano, originall
comes from a church in Lucca'” and hence can |uu|h.ublv be attributed to the
artistic legacy of Tuscany. It is also acknowledged as having originated and
functioned in Lucca for centuries and thercfore belongs to dhie religious culture
of Italy. A more troublesome issuc is determining the original homes of two other
sculptures, also currently residing outside of Italy, previously in circulation on
the antiques market or belonged to private collections. The animated sculprure
of the crucified Christ acquired by the Bode-Museum in Berlin as a donation
and traced back to the workshop of Baccio da Montelupo is one of these.'® It is

a fact that it should be associated with Tuscan art of the turn of the 16™ century,

but there is no evidence to suggest it was created for any church in the region.
A similar problem ariss in the case of the pcce donated by an antiques deler
to the Saint-Germain-des-Pr

parish in Paris.” There is no data as to the sculp-
ture’s original home. Its connexion to Florentine art of the last quarter of the 15
century, and especially to the work of Verrocchio, is the only basis for the tentative:

conclusion that Florence was indeed the place of its residence for centuries. Margrit
Lisner, who analysd the figure in deail n terms of syl sates thr the sculprure
arrived in Paris just after the year 1480,

? yet provides no evidence to support this.

> On the subject of Brixen diocese history see: Gschwend, 1965, pp. 23-29, including bibli-
ography

1 In fact even today the region is strongly influenced by German minority. This is confirmed
by the legal status of the province in which Lana s located  since 1970 it is an Autonome Provin:
BozenSidsvl | Alo Adige 2 well s the fae tha  significan percemage of the inhabitants of
the provine consder Gerran s ol decs tobe i aive Lang

15 Bode von, 1886, pp. 212-21

16 Schottmiller, 1933, p. 147, no. 7139.

Taubert, Taubert, 1968, p. 86, cat. no. 21; Taubert, 1978, p. 42, cat. no. 2

1% Lisner, 1970, pp. 95-96.

*Der Gl ma e g Pl von Verochion Werksat nach P el
worden scin”; Lisner, 1970,

 The sculpture may have o acquired for the parish after World War I1. A caral
in the Tauberts' article suggests that the authors gathered the informarion on the sculpe
selves by contacting the Saint-Germain-des-Prés parish pricst.

ue note
e them.
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In discussing artcfacts from Iraly, we should single out sculprures that
were converted into animated sculptures of the crucified Christ, such as those
from Cascia®! and Tolentino, which were originally elements of monumental
sculptural groups depicting the Deposition. In both cases, we are dealing with
representations of crucified Christ, though His hands are not nailed to the cross
but gently hanging down so as to constitute the type of figure termed an Jmago
Pietatis. As a result of modifications to the structures of the works — the arms

were detached from the torso and then re-attached using a simple mechanism — it
became possible to lower Chriscs arms lengthwisc along His bo

Nineteen artefacts are housed in German churches and muscums. Two of
those are the picces already mentioned, originating in Italy, which are now
located in the collections of Berlin museums. Aside from the Berlin artefacts, the
remaining surviving sculptures are found in the south of Germany: in Baden-
Wiirtremberg (five works)?® and Bavaria (nin).* Single artcfacts have survived
in Hessen, the North Rhine and Saxony2* We know nothing regarding the
original homes of the sculptures from Lage and Passau-Grubweg. The former
is mentioned by Roland Reche, who provides no concrete information on the
sculpture aside from the fact tha it is now located in Lage.* The latter was
most likely created in what is today Austria, though we do not know whether it
was from there that the sculpture was brought to Germany. Certain doubs also
surround the origins of a piece in the collection of the Stadtmuseum Weilheim
in Oberbayern it most likely belonged to the local parish church, although
there is no evidence to support this.”

21 Museo di Palazzo Sani (origin: Cascia, Collegiata di Santa Maria) [Umbrial.

atervo [Marche]

Altheim, parish church; 2. Bad Wimpfen am Berg, evangelical church; 3. Lorch, former
il

Caelrledi S
monasci church; 4. Oberndorf, parish church; 5. Rottwe
1 Asti, Museom Kartuse Ashei 2. Kempten, S Lowes . Lafer 4. Mernigen
St ]uhxnn Baprist; 5. Ottobeuren, museum at Benedicine Abbey; 6. Passau-Gru
colleion 7. Slscheid, S, Paners parsh chsch; . Welhim, Sidimaseusn; 5. Uneahausen
Marii Heimsuchu
3 1. Lage (North Rhine-Westfaia); 2. Schneidhain (Hessen), St. Johannes der Tiufer (origi
nally: Schncidhain, Konigsteiner Burgkapelle; 3. Débeln (Saxony), Dibelner Stadsmuseum (orig-

y: St. Nicolai)

“ Rechr, 1999, p. 272. The description of the sculpture by Roland Recht is unclear: “Le
crucifix en bois de n aisses’ dans
lesquellssont placs espectivement e corps e chacun des bra

cr ausgestellte Christus war, wie sich mancher Weilheimer vieleicht muh erinnern wird,
in der Kreuzkapelle noch bis zum Zuweiten Weltkricg in Gebrauch.; Helm, 1982, p. 78.
Vaeds Hlgn, St of i s i el £010/ 33 < e 5 e bl g
study (23 XII 2004) writes: “In den zur Stadtpfarrei Mariae Himmelfahrt gehorenden Archivalien
it KGR i des Sk vaclcsiog: iy sl e it g
weisbar, Wahrscheinlich handel essich um eine Wiederaufnahme des Brauches, nachdem die F
T e Fanioe i Moo as oo e €l Hh Gl s ok e i
in Weilheim befinde, ist nicht bekannt (Entstehung 1490)

monté sur un curieux disposicif formant trois petites

Rein-
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‘The above artefacts lead us to conclude that animated sculptures of the cru
fied Christ were especially common in southern Germany: Baden-Wiirttemberg
and Bavaria. There are no traces of their existence in the northern pare of the
country, and as for the central regions, the sculptures from Lage, Schncidhein
and Débeln suggest that figures of the type we are interested in were not an
altogether uncommon sight.

Eighteen surviving animated sculptures of the crucified Christ can be found
on the Iberian Peninsula. Most of these arc located in Spain, in the northwest
part of the country — in Galicia® and Castile and Leén Three pie
located in towns in Andalusia,* Valencia®! and the Balearic Archipelago.’
artefacts are known in Portugal — the first, whose original home is unknown,
is located in the Museu Grio-Vasco in Viscu, and the sccond is located in the
town of Portel.**

Again, we must sct apart the animated sculptures of the crucified Christ
which comprised monumental Deposition sculprural groups. As applies to works
of this type in Italy, there are no examples of individual representations of Christ
whose original construction enabled the sculpture to be posed. Figures of crucified
Christ from Mig Aran* and Taill” (both in Caalonia) were modified to be
used during theatricalised Good Friday ceremonies. Their arms were broken off
and reattached with simple metal fasteners to enable them to be folded down
along the body.

In Austria there are twelve surviving animated sculptures of the crucified
Christ. Three of them are found in Lower Austria, the same number in Tyrol,””
two cach in Upper Austria® and Carinthia® and one cach in Salzburg® and

2 1, Fisterra, Iglesia de la Sangrie de Cristo; 2.
3. Orense, cathedral; 4. Tui, Musco Diocesano de Tui (orig
5. Villabade, parish church.

1, Aguilar de Campoo: 2. Arcabal de Porcillo; 3. Burgos, cathedral; 4. Esguevillas de Esguevas
5. Palencia, las Clarisas de Palencia; 6. Segovia, Igesia de San Jus
Trinidad; 8. Villaleampo, Iglesia de San Lorenzo,

2 Casillo de Lebi

G

San Pedro Félix de Hospital do Incio;
n: Tui, Convento de Santo Domingo):

a de la Santisima

sa de la Sangric de Cristo.
v.nmh Mallorca, cathedral

cja da Misericord
@ Aran, Sant Migl de Viell orgially: Vel & Ara
* Tail, Santa Mas

(Rl Paiothna, M NeBoosd PATE e
dictine monastery;

kil S,

GENF T s A PR Sciuihund) Do

. parish church (origin: Riecz, cemetery chapel); 2. Schwaz, cemetery chapel;
3 lumhum et rgrdars
Ried im Innkreis, Muscum Innvierdler Volkskundehaus; 2. Ried im Innkrcis, private
e
¥ 1. Klagenfurt, Ditzesanmuseum (origin: Klagenfurt, St. Veit a. d. Glan); 2. M
parish church.

Worth,

 Salsburg, Priesterseminar der Eradizese
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Styria.*! ‘The original home of the surviving artefact from Ried im Innkreis
(Upper Austria) has not been established

There are three surviving animated sculptures of the crucified Christ in Swit-
zerland. One of these, from the collections of the Schweizerisches Landesmuseum

in Zurich, was housed in Grancia in the canton of Ticino before being relocated
to the museum.* The other two, which were mentioned and reproduced in
Gesine and Johannes Tauberc’s article, were part of a private collection (Agnuzzo)
in the 19605" or were traded on the antiques market (Lausanne). The latter
displays a strong formal similarity o the picce in Zurich and is likewise dated 0
century. Both feature identical mechanisms allowing for

the beginning of the 16
the movement of the Chrisc’s arms* and in both cases the hair is not sculpted but

applied as a wig. There are also visible similaritics in the way the torso is shaped

— a sunken stomach contrasted with the rib cage, which was clearly defined by the
Jine formed by the lower ribs. The arrangement of the legs, the hip lines, and the
prominent shoulders which are separated from the arms and neck by a border of
sorts, are all identical in both artefacts. The fact that both were made in Ticino

does not necessarily prove that the artefact from Lausanne was an element of one

of the churches of the region before finding its way onto the antiques market
There are two animated sculptures of the crucified Christ in the C
Republic. The first of these is part of the collections of the Aliova Jihoceski

Gallery in Hlubok4." The other, originally from a Barnabite church in Prague,
was for many years part of the Czech National Museum collection. At the

beginning of the 1990s it was conveyed t the Carmelic convent n Hradtany in
ue as per the agreement on the restitution of cultural goods.* Two artefacts
are: a sculpture created for the

are .Am known in what is today Slovakia. Th

Benadik,” where it resides to
L% Both these

church of the St. Benedict monastery in Hrorisky
this day, and a sculpture from the parish church in Spiiski Bel
historical artefacts should be associated with the Kingdom of Hungary, to which
the lands of present-day Slovakia once belonged.

41 Stcirisch-Lanitz, parish church (origin: St. Lambrecht, Benedictine monastry).
 Bajer-Futerer, 1936, p.

The original residence of the seulpture from Agnuzzo is unknown

Tauber, Taubert, 1969, p. 90, cat. no. 3

Origin: Boletce (Ceskf Krumlov).

Ina letter to the author of the prescnt study (of 16,06.2007) Dr. Jan Klipa from the National

Galley in Pragu wrote: *der Kruzifi, an den Si Iteresse haben, besteht i der Sammlungen der
Nationalgaleric leider nicht meh. Er war an urzustindlichen Besiczer am Anfang der 90. Jahre
wahrend der Restitutionen zuriickgestellt, Das Werk st heute in Besitzcum des Ordens der Kar
melitinnen in Hradschin/Prag,

The sclpur workedn andem vich woden, mavesble Holy S curndyloued
in Esatcrgom (Kereszeény Miizeu): Endrodi, 2003, pp.

i 1535 . 32 ajn, 1960 p 893 Pk, 1999, . 391; Radocsy 1967 p 21

193

716717, . no. 4. 46.

Vistava stare P2, ac. no 206,
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Tiwo animated sculptures of the crucified Christ can be found in Poland. One
of these, surviving as a figure of Christ in the Tomb with a mechanism allowing
the folding down of the arms removed, is currently housed in the Warsaw Arch-
diocese Museum. It is believed to have been created in Mszczonéw. In 1966,
it was discovered in the St. John the Baptist parish church by lzabela Gilicka
and Hanna Sygietyfiska.” However, the fact that is was found in Mszczonéw
does not prove that the sculpture should be associated with that church. The
medieval church, which was in fact built long after the figure had been created,
burned down completely, along with all of its furnishings, at the beginning of
the 19% century. It is possible the sculpture was brought to the newly-erected
church from another town after the firc. The other sculpture is located at the
former Cistercian church in Chelmno. Sin

e Chelmno belonged to the Monastic
State of the Teutonic Knights uncil the second half of the 15% century and the
convent of Cistercian nuns for whom the sculpture had been made was connected
t convents in southern Germany, it would be justifiable to treat this sculpture
as a work associated with the culture of German-speaking lands

Two animated sculptures of the crucified Christ are known to exist in France.

One of them was described carlier in the scction concerning artcfacts from Italy,
and the other is a sculpture located in the Piraud collection in Paris as of the
1920s. A concise description and picture of the sculpture can be found in the
book Le Monde des Automates. Etude historique et technique.” In later years, the
sculpture was mentioned several times, yet none of the authors writing about
it established its original or current location. Even less can be said about the
animated sculpture of the crucified Christ from Huy in Belgium. This artefact

was introduced into the literature on the subject by Johannes Taubert, who
however provided no information about it aside from the name of the town
where it resides and that it dates from the 14™ century.”

One animated sculpture of the erucified Christ made of walrus tusk, surviving
in incomplete condition — without arms — is found in the collections of the
Kunstindustrimusc
in Norway;

in Oslo. It is not certain whether the figure was made
is possible that it was imported there from England.* Because
of the material it was made of and its height (25 cm), it is distinct from the

Inventory no. 828,
% Galca,Sygeytaa, 1994, . 16-1
Chapuis, Gelis, 1928, p.

* Kapustka, 1998, p. 47; \\..p.mm 2003, p. 155 Kapustka, 2008, p. 160; Kopania, 2004a,

p. 43 (note 17); Kopania, 2007, p. 126; Kopania, 2009, p. 146; Taubert, Taubert, 1969, p. 86,
cat. no. 22; Taubert, 1978, p. 42, cat. no. 22; Tripps, 20004, p. 1

Taubert p. 43; cat. no. 41. It was this sculpture that was probably mentionned by

Martine Joway-Marchal, who wrote that it was hanged on the external wall of the church of

Saine-Eicnncsu-Mont (Joway-Matchal, 1990, p. 293, Unfortunavelly in 2010 he sculprure was
notin the same place

* Especially see: Parker, Litde, 1994, pp. 30, 3

80, 159, 253-258
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other artefacts that make up our field of interest. Although the figure in the
Kunstindustrimuseet is the only known animated sculpture surviving o this
day in Scandinavia, it is reasonable to presume that such figures once belonged
to churches in Denmark, Finland and Sweden. Rescarch by art and theatre
historians conducted in the last several decades revealed the existence of medieval
sculptures used in theatricalised liturgical ceremonies in Scandinavia. Among
these are portable and permanent Holy Scpulchres with figures of the Saviour
that could be taken out, as well as sculptures of the Resurrected Christ which
were raised to church vaults with ropes on the day of the Ascension.’®

2. Works known from source records

In Traly, there are ten surviving manuscript sources which mention no longer
extant animated sculptures of the crucified Christ. Eight of them refer to figures
used in theatricalised paraliturgical ceremonies which were conducted by the
members of various religious confraternities. The oldest of these are 14®-century
laude records. In codex 36/4 housed at the San Rufino Cathedral in Assisi is
a lauda for Good Friday which begins with the words “Ista laus dicitur in die

veneris sancti propter scavigliationem domini nostri lesus Christ”, which was
enacted by the members of the local San Stefano confraternity (disciplinati di

Stefano).* “The Latin instructions concerning the staging of the Deposition
leave no doub as to the need for an animated sculprure of the crucified Christ
during the presentation, especially since the text lacks any lines for an actor
playing the part of the Saviour”: “lohannes, videns unam manur scavilgliataml,
‘Scavigliatur alia manus. Iohannes dicat:", “Decaviglietur corpus
totum et detur in gremio Mariac.”* The most important scenes enacted with
the use of an animated sculpture of the crucified Christ — the Deposition and
the Burial - are recorded as follows

tis described in detail by: Grinder-Hansen, 2004, pp. 233-239 m.\m.y 1973, p. 37-45
Haasrp, 1987, pp. 133-170; Kspesn, 1988, 205; Ringbom, 1998, py 7
1995, pp. 25-27 49-64 ok, 1998, p. 5570,
Archivio Capitolare di San Rufino G Asis,Fll et of he aude dated 10 1381 conained
in: Santucl, 1995, pp. 243-263
The lack of lines for an actor playing the part of the Saviour is also scen in other 14° ¢

U from Asisi Lunghi, 2000, pp. 116-115; Mancin, 1990

codice 36/4 della cateedrale di San Rufino in Assisi la stessa lauda comincia con la

rubiics st las dlefoei die venaee sancepioprer scavgliaonesy domlal e lesus Chinf
¢ prosegue con e indicazioni in latino riguardant Pazione della deposizion

corpus torum et detur in gremio Mari o dalla eroce, e ‘Deinde
agdalena ct alic Marie, que stabant a longe et vadunt ad pedes Domini et dicun, per il
; Berardi, 2000, pp. 16-17. See alsos: Forini, 1961, pp. 459-

quali ‘Decaviglietur

" per lo ‘sconficcamento’ di

venit M:

compianto.




2. Works known from source records 4

[

Tosep et Nicodemus actingunt crucem:
Recate avem le ferram(en)ta

onn' altra gente cesse via:

solo remangha chi lam(en)a
piacéiave dar ne la via

Quel lesis mo’ esferramo

et de la croce mo’ I levamo,

Maria Tosep et Nicodemus
No me pare vedere quellora
Cum poco lo possa toceare;

@nto dolore em me demora
no vorria pill en vita stare

O lusép, or te spaccia

Et pollome fra le mie braccia

Tosep solus super crucem quando vadic ad
scavigliandum:

ma, per levarte de legno,
onde io voglio esconficcarte

che sta quasi nel pasmare

Tohannes, videns unam manum
scavi(gliatam), ait

Matre mia, of te confora
chiuna mano ¢ scavigliata

o dolore um poco scorta

Ro star piit angustiata

satesfacta um poco d'essa
et it ad alto ad lui Capressa

cur alia manus. Tohannes dicat
Recive, matre, l'altra mano,

che ve porge Nicodemo,

anto n'é suto lontano;

Scav

satisfarne ne podimo.
T'ub e braccia et no si lenta
ol tuo figlol omai sostena

Decavigletur corpus totum et detur im gremio
Marie. lohannes dicat

Ecco l corpo del tuo figlio;

or lo recive, o cara marre

Relucea sopra onne giglio

el mio Signore, maestro et padre,

cho' no prendemmo luda iersera,

quando ad la mensa con noi cra.
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Deinde venit Magdalena et alie Marie, que
stabant a longe et vadunt ad pedes Domini
e dicun:
i, esguarda Scgnor mio,
a la picci de Magdalena,
ché me foste tanto pio
staendo con Semone ad cena
No me voglio da te partire;
agli tuoi pici voglio morire

ltem Magdalena ad pedes Domin
Ecco  piei, quali io bagnai

de lacreme et pis de pentimento.
No me voglio partire giamai
vivere pi no consento.

Poi che ‘I mio macstro & morto,
mai conforto.

Maria, tencns filium im gremio, dicit
Dove la wua bella
lucente pii che rosa d'orto?

e de

Tucta pare che
vedendo te, figliol mio, morto.
O sorelle, or cho' farimio

che I mio figlio morto vedimo?

Matia
Figliolo, col dolce parlamento

Dové et tuo bello poramento
ct lonesta che demostravi

et la wa grande bellegea?
Dave a me grande alegregea.

Trerum Maria
Questa boccha, figliol mio,

a porte;
percio le labra 3i cos) morte

Teem Maria
Drappo nullo, né vile né caro,

‘nanti P'uom fra loro partits
tucto tam lassato nudo.
Pilato, cho' fuste si crudo?
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Veniunt losep et Nicodemus. Dicunt ad Mariam:
Marre, danne lesu Cristo
mo’ | portamo ad scppellire.

Maria
Trista, col core tristo
volentier vorria morire
poi che Crito me tollcte
con essolui me soppellete!

Dicunt omnes portantes Christum ad
Noi el portamo ad scpellre;

da onne gente abbandonato.

Fo facto ad gram romore morire

dai suoi discipoli lassato,

Oymé, wristi, or co’ farimo,

poi che senga te armarimo?

Tosep et Nicodemus dicunt Marie
Sepelliamol, puoi ch& morto
et mectiamolo nel sepolcro.

Maria:
Certo, amice, no farite;
nante a me lo renderite
Or vedee crudel duolo
Partire la matre dal figliolo.

Maria
Poi ch
no me voglio da lui partire.
Sempre meco serd unito:

& sepellio

qui voglio vivere et morire.

The Deposition and the Burial were staged in a similar manner on Good
Friday in Perugia, which is evidenced by the fact that the LXII Jauda of the local
San Andrea confraternity, dated to 1374, is similar in character (but conains
10 stage directions). Earlier inventorics of the religious confraternities

active in
Perugia attest to the long tradition of enacting laude with the use of animated
sculptures of the crucified Christ. In the inventory of San Domenico oratory,
d

d to 1339, we can read, “una croce ¢ colonna de la Devotione [...] tre chiuove

 Gited after: Lunghi, 2000, pp. 119-120. We do ot possess any information about an ani
mated sculpture of crucified Christ used in the 14% c. in Assisi. The only work of this type to have
survived in Assisi, was made by Giovanni Tedesco ca. 1500 and is located in the Basilica inferiore
di San Francesco d'Assisi (see in particular: Lunghi, 2000, pp. 104, 121-123; Ness, 1982, pp. 3
344, 350-351).

 Baldell, 1962, pp. 343-345; Falvey; 1978, pp. 179-196; Lunghi, 2000, p. 118,
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torte dai crocifixo [...] uno crocifixo grande acto a fare la Devotione.™®' What
is more, the members of the San Stefano confraternity ordered a crucifix, two
crowns, four angel’s wings and pegs — items necessary for the enactment of the
Good Friday ceremony — from Pietruccio di Picziche in 1338.% In an inven-
tory of the confraternity from 1363, there is even a mention of two animated
sculptures of the crucified Christ found in the oratory, “In Sala superiori oratorii
dicte faternitatis. Item duo crucifxi emprontanii™ As for later days in the
chronicles of Perugia, under the year 1448, we find a record of a complex
performance held in the town streets on Good Friday. An animated sculpture

ed Christ was used in the course of this performance, at a certain

of the cruci
moment taking the place of a live actor playing the Saviou

On 29 March, which was Good Friday, the said Friar Ruberto started again his daly
preaching in the square. On Holy Thursday he preached on Communion an

d invited

the whole population to come on Good Friday: and at the end of the said sermon on
the Passion he performed this play [rappresentazione]: this is, he preached at the top of
the square outside the door of San Lorenzo where a platform was prepared [era ordinato
un terrato] from the door to the corner towards the house of Cherubino degli Armanne
And there, when it was time to show the Crucifix, out of San Lorenzo came Elisco de
Cristofano, barber a the Gate of Sant'Agnolo, representing [a guisa de] the naked Christ
it s b s i thoiher ma the oW O ol O bis heads and his flesh seemed

beaten and scourged, as when Christ was scourged. And there several armed men [armate
took him to be crucified. And they went down towards the fountain, around the crowd, as
far as the entrance to the Seudellare, and they turned [argiero] at the E
del Cambio] and returned [argicro] to the door of San Lorenzo and went onto the said
platform [terrato]; and there, in the middle of the platform, someone [unal
him in the garb of the Virgin Mary dressed all in black, weeping and speak

went towards
g sorrowfully,

as was donc in the similar play [misterio] of the Passion of Jesus Christ; and when they
arrived ar the scaffold [Zpergolo] of Friar Roberto, he stood there for a long time with
the cross on his shoulder, and all the whie the people wept and cried for m
they put down the said cross and took up a crucifix which was already there, and they
erected the said cross; and then the wailing of the people grew louder. Ar the foot of
said cross, Our Lady started her lament together with St. John and Mary Magdalene and

Then

Mary Salome, md they said from the lament of the Passion. Then came
Nicodems and Joseph of Arimathea, and they freed che body of Jeus Chis from the
nails [scavigliarono], put it in the lap of Our Lady, and then laid it in the sepulchre; and
throughout the people continued to weep loudly. And many said that there had never
been performed in Perugia a more beautiful and pious play [devozione] than this one.

Lunghi, 2000, p. 124
Lunghi, 2000, p. 124,

* Lunghi, 2000, p. 125. The rescarcher indicates that we cannot be entirely certain if the
sculptures found in the oratory belonged to the category of animated sculprures. He states they
could have been processional crucifixes: “Loratorio della confraternita di S. Stefano non conserva
ezeti tanto antichi, non sappiamo dunque s i trattava di Crocifs:per I devozioni del Venerd

Santo o di croci per le processioni” (p. 125). As we shall try to demonstrate in the later part of this

study, the two functions are nor mutually exclusive. Animated sculptures of the crucified Chrisc

could also have been used as processional crucifixes (sce Chapter V
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And on that morning six fiars were professed [?se fecero): one was the said Elisco, who
was a foolish youth, Tomasso de Marchegino, Bino who used to live with the Priors
the son of Boceo del Borgo de Santo Antonio, and Master Riciere de Francescone de
Tanolo, and many others had taken the habit before, because of the sermons of the said
Friar Ruberto. And after three of four months the said Friar Elisco de Cristofano de
Porta SantAngelo left the friary and returned to the barber’s rade, and they call him
P I pi T e e e i e

An analogous figure was used in Bologna in the sccond half of the 15
century, as evidenced by the record of the sacra rappresentazione, titled Pianto de
nostra Donna, contained in a manuscript numbered 483 from the collection of the
Biblioteca Nazionale Centrale Vittorio Emanuele II in Rome.®* However, the text
does not contain any clearly expressed information as to the use of an animated
sculpture of the crucified Christ during the performance. Yet it is difficult
imagine a different method for the enactment of the Depasition (there are no ref
erences to an actor who could have played Christ in the Pianto de nostra Donna)

Yoseph ¢ Nicodemo se lievino suxo ¢ ponano le scale a la croce, ¢ Yoseph vada suxo

per la scala ¢ prima lighi il corpo de Christo a la croc
Voltisi a la man dritta ¢ con lo martello dia una borta ne la puncta del chiodo per mostrare

de cavarlo. E subito che la Vergene Maria santa quella botta, con gran lamento dica ad

a [ Yosph cavi fuora el chiodo de la man

alta voce, ¢ Yoseph stia fermo ad ascolt
dritta ¢ con giesti da cavarlo per forza. Poi voltisi 2 San Zohanne e dicali porgendoli il
chindo .. Yoseph cal quello el et man e diko  San Zohanne e il
Poi Yoseph sostenga el corpo e Nicodemo cavi fuora el chiodo di ,mu ¢ dialo a san
Zohanne. Po’ mandino giuso il corpo e teti lo sostengano. La Vergene Maria el prenda

a traverso e ponase a sedere in megio con le spalle apozate a la croce c il viso volto verso
ol morto disteso in grembo a traverso. Le due Marie,

il populo ¢ tenga il corpo del f
ne stia una da un lato da la Vergene ¢ Ialira dal altro lato, volte con o viso come
Ia Vergene. Yoseph ¢ Nicodemo stiano verso il capo de Christo. La Magdalena stia ali
picdi ¢ san Zohanne dal lato de la Magdalena. Come sono acunci a li luochi suoi, tucti

insieme piangano batcandosi con le mani %

Another important source is the inventory written in the first quarter of the
Feliciano confraternity, which was active at the cathedral

15% century of the San
in Foligno. In it we read that the brotherhood possessed a figure of Christ whose
function was to be taken down from the cross during the Good Friday schiavel.

* Cited after: Meredith, Talby, 1983, pp. 248-249. Original text: D'Ancona, 1966, vol. 1
p. 280,

83 manuscript of Vittorio Emanuelc’s fund of National Library in Rome includes texts
ompagnia de Sancto

hered for the C

on devotions and sacred representations. They have been g
32 ioh1 14 e AT Bologt ot T Ladla it sosbo g
criptor and dates the code to 1482. The Pianto de nostr Donna, one of the texts dedicated to the
narration of the Christ’s Passion and Death, is enriched with very interesting explanations that
relate about the course of the devoe action. From these explanations, we can gather the use of

a mobile-armed crucifix.”; Tameni, 2004,
“ Cited after: Tameni, 2004
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latione. Tt fearured moveable arms as well as a mechanism which allowed the
“hrists cyes o be opened and closed: “Nell'invenario del 1425 sono ricordate
esplicitamente tre devozioni: quella di Natale, di Pasqua sulla resurrezione di
Cristo e quella del venerdi santo, detta ‘schiavellatione’, da schiavellare, togliere
i chiodi al crocifisso. Tre le suppelletili interessante & il ‘crocifisso de lingno che
 presume that the sculpture was housed in the

apre et chiude I'ochi.
Foligno cathedral, although there is no confirmation of this in the source material.

In addition to the source material connected with the activities of religious
confiaternities, we have at our disposal three documents which refer to clergy
activity. One of these is a record kept at the Archivio dellOpera del Duomo in
It indicates that in 1490 the clergy of the Santa Maria del Fiore church
commissioned Andrea della Robia to make a sculpture of crucified Christ with
moveable arms which was to be displayed to the people on Good Friday: “1490
dicta di XXquarta Januarii. ltem (deliberaverun) quod fiat quidam crucifixus
igneus ita congegnatus ut membra moveri videantur et serviat pro illum osten-
dendo populo in venere sancto quolibet anno a quicumque furet expeditus in
quo ad plus expendantur f§ sex largh. pro valore... f 6 LI quatuor”®

In turn, in an inventory of the Sicna cathedral prepared several years c:
we read: “La sacristia: [...] Una ymagine di legno di nostro Signore resuscitatio
si mette in sullaltare maggiore per la Pasqua di resurrectione. Uno crocifixo di
no, rilevato, grande, sadopera il venerdi Sancto.”® The record does not directly
d Christ was used in the Siena
the sacristy was mentioned

Florenc

lier

leg
state that an animated sculpture of the crucifi
cathedral. However, the “Crocifixo di legno” hor
together with a figure of the Resurrected Christ (‘ymagine di legno do nostro
Signore resuscitatio’). In addition, both works were to fulfil their respective
functions on Good Friday and Easter Sunday. This leads us to assume that we
can treat the crucifix in question as an animated sculpture of the crucified Christ

The record of the Depositio Crucis et Hostiae from the Agenda Diocesis Sanctae
Ecclesiae Aquilegiensis can atest to the existence of other animated sculpures of
the crucified Christ which have not survived.”® This agenda, although printed
Jater, in Venice in 1575, contains liturgical guidelines in use in Aquileia from

ernardi, 1991, p. 442. CE: Bernardi, 2000, p. 17; Sensi, 1974, pp. 151-155, 193-194. See
also: mw 1980, pp. 34-35. Inventory of the San Feliciano confratenity — nertario di Sagrestia
1425, aprile 10 (Foligno, Archivo di Stato, Ospedale 926, Ms cartaceo, privo di guardia) ~ was
published by Mario Sensi (Sensi, 1974, pp. 193-194). It contains: “(41) Ttem uno crucifisso de
lingno che apre et chiude 'ochi

Arch. Dell Opera, Deliber. 1486 8 Cited afier: Taubert, Taubert, 1969,
pp. 90-91, cat. no. 37. Cf: Fabriczy von, 1906, p. 284; Fabriczy von, 1909, p. 31, no. 94

Inventario degli arreds aristic dell'Opera Metropolitana di Siena dellanmo 1482. Cired afee:
Tauber, Tsber, 1969, 91, ct. no. 9. CE Fabricay won, 1909, p- 7, o, 40

On the «mwm the Agendaand the Holy Weeklrgical ceremonicscontined thercin
sce: Bernardi, 1991, pp. 182-185; Lange, 1887, pp. 13, 105-106: Young, 1920, pp Young,
1933, vol 1, pp idhis

491 a p.
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the 11% century”" It mentions the use of an Jmago crucifixi during the Good
Friday ceremony, which suggests the hypotherical existence of a sculpture of the
type we are interested in.’?

erman liturgical source materials also mention other non-surviving ani
mated sculptures of the crucified Christ. The term Jmago Crucifivi appears in
nineteen records of the Depositio Crucis from Bavaria. In the case of one of
these, it is beyond doubr that the term refers to an animated sculpture of the
crucified Christ. The record in question is the 1489 Ordo de divinis offciis of
the Benedictines in Priifening.’ The highly-developed version of the Depositio
Crucis et Hostiae contains orders for the use of a sculpture of Christ which is to
be taken down from the cross and then laid into the Sepulchre along with a Host

Deinde Dominus Abbas et qui Crucem cum eo porat imponunt responsorium Vad
propiciator, cum quo cantu fit processio de choro ad monasterium, et precedit primo
conuentus, deinde ministri, videlicet diaconus et subdiaconus, post hos duo fuuenes cu

‘candelis, vitimo portitores crucis, et fi stacio ante altare Sancte Crucis quod antea a c

Joco Dominici Sepulche lintheo magno specialter ad hoc apto velarum existi ] Quibus
omnibus rite expeditis, singulis rursum genua flectentibus, cantor imponit antiphonam

jgna cedrorum tractim a choro canendam, qua inchoata, Domin
et cui cum co Crucem tenuit Y

Abbas

m Crucifixi coram populo de Cruce deponunt
quam Dominus Abbas intra velum ante altare Sancte Crucis protensum in codem altari
vice Dominici Sepulchri preparato ponit et pannis ac lintheis ibidem positis reuerenter
operit. Crucem vero in qua dicta Ymago pependit custos per ministrum suum ad locum

debirum deportari fcit. Ipse vero mox chorum ingrediens scrineum reliquiarum retro
altare in quo Corpus Dominicum reconditum est aperit, aspersoriumque cum urribulo
ut ibdem habeanrur t reliqua pecesara pro commnione sanca i disponi

in altari Sancte Crucis loco Dominici Sepulchri
preparato recondendo. Expeditis omnibus supradictis, postquam Dominus Abbas, reposito

e Corpore Dominico in sarcof

iam retro altare Sacramento, redierit ad altare, sumit capsulam alteram in quam prius
particulam vnam Eucharistie reposuit, et defert cam sub casula ad altare Sancte Crucis
vice Dominici Sepulchri preparatum. Ex precedit eum totus conuentus processionaliter
de choro egredientes et ante Sepulchrum in viroque choro stacionem facturi. Ex post

' Bernardi, 1991, pp. 182-185; Rava, 1939, p. 14 8.+ Agenda Diocesis Aquilegen
Venedig 1495, fo. 98101 (Miinche, \mm-‘\mm , Inc., c. a. 1172 [Hain 366}
phard, 1975-1990, vol. I1I, 1976

INITO FYVING INCIEEF OFFCIUM DIEL, UT IN MISSALI CONTINETUR
ORATIONE VERO EXPLETA, er SEPULCHRO PREPARATO er DECENTER ATO,
ASSINT INPROMPTU TRIA THURIBULA CUM INCENSO THURIS, MIRRHE, ¢ THI
MIAMATIS, er QUATUOR CANDELE ARDENTES; er MINISTRI CUn SACERDOTIBUS
PORTENT IMAGINEM CRUCIFIXI VERSUS SEPULCHRUM, er OFFICIANS SEQUATUR

Lip-

PORTANS SACRAMENTUM EUCHARISTIE IN SANCTUARIO REPOSITUM. [...| DEIADE
MINISTRI, er SACERDOTES IMAGINEm CRUCIFIXI COLLOCEn IN SEPULCHRO, er
CCOOPERIAAT LINTHEAMINIBUS er SUDARIO, er SUPPONAAT LAPIDEm. [...] OFF

CIANS VERO THURIFICET IMAGINEM CRUCIFIXI SIC IN SEPULCHRUM POSITAM
et ASPERGAT AQUA BENEDICTA cited after: Young, 1920, p. 93.

rdin. Pruveningense saee. XV-XVI (Miinchen, Staatsbibliothek, Ms clm 12018); Brooks,
1921, pp. 105-106; Lippharde, 1975-1990, vol. 11, 1976, pp. 393-396, vol. VI, 1990, pp. 229-231
Young, 1933, vol. I, pp. 157-161; Tauber, Tauber, 1969, pp. 92-96.

b e R e
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conuentum secuntur duo ceroferarii et altaris ministri eo ordine quo supra in deportacione
Sacramenti processerant, post hoc Dominus Abbas cum Sacramento, deinde capellanus.
Custos autem prouideat ut illico quingue lampades circa Sepulchrum locentur, moxque
incendantur vsque ante Nocturnos in sancta nocte Dominice Resurreccionis iugiter
arsure, que tamen cum ceteris luminibus hac proxima nocte ad Matutinum extinguuntur;
post hoc autem vice uersa incenduntur. In ipso autem egressu processionis de choro
cantor imponit responsorium Fece guomodo moritur iustus. Quo cantato in ipsa stacione,
scquitur responsorium Recesst pastor noster; deinde antiphona Jose
hoc, responsorium Sepiilzo Domino. Dictorum vero responsorium versus cantare debent

b ab Arimathia; post

nores ante Sepulchrum. Insuper est notandum quod ceroferarii Sepulchrum non
ingrediuntur sed, candelabris ante Sepulchrum in veroque choro in terra locatis, stabun
ad loca sua; nec extinguuntur ille candele vsque ad finem Vesperarum. Dominus Abbas
vero et ministri nec non capellanus huius Sepulchrum, idest intra velum ante altare
Sancte Crucis circumtensum, ingrediuntur. Est autem in ipso altari prius per custodem
um quoddam reliquiarum positum in quod mox ur Dominus Abbas ingre

ditur reponit capsam cum Corpore Dominico, stadimque cum ministris et capellano
iphonam Joieph ab
trimathia. Deinde claudit Dominus Abbas sarcofagum. Quo clauso et lintheis quibus et
Vmago Crucifixi operta st cooperto, subiungunt responsorium Sepulto Domin. Versus
autem predictorum responsorium pronuncientur a capellano. Deinde subiungic Dominus
Abbas versiculum 7i autem, Domine, miserere me. Respondent ministr £ resuscta me te
vetribuam eis. Dominus Abbas dicit Dominus vobiscum. Oremus: Omniposens sempiterne
Deus, qui Christi fili tui beatam pasionem. Ex concludit hane collectam cum particula Per

legit responsorium Ecce quomodos tesponsorium Recesst pastor; a

eundem Christun Dominum nostrum. Respondent ministri Amen. Deinde tam Dominus
Abbas quam ministri lexis genibus dicentes Pater Noster, denuoque surgentes similiter
orent versus in Sepulchro secundum rubricam infra scriptam. Quibus dictis, Dominus
Abbas aqua benedicta aspergit et deinde thurificat am sarcofagum Sacramenti quam
Ymaginem Crucifixi. Quo facto, Dominus Abbas ec ministri et capellanus non expectantes

conuentum mox ad chorum vel ad sacristiam vadunt et vestibus sacris se exuunt.”*

The term Imago Crucifivi also appears in the Depositio Crucis records

6 Diessen;

contained in the breviaries from Andechs,”® Chiemsee,

Cited afer: Young, 1933, vol. I, pp. 157-158. It is the opinion of Gesine and Johannes
Taubert, who conducted a detailed analysis of the cited record, chat the anim.

ed sculpuure of the
crucified Christ used in Prifening measured between 90 and 120 cm in height, with a wingspan
of likely 1 meter; Taubert, Taubert, 1969, p. 93.

Breviarium Andecense saec XV, fol. 269" (Miinchen, Hofbibliothek, Cod. Lat. 24882)
Deinde Sepulchro preparato et decenter ornato, sint inprompro t7a thuribula cum incensu, thure
mirra, et thimiamate, et guatuor candele ardentes. Ex Pontifex siue Prespiter cum aliis ministris et
sacerdotibus portent Ymaginem Crucifix uersus Sepulchrum lugubri uoce cantantes responsorium

1'% Young, 1920, pp. 80-81
© Brevier

des Augustinerchorherrmstfies Chiemsee sace. XV (Minchen, Swatsbibliothek, Cod.

Lac. 5349), fol. 195195 “Sacerdotibus et ministris portent Ymaginem Crucifixi uersus Sepulchrum
woce cantantes hoc responsorium: Ecce quomodo moricur iustus’; Lipphards, 1975-1990, vol. 11l
1976, pp. 848-849; Young, 1910, p. 343. The same description of the Depositio Crucis in: Bre
1515 (Miinchen, Staatsbibliochek, 8, Liturg. 105)
fol. 241b-242a; 244a, 245a-b; Lipphards, 1975-1990, vol. I1l, 1976, pp. 852-853.

Brevier des 15. Jhds, aus dem Augustinerchorherrnstifi Diessen, fol. 146b-147a (Miinchen,
Staatsbibliothek Ms clm. 5546): °[

viarium kiemense, Pars hyemalis, Venedi

] Officio Misse finito et Sepulchro preparato et decenter ornato
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sing % as well as in

Ranshofen,” Reichenhall,” various liturgical books from Fs

sint imprompto tria thuribula cum incenso, chure, mirra et thymiamate ct quatuor candele incense

et PONTIFEX siue PRESBITER cum ALIIS SACERDOTIBUS ct MINISTRIS portantes
Ymaginem C Tty Sepulcrym lugst v cantent ho Rsponsriu[.1s ipbands
19751990, vol. 111, 1976, p. 858. The same form of the Depositio Crucis in: Brevier des August.

oo Disen 155, 1. 163 164s (Mo, et e o 55500 Lipp-
976, p. 861. Ordinarium Diessense saec. XV (Miinchen, Hofbibliothek,
His finitis duo Presbyteri induti albis portent Ymaginem que scpelicnda

est, precedente. Comuentu cum accensis candelis et thuribulo; faciant processionem per ceclesiam

circumeundo et can umo lugubri voce responsorium: Ecce quomods moritur. Versus: In pace facrus
em ad Sepulchrum cum thurificatione t aspersione. Ex dicant Vesperas bidem

A E b CoxB iSO AN Sequitur Magnificat. Antiphona: Cum accepisset
Psalmus: Miscrere mei, cum oratione Sequitur responsorium: Sepulto Domino. Versus: Ne forte
i e stesms i e T mpulssse il e Yot 1920 po 10

¥ Ordinarium Ranshofenense saec 56 (Miinchen, Hofbibliothek, Cod. Lat. 12635)
Deinde Sepulck
thimiamate, er [11% candele ardentes. £¢ Pontifix siue Presbyrer cum aliis sacendotibus et ministris
portent Ymaginem Crucifixi uersus Sepulcrum lugubri woce cantantes hoe responsorium: Responso

o preparato et decenter omnato, sint impromptu tria thuribala ciom incensu et

rism; Ecce quomodo moritur, Vers:In pace factus. Responsoria fiito colleceur in Sepulchro et
linecaminibus et sudario cooperiatur. Deinde lapis superponatur, Quo fact clrus imponat respon
oria ista: Responsorum: Sepulto Domin. Versus: Ne fort. Re
Ante cuivs, Quibis fnitis dicatur werus: Versus: In pace facus
woce dicenda’s Young, 1920, p. §

? Brevier des Augissiner-Chorberrastifies St. Zeno, Reichenball, 149 c. fol. 2863, 290, 291a-b
(Miinchen, Statsbiblothek, Ms clm 23 143): “Deinde Sepulchro preparato et decenter ornato sinc

morium: Recessit pastor. Versu

Postea sequitur Vespera suppressa

inprompto iachribula cum incensu cure, i hymiamate ¢ quatuorcandele ardnces &«

ONTIFEX sive PRESBITER cum alis MINISTRIS ec SACERDOTES portent Ymaginem Cru
umumm Sepulcinua g voce cres Resporsoru [ Lipphard 19751990, vl 1V
1976, p. 1251. See also: Brevier des Augustiner-Chorherrtifes St. Zeno, Reichenhall, 15 ., fol. 269b,
274b (Miinchen, Staatsbibliochek Ms clm 24 88 ]\m»hmh 1975-1990, vol. 1V, 1976,
Pp. 1254-1255.

Breviarium Frisingense (Hain 3841), Bamberg 1482, fol. 203*b (Miinchen, Bibliothek des
Metropolitankap., Ink. 8): “Nora quando Ymago Crucifixi portatur ad Sepulcrum canitur Respon.
sorium: / Ecce quomodo moritu iustus <...> / Sumissa voce. Sepulto Crucifivo canitur RES
PONSORIUM: / Sepulto Domino <...> [..J"; Lipphards, 1975-1990, vol. 111, 1976, pp. 912-913,
Breviarium Frisingense (Hain 3842), Venice 1491, fol. 227b-228; 230b; 231b-232b (Minchen,
Staatsbibliothek, §° Inc., . a. 103/1.): *Quando Imago Crucifixi deferur ad Sepulchrum, canitur
RESPONSORIUM: / Ecce quomodo moritur iustus <...» / submissa voce. Collocata Imagine ad
Sepulchrum, RESPONSORIUM: / Sepulto Domino <..>" Lipphards, 19751990, vol. 111, 1976
PP- 916-917; Obsequiale seu Benedictionale secundum ecclesiam et diocesim Frsingensem (Hain
11.929), Bamberg 1484, fol. 50a (Minchen, Staatsbibliothek, 4° L. impr. membr. 25): “His exple
tis reporteur Corpus Christi ad locum suum. Et Sepulchro preparato Ymago Crucifix deferatur
ecundun more ezt ad Seulchnum e cageas gl e RESPONSORIUM:  Eoo
quomodo moritur.../ Finito Responsorio ponatur Ymago Crucifixi in Scpulerum, lintheaminibus
et sudario cooperiatur et claudatur Sepulchrum et cantetur remisse RESFONSORIUM I Sepulto
Domino ...’ Lipphard, 1975-1990, vol. 1L, 1976, pp. 918-919. The same description of the
Depusitio Crucis in: Obsequiale seu Benedictionale Frisingense (Fain 11 930), Aug
chen, Starsbibliothek, Inc, c. 4. 4° 102

(Miin

burg 149

Frisingensis, Ingolstadt
1547 (Manchen, Staaisbibliothek, 4 Liturg, 460); Lipphards, 1975-1990, vol. 1II, 1976, p. 921
Breuiarium Frisingense, Pars Hyemalis, Venice 1516, fol. 194 d

m) and Liber obsequiorum Eccl

‘Quando Imago Crucif




54 11 Artefact overview

Processionale from Augsburg,# Ordinarium from Polling®” and three Agenda from

Passau.*® The same nomenclature is present in one Ordinarium from Blaubeuren

ad mpuhhrum canitur responsorium: | Ecce .anu, moritur ustus, / submissa voce. Collocata
Ims pulchrum responsorium \L\m\ml)x ino, / et responsorius | Recessic pastor, | Ut
habitaio cius in Sion.’;

infsSsbbato sy e G ploen e
Yo 1920, o S4:85.Se. e St st a6 oo ledtlonst s
o Pl Veoiee 1550, . 1456 (ischen Saasiblioieks 2" Linis, 49 Lipghasis
1975-1990, vol. 11, 1976, p. 923,

8\ Processionale aus der Benedsktinenabci St. Ulrich und Afra, 15 c., fol. 25b-28b, 4da-d7a
(Miinchen, Staatsbibliothek, Ms clm. 4325): “DEPOSITIO CRUCIS ET HOSTIAE / In die
Parasceves fit PROCESSIO ad Sepulchrum. QUATUOR SENIORES portant Yimaginem Crucifixi
in humeris, IUNIORES precedant in Processionem, deinde CONVENTUS, deinde PORTANTES
Ymgioem, ot ABBAS curm MINISTRIS canando Respomsohunt Recmis s/ RES-
PONSORIUNE: / *Recessic pastor it quidem... | Postquam ventum
ficrit ad Sepulchrum, deponiur Ymago in vl 52 DOMINUS ABBAS Sucramenmum a1 caput
S i S et Ol oA RS Gl

epulto Domino... / <VERSUS:> / *Accedentes..’s

ponit et une thruficet ex aspergac
chorum cum Responsorio cantan
Lipphards, 19751990, vl I, 1976,

% Ordinarium aus dem Augustiner-Chorhermssife Polling, 15°-16° ., fol. 59b-602
(Manchen, Suaisbibliothek, Ms clm 11 735): “PROCESSIO CUM FERETRO ET IMAGINE
CRUCIFIXI. / Ex postquam Crucem adoraverint, Custos ECCLESIE exeat et Crucem ad Sacristiam
reportet et ondinet ordinanda ad PROCESSIONEM. Finita Communione DUO SACERDOTE
chorum ingrediantur. PRELATO cum MINISTRIS suis ab extra permanente et CONVENTUS
ordiner se ad PROCESSIONEM tali modo: ILLI DUO SACERDOTES, qui cantaverunt ‘Popule
meus’, induti saris vestibus et casulis rubeis, recipiant feretrum cum Tmagine Crucifixi, munda
sindone coopertam et imponant reverenter feretrum in humeros suos ac precedant Processioni et
immediate post cos CONVENTUS processionalier cum candeli accensis subsequatur ca
lugubri voce Responsoras [..] Cum autem pervencrint ad altare Apostolorum DOMINUS PRE
LATUS corpus Dominicum in pixide portet. Et in fine Processions vadat, duabus candelis accen.
sis immediate ante eum precedentibus, percutienturque s Dominicum
ab co portatur. Et DUO MINISTRI qualibus in latere uno Prelatum cum Corpore Dominico in
manu ducentes. Et sic fiat PROCESSIO per ambitum magna cum urbanitate et gressu ardiori,
Cum autem pervenerint ad Sepulchrum CONVENTUS se dividas, et stet CHORUS versus CHO-
RUM circa Sepulchrun LG e R R
locet, SACERDOTIBUS interim Imaginem Crucifix tenentibus. Locato vero Sacramento eandem
Toagioess DIOMINUS PRELATUS actipapctn Spullsocn poas cacpesitiic ase s
Sepilchrum: [...] Sub quo PRELATU: ac
saltim modicum VERSUS: [ Ex recendentibus FRATRIBUS de Sepulchro, devote ab omnibus
prius Imago Chris deosculrur” Lipphards, 1975-1990, vol. IV, 1976, pp. 1161-1162.

Agendi seu Benedictionale patavienss (Hain 372), Passau 1490, fol. 67b-77", 90b-93": “Deinde
«A;vqum preparato in loco suo posica intus Ymagine Crucifixi tecta cum synode et stola desuper
posita de capite usque ad pedes et modicus lapis super pectus Ymaginis crucifii. Et sint in prompru
ibi thuribulum et quaruor candele ardentes. Ex PRESBYTER cum alijs MINISTRIS deferant
Corpus i n Kepsida s Sepuliruny ogibr voo cananes Responsori [ Liptey
19751990, vol. 1V, 1976, p. 1143. See also: Agenda sive benedictionle de actibus eclsi secundm
ot heiighen o Bt {MSihe Sty 45 g 25N ipghastl

1975-1990, vol. 1V, 1976, pp. 11481149 and Agenda Pataviensis, Wien 1514 (Miinchen, Staais
iturg. 21); Lipphards, 1975-1990, vol. IV, 1976, p. 1149. Georg- Hubertus Kamowka
al theatricalsed ceremonies conduced in Passau at the turn of

63

pula lignea, quamdiu C

S Imaginem thurificec et aspes

bibliothek, 4°
writes about the Holy Week litu
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in Baden-Wiirtemberg.* These records, however, lack detailed descriptions of the
act of removing the sculptural depiction of Christ from the cross, which prevents
us from forming the conclusion that an animated sculprure of the crucified Christ
rather than a crucifix was used in the Depositio Crucis. But, it should be taken
into account that a large majority of surviving German animated sculptures of
the crucified Christ have been found in Bavaria. Their widespread presence in
the region could be reflected in the records of the Depositio Crucis ceremony,
especially the later ones from the 15% and 16" centuric

Beyond all doubr, one of the most interesting and detailed e
related to animated sculpture of the crucified Christ is one from Meissen (Saxony).
It is the foundation document dated to the 231 of March 1513, draw up by
rded, Duke of Saxony and his wife Barbara of Poland.®
and liturgical celebrations of Easter were
% The description of

cords directly

prince George the Be:
According to their will several Mas
listed to have taken place since then in Meissen cathedral.
the elaborated Good Friday ceremony reads as follows:

Ceremoniae in die parasceus in ecclesia Misnens peragendac. et o medio
chori cum imagine crucifixi habenti functuras fexibiles in scapulis, et induantur duo
canonici et duo vicarii albis et stolis, quos praccedant duo iuvenes instar angelorum
ornati indutique albis, habentes stolas et humeralia rubea similiter et pecias inferiores

le serico, raso rubco vulgo adasium appellato, et inceptis vesperis deferant ex sacristia
pherctrum ornatum, super quo linteum convolurum subsistat et sericium, ponaturque
hant, deponant corpus de cruce, coronam de

vero coronam ad ferendum corpus tribuant, apercum
r ponanturque angeli unus ad caput aler ad

i aputtea pheer babens e

ante crucem. Ex hi quatuor clavos e
capite, uni angelorum clavos,

ardentia capitague humeralibus tecta, et finitis vesperis omnes personae lumina ardentia

) e s i e ol o d Gl

the 16 century; his aricle contains no mention of any IR S
1971, pp. 91-105. See also: Taubert, Taubert, 1969, p.

i s o Bt Slonbover, 400, o, 1901905 1985199 (St
e Rl MIEHIIEH, MRS (5 S i
Ymago Crucifixi in Sepulchrum. Sic precedunt primo DUO PORTITORES luminis, deinde
S er e s S WL T el TS T
abulam loco scille. Hos sequitur SUB] US frens thuribulum cum incense, Que st
DYACONUS portans Ymagin e Couti, Uk sequitur ABBAS portans in pixide seu
g et e A St O NTED) s 5 W
lois colloctis, chuificai . aspersis e fnioque Responsorio, OMNIBUS genu Hecencibus
dicivur: [..]"s Lipphards, 1975-1990, vol. I1, 1976, pp. 251-2

5 “The document — which begins with the phrase “(1513. 23. Mirz) Herzog Georg in Gemein-
schafi it sciner Gemahlin der Herzogin Barbara geletet von dem Gedanken, dass wir hir keine
bleibende Stitte haben, wiinscht die Menschen zu ciner ticferen und andsichtigen Betrachiung des
bittern Leidens und Sterbens des Exldsers anzuleiten und dabei deren Firbitee i cin seliges Able
ben nd cie bliche Afentchung m clange” —vas publishd by Emse Gotlf Grdor

Gersdorf, 1867, pp. 329 m 13:

“ Jurkowski, 2009, p

Tipps, 2000a, pp. 123, 125.
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hos ab his quatuor deferarur pheretrum cum iuvenibus, pheretrum i plebanus
chori cum sacramento, hune sequantur canonici, tunc vicarii omnes cantantes ‘ecce qui
ortr it Fabos prboeuld e ehord I RemBIRIE afzida AIBReE fpad Joogi
usque in capellam ducum redeundo ad sepulchrum, iterum per longum ccclesiae carur
usque ad solitum ecclesiae sepulchrun ibique ponatur corpus cum pheretro et sacramento
leganturque septem psalmi more solito”

I this case we come across the detailed description of the act of two clerics
removing the sculptural depiction of Christ from the cross and — accompanicd
by numerous clergymen — carrying it on a bier to the Sepulchre. The need
of using such figure in Meissen cathedral during Good Friday ceremony is
confirmed by the content of Breviarius deno reuisus et emendatus Ceremonias
Ritum canendi legendi ceterasque consuetudines in choro insigis et ingene Misnensis
Ecclesie observandas compendiose explicans (Meissen 1520).5° As we can read,
for the purposes of the Depositio crucis et Hostiae “Sub predicatione passionis
erigitur crux in medio chori cum ymagine crucifixi habenti functuras flexibiles
in scapulis.™® The course of the ceremony is almost identical to that described
in the above foundation document

Deinde dyaconus reportet Eucharistiam ad sacristiam  candelis precedentibus
et subdyacono cum tabula de induant duo
Canonici et quatror vicarii albis et stolis quos precedant duo pueri instar angelorum
ornati indutique albis: habentes stolas et humeralia rubra, sumiliter et pecias inferiores
de serico rubeo. E incepis vesperis deferun ex sacristia pheretrum ornatum, super quo.
lintheum conuolutum superiacet et sericum, ponatanturque ante crucem. Ex hi quatuor
clauos excrahunt. Deponant corpus de cruce, coronam de capite. Uni angelorum clavos,
alteri vero coronam ad ferendum tribuant. Corpus opertum in facie lintheo inuoluarur,
e seicio egatur ponanturque angeli unus pherctrum ad caput corona, altr ad pedes
clauos tenes, omnes capitaque humeralibus tecta’

choro cantante: Hoc corpus. Dei

¥ Cited afier: Gersdorf, 1867, p. 331

8 Breviarius... 1520

? Breviarius... 1520. See also: Krause, 1987, p. 288,

? Breviarius.., 1520. Remaining part of the ceremony was published by Walther Lipphards:
Finidis Vesperis, OMNES PERSONE lumina ardentia habentes, IUVENES e SENES, prece
dantque SCOLARES, CHORALES et CAPELLANI; post hos, qui pheretrum portant, Mox sequi-
tur pheretrum OFFICIANS cum Sacramento; hunc precedic DYACONUS et SUBDYACONUS,
UNUS tabulam percutiens. Hine sequuntur CANONICI, post VICARIT OMNES cantantes: /
Ecce quomodo moritur ustus <. / et cetera. / Fitque PROCESSIO ex choro in ambitum intrando

Ecclesiam, circumgirando per Capellam ducum usque ad locum, ubi Sepulchrum paratum est in
Capella Simonis et Tude. Ibique ponatur Corpus cum pheretro et Sacramentum super alare ibidem.
Et Officians aqua benedicta asperso et thurificate pheretro, incipiantur septem PSALMI more soito.
Quibus finitis dicitur: / Christus factus est pro nobis obediens .. / et cetera. / Ex OFFICIANS
dicit Collectam: / Respice, quesumus, Domine <...> sine '‘Oremus’ et sine conclusione. Quibus
pertctis redit PROCESSIO ad shorum per anuat Damiarum Preposii t Decan,cum Respon
ot/ Seplto Damin .. | B tun Chorales in statim parai ad lgendum Pl
Lippharde, 1975-1990, vol. 11, 1976, . 1040, vol, VI, 1990, p. 524.52
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Similar in content to the Meissen record from 1513 is the Wittenberg founda-
tional document from 1517 drawn up by Elector Friedrich der Weise, titled Die
Stifftung der abnemiung des bildnus vnsers liebn herrn vnd Seligmachers vom Creutz
und wie die besuchung des grabs von den vierszehen manfGperfonen zcu Wistenberg
in aller heyligen kirchen beschéen soll. 1517." It contains detailed instructions
concerning the ceremonies, which were to be, by will of the Elector, conducted
during Holy Weck at the local All Saints church. In this document, the most estive
character and most developed form can be seen in the Deposirio, during which,
as the title of the document indicates, the taking down of an animated sculpture
of the crucified Christ from the cross, i.c. “der abnemung des bildnus nsers liebn
herrm .. vom Creutz, takes place.”” The procedute of the ceremony is as follows:

Am Grunen Donerstag zeu abent soll man das Creutz mit dem bildnus unfers lichen
hern und Seligmachers in das auBgehawen loch vor des heylign Creutz alar secat, Das der
Custer bestellen vnd vorordnen soll.

Am heyligen karfreytag, bald nach dem heylign Passon sollen die viertzehen manfiperson
abermal alle in allerheyligen Kirchen beyeynander seyn, vnd vor der vesper zusambr den vier
Capellan zcu der abnemung des bildnus vsers licben hern vom Creutzin die Sacristen geen
Vind berurte Capellan dosclbst dic Judencleyder anthun Vnd die viertzehen manSperfion ir
appen in clag weyfan die helf ichen, Vnd i licch mit den wapen in dic hende nemen. So
bal i g Ko, e de viroshen masipefon, i e s
geordent seyn, ye zcwen vnd zewen auf unser licbn frawen Dechants ervorderung au
e, Yo et sy velg s i b o oo s

Vind chr sic au der Sacristen gheen, soll der Custer die zcwu leyttern darczu gemacht
vehst vnd wol anleynen oben, Vnd alfo das sie den wapen nich schaden thun, Auch die
par darzeu vorordent mit den tuchern fur densclben altar schaffen,

nd wen die viertzehen man8iperon fur beruts Creutz mit dem bildnus komen, sollen

sie e knye bicgen, Vind eyner yeden seytten sicben nach der lenge nacheynander knen, Vnd
ir angesicht gegen dem bildnis mit brynnenden licchten wenden Vnd 7cu dancksagung
eylwertigen vnd bittern leydens visers licben hern vad Seligmachers. Auch zu heyl,
e e
gantze Christenheit funff vater vnfier funff Aue Maria vnd eyn glauben mit andacht beten,

Vo I s e e Caplo i e aoggen, o il oieslch b
Vid das bildnus in die par legen, Vnd mit seydn also bedecken, das das bildnus angesicht
R TR i W e e
manperson ye zcwen vnd yn Irer ordnung wie sie geweyst werden zcu des hern
Dechants khor vor der par in grossen khor eyngehn, Vnd die vier Caplan die par mit
dem bildnus den viertzehn manfipersonc folgen vnd vimb den hohen alar geen Vad alle
sachen dohyn gericht werden, das wean die par mit dem bildnus kombr, Dic prelaten,
thumhern vnd andere peron der kirchen mit der vesper bereyt sein vnd ir brynnende
liccht auch in henden haben.

len auch unteer der abnemung des bildnus die zcweyvndzewentig liecht auf den
vier schregen umb das grab angetzunds werden. Vind der liecht sollen an die vier grossen

"1 Weimar, Emestinisches Gesamarchiy, Reg. O 158, sheets 25-32.

 In addition to the Deposiio, the Resurrection, in a similar form to the Elevatio Cruci, was
also performed. A seulpture of Resurrected Christ was used during the performance, sec: Taubert,
Taubert, 1969, pp. 98, 100-101.
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ortliccht sechsvnddreissig seyn, Vad an eyn idichs vnsers lieben hern vnd Scligmachers
wapn eyns geheff werden. Wie man zcu den firstlichen begengnusien vid iargedechtnussen
pflege 2cugebrauchn Es sollen auch zcwey vndsicbentzig liccht vorordent seyn ye zcwey
auf anderthalb pfundt. AlRo das alweg sechvnddreyssig liecht brynnen, vnd vor dem grab
stehn ane die vorbenante vier ordiecht Nemlich mit diefer ordnung, das auf den vier
schregen die zewey vnd zewentzig liecht, Vind auf den messingen leuchtern die viertzehen

lieche der viertzehen manRperfon stecken.

Vind wenn man in berurter ordnung mit dem bildnus vnsers licben hern in khor
komen, Soll der Probst zcu stund mit sambt dem Dechant it dem allerheyligten Sacrament
vnd alle perfion der kirchen auf dem grossn vnd vaser licben frawen khor in dicBer
procession mit brynnenden liechten sein, Vid ye zewen vnd zewen mit eynander vmb den
hohen altar au dem khor durch des Probst thur in die kirchen bi man herumb kombt
een Vind das bildnus zcusambt dem hochwirdigen Sacrament in das grab legen vnd setzen
Dann wen der vmbgang ordenlich vorbracht it, sollen sich dic peron der kirchen alfo
abteyln, das eyn yeder auf die seytten seyns khors kome, So sollen sich auch dic vierachen
man alo abteylen, das auf eyner yeden seytten vor dem grab, sicben nacheynander
knyen, Vnd ir gebeth, weyl man das bildnus nd hochwirdig Sacrament eynordent, vnd in
das grab legt und srzt sprechen, Vnd wen man das hochwirdig Sacrament vnd bildnus in

Die viertzchen
leucher stecken,

das grab geordent hat, sollen die perfion der kirchen von dem grab
manfiperfion aufscehn, yr viertzchen liecht auf die viertzehenn messis

darczu vorordent, vnd auch von dem grab mit chrerbictung geen.

Austrian source materials also contain significant information regarding
the use of animated sculptures of the crucified Christ in the Middle Ages.
ic — is the Breviarium maioris ecclesiae

One of these — also the most problema
Salisburgensis (potius instructio liturgica pro finctionibus) from 11604 In it, we
find very early, in comparison to other European texts, information on the use
of Imago Crucifisi during the Depositio and Elevatio Crucis ceremonies:

[ Deinde sepulchro preparato et decenter onato. sint in promptu tria thuribula cum
incenso thure, myrra et thimiamate et quatuor candele ard
cum alis sacerdotibus et ministris portent ymaginem crucifixi versus sepulchrum, lu
voce cantantes hoc responsorium. Ecce moritur In pace f. Responsorio finito collocetur in
tur, deinde lapis superponatur. Quo facto,

lentes et pontifex sive presbiter
bri

sepulchro et linteaminibus et sudario coop
clerus imponat responsoria isa. Sepulto domino Ne forte. Recessit pastor noster, Ante cu
Quibus fnitis dicarur versus In pace factus. Quo versu omnes sequentes hore claudantur.

In sancta nocte ad macutinas clam surgitur. sintque parata tria thuribula cum thure
et myrra et thimiamate. dominus preposicus cum senioribus quos assumere voluerit cum
everentia accedant ad sepulchrum et sntes cantant Ps. Domine probasti, ct
nque de sepulchro secum portant in chorum ante

thurificent ymaginem crucifixi sublar
altare, per viam cantando humili voce Surrexit pastor bonus. cum suo versu. Surrexit
dominus et an. Christe resurgens ex morcuis. Quibus finitis stantes ante altare et mutua
osculantes dicunt. Surrexit dominus vere et apparuit symoni. et dicatur
cctione. Deinde compulsaione signorum fact, conveniant omnes ad

matutinas. et more solito dicat pontifex sive sacerdos Domine labia.”

¥ Cited after: Taubert, Taubert, 1969, pp. 99-100.
Salzburg, Studienbibliothek, M 11 6. On the subject of the breviary, sce: Forstner, 1984,
p- 304; Tietze, 1905, no. 56
7 Cited after: Gschwend, 1965, p. 68.
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The great interest rescarchers studying animated sculpture of the crucified
Christ have in the Breviarium maioris... results from the fact that the version of
the Depositio Crucis it contains had a substantial influence on the development
and spread of this ceremony in East Central Europe.’® If Imago Crucifixi can be
acknowledged as a term for ananimated sculpture of the eruc

d Christ, then
a legitimate basis emerges for recognising Salzburg as having played a special role
in the proliferation of the custom of using animated sculptures of the erucified
Christ during Holy Weck liturgical ceremonics.

However, from the above-quoted record we cannot conclude beyond all
doubr that the figure of Christ taken down from the cross was used in S
as carly as the second half of the 12 century. Neither can we assume from the
context that the participants in the ceremony performed procedures analogous to
those in, for example, the Ordo of the Benedictines from Priifening” Rescarch-
ers analysing this fragment of the Breviarium maioris ecclesiae Salisburgensis ate
inclined to believe that the term piago Crucifci may not refer (0 an animated
sculptue of the crucified Christ but rather a crucifix or cross” perhaps even
a figure of Christ in the Tomb.”

The term Imago Crucifisi also appears, as a result of the direct influence of

the Holy Weck ceremony texts contained in the Breviarium maioris ecclesiae

schwend, 1965, p. 67; Jung, 2006, pp. 59-61; Schmiddunser, 2008, p

 Taubers, Tau:
bere, 1969, p. 104

also concerns txis of the Depasio Crucit included in other lturgical books relted to
Saleburg: Brevier der Benediktinerinnenabiei Nonnberg, Salaburg fol. 117b (Miinchen,
Staatsbibliothek, Ms clm 15 914): “[..] OFFICIO MISSE finito et Sepulchro preparato et decener

ornato sint inprompto tria

thuribula cum incenso, thure, mirra et thymiamate et quatuor candele
incense, et PONTIFEX sive PRESBITER cum aliis S\CERDOTIBUS et MINISTRIS portantes
Ymaginem Crucifixi versus Sepulchrum lugubri voce cantent hoc Responsorium ... Lipphards,
19751990, vol. 11, 1976, p. 1289. See also similar expressions in: Breviarium Salezburgense 1462
(Hain 3931), (Miinchen, Staatsbibliothek, 4° Inc., c. a. 217), Breviarium Saltzburgense, Venedig
1497 (Hain 3931) (Miinchen, Staatsbibliothek, Inc., <. a. 217), Breviarium Salscburgense, Niirn
berg 1497 (Hain 3933) (Miinchen, Staawsbibliothek, Inc., c. a. 270), Breviarium Salscburgense
Venedlg 1302 (Minchen, Scasbibithe, 8 Lisrg 15, d. 1) Breiaim e v e
Eecleie Salizburgensis. Pars hyemalis, Venedig 1509 (Minchen, Staawsbibliothek, 8 Liturg, 159, 1),
Breviarium secundum usum Alme Ecclsie Saltz e Pars hyemalis, Venedi 1518 (Miinchen,
Staarsbibliothel, 8° Liturg. 160), Brevier aus Sulzburg, 15" ., fol. 212a (Salzburg, Studien- und Uni
versiitsbibliothek, Ms M 11 134); Lipphard, 197 9001, 1576, pp. 1274-1275, 1300-1302,

* On the subject of the mago Crucific,in the context of the breviary from Salzburg discussed
here, Kolumban Gschwend writes: “Bemerkenswert in diser friihen Zeit sind die Angaben fir das
HI. Grab. Es soll ‘hergerichtet” werden, wahrscheinlich in ciner cigenen Kapell, die nach Angabe
in der Elevatio iber cine Responsoricnlinge vom Chor entfernt war. Das HI. Grab soll geschmiicke
werden, wohl mit Blumen und Lichtern. Dic imago crucifixi — in der Agenden von 1496, 1511

und 1575 wird sie ausdriicklich als ‘crucifixam’ bezeichnet — dirfie ein ziemlich grofies Kreur
vermutlich das bei der Adoratio Crucis verwendete Kreuz, gewesen sein, denn der Bischof braucht
dic Hilfe der Priester, um es zum HL. Grab zu tragen.”; Gschwend, 1965, p. 68, see aso p. 89. CF.
Tauber, Tauberr, 1968, pp. 103-105 iippe, 2008 p. 147,

? Jealer, 1983, p. 245 (note 20). CE: Tripps, 2001, p. 234, cat. no. 85
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Salisburgensis from 1160, in source materials connected with the diocese of
Brixen.'® In a fragment of the tury ceremoniale from the Augustine
monastery in Neustifr, we encounter information that during the Depositio
“Fratres Juniores deportant imaginem et Sacerdos corpus Christi: sepulturac non
alia, nisi hucusque servata, ratio habetu, Et vespere dicuntur, ut in Breviario.” !
Similar passages appear in three other late benedictionals from Neustife dated
to 1507, 1523 and 1578.'% And, in the Obsequiale Brixinense from 1495'" we
find: “hijs omnibus expletis et sepulchro preparato. ymago crucifixi deferatur
iae ad sepulchrum.”!% Each of the above mentioned
sources — just as in the casc of the Breviarium maioris ecclesiae Salisburgensis fro
1160 - are rather ambiguous and cannot be considered evidence for the use of
animated sculptures of the crucified Christ in Neustife and Brixen.!”®

While the Austrian Depositio Crucis records do not contain descripions of
the procedure for taking a figure of Christ down from the cross, fragments of
the so-called das Kreuzabnahmespiel from Wels, dated to ca. 1500, give deaile
information regarding the necessity of using an animated sculpture of the cruci-
fied Christ during the enactment.'% A figure of this type played a key role in
the scenes depicting the Deposition, Pieta and Burial of Christ. The German
Latin text reads as follows:

15%

Crucis

secundum morem eccl

(]
Et sic deponunt corpuR et vna ymago praesentatur
Maric ad gremium. Joscph dicit deponcndo

* Gschwend, 1965, pp. 67-81
Ceremoniale-Fragment des 15 Jh. aus Neustifi (Innsbruck, Universititsbibliothek, Hs. 553).
er: Gschwend, 1965, p. 3
2 Benedictionale aus Neustife 1507 (Sefisbibliothek Neustii, Cod. 194); Manuale benedicio-
s, ac rieaum, Neocelewsium, geschricben 1523 von Franciscus Prensainer, Dokan von Newsif
(Stfisbibliothek Neuscift, Cod. 726); IiwrMulmrm/» von Neusif, geschr. 1578 (Neusiifc Stifisbi-
bliothek, Cod. 14820). See: Gschwend, 1965, 89.
0 Ol B Sl BNt i WSt T b
Ecelie Briinenss, Augsbu
Cited afier: Gschwend, 1965, p. 63.
5 il s o af bt Tiurgical records from Upper Austria (Mondsee, Reichersber
am Inn) and Styria (Vorau). Brevier der Benedikriner-Abtei Mondiee, 15" . fol. 445b, 451a,
Ms 4005): (] PONTIFEX sive PRESBITER cum aljs SACERDOTIBUS e
MINISTRIS pnm.umwmmnwm versus Sepulchrum [ Lipphards, 1975-1990, vol. 111,
e L
(St Polten, Diezosan-Archis; Ms 76): “[.] Sepulchro preparato et decenter ornato PRELATUS
cum alijs PRESBITERIS ex MINISTRIS portent Ymaginem Crucifixi versus Sepulchrum
Lipphards, 1975-1990,vol. IV, 1976, pp. 1256.1257. Diecarum des Augusier-Choerrncfes
Vorau, 1220-1260, fol. 34a, 352-b (Vorau, Sifsbibliothek, Ms 99): “[..] Ex PONTIFEX sive
PRESEYTER cum sl SACERDOTIBUS e MINISTRIS potest Yoaginem Coucli vems
Sepulram {1 Lippbols 19751590, vl I 1976, pos 11521
Wel, Sadrarchiv, Historisches Archiv Akten, Sch. Nr. 1227. On the sbjscofhe dums
sce: Kapustka, 2008, pp. 131-164; Tauber, Taubert, 1969, pp. k16T, 1574 pp. 53-89.

Cited a

1495,

(Wien ONI
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corpul

Chum her, mein have vnd mein trost,

Dw hase dy wellt nun erlost

Von der pittern helle pein

Vnd thue mier dein hillff schein.

Ich pitt dich, her, dw wellest mir geben

guet end vd daf ewig leben

Joseph pracsentat ymaginem ad gremium Mariae et
Se hin, Mari, dein chindt zu dif fr

Dw waist woll, wie lieb es dir ym lebenn gewesen it
M:

aria canit

Awe kind, dein wanglein sind dir so gar enplichen,
all dein chraffc vnd

ist dir so gar entwichen.

L]

‘x L A b e
Et sic fiat processo: Maria postea p
‘O licbew chind der cristenhait!

I dein macht

ingit cantandos

It is the opinion of Gesine and Johannes Taubert that the das Kieuzab-
nabmespiel from Wels should be treated as a developed and, as a dramatic work,
fully autonomous version of the Depositio Crucis, during which the sculprural
depiction of the Saviour which was taken down from the cross was used
as an actor.'"®

Similar enactments were played out in the St. Stephen’s cathedral in Vienna
“The Passionsspiel aus St. Stephan in Wien is known to us from a later, modern
transcript from 1687 In terms of composition and course of events, it displays
a clear similarity to the enactment from Wels,"” which allows us to treat it
as a text written towards the beginning of the 15 "1 The prologue,
meaningful in its content, also suggests a medieval origin for the liturgical-style

century.

Cited afier: Taubert, Taubert, 1969, p. 114
Taubert, Taubert, 1969, p. 115. CE: Kapustka, 2008, pp. 131-164
enna, Osterreichische Nationalbibliothek, Cod. §227. On the Pasionspiel in detail
Brgrnann, 1986, p. 399361 Dok, 1928, pp- 154155 Camesina vony 1669 p. 327:340
Capra, 1945/1946, pp. 116-157; Hadamowsky, 1988, pp. 57-60; Taubert, Taubert, 1969
pp- 116:1205 Taubers, 1974, pp. 60-69. e aso: Ogese, 1779
" “Der Handlungsverlauf entspricht i allen wesendlichen Punkten dem des Spicls aus Wel.

Es beginnt mit cinem Prolog und setzt dann mit der Handlung des 2. Welser Fragments cin. Im
Spiel selbst finden sich sogar wisdliche Anklinge an das Welser t, was jedoch keine dircke
Abhingigkeit bedeutet. Vielmehr wird es gegen Ende des 15. Jh. mehrere Kreuzabnahmespicle im
chischen Raum gegeben haben, die einander ihnlich waren. Die Gestalt des Centurio ist
im Wiener Spicl durch Longinus ersetzt, der von Pilatus aus

Christ zu iiberzeugen. An anderer Stelle wird philologisch untersucht und gezeige werden, daf der
Kern des Wiener Spicls aweifellos mittelalrerlch isc”; Tauber, Taubert, 1969, p. 116

Bergmann, 1986, p. 360.

schicke wird, um sich vom Tod
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performance, as it includes a statement that the enactment had been performed
sincelong ago'! along with information rearding. 15 century Holy
which was used during the ceremony.!

cpulchre

The Passionsspiel aus St. Stephan in Wien contains detailed descriptions ena-
bling a faichful rendition of the performance in which an active part was played
not only by the clergy but also members of the Corpus Christi confraternity
and city o

cials. The wording used in reference to the scenes depicting the
Deposition and Burial leaves no doubt as to the necessity of using an animated
sculpture of the crucified Christ during the performance

Dicse obgemelte Reimen, oder Comacdi von dem Bittern leyden Christi vad der
Gottes-dienst sambt dennen gebriuchlichen Ceremonien werden also eingerichtet, dass
Sie zu einiger Zeit interrupirt vnd auffgehebr werdten, worauff dan die Procession mit
dem Hochwidigen zu dem HI. Grab erfolget, s0 von denen Dom-Herren, vnterschicdl
chen Cavalliren, Dimen vnde den ganzen Stadi-Magistrat, und hohen Adel, sam allen

der Bruderschaff Corporis Christi cinverleibten Briidern und Schwestern, welche alle
brennende Fackel und Kertzen in den Hiinden tragen, begleitet wird,

Es wird auch nach dem Hochvwiirdigen auf ciner Trug von vier Priestern mit schwartzen
Leviten-Récken bekleydet, vndt von Nicodemo und Servo unser licber Hers, So von dem
auf der Bibn stchenden Creiitz abgenommen wordie

beyder Scithen der Trag
gehen viel Knaben, welche mit schwartzen Rocken vndt umb den Kopff mit schwartzem
tuch bedeckr, deren etliche Windlichtern, ediche aber mit hohen vergoldten St

darauf brennende Kertzen gesteckt tragen. Obgedachter Baar oder Trag folgen nach die
Personen der erstgemelten Comacdi, disen gehen nach 24 mit weissen Schleyer gantz

Vuduku Frauen, deren jede in Form einer Ampel vermachte Kertzten in der Handt

, unter wehrender Zeit, da die Procession vmb den Freythoff herumb gehet, wirde
e Bl hirweg g

ke, und das von Vhralter Zeit gemachtes Heilige Grab auff Radern
stehendr, welches dass Jahr hindurch gegen der grosen Kirchthiir iber auff dem Freythoff
in einem gewdlb verwahret wirds, in die Kirchen... gebracht, auff deme folgende wortt
mit Altvitterischen Buchstaben geschriben stehen: Com pletum est hoc Sepulchrum
DN 437.

Unterdessen kommet di Procession in dic Kirchen, darinnen man auch cinmahl
herumb gehet, und wann man zum Heil. Grab kombr... lege man hinein wnsern licben
Herrn, den man auf der B

getragen, vornher aber an dem Spitz dess H. Grabs wird
geseczt das Hochwiirdige, wo dasselbe stehet, wird ein vergoldtes Holtzernes Gatter
vorgemacht, welches sambt mehrgedachten H. Grab umbfasset, und mit roth-Carmesin
Seydenen Schnur auf allen Ecken mit zween, als nemblich dessen der dicse Funktion
verrichtet, vndt dess selbigen Zeit regierenden Burgermeisters Wappen und Petschaffi
cigenhindig versiglet."'¢

12 % werden auch in dieser Kirchen von uralter Zeit her bis an den hmlwuv S

Charwochen gevise Ceremonien observiet. Cited afer Taubert, Tauber, 1969, p
* Brooks, 1928, pp. 153-155; Hadamowsky, 1988, p. 57; Walanus, 20084, p. 164
14 Cited s Tbers, Tubert, 1969, p. 117-118,
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The so-called “Debs-Codex” from Vipiteno/Sterzing (now Italy)!!® contains
two other plays which arc similar in content and narration. "% The first, titled
Commemoracio sepulture in die parasceve”, reads as follows:

JOSEPH dicit JOHANNI:

Gor danck dir, lieber Johann,

Der antburt dj dw mir hast getan,

Das mich gebere Maria, dj rain.

Ich vnd Nicodemus sein worten vberain,

Wir wellen nemen Jhesum ab dem kreuc herab
Vind legen in cin news grab,

ist,
Wan sein wertt ist Jhesus Crist
1bi NICODEMUS vadit ante corpus flesendo genibus dicit

Jhesus, herr vnd maister mein,

Tch muess sechen den vnschulding tod dein.
Dw pist mir warden khund

In der nach ler von dir enphier
Ec man dich an das krewcz hieng,
Das es geschach, das ist mir laid,
Ich wolt mir wer der tod weraitt

SERUUS NICODEMI dicit DOMINO suo:

Ja, herr, dw hast sein reche

Ich pin villlaider ein armer kneche
Ich pin Jhesum woll so hold

Vid hictt ich silber vnd gold.

115 This almost completely German-speaking city, belonged 1o the Habsburg empire, was
annexed by ltaly, along with many other ctics of southern Tyrol, in 1919 (now: Autonome Provins
Bozen-Siidsiol/Alo Adige

Vipiteno/Sterzing, Stadtarchiv, H. IV (Debs-Codex). The “Debs-Codex” - containing texts

of the fifteen religious plays from South Tirol - was in a possession of Benedike Debs of Bozen
(Bolzano). Afier his death in 1515 it was acquired by Vigil Raber, painter actve in Sterzing i the
firse half ofthe 16% century. After Raber’s death in 1552 the city of Sterzing became the owner of
the manuscript. The “Debs-Codex” wasn't made all ac once. Detailed analyses prove that it was
produced e a peid ofa e dosen yars probably from the i decad o he 15 cenry

till the turn of the 15% and 16 centuries. On the subject of “Debs-Codex” see deiled studies of
Rolf Bergmann, Valr Lipphard and Hars- G Rl Goine Tuber Bergrnann, 1986, pp. 301
309; Lipphardt, 1976, pp. 127-166; Lippharde, Roloff, 1981, pp. 429-435; Taubert, 19

pp. 32-72. Sce alsos Getein, 1994, pp. 91-98; Kapustka, 2008, pp. 131 166, Linke, 1985 pp. 104
120; Schulz, 1993; Tailby, 1999, pp. 148-160; Traub, 1994, p. 339.

" ViphenoSring Sadaci, H 1V (Dcb-Code, o 1217 probably wicen . 1430
(see: Lipphards, 1976, p. 139) or ca. 1450 (see: Bergmann, 1986, pp. 301-302)
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Das wolt ich darumb geben,
Das Thesus noch hiett scin leben

Joseph ad NICODEMUM

Nicodeme, niin greiff zue an allen has,
Das wir niin vollenden das,

Darumb wir her khomen sein,

Das rat ich pey den trewen mein.

NICODEMUS respondit
Joseph, guetter gortes man,

Tch hilff als pest ich khan.
Sic apponun scalam:

Ich steig auff zu seines krewez ende
Vind loss im auff sein hende

Los dw im ab dj fues,

Das vns gore helfen muck,

Das wir in also wegraben,

Das wir mit im das ewig leben haben.

JOSEPH dicit ad POPULUM

Licben Cristen, lat cuch gen zu herczen
Den grossen jamer vnd schmerczen,
den Jhesus erliten hate

er aller missetat,

hat mir der pitteren marter sein
Vi erledige von der helle pein.
Darumb lat euch erparmen dise not
Der welt hailant ist an dem kreucz tad
Vid mariam dj rainen,

Dy so vast wegunt zu wainen,

das sy nit gesprechen ma

Ein aings wort auff disen tag
Da mit Jhesum westat wurd,
Nach sciner edlen gepurc
Darumb lieber knecht,

Gib her allen gerecht

Das wir Jhesum nemen herab
Vnd in bestatten zu dem grab.

SERUUS JOSEPH respondit DOMINO sus:

Herr ich hab es alles pracht,
wen ich hab mir woll gedacht,
Das vasser herr Jhesus Crist
Wegraben wurt zu diser frist

[ T e
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Ibi deponunt crucifisum. NICODEMUS dicit righmum

Postea ponunt in sinum MARIE

Khum her, mein haill vad mein trost
Dw hast nun dy wele erlost

Von der pitteren helle pein,

Nun thue mir dein hilff schein.

Ich pit dich, herre, das dw mir welst geben
Ein guts endt vnd das ewig leben.

Ibi MARIA erucificum recipit ad sinum et plangir
[

Nicodeme, wildw pegraben das kind mein
So leg mich an dj seyten sein

NICODEMUS ad MARIAM:

Maria, la dein grosse nott,
Do Jhesus staind mit pluet so ratc
An dem krewez. pluctiger gar

Do gab er dich offenbar

Dem sunder vnd sunderin zu trost,
Dy er mit seiner marter hat erlost
Darumb solru ewigkleich leben

uff erden geben,

Vnd den sunderen
Was er mit andachr pegertt
Wan wer dich pitt, der wirt gebertt

JOHANNES ad MARIAM:

Maria, licbe maym mein
Gib herab das licb kind dein
Vind las vns das yezund tragen,
Das es von Joseph werd pegraben.

MARIA osculat crucifisum et dat eis
JOHANNES dicit

Nun nembr den lichen vnd tragt in hin
Was weltir lenger hie stenn?

Den edlen vd den werden

Vid besat in 7 der erden

Damit das euch got pevar

Haymeich vnd offenbar

Ek sic recipiunt crucificum et ponunt ad feretrum,
Interim MARIA dicit Rigkmium:
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Ir man vnd ir frawn

I muge woll an schawn

Wie ich leid so iamerliche nott
Durich meines licben kinds tad
Vnd hab an meinem herczen
Emphunden grossen schmerczen,
Das ich nit mag
Dbt o vo81 b o

Vnd gib cuch meinen segen

Gor, mein kind, mues ewr aller phlegen.

Deinde intrant ecclesiam cum crucifiv,
MARIA sequitur cantans

[

Explicit ludus de deposicione crucifivi."®

The second play from “the Debs-Codex” which we should focus on, titled
In die parasceus Incipit planctus / circa horam vndecimam'?, reads
-]
JOSEPH dicit ad NICODEMUS:
Nicodeme, sid duw dich wild erparmen
Vber Jhesum den vill armen,
So soltu tewlich helffen mir.

Des will ich ymer danchen dir

Et sic ponunt corpus de cruce et NICODEMUS porrigit
MARIE dicens

Maria, la dein chlagen scin,
So nym hin den herren dein.

Et sic MARIA recepit corpus ad gremium et plagendo

¢

Awe jamer vnd smerczen
an meinem herzen

chindelein,
ar verphlicht unter den augen sein

Cited afier: Lipphards, Roloff, 1981, pp. 67-71.
1 Vipiteno/Sterzing, Stadarchiv, Hs. IV (Debs-Codex), fol. 102107, probably written
. 1460 (see: Bergmann, 1986, pp. 301-302; Lipphards, 1976, p. 140)
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NOCODEMUS dicit MARIE

Maria, la dein chlagen,
Wir belen Jhesum 2w dem grab o
Nun leich vas her den herren dein,
Der erliten hat grasse pein.

NICODEMUS ad JOSEPH:

Joseph, nun greiff zw
Vind las in pinten in ein tuech
Vind legen auf dy par

Vind jn tragen zw dem

JOSEPH dicir

Des pin ich willig vd perayt,

Das Maria geringert bird ir layd.

Et portant eum per ecclesiam cum omnibus militibus et

prophetis, qui intersunt ludo. Et MARIA plangendo canit.

In both dramas, we encounter terms for animated sculptures of the crucified
Christ which differ from those found in the texts from Wels and Vienna. In
Commemoracio sepulture in die parasceve we see the designation “crucifixum’”
and in In die parasceus Incipit planctus / circa horam vndecimanm, “corpus”. The
course of events and the carcfully described procedures for taking the body of
Christ down from the cross, laying it in the lap of Mary and carrying it on
a bier to the Tomb leave no doube as to the fact that an animated sculpture of

ng the part of the Saviour

the crucified Christ was a peculiar kind of actor play
(it is possible that the figure possessed not only moveable arms but also legs,

which would facilitate the enactment of the Pieta).
erials from Poland, it must be noted that

Moving on to the source m:
these are neither as numerous nor as detailed in their descriptions of animated
sculptures of the crucified Christ as those from Austria. In fact, we possess no
records which would prove the existence of no longer extant figures of the type
we are discussing. Yet, it is possible that such figures were used in Zagari and
Cracow. A Depositio Crucis text from the Breviary of the Canons Regular in

Zagaf mentions that:

Tunc FRATRES vadant processionaliter ad Sepulchrum cantantes Responsorium:

Ecce quomodo moritur iustus.

voce submissa, quos sequitur ABBAS, deinde QUATUOR SENIORES Imaginem
m in Sepulchrum repoant. Tunc ABBAS intrans Sepul

Christi et Feretro portantes, q
chrum dicat Orationes in libro contentas cum Collecta:

12 Lipphards, Roloff, 1981, pp. 369-370.

Vo e e T e T
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Dorine feu Chiii, i Dei v, glorosisime conditor.
Qua dicta Imaginem Syndone munda regar arque thurificet. Quibus peractis codem

ordine in horum revertantur cantantes Ru]mn\mmm

Sepulto Domino.
Et nullam stacionem faciant, sed ante Sacristiam cum cantu cessent."

It would have surely been a sculpture of large proportions, carried to the
Sepulchre by four senior Canons. However, it cannot be acknowledged with any
rucificd

degree of certainty that the sculpture was an animated sculpture of the
Christ, as the text lacks any reference to the act of taking the figure down from
the cross. It is equally likely to have been a sculpture of Christ in the Tomb.
h appears in the 1509 Cracow

Even more ambiguous is the Depasitio Crucis wi
ad that a crossor — i est” —an Iago Resurnctionis can
se, not only do we lack a description

Missal, in which we r
be used during the ceremony.'®® In this cas
of the act of taking the sculptural representation of Christ down from the cross,
but we also encounter a term which would more likely be applied o a figure of
the Resurrected Christ than to one of the crucified Christ

One written source informs us about the animated sculpture of the cruci-
fied Christ which was used in Weiningen (Switzerland), and was destroyed by
iconoclasts in 1524. In the detailed account of the destruction of the furnishings
129 “bildnu unsers herr am criiz genommen, wie man den

of the local church!
am Karfraytag 2digt” s listed:

Demnach so haben iren vier von Winingen sich in die kilchen nachs verschlagen und
dic heiligen uf den voralter [Nebenalciren] hinweg tragen, daB noch niemand wei, wo
si sind, ane [ohne] gunst und wiissen einer gemeind, und mornde8 hat es nieman wellen
gethan haben. UF das dic erbern alien sind morndef zuogefaren und die kostich hiibsch

tafel, dic iben viel gekostet, uf dem fronaltar [d. h. das Hochaltarretabel], genommen und
sic in die kammer uf dem beinhus inbeschlossen, und hat der pfaff und der sigris jeder
cin schlissel darzuo, und sunst niemands. Do das die unrilewig
in der nacht die kammer ufbrochen und zerschlagen, dieselb tafel in d
und die bild Sant Johannsen und Sant Katherinen u8 der tafel genom
Sant Katherinen gelege und Sant Johannsen oben uf si, uf meinun
machen; demnach ciner uf inen geredr, ich han Sant Kathariner

n vernommen, haben si

as wirtshus tragen
en, uf den tisch

i sllten junge
an dic fud [Forze] wellen

gryfen, da konnd ich vor dem oberrock nit darzuo kon [kommen], und zuoletst, nach
vil und langem muotwillen, dic afel und alle bild verbrennt. Darzuo sich def alles it
beniieg, sunder har einer die bildnuf unsers herrn am criiz genommen, wie man den am

Breviarium Can. Reg, . Augustini (Rubrica Saganensis, 15" c., fol, 99" (Bibliotcka Uni
wersytecka we Wroclawiu — Wroclaw Universiy Library, Ms 1 Oc. 61). Cited after: Lewarisk
1999, p. 247, On the subject of the Depositio Crucis from Zagar: Lewariski, 1966, pp. 144-145;
Lewariski, 1999, pp.

63,
e, Cracow 1509, p. 102r. See: Lewariski, 1999, pp. 62,

53; Michalak,

Missale Cracovien
1939, p. 206,

Untitel wnd handlung des kilchherrn zuo Winingen wnd siner underthanten; Swickler, 1873,
p. 359
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karfrytag
wie hast uns so lany

#bige, und in by dem bare frifendich erwilscht und gesprochen, o du cierdicb,
umb vl eyer beschissen, und damit zuckt [die Waffe geziizke] und

unserm herrn den kopf abgehowen.

Lack of detailed description prevents us from saying anything precise about
this seulpture, its exact construction, or the time when it was carved

As for animated sculptures of the crucified Christ in Great Britain, we have
a our disposal only written documents which mention the use of four such

sculptures in the British Isles between the 12 century and the beginning of
the 16" century. Only one of the sources refers to a Depositio Crucis ceremony.
The remaining two are dramatic works — one being a mystery play employing
numerous actors and having complex sets, intended to be presented in the city

streets; and the other a simpler theatrical presentation meant for performance
in church interiors and having no direct links to liturgy. Several others mention
an animated sculpture of the crucified Christ from Boxley which was publicly
destroyed in London in 1538.

The sculpture which is best documented and described in most detail is the
one from the church of the Cistercian monastery in Boxley, in the county of

Kent, which lies two miles from Maidstone on the road to Canterbury.® The
animated sculpture of the crucified Christ, hanging from one of the church

pillars, got the attention of Protestant Reformers, who discovered it in 1538 while

doing work related to the dissolution of the monastery, part of a larger
planned and supervised by Henry VIIL. The Rood of Grace, as the sculpture is
ferred 1o in 16-century sources, was considered by the Reformers a telling
symptom of the Catholic churchis falsc picty. Along with other animated fi

gures,

it was given as an example of idolatry exploited by the clergy to intentionally
gi Yo X Y ) y

beguile and cheat the faithful while themselves amassing riches at the expense
of their gencrous victims. Thus, it was publicly destroyed in London in 1538
The propaganda role which was attributed to the Boxley sculpture during the
religious changes underway in England dircctly accounts for the large number

led and enable us to reconstruct
e of

of descriptions, some of which are very deta
not only the piece’s history but also its mechanisms and therefore its ra
motion,'2®

Important to our considerations is the record of the Depositio Crucis from the
Ordinarium Barkingense written in ca. 1363-1367.'%7 It is clear from its content
that on Good Friday in the Benedictine convent in Barking, a sculpture of the

* Strickler, 1873, p. 359. Cited afer: Jerler, 1990, p. 152
1 On the sbjct o the Rod of Grce : Kopania, 2004, pp 119-125: incuds 3 el
PP

126,

bibliography. OF the new passages on the sculprure see: Butterworth, 200
131, 155, Kopanis, 2007, pp. 503-504; Kopania, 2009, pp. 142-146,
More on this ater in the present study.

Oxford, University College, Ms 169.

e —
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Saviour was taken down from the cross and washed with water and wine. 2 This
is the oldest surviving record of the Depasitio Crucis which clearly mentions an
animated sculpture of the crucified Christ. Although the ceremony procedures
are described in detail, we are unable to say anything concrete regarding the
sculpture used during the ceremony itself, which is inconsistently referred to as
both Ymago and Crucifixi:

Cum autem Sancta Crux fuerit adorara, sacerdotes de loco predicto Crucem eleuantes
incipiant antiphonam:

Super omnia ligna,

Es haofll subseguent o concinan, caneics ncpiate Defeanc Crucem ad
bique in specie loseph et Nichodemi, de ligno deponentes Ymaginem
o abluant et aqua. Dum autem hec funt, concinat conuentus

magnum altare,
uulnera (',rmlhu ui

responsorium:

cce quomodo moritur iustu

Sacerdore incipiente et cantrice respondente et conuentu succinente, Post uulnerum
ablucionem cum candelabris et urribulo deferant illam ad Sepulcrum hac canentes
ntiphonas: /i pace in idipsum. Antiphona Habitabit. Antiphona Caro mea. Cumque in
predicuum locum tapecum palleo auriculari quoque et lintheis nicidissimis decenter ornatum
illam cum reuerencia locaerint, clauda sacerdos Sepulcrum et incipiat responsoriurn

Sepudso Domino.

Ex tunc abbatissa offerat cereum, qui ugiter ardeat ante Sepulcrum, nec extinguarur
donec Ymago in nocte Pasche post Matutinas de Sepulcro cum cereis et chure et proces
sione resumpta, suo reponatur in loco. Hils itaque gestis, redeat conuentus in chorum,

‘The carliest known source referring to an animated sculprure of the cruci-
fied Christ, however, including those from Great Britain, is a text of La Seinte
Resureccion, a mystety play written in the Anglo-Norman language. Today, two
copies exist. Both are incomplete and cach contains different cditorial versions
of the scenes. % The first — older, and designated in the literature by the letter

* A large amount of lterature cxists on the Depasitio Crucis from Ordinarium Barkingense
sec in particular: Lipphardr, 1975-1990, vol. V, 1976, pp. 1454 1458, m pritp
683; Taubers, Taubert, 1969, p. 90, cat. no. 36, pp. 96-98; Tauber, 1 no. 36, p. 46
Tolhure, 1927, pp. 100, 107108, Wrght, 1935, p. 35: Youns 1909, pp. 926 929; Young, 1920,
pp. 118-121; Young 1933, vol. I, pp. 164-166

ted afier: Young, 1933, vol. 1, pp. 164-165,

sc two texts are treated by some researchers not s the remaining fragments of a single
drama, but of two distinct dramas from the same area and from roughly the same period. Hardison
is one of those who is inclined to support such a theory: “We have not one but cwo lengehy ver-
it Arkas Tt ol T2y e ¥ ppkechely bEAH e Eigand W gl
ame verse form, they are both independent

Norman, they use similar staging techniques and the
of the liturgical tradition, and they arc both far more complex than any of the surviving Latin
Biblical plays."s Hardison, 1969, p. 257. The La Seinte Resureccion begins with a scene in which
Joseph of Arimathea asks Pilate to allow Christs burial. The following scenes are loose morifs based
on the Apocrypha, such as Josephs arrest, Joseph in jail and Joseph's miraculous liberation. The
Deposition and the Burial arc highly developed, presenting the sequential action in detail as well
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" — is dated to 1275 and is currently part of the collection of the British
Library in London. It has generally been accepted that this copy was written in
Canterbury.'*! The other one, dated to the turn of the 14% century and d
nated P i he liscrarur, i hevssed ai the Bibliothéque Naionale in Pasis, The
place of it origin is undetermined."* Detailed analysis of both documents led to
the conclusion that the manuscript in Paris, although more recent, contains an
carlier version of the text. Regarding the time of the work's creation, it is accepted
that it was writen in the 12% century, most likely around 1175.'%* Researchers
maintain that La Seinte Resureccion is more closcly tied to the literature, culture
and theatre of medieval England than to those of the other nations of Europe,
including France. '

‘The text contains no clear indication of the need for using an animated
sculpture of the crucified Christ. A thorough analysis, however, leaves litcle doubt
as to the necessity of one during the performance. As O.B. Hardison remarks,
the performance of La Seinte Resureccion was dependent on a complicated sct.
Fourteen stage “areas” were required for the performance of subsequent scenes
in which ar least forty-two actors appeared. A large amount of information
on this aspect can be found in the prologue, as transcribed below:

as the words of the people gathered on Golgotha, especially Longinus, Joseph, Nicodemus and
Mary. The fragments of the text which depict the events afier the resurrcetion have not survivey
o the present day. The stage directions which remain enable us to assume that these scctions con-
cin amang ober, Chitwicbis discipls st Enmaus, o the Ascnson. Se Ason. 1974
pp. 108-112.

1 Additional MS 45103, fol. 215:

12 Ms f. 902,

138 A detailed linguistic analysis of La Seinie Resureccion, the full text of both versions, as well
as information concerning is authorship, staging, and the history of the manuscripts can be found
i ki ek Masly, Pops, Vg, 19

Hardison emphasised this point especall vehemently, pointing ou that L Seine Resure
cion is a piece of fundamental evidence of an carly development of secular religious drama in
England: Hardison, 1969, pp. 253-283. On the basis of linguistic analysi, the authors of the
prolguc t th csic cdon o borh et (s previous o) ls support he dheory ha the
el i i s L A ek M , 1943, pp. cxi
‘cxxxii. While no disputing the English origin of the pl nts out the strong ties
B Hoghunloit st ol 1A e SRS gt et consivend
tions in ts language, versification, and handling of certain incidents. But in is close relaion to the
licurgical drama ic represents the universal evolution from its source of the theatre in both France
and England. And when one remembers the political connections becween the two lands at this
time, the continuous crossings of the Channel in both dircctions by kings, nobles, and their retain-
ers, it is casy to understand why the Mystére d’Adam and the Anglo-Norman Resureccion, for all
their insular trits, may well have been witnessed in England not only by the natives and their
conquerors, but also by the continental Poitevins, Angevins, Normans, and cven Francs de France
who, for one reason or another, frequented the land occupied by the Normans and ruled over by
kings who were dukes of Normandy and Aquitane, counts of Anjou.; Frank, 1954, p. 92. Scc also:
sgron, 197
13 Hardison, 1969, pp. 262-267.

0r.

. pp. 122-136.
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P
En ceste manere recitom

La seinte resureccion.
Primerement apareillons
Tus les lius ¢ les mansions,
Le crucifix primerement

E puis aprés le monument;
Ve jaiole i deit aver

Pur les prisons enprisoner;
Enfer seit mis de cele parc
Es mansions del altere part

¢
Si vus avez devociun

De la sainte resurrectiun

En lonur Deu representer

E devant le puple reciter,
Purveez ke il it espace

Pur fere asez large place

E si devez bien purver

Cum les lius devez aser

E les maisuns qui afferunt
Bien purveer serrunt

P

E puis le cicl; ¢ as estals
Primes Pilate od ces vassals
Sis u set chivaliers avra
Cayphas en lltre serra

Od lui seit la Juerie

Puis Joseph dArunachic;

El quart liu scit danz Nichodemus
Chescons i ad od sci les socns
El quint les disciples Crist
Les treis Maries saient el sist

«
Le crucifix premerement
E puis aprés le monument,
Les serganz ke i agueterunt
E les Maries ke la vendrunt
Les disciples en lur estage

Se contenent cum

Nichodemus i averat sun liu
E dan Longins mendif e ciu
Eli dan Joseph de Arimathie
E Pilac od sa chevalerie,
Caiphas, Annas e li Jeu

La tur Davi ¢ dan Thorlomeu

E une gaole mise i soit,
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Les prisuns mettre en destroit;
Del une part i soit enfer mis,
Leinz serrunt les enemis
Ensemble od les anciens

Ke la serrunt mis en liens

Le cel ne devez ublier,

Ules

s deivent habiter,

»
Si seit purveu que Fom face
Galilee en mi la place
Temaus uncore i seit faic

U Jesus fut al hostel rait

E cum la gent est tute asise
E la pes de ttez parz mise,
Dan Joseph, il de Arunachie
Venge a Pilate, si lui die: [...]

C
Seit purveu ke I'un face
Galilee en mi la place

Ex Emaus, un petit chaste

U li pelerin prendrunt hostel.
E quant la gent ere tt asise
E la peis de tutes parz mise
Joseph de Arimathic
Vienge a Pilate, s die:

An observation which is important in the context of this study is the fact
that nowher

in the quoted fragment nor clsewhere in the text is there mention
of an actor playing the part of the Saviour. There are no lines prepared for
him — not even Christs last words as He hung on the cross just before His
death. The text also lacks any dialoguc between Jesus and the two thieves. The
character somchow

anctions in the background. Obviously, His is the foremost
ole in La Seinte Resureccion, yet the actor i still and silent, present only on the

ual plane, which cannot be said for the characters of Joseph of Arimathea,
Pilate, Nicodemus and Mary Magdalene. The prologu

with its instructions

for the set design, indicates the nced for arcas representing hell, Emmaus and
Galilee. ‘This suggests the presence of a live actor playing Jesus in the scenes of
His descent into Limbo and His appearance to His disciples in Emmaus and
Galilee. Unfortunately, the fragment of the texts which would correspond to
the above scenes has not survived. Considering the possible presence of lines for
an actor playing the part of the Resurrected Christ in the missing fragment, we

1% Cited after: Adkinson Jenkins, Manly, Pope, Wright, 1943, pp. 1.3, L. 1-28 (*P"), 137
i
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can conclude that the contrast between the scenes before the Burial and afeer is
all the more significant. This allows us o form the hypothesis that in the first
part of the mystery, the part of Christ was played not by a live actor but by the
sculpture, which Hardison designates a “stage prop”: “It (= La Seinte Resureccion)
requires [...] sophisticated stage props such as a cross with a detachable figure
that can be made to ‘bleed’ when struck with a spear.”’*

The animated sculprure of the crucified Christ, surcly one of large propor-
tions, equal in size to the average man or perhaps even larger still,* was to be
used in two scenes: the piercing of Chrises side by Longinus, and the Deposition.
‘The dialogue between Longinus and the soldier who passes him the spear was
written in such a way as to build tension up to the culminating moment of the
visually aresting scene of blood and water pouring out from the Saviour’ side

anz, hastivement;

u celui pent,

Alez a cel crucified

Saver mon 'l est devié

Dunt sen alerent dous des serganz,

Si une dit a Longin le ciu,
Que une trové seant en un iu:

UNUS MILITUM
Longin, frere,

vus t guainner?

C
PILATUS

rganz, hastivement;
Al o el pen

Alez a cel

Saver mun § wl est dev

Dunc alerent dous des serganz,
Lances od sei en mains portanz,
Si unt dic a Longin le ciu,

Ke il troverent seant en un liu:

UNUS MILITUM
Longins, frere, vos w gaigner?

7 Handion, 1565 . 25
TSl il it SRR RS el £k S
the \utwuuu scenes. The area representing Golgoth stood dicctly across from the audience, in
e xates ahough -tk GrtndERORK G, it e s s Bk G s
have becn a large one — only thus would it be visible to everyone.
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P
LONGINUS
Oil, bel sire, n'en dotez mie

MILES
Vien, si avras duzein dener
Pur le costé celui perecer.

LONGINUS
Mult volenters od vus vendrai
Car del gainner grant mester ai.
Povres sui, despense ne faut;
Ascz demand, mes poi me vaur

C
LONGINUS
Ol beals sie, mul de bon quer

MILES
Vien, si en averas duzein dener
Pur le costé Jesu percer

LONGINUS

Mule volenters od vus vendrai,
Kar del guainer grant mester ai
sui, despens me faug;
Asez demand, mes poi me vaut,
Kar ico ne pus aler ca ne ka

Quant la veue me faut, mal mesta.
P

Quant il vendrent devan la croiz,
Une lance li mistrent es poinz

UNUS MILITUM
Pren ceste lance en ta main
Bute ben amont ¢ nent en vaim.
Lessez culer desquial pulmon,

Si saverum sil est mort u non.

1l prist la lance, cil feri

Al quer, dunc sanc et ewe en issi;
c

MILES

Or ga ta main, si te merrai.

LONGINUS
Bel sire, pas altrement n'en irra.
Quant il estoient venu la,
L sa lance en main bailla.

75
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MILES

Pren ceste lance, durement le fer

LONGINUS
jeo la meutrai endroit le quer

MILES
Leez cure tresque al pomun,

Si saverum se il est mort u nun
11 prist a lance, al quor le feri,
Dunt ensemble sanc e eve en issi

»
Si li est as mainz avalé

Dunt il ad face muillee

E quant a ces oils le mist
Dunc vi an eire, ¢ puis si dit

LONGINUS
Ohi, Jesu! Ohi, bel sire

Ore ne [sai] suz ciel que dire

Mes mult par es tu bon mire
Quant en merci turnes t ire

Vers el ai la mort deserv

E w mias fat si grant merci

Que ore vei des oils que ainz ne vi,
A vus me rend, merci vus cri.
Dunt se culcha en affliccions

«
Dever val i est as mains avalee,
Dunt il ad sa face muillee

E cum il a ses oilz le mist,

An cire vit, pus si dist

LONGINUS
Ohy, Jesu! Ohy, beal sire!

Ore ne sai suz. cel ke dire

Mais mult par es bon mire
Quant en merci trnes t re
Ver toi oi la mort deservi,

Et w mas fet si grant merci

Ke ore vai des oilz ke cinz ne vi
A vus me rend, merci vus cri.
Dunc se cuchat en oraisuns

Les chivalers s'en vune arere
Si unt dit en ceste manere




]
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UNUS MILITU!
Belsir prince, sachez de f
Jesus est de vie trans.

‘The dialogue was accompanied by a fragment of the Gospel of John (19:34),
which was written in the margii of the “P” text next to verses 109-112, beginning
with the words “Si li est as mainz avalé’: “Lancea latus eius aperuit, et continuo
exiuit sanguis et aqua”. The above quoted fragment is one of four New Testament
quotes written in the margins of this version of the mystery play which were to
serve as markers for the key moments in the action.® To highlight the scene in

iour’s side, especially the moment in which blood
141

which Longinus pierces the
and water pour out of the wound, the use of special stage effects was called for.
Some of the later animated sculprures of the crucified Christ featured special
recesses in their backs at the level of the wound which contained receptacles
for blood.  We can assume chat the figure used in the performance of the Lz
Seinte resureccion was of a similar nature.

Furcher support for this hypothesis is the fact that the
the Depsition is highly developed and contains a carcfully listed sequence of
actions carried out by Joseph of Arimathea and Nicodemus. In reality, we can
sce five consccutive episodes: the removal of the nails from Christs hands, the
actual taking down of Christ from the cross, the anointment, the prayer for
a proper burial, and the placing of Christs body in the tomb:

ubscquent scene of

P
Nichodem ses ustilz prist,

E dan Joseph iss lui dist
JOSEPHU

Alez as picz primerement
NICHODEMUS

Volenters, sie, ¢ dulcement
JOSEPHU:

Montés as mains, ostez les clous

? Cited after: Akinson Jenkins, Manly, Pope, Weight, 1943, pp. 9-13, IL. 85-126 (*P"),

According to Hardison: “The quoration provides a basis for the summoning of the soldiers
by Pilate, the journey to the Cross, the hiring of Lazarus, the piercing of Christs side, the report

g of Christs side dramatic

to Pilate, and the imprisonment of Lazarus [..]. To give the piercin
weight, the author has added apocryphal and legendary material and has fsed the centurion of
Luke 23: 52 with Longinus. The arrangement of the Joscph-Pilate and Longinus episodes is cxplained

Hardison, 1969,

by the fact that the piercing of Chriscs side is mentioned only by John [

p. 261

plunge it into Christs
point [..... Although

Hardison writes: “Afier Longinus has accepted the lance, he mu

side, causing blood and water to flow over his hands. This s obviously a high

the episode derives most of ts effect from the spectacle of the blecding figure of Christ, the conven.
; Hardison, 1969, pp. 267-268.

at each episode must have dialogue s obs
Y42 More on this laer in the study (Chaprer 11

B e T e T T A
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NICHODEMUS

Sire, mult volenters, ambesdouz.
Quant Nichodem Fout fait issi,
Dist a Joseph, qui le cors sais

Nichodemu scs atls/prid
E dan Joseph isi I disc

DSEPHUS

Alez as piez. premerement

NICHODEMUS

Volenters, sire, ¢ ducement

JOSEPHUS

Muntez as mains, ostez les clous
"HODEMUS

Sire,si fiai jeo, ambedous

Quant Nichodemus ou fait iss

Dit a Joseph, ke le cors saisi:

»
NICHODEMUS
Sucf le pe
JOSEPHU
Saches treisben que jo si faz

Dunt mistrent bel le cors aval

ez entre vos braz

P hmph m a son vaissal:
JOSEPHUS

Baillez mei a cel uinnement

Si en oindrum cest cors present
Tant cum F'oinnement lui baut,
Nichodem dit tut en haut

NICHODEMUS

Suef le pernez entre voz bra.
JOSEPHUS

Sacez le bien ke si le fu

Dune mistrent bel le cors aval,
Et Joseph it al un vassal
JOSEPHUS

Baillez moi cel oignement,
Si enoingdrai cest cors present
Tant cum le oingnement li bal
Nichodemus dit tut en halt:

P
NICHODEMUS

Abil Deus omnipotent!
Giel € terre e ewe ¢ vent
Trestuz comanablement
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Sunt al ton comandement,

E tutes choses ensement,
Fors sul en terre male gent
Qui unt cestui mis a turment,
Livrez a mort senz jugement-
Untcore i avrat vengement,
Mes tu es sire mult pacient.

Dune nus faire dignement

A cest seint cors enterment

C
NICHODEMUS

Ahy! Deus omnipotent!

Cel ¢ terre, ewe e vent

Trestut comunablement

Sunt a tn comandement,

E trestutes choses ensement

For sul en terre male gent

Ke unt cesti mis a turment
Liviez a mort senz jugement
Uncore i averat grant vengement,
Mes tu es sire mult pacient.
Dune nus faire dignement

A cest saint cors enterement

P

Quan e cors enoint aveien
Sur la bere il le metcient
NICHODEMUS

Sire Joseph, vus estes cinz nez
Alez al chef, jo vois as piez,

Si alum tost ensevelir

Avez veu u il pout gisir?
JOSEPHUS

Jo ai un monument malt bel,
De pere est fait trestut novel
Ore i alum a dreit hure,

Laenz avra sepulture,'
5

Quant le cors en oint aveient,

ar une bere le meteient

n of the “P” version, next to verses 273-276, we find o

In the marg of the quotations
from the Gospel of St. Matchew: “Posuit cum in monumento nouo quod excideratur a petra” (2
60). Hardison writcs: “This quoration justifies the conversation between Joseph and Nicodemus,
the Deposition, and the burial. [... this s an essential part of Gospel history mentioned by Mark

(15, 46), Luke (25, 53), and John (19, 39-42). John s the only Evangelist to state that Nicodemus

asssted Joseph.”; Hardison, 1969, p. 261

T —— -
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NICHODEMUS

Sire Joseph, vus estes ainnez
Alez al chicf, jeo vois as picz
il alum tost enseveli

Avez veu u il deit gisie?
JOSEPHUS

Jeo ai un monument mult bel
De pere fet, trestut novel

Ore le pernum a draiture
Laenz avera sepulture

La sunt venuz, mettent la bere;
Joseph dit en ceste manere:
JOSEPHUS

Dan Nichodemus, ore vus dirai
De o sarcu ke jo fait a.

Ainz ke feisse faire sarcu,

Vi de la piere mult grant vertu,
En mun dormant, par avisiun
Mult i ou bele visitaciun:

Ceo me fu vis ke angles del ciel,
U sis u set, ne sai le quel,
Vindrent aval od grant lumere

Mult bel chantant sur ceste piere

Un grant paile devoluperent,

E sur ceste picre la leisserent

Le drap fu dedenz wt blans,

Defors ert vermail cum sancs.

Quant cest oi veu, dunc me esmerveillai
E a mun pere le sunge cuntai,

1 me dit o ke il entendi

Ke un saint cors i serrat enseveli

E jeo pur ¢o en fis cel sarcu.
NICHODEMUS

Certes, dan Joseph, ore st avenu,
Kar plus saint cors unkes ne fu
Ke cist est, ke ore mettras tu
JOSEPHUS

Ceste piere ert sur lui posee,

Ke jeo oi einz a go aturnee

Qan il fu ot e i
il r

qui est levez, dit en ceste guise: [.]

Short dialogues, considerably less developed than those in the previous
parts of the work, characterise the further scenes of the Deposition. The author
placed the main emphasis on the actions of Joseph of Arimathea and Nicodemus
while paying particular attention to the body of Christ. The use of an animated

1 Cited affer: Atkinson Jenkins, Manly; Pope, Wright, 1943, pp. 25-30 (‘P"), 273-336 (“C
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sculpture of the crucified Christ in this scene would have been thoroughly
justified and would have allowed a faithful presentation of subsequent episodes.

Another source, the so-called Christs Burial, gives us reason to believe that

during the scenes of the Deposition and the subsequent Mourning of the Virgin
(Planctus) an animated sculptuse was used in the role of Christ instead of a live
actor.'* The document s a drama text included in a larger work — a Carthusian
chronicle most likely written in 1518 and referred to as Ms ¢ Musco 160 in
the Bodleian Library in Oxford. % This text, engulfed in controversy for many

years and the subject of numerous studies by theatre historians who repeatedly
deemed it to be non-dramatic

n character, " is presently considered beyond
any doubt to be a literary work meant for performance in a church but havi

no connexion to liturgy per se.'*® The phrasing in several fragments of the

sts that aside from live actors, the performance

text sugg atured a sculprural
depiction of Christ which was carcfully and gently taken down from the cross

by Nicodemus, Joseph and Mary Magdalene:

Joseph, redy 1o tak Crist down, sais

[JOSEPH]

To tak down this body; lat vs assaye

Brother Nichodemus, help, I yow praye

On arme I wald ye hadd, *To knokk out thes nayles so sturdy and g
O, Safyoure! They sparid not your body to bee

Thay aught now to be sadd

MAWDLEYN.
Gude Josephe, handille hym tenderlye!
JOSEPHE

Stonde ner, Nichodemus, resaue hym softlye

Christs Burial

st with he scene ofJoseph of Arimathes's contemplrions nd th b
entations of the three Maris. Mary Magdalene describes to Joseph the event of Christ’s crucifix

and the Virgin Mary's reaction to her Sons suffering. Christ’s last words are collectively ponder
Nicodemus appears in the next scenc and he and Joseph take Christ’s body down from the cross
Meanwhile Mary and St. John arrive, The scene in which Christ's body is passed to the Virgin Mary
and she holds it in her lap (Pietd) initiat

es the subsequent part of the drama — Mary’s long three
part lament. In the final scene, St. John, Joseph of Arimathea and Mary Magdalene persuade the
Mary 10 hand over her Sons body s it can be buried. Mar

fagdalene departs to buy the

jesus’ body, while Joseph of Arimathea and Nicodemus recall Christs promisc

that he will rise after three days. Full text of the drama: Baker, Murphy, Hall, 1982, pp. 141-168.
contained in Ms ¢ Musco 160: Baker, Murphy, 1976,

A detailed description of the manuscript, the issue of its authorship, the context of it origin

Facsimile of the drama

as well as an analysis of the content and lan

uage in: Rowntree, 1990, pp. 5-
147 Chambers, 1903, vol. 11, p. 129; Craig, 1955, pp. 318-319; Woolf, 1968, pp. 263-24
 Davidson, 2003b, pp. 51-67; Mercdith, 1997, pp. 133-155; Rowntree, 1990, pp. 11-15;

with bibliography

Woolf, 1972, pp. 331-333. The origin of the manuscript and the Carthusian chapel in which it
was to be performed cannot be determined. With caution, we
Ms ¢ Museo 160 was connected t the abbey in Mount Grace or Kingston-upon-Hill, while the
person transcribing the text with the Carthusians in Axholme, sce: Rowntce, 1990, pp. 21-30.

n assume the author of

T T ———
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Mawdleyn, hold ye his fete
MAWDLEYNE

Haste yow, gude Josephe, st yow whidye
For Marye, his moder, wille com,

A, A, that virgyne most swete!
NICHODEMUS.

I saw hir benethe on the othere sid;

With John, I am sure sho wille not abid
Longe frome this place

“The body of Christ is placed into the lap of the Virgin upon her clear request:

MARIE VIRGYNE
John, I shalle do os ye thinke gude

Gentil Josephe,lat me st vnder your rude
And holde my son a space

MARIE VIRGYNE
Slayn of men that no mercy hadd
Had they o oyt Yseports i
To se this bludy body, is not your hart sadd?
Sad and sorowfulle? Haue ye

o pitee
Pite and compassion, to se this crueltee?
Cruclree! Vikindnese! O men most vnkind!
Ye that can not wepe, com lern at mee,
Kepinge this crucifixe selle in your mynd."*

The length of the individual scenes,'>? the intention to convey an accurate

presentation of specific events,'? and the presence of the word crucifixe in the
section where Mary implores the others to remember the image of her tormented
Son, allincrease the likelihood of the animated sculprure of the crucified Christ

having been used in a theatrical performance.'

Verses 434449, fol. 147148, cited afier: Baker, Murphy, Hall, 1982, pp. 154-155.
° Veres 603-605 ol 151151, citd afes Baker, Murphy, Hall, 1982, . 160
e Mereith (e, 1997, 150 puts peil cmphsison the gnent i which
Mary b bocy o s Soes Y si ot wepe, com ler

ce, | Kepinge
this el sille i your myn (1. 710717, ol 153 e e Baler, Marphy, Hall, 1985,
p. 163). The use of the word erucifive instead of a direct reference to Christ, can be considered a

indication that a sculptural depiction of the Christ rested in the lap of the actor playing Mary
he lengeh of the dialogues and conversations between Joseph of Arimathea, Mary Magda
lene and the Virgin Mary would have required a great deal of physical scamina from the actor play
ing the part of Chist (as well as from the actor playing Mary, who was holding Christ in her lap).
The clearly emphasised action of removing the nails from the hands of the crucified Christ
constitutes another argument for the fact that a sculprure was used during
mystery plays of the British Isles and of the Continent, we find no indication which would allow
us to presume that the Deposirion was ever performed in this way — specifically emphasising the
moment when Nicodemus and Joseph of Arimathea pull the nails out from Christ’s hands
4 CE:: Meredith, 1997, p. 150.

he performance. In the
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Ttis possible that an animated sculprure of the crucified Christ was also used
at the beginning of the 16% century in Flensburg, Denmark (since 1864 — in
ermany). On Good Friday in the local church, four priests would enact the
ch culminated in the scenc depicting Christs Burial. A sculprural
representation of the Saviour was used during the performance. There is no way

to determine what type of figure the four priests carried and later placed into
the Sepulchre. Poul Grinder-Hansen is inclined to hypothesise that it was not
a sculpture of Christ taken down from the cross but rather a sculpture of the dead
Saviour with His arms lengthwisc to His body. The rescarcher also acknowledges
the possibility that it was only a Host that was placed into the Sepulchre.|*>

3. Dating

claim th:

In numerous studics, we encounter the animated sculptures of the
crucified Christ first appeared in Germany, most likely at the beginning of the
14¢h century.'* The rescarchers supporting this origin hypothesis employ the
following course of rcasoning

1. The oldest surviving animated sculpture of the crucified Christ made in
Germany is dated to around 1350.1% It can be presumed that sculptures of
this type could have been created several decades earlier, for at the end of the
13 century, the first sculptural depictions of the dead Christ which were to be
placed into previously-prepared permanent or temporary Sepulchres appearcd
in German-speaking countrics.'”

2. A significant influence on the evolution of animated sculptures of the
crucified Christ was the development of German mysticism and passion piety.'*”

195 %A reference to a tomb of Christis known from early 16-century Flensborg, where a group

of four priests cach year performed what was called a ‘tragedy’ of the holy Jesus Christ, placing him
in a special bricklayed grave. We do not know, however, if a wooden figure of Christ was used in
this case. Props in the shape of dead Christ were undoubtedly used in some churches, and in other
cases the devotional representations of Christin his tomb could be used for depositing the host in
connexion with the Easter liturgy."; Grinder-Hansen, 2004, p. 239. The rescarcher provides no

(EA.), Dansk Litteratur histori, vol. |, Fra runer il rdderdigening 0. 800-1480, Copenhagen 1984,
P 565; this source was not available to the author of the present book.
This claim was made by Gesine and Johannes Taubert: Taubert, Taubert, 1969, p. 120,
ficant number of researchers followed the Tauberts, including: Aballea, 2003, p. 17; Jung,
2006, p. 67; Kapustka, 2008, passim, in particular p. 48; Maiscl, 2002, pp. 83-84; Pilecka, 1999,
Pp. 338-340; Rampold. 199, p. 427
Le. the sculpture from the St. Lorenz church in Kempren. Reg

ereation sce: Emmerling, 1994, p. 87; Taubert, Taubert, 1969, p. 83, cat. no. 12; Taubere, 1978
Pp. 39-40, cat. no. 12; Hugo Schnell dates the sculpture to 1350-1360 (Schnell, 1971, pp. 17, 19).

19 As the oldest example of this type of work, the Tauberts present the Holy x.m hre from
Wienhausen. On this work, sec: Appuhn, 1961, pp. 73-138; Appuhn, 1986, pp. 22

19 See in particular: Tripps, 2000a, passim

the date of the work's

e ——
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3. The tradition of performing the Depositio Crucis in German-speaking
erritories dates back to the 10 century and is considerably older than in Italy
where the oldest surviving animated sculptures of the crucified Christ have been
found.!® The fact that the oldest figures of the type we are interested in did not
survive north of the Alps is a matter of chance. Some rescarchers cven express
the belicf that the lack of carly examples of animated sculptures of the crucified
Christ in Germa g countics is a of the F and
the numerous religious wars associated with it, during which works of arc were
frequently d

4. The oldest record of the Depasitio Crucis which contains a mention of the
removal of an animated sculpture of Christ from the cross and its placement

troyed.'®!

into a Sepulchre comes from the Benedictine convent in Barking. Researchers
emphasise that the custom of conducting the Depositio Crucis must have arrived
from Germany, and that the convent’s prioress, Catherine of Sutton, had strong
rman ties dating back to the times of liturgical reforms in the sisterhood and
to the writing of the Ordo which contains the text of the ceremony.'®?

“The available historical material indicates that animated sculptures of the
crucificd Christ had indeed been known before the mid-14* century, but above
all in the south and not the north of Europe. The largest number of examples
created before the mid-14% century have survived in Italy. Aside from the two
mentioned in the work of Gesine and Johannes Taubert — those from the Museo
dellOpera del Duomo in Florence (1339)'* and the Nella Longari Gallery in

 “The rescarchers supporting the German genesis of animated sculptures of crucified Christ

base their arguments exclusively on historical sources contained in the catalogue compiled by Gesine

and Jobannes aube. The okt work menansd by the Tasbers s sculprure from a Florentine
baptistery dated (o 133

This opinion i expressed by Mas artinez Martines. In discussing Spanish examples

of aimared sculpursofthe el Chiecwhich e kw1 e, specialy the i de

d geogrifica de est
e et B it
uera del mismo s sitdan las cuatro

Jo

, she states: *El drea de difusion

o bt S e
donde se han inventariado un total de sesenta y cuatro tallas.

imigencs aspaiiolas y la desaparccida del monasterio de Barking, en las cercanias de Londres, con
toda probabilidad de origen germinico. No se han conservado esculturas en los Paiscs Bajos, cir

cunstancia que no implica la inexistencia de las mismas, de hecho la escultura del Santo Cristo de
Burgos sc importé con toda probabilidad desde alli. También es probable que el nimero de tallas
alemanas fuese mis clevado, debido a que muchas de ellas se podrian haber destruido en las distintas

guerras de religion que asolaron Europa central. Existe informacion sobre la destruccidn generalizada
de imigenes en 1566 en los enfrentamientos entre protestantes y cardlicos en los Paises Bajos,
artinez Martinez, 2006, p. 267. It would be
animated sculpuures of crucified
 number of more rec

ambién fue frecuente en Alemania

difficult to investigate why it happened that specifically the oldes
Christ suffered the most as a result of religious wars while a la

2 Mote on this topic hater in the study (Chapter V).
* Taubert, Taubert, 1969, p. 81, car. no. 4
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Milan (first quarter of the 14 century),'* these include the figures from the
San Domenico church in San Miniato (1270-1280),'* the Museo dell Opera del
Duomo in Siena (13305),'* the Museo di Palazzo Santi in Cascia (first quarter of
the 14% century),'”” the Sant’Andrea church in Palaia (1340),'® the San Pietro
Apostolo church in Castelfranco di Sotto (1310-1320)'¢

s well as the Pinacoteca
Comunale in Spello (end of the 13" or first decade of the 14" century).'™
Two figures modified to be animated sculptures of the crucified Christ — from
Cascia and Tolentino — are dated to the first decade of the 14™ century'”" and
the second half of the 13 century!”, respectively:

In addition to the above sculptures, it is worthwhile to mention other, later
animated sculptures of the crucified Christ from the San Giovanni Battista
church in Butti (mid-14" century),'” the San Luigi church in Orvieto (late
14™ century),™ the Santissimo Crocifisso sanctuary in Como (late 14 century)
and San Feliciano church in Foligno (generally dated to the 14" century).'”®
The previously-mentioned writt

n sources referring to religious confraternities
who presented thearricalised laude in Assisi and Perugia are also evidence of the
prevalence of the sculprures in question in 14%-century ltaly

A large number of surviving carly examples of animated sculptures of the
crucified Christ are also found on the Iberian Peninsula. These sculptures have in
essence been ignored in the studies devoted to such works of art (for some reason

they are very cursorily described and studied).'”” ‘The oldest surviving animated
sculpture of the crucified Christ on the Iberian Peninsula is the so-called Cristo

Taubert, Taubert, 1969, p. 84, ca. no. 15.

Bernardi, 2000, p. 15; Caleca, 2000, pp. 55-56.

“ Collareta, 2000, pp. 129-134; Lisner, 1970, p. 28

Lunghi, 2000, pp. 104, 106-107; Sapor, Toscano, 2004, pp.

* Carled, 2001, pp. 39-40; Ca, 1960, . 42; Colaeta, 2000, p. 129-134; Perusini, 2000,
P22 Docac, 1933, pp. 23323, b, Taber, 196, p. 85, at. . 19

Bernardi, 2000, p. 15; Tomasi, 2000, pp. 70

Ceino, 1991, p. 22; Fratii, 1990, p. 28; m,m 1995, pp. 93-94; Lunghi, 2000, p. 107
Marabouini, 1994, p. G; Tini Brunozzi, 1994, p.

Giannatiempo Lopez, umm 2004, pp. 219-220.
Cardone, Carletei, 2000, p. 235
* Fratini, 1999, pp. 47, 50 \.Wu 2000, p. 124; Paoli, 19

Tameni, 2004,

Pp. 91-95; Paoli, 1999, p. 191
Elvi Lunghi mentioncd e sculprue (Lunghi, 2000, . 104, whil nor givinga dte for

These e gsed oty O Spanish and Portugucse rescarchers, who did not address the
issues connected 1o the dating of animated sculprures of the crucificd Christ surviving in the res
of Europe while unquestioningly acceping the conclusions of Gesine and Johannes Taubert sug
gesting that chey first appeared in Germany (Mardinez Martinez, 2003-2004, p. 235). The only
exception i the sculprure from the cathedral in Burgos — the so-caled Criso de Burgoson which
several broader studies have been published, sce: Kopania, 2007, pp. 495-509; Marcinez, 1997;
Martinez Marinez, 2003-2004, pp. 207
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de los Gascones, dated to the 12* century, from the San Justo church in Segovia.'”
The figure of Christ from the collections of the Museu Grio-Vasco in Viseu, Po
tugal was created in the 124 or possibly 13% century. ™ The works from Liria'®
and Toro'! were also made in the 13 century. The sculpture from San Pedro
Félix de Hospital do Incio in Lugo can be dated to the end of the 13™ century
o the first quarter of the 14 century."®* Several other examples were also made
in the second quarter of the 14® century. Among them are: the Cristo de ngm
from the Burgos cathedral (1330s),'® the sculpture from the de la Sangrie de
Cristo church in the town of Fisterra (second quarter of the 14% century)!™
as well as the sculpture from the cathedral in Orense (13305)."%> The sculpture
from the Diocesan Museum in Tui dates from the mid-14" century,* while the

Alcolea, 195¢

p. 45; Carrero Santamaria, 1997, p. 463; Castén Lanaspa, 2003, p. 355;
Ceballos-Escalera de, 1953, p. 52; Espariol, 2004, p. 547; Herbosa, 1999, p. 7

Passos, 1999, pp. 30-31; Russell Cortez, 1967, p. 4
19 Tormo, 1923, p. 184

181 The figure has been dated to the firsc half of the 13% century; Santo Entierro... 1994,
pp. 52:53, cat o 14

i Manso Porto, who vas th fist o dscrbe and sudy dhis example i browdr
c end of the 13
century. At the same time, she states that the way in which the calves are dnpni e i cafind
may suggesta significantly lacer date, as latc as the second halF of the 14 century: “El Crucificado
de San Pedro Fdlix de Hospital de O Incio representa a Cristo con los pies paralelos sujetos a la
cruz con dos clavos, largo perizonium ajustado al cuerpo y mis largo por la parte trasera, brazos
aldos por encima e I horiaonal y omplamente extndidos, cotls mar adas con inci
siones paralelas, rostro doloroso con la mirada baja y lad

scope, points out a number of Fearures which would justify its being da

. recha, cabello en mechones
y corona sogucada con cspinos y heridas sangrantes. Pose a la tosa ad oloe gt
del vientre y las costillas, y al empleo de cuatro clavos, ms frecucntes en ejem XIIl,
el tipo de rostro doloroso y el tratamiento de los pies, con las pantorrillas muy Al
miten retrasar su cronologia hacia la segunda mitad del siglo XIV. El pasio de purcza cs muy
parccido al de los Cristos romnicos de San Salvador dos Penedos (Allariz) y al de los Desampara-
dos de la catedral de Ourense.”s Manso Porto, 1996, p. 449. Manso Porto’s doubts do ot seem
justfied. It i difficul to even liken the Christs face o the faces of crucificus dolorosis, sculptures
of Christ on the cross which arc characteristic of Spain in the second and third quarter of the
14 century (on the subjcce of Spanish sculptures of this type sec: Franco Mata, 1989, pp. 5-64;
Franco Mata, 2002, pp. 13-39; Martinez Martinez, 2009, pp. 107-128). The strong facial features,
especially the robust brow lincs and noses, small and thin lips, as well as an almond shape of the
head can be acknowledged as characteristic traits of Romanesque sculptures, including hose from
the second half of the 13* century. Contrary to Manso Portas opinion, i should also be staed
that the way in which the calves were crafied does not differ from the way the ams, chest and
thighs were crafted. The entire body of the Saviour i represented in simplified form, is symmetri-
cal, and, aside from accurately presented ribs,is devoid of any anatomical details. It thercfore scems
fully jusifable o awibuc the scupures creaion o the end of the 13" century
% Kopania, 2007, p. 498; Martinez, 1997, p. 20; Martinez Martinez, 2003-2004,

pp. 24124

1 Gonzdler Montaiés, 2002, p. 34.

155 Manso Porto, 1996, p. 452.

15 Manso Porto, 1993, pp. 357-358.
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sculptures from the monumental Deposition sculptural groups from Mig Aran'¥?
and Taiill®® are dated to the 12%" century.

Among the German sculptures, only two — from Museum Kartause Astheim
(ca. 1350-1375)'"" and from the St. Lorenz church in Kempten (1350)"” —
date back to the 14% century. Broadening the territorial range to include other
German-speaking lands and cities or those under the control of the Holy Roman
Empire or the Teutonic Order, we should also mention the examples from the
former Cistercian church in Chelmno (third quarter of the 14 century),"”! the
Benedictine monastery in Gotweig (1380, the parish church in Steirisch-
Lafnitz (1350-1360),"”* the parish church in Spisski Beld (ca. 1390),* the
Carmelite convent in Hrad&any in Prague (ca. 1350)"% as well as the Aliova
Jihoéesks Gallery in Hlubokd (1390)."% There are cight of them in toral, none
created earlier than 1350

The oldest surviving examples of animated sculptures of the crucified Christ
from Italy, Spain and Portugal demand a revision of hitherto prevalent views on
the time and location of the emergence of this type of works. While considering
the historical material, we cannot simply rush to the conclusion that it was in
fact from ltaly and the Iberian Peninsula that these sculprures spread to the
rest of Europe. It is worthwhile here to mention the existence of the animated
sculpture of the crucified Christ from the Kunstindustriemuseet in Oslo, dated
to 1170/1180 or perhaps ca. 1200.” This figure was most likely an import
from the British Isles. It should, however, not be linked, as was done for decades
with the Cloisters Cross from the Metropolitan Museum of Art in New York,
created for the Bury St. Edmunds Abbey;'”® neverthel

which was most likely

7 Dectot, 2004, p. 80.
158 Camps i Soia, 2004, p. 92
? Information: courtesy of Rev. Prof. Ryszard Knapiiski.

 Emmerling, 1994, p. 87; Taubert, Taubert, 1969, p. 83, cat. no. 12; Taubert, 1978,
PP 3540, cat. o 12.HogoScnell dates the lpar o 1350-1360 Sl o, PP 17,19)
" Pilecka, 1999, pp. 328-336.

40; Tauberr, Tauber, 1969, p. 82, cat. no.
p- 160; Tauberr, Taubers, 1969, p. 89, car. no. 31; Woisetschlz

ger-Mayer, 1964, p.
 Lajta, 1960, p. 89 Pilecka, 1999, p. 31; Radocsay, 1967, p. 213; Taubert, Taubert, 1969,

pp. 88-89, cat. no. 30. In the 14* cencury Spidsk Bel was a part of the Kingdom of Hungary
but was founded (ca. 1263) and inhbited by German setlers In 1412, under the reary of Lubowla
it passed to Kingdom of Poland.
B 1z 3 i e A Bt
PSS U G AR et
Blindheim, 1969, pp. 22-32; Goldschmids, 1914-1926, v 28a, b; Hoffmann,
1970, p. XVIII; Longland, 1969, p. |oz, Nilgen, 1985, p. 645 Pk, 1975, PP. 95-96; Parker,
Lice, 1994, pp. 30, 37, 80, 159, 25
T o o ot i st sculpure was not created around the same time as the

Cloiste as was pointed out by Ursula Nilgen, supporting a pre-1200 dating for the figure
B Rl MM G s sk g e sk s g dor s

et ——
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the figure’s English origin should not be disputed. In terms of where animated
sculptures of the crucified Christ first appeared, the key point is that the example
from the Kunstindustriemuset in Oslo must be connected with the British Isles.
Moreover, it is not the only evidence of the presence of this type of work in
Britain at around 1200. The previously-discussed La Sainte Resureccion (dated
to ca. 1175), the performance of which was probably connected with the use
of an animated-sculpture of the crucified Christ, was created and most likely
performed in England.

‘The sculpture found in the Benedictine convent in Barking should also be
considered a 14%-century work. The Depositio Crucis contained in the Ordinarium
Berkingense most likely came into being in 1370. Ta

ng into consideration the
face that Holy Week licurgical ceremonies were introduced into the liturgical
calendar of the Barking sisterhood by the conven prioress, Catherine of Sutton,
it would be realistic to hypothesisc that the animated sculpture of the crucified
Christ used in the convent was also created in 1370,

A relatively small number of the surviving animated sculptures of the cruci-
fied Christ date back to the 15% century. One place where we notice a larger
number of these is ltaly, and especially Florence, where sculptures dating from
the first half of the 15% century dominate. These are the sculptures from the
Santa Croce church (1415),”” San Felize in Piazza (1405-1415),**” Santa Maria
in Campo (mid-15" century)” and Palazzo Pitti (1430-1440).% To these we
can add the example from San Stefano church in Calcinaia (second half of
the 15% century),™ a town near Florence. Moreover, to the works found in
modern-day laly, we should also add the works found in the Teutonic Order
Convent in Lana (beginning of the 15% century) ™ the San Giacomo church in
Palazzolo di Sona (beginning of the 15% century )“‘" the San Vincenzo monastery
in Prato (1420-1430).% the San Crispolto church in Betconia (1460-1470),207
Chiesa del Cristo in Pordenone (1446),"% the San Bartolomeo church in

sbgstckiwosden Bl L e bl dos e Ctnn Sy ot i L17/E0
o e sptes, e ind s Mg 1985,
" See, for cxample: anson, 1957, pp. Sy PP. 11,12, 54-55, 64; Parker, 1978,
pp. 61-62, 147; Partonchi, 1976, pp. 50-55; llmmnlu 1536, o 35 2/ oS 0B 10K
° Lisner, 1968, pp. 121-122; Lisner, 1970, pp. flconi, 1993, pp. 174-175; Taubert
Taubert, 1969, p. 81, cat. no. 6; Tauber, 1978, p. Kl
Lisner, 1970, pp. 60-61
2 Lisner, 1970, p. 62
2 Lisner, 1970, p. 107 (note 169).
24 Rampold, 1999, p. 428. It should be kept in mind that Lana belonged to the Habsburg
empire and thus the sculpture should not be linked with the medieval artistic and religious culture
of lualy.

5 Tameni, 1999, p. 0.
Lisner, 1970, p. 60

Lunghi, 2000, pp. 133-146; Perusini, 2006, p. 194

Francescutti, 2004(2005), pp. 178-187; Francescutti, 2006, pp. 207-223; Perusini, 2006,
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Zuccarello (1440-1460),”” and the Pinacoteca Comunale in Terni (1460).2'
tring to the activiies of Iralian religious confraternities mention the

Sources e
existence of two animated sculptures of the crucified Christ which were used
in thearricalised Good Friday laude in the 15" century. There is, however, no
way to determine whether the sculpture mentioned in the inventory of the San
Feliciano confraternity in Foligno was created in the first half of the 15% century
or still in the 14, We are also unable to determine the date of creation of the
sculpture used in the Pianto de nostra Donna ~ sacra rappresentazione, which was
performed in the second half of the 15 century in Bologna.

In the rest of Europe, we find no regions or countries with a high concentra-
tion of 15% century animated sculptures of the crucified Christ. The sculpture
from Mszczonéw, housed at the Archdiocesan Museum in Warsaw, is dated to

400.2!" “The sculpture from the church of the Monastery of Santa Cl lara
o Balatiarwis el roughly the same time, most likely before 1410.2
In Spain there are three other surviving 15%-century figures of the type we
are interested in — from the parish church in Vilabade (second half of the
15% century), *'* Arrabal de Portillo (15% century)?'¢ and Esguevillas de Esgueva
(15" century)?"*. Among the works from the Iberian Peninsula, we should also
mention the sculpture from the Portuguese town of Portel (15% century). 2
‘The work from the Benedictine monastery in Hronsky Beftadik (now Slovakia)
is dated to 1470-1490.2'7 The sullpnm from the Parisian Saint-Germain-des-
Prés church, which, as already mentioned, should be assigned to the group of

pp. 197, 198, 199, 200-201

* Bartoleci, Boggero, Cervini, 2004, p. 66; Bogerro, Cervini, 1995, p. 32 Giardell, 1992,
pp. 156-1
3 Fui, 2000, p. 22, 3941 Lunghl, 200, p. 123, 163 Rl 1986, .

4

1 Dyechear Jedrak, 1985, p. 80: Roegocks, 2
certain works, generally those not written by arc e o e
158 sty such a i Lewaiki, 1999, . 62 Rasewsky 1990 . 10: T
* Ara Gil, 1995, pp. 284, 288,

5 Gonsiles Moniis 2002 p. 34; Valifia Sampedro, 1983, p. 241; Manso Poro, 1996,
pp. 452-453
* Information courtesy of Dr. Anna Laura de la Tglesi

15 Information courtesy of Dr. Anna Laura de la Iglei

16 Epanca, 1978, p. 204.

7 Bodomné Szent-Gdly, 1981, pp. 60-62; Bodorné Szent-Gily, 1987, pp. 155-157; Brooks,
1921, p. 43; Cséfabvay, 1993, pp. 178-179; Divald, 1911, pp. 545-548; DriecheiarulcJedrak, 1985,

7 at. no. 4. 46; Henszlmann, 1866, pp. 138-140; Homolka,

1972, pp. 68, 393; Kampis, 1940, pp. 64-66; Kapustka, 1998, p. 24; }\'Apuﬂk.\ 2003, p. 1
Krol-Kaczorowska, undated, pages unnumbereds Krol-Kaczorowska, 1971, p. 95; Prokopp, 1982,
. 36; Radocsay, 1967, pp. 74-76, 166; Racgocka, 2005, p. 180; Schrer, Wice, 1938, pp. 73,
194, 197; Takics, 2001, pp. 180-182; Taubert, Taberr, 1969, 3 ;
1978, p. 39, . no. 11; Trajdos, 1970, pp. 94-96; Tripps, 2000a,
pp. 131, 134; Wagner, 1930, pp. 73-74. Schwarnweber dates the figure and the wooden Holy
Sepulchre of which the figure is a part to ca. 1500: Schwarzweber, 1940, p. 43.

yiska, 1994, p. 425. In
neral dating to the
gos, 1995, p. 206.
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sculptures made and used in Ttaly,is estimated to have been created after 1480.21¢
The creation of the sculpture found in the 1920s in the Piraud collec
Paris is estimated to have taken place in the 15% century!?

n in

It is impossible to determine a precise date of origin for the work from the
Cistercian monastery in Boxley which is known only from the source records.
With a high degree of cerinty, we can assume that it was made in the 15%
century, most likely in the first half of the century. J. Brownbill emphasises
thar the Cistercian abbey in Boxley, in the county of Kent,””” where the figure
was displayed as carly as the second quarter of the 15 century, was known h)r
possessing a miraculous image, which we may identify as the Rood of Grace.
That the Rood of Grace was a cult object and a pilgrimage destination in the 16%
century, a fact supported by source records, further supports this hypothesis.
However, owing to the lack of detailed source material, a precise date cannot
be established for the sculpture.

The vast majority of animated sculptures of the crucified Christ are dated to
the period between 1490 and 1530. An especially large numby
created in the 16

of works was
century. It seems entirely reasonable to suggest that the peak
in the popularity of animated sculptures of the crucified Christ falls at the turn
of the 16" century. A significant number of these later works have survived
in Florence. Sculptures from the churches of Santa Maria Novella, ¥ Santo
Spirito, 2 San Giorgio dei Cavalieri,”® Santa Trinitd, the Calza monaster

and Istituto San Salvatore?® are dated to the turn of the 16™ century. Similarly

% Lisner, 1970, pp. 14 (note 21), 95-96; Tauber, Taubert, 1969, p. 86, cat. no. 2
p. 42, cat. no. 2

1 Chapuis, Gelis, 1928, p. 95; Kapustka, 1998, p. 47; Kapuscka, 2003, p. 155; Kopania
20045, p. 43 (note 17): Tauberr, Taubert, 1969, p. 86, cat. no. 22 Taubers, 1978, p. 42, cat

fabert,

1978

The Cistercian abbey in Boxley was founded in 1146 by Willian de Tpres, Duke of Kent
and dissolved in 1538. A concise history of the organisation alony
is given in: Brownbill, 1883, pp. 162-165. On the subject of archacological works carried out in

Boxley and the related reconstruction of the original abbey, sce: Tester, 1973, pp. 129-158

with a lst of subsequent abbors

There scems t0 be no account of the image carlier

n the dime of ts destruction [This

The rescarcher was not familiar with earlier sources: Kopania, 2004b, p. 122],

50 that the real nature of the attraction maust remain unknown yet it was so famous that the Abbey

was called “Holly Cross’ Abbey and the frs allusion t the image is in a state paper in the year
432, describing the Abbey as . Crucis de Gratis ”; Brownbill, 1883, p. 164,

Kopania, 2004b, p. 120,

* Thanks to surviving arch

hival documents, we know that the sculprure was produced by

commission of Ammaddio d’Amaddido del Giocondo, member of Compagn.
d to the brotherhood on 3 March, 1502; Turner, 1997, p. 120.

¥ Lisner, 1970, p. 97: Tolnay de, 1947, pp. 80, 196,

Lisner, 1970, pp. 85, 189; Turner, 1997, pp. 164-165, cat. no. 11B.

* Lisner, 1969, 111; Lisir, 1970, pp. 14 (note 21,

Lisner, 1970, pp.

Lisncr, 1970, pp. 14 (note 21), 97.

a di Gesi Pellegrino
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at the church
San Lorenzo in Campi Bisenzio,* the San Vincenzo
the seminary in Prato,? the parish church in San
Casciano,* the Sant Andrea church in Rove as well as the chapel in Villa
della Petraia. >
Sculptures from the northern regions of Italy are usually dated to the first
decades of the century. This includes th

dated examples are also found in the nearby vicinity of the city:
of the Santa Maria e

monastery in Parto,

ano™

sculptures from the Santi Pictro ¢ Paolo
church in Travagliato, the two examples from Pontebba, those from the San
Giovanni Battista church and the Santa Maria church (ca. 1520),% and the
sculptures from the Santa Margherita church in the town of Sappada (1530),47
the Santa Madonna church in Porcia (firsc half of the 16% century), the San
Sangemini (early 16 century),2* San Bernardino church
vaggio (first decades of the 16% century) 2 the chiesa dell'Ospedale in
Spello (first quarter of the 16" century),*** Santa Maria Argentea in Norcia
(1494),! the Museo della Citta in Rimini (late 15% century)**? and a private
collection in Valvasone (late 15 century) 2

A significant concentration of sculptures created at the turn of the 16*
century are found in the southwestern regions of Germany. From the region
of Baden-Wiirctemberg, we should list the sculptures from the parish church
in Altheim (ca. 1500)," the evangelical church in Bad Wimpfen am Berg
(1480, first half of the 16" century),** the former monastery church in Lorch

Francesco church in
in

? The sculptures known only from sources should also be reme

nbered: an animated sculpture
ofthecrcibed Chis was commisioned by th cegy ofth Sana Mara e Foe chuch in
¢ in 1492 (Taubert, Taubert, 1969, o 9091, cat. n
Gatteschi, 1993, p. 59 Lisner, 1970,

S Lisner, 1970, p. 60.

Lisner, 1970, p. 81

Lisner, 1970, pp. 14 (note 21), 84.

Lisner, 1970, pp. 14 (note 21), 97, 109 (note 192)
Lisner, 1970, pp. 14 (note 21), 8
5 Perusini, 2000, pp. 19-38

7 Perusini, 2006, pp. 197, 198, 199,
5 Bruni, 2007; Lunghi, 2000, pp. 104, 123; Lunghi, 2004, p. 277.
 Bernardi, 2005, p. 83; Pacia, 2001, p. 39.
@ Lunghi, 2000, p. 104
‘1 Bruni, 2007; Cordella, 1995, p. 48; Lunghi, 2000, pp. 165-166.
 Colombi Ferrett, 1999, p. 146; Pasini, 1983, p. 88; Perusini, 2006, pp. 200-201; Schmids,
2002, p. 568,
Perusini, 2000, p. 31; Perusini, 2006, pp. 199-200.
Taubert, Taubert, 1969, p. 86, cat. no. 21; Taubert, 1978, p. 42,

5 The sculpture is dated o 1481 by most o the resarchers: Arens, 1980, pp. 20-21; Arens,
Bihrlen, 1971, pp. 75-76; Dehio, 1993, p. 44; i, 1964, p. 541; Schnellbach, 1931, p. 168;
Tripps, 20004, pp. 176, 215. However, in his arcicle on the life and work of Sebald Bocksdorfer,
Albrecht Miller sates that the sculprure from Bad Wimpfen is a later work, created in the first half
of the 16" c. Miller argucs that the date of 1481 is the result of an error on the part of a researcher
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(ca. 1500)*° and the parish church in Oberndorf (1540).**” From among the
works found in Bavaria, we ~lmuld mention the examples from the St. Johann
church in Memmingen (1510),2% the towns of Laufen (1530)*%” and Otobeuren
(1530),2 a private collection in Passau-Grubweg (1520)," the St. Pancras parish
church in Sulzschneid (1550),2 the Stadtmuseum in Weilheim i.OB (1490)%*
and the parish church in Unterhausen (1525).2%

From among the surviving Austrian examples, a large majority date from the
period between 1500 and 1510. This applics to the works from the Diocesan
Museum in Klagenfurt,?* the parish church in Maria Worth,?*
tions and the collec

im Innkreis,” the Si

¢ private collec-
ns of the Museum Innviertler Volkskundehaus in Ried
Valentin parish church in Rietz,
the Sts. Michacl and Vitus seminary chapel in Schwaz,
the fi lungen in 261 and the parish church

the Archdiocesan

Seminary in Salzburg,

who mistead the source discussing the creation of the sculpture. It creator, Osfald Bockstorfer is
supposed 1o have created it not in the year 1481 but at the age of 81: “Auferdem wird in der
kunsthistorischen Literatur von cinem Oswald Bocksdorfer aus Memmingen bericher, der sich auf
cinem Zettel im Inneren cines lebensgroRen Kruzifixus in der evangelischen Pfarrkirche in Wimp-
fen am Berg verewige hat. Die unkorrekte Wiedergabe des Tetes durch Schnellbach erweckt den
Anschein, es handle sich um ein Werk Oswald Bocksdorfers aus dem Jahre 1481. Tarsichlich
lautet die Inschrife: ‘oswalt bockstorfer von memming idi
81 jare’. Dem Schriftbild nach scamme der Zeuel aus der ersten Hlfte des 16. Jahrhunderts.
Demnach diirfie Oswald Bocksdorfer das Werk, das mit der Memming
nichts zu tun hat, in scinem 81. Leb
aus Miller, 1995, p. 81
4 Taubers, 1978, p. 43, cat. no. 43.
1969, p. 85, cat. no. 18; Taubers, 1978, p. 40, cat. no. 18
155 Breuer, 1959, p. 17; Taubers, Tasbert, 1969, p. 85, cat. no 17;
Taubert, 1978, p. 40, cat. no. 17.
? Tauberr, 1978, p. 43, cat. no. 42.
0 Taubere, 1978, p. 43, cat. no. 44
1 Taubere, Taubert, 1969, p. 86, cat. no. 20; Taube 2, cat. no. 20.
Perzet, 1966, p. 214; Taubert, Taubert, 1969, p. 89, car. no. 32; Taubert, 1978, p. 42,

n got sey in

g und barmherczing im

+ Kunst der Spitgotik
nsjabr gesifiee haben. Als Bildschiter scheidet er somit

% Helm, 1982, pp. 7
at. no. 34
254 Taubert, Taubert, 1969, m, 8990, ca. 1o, 35 Tubers 1978, p 43, . 0.3
Taubert, Taubert, 1969, no. 13; Taubert, 1978, p. 40, cat. no. 13,
56 Miles, 1960, . 210; RelhmanaEndres, 1995, 19 b, Tenber, 1969, p. 84, cac
no. 16; Taubert, 1978, p. 40, ca. o
The privatcly-owned work: Taubert, Taubert, 1969, pp. 86-87, cat. no
1 42 ci e i Tl St il Vel o et
p. 87, cat. no. 25; Tauberr, 1978, p. 42,
% Rampold, 1999, p. 433; Tauber
at. no. 26,
2 Tauberr, Taubert, 1969, p. 88, car. no. 27; Taubert, 1978, p. 42, cat. no. 27.
% Rampold. 1999, pp. 430432 Teubers, 1978, . 43, cat. o 45
wbert, Taubert, 1969, p. 88, cat. no. 29; Taubert, 1978, p. 42, cat. no. 29.

8; Taubert, Taubert, 1969, p. 90, cat. no. 34; Taubert, 1978, p. 43,

; Tauberr, 1978,
Faubert, 1969,

Taubert, 1969, p. 87, cat. no. 26; Taubert, 1978, p. 42,
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52 The only one to be dated carlier is the seulpture from the parish
ly made in 1490.

in Tannheim
church in Schénbach, which was most ik
We can date two of the three works from Switzerland to the same time
period as the Austrian works. The sculptue from Lausanne was most likely
4 a5 was the one belonging to the
Later single examples of animated

made at the beginning of the16% century
Schweizerisches Landesmuseum in Ziirich. 265
sculptures of the crucified Christ are found in other regions of Europe. Among
those from Germany, we should name the sculpture from the City Museum in
Dibeln in Saxony, which was most likely created in 1510,2% the figure from the
St. Johann parish church in Schneidhein, made ar the turn of the 16 century,
the sculpture from the collection of the Bode-Muscum in Betlin, dated to ca.
1510, and perhaps the not-surviving work mentioned in the 1517 Wittenburg
ional document issued by Elector Friedrich der Weise. 2"

It is impossible to determine a date for the sculpture whose use is suggested
in the Christ’ Burial play contained in the Ms e Musco 160 from the Bodleian
Library. Taking ino consideration the fact that this source is dated to 1518,
we can hypothetically assume that the sculpeure used in the performance of the
play could have been made at roughly the same time. However, we cannot rule
out the possibility that the Christ’ Burial text was based on Holy Week customs
which had been in practice for some time already: It is equally probable that

Rampold, 1999, p. 4
263 Kapustka, 2008, p. 160 (note 392); Taubert, Tauberr, 1969, p. 88, cat. no.
0. 28,

Taubert,
1978, p. 42 cat. no

 Kapustka, Jlu; P 157 (note 11); Taubert, Taubert, 1969, p. 85, cat. no. 14; Taubert,
1978, p. 40, car. no.

i P, 1936 pp. 73-74; Flahler-Kreis, Wyer, 2007, p. 199 Kapustka, 1998, p. 47;
Kapusta, 2003, p. 155; Kapustka, 2008, p. 160; Taubert, Taubert, 1969, p. 90, cat. no. 35; Tau
bere, 1978, p. 43, car. no. 35.

% Bechter, 2002, pp. 24-25; Franke, 2002, p. 114; Guli, 1903, Habenicht, 1999,
pp. 73-74; Kapustka, 1998, p. 47; Kapustka, 2003, pp. 155-156; Kapustka, 2008, pp. 160-163
Knore v, 1999, pe- 9, 102 Kogani, 200, . 41 Kopans 200, g 126127 Lk 204
pp. 213-214; Martinez Martinez, 2003-2004, 6-238; Michel, Schulze, 2000, pp. 41-44;
Migasicwicz, 2004 Perusini, Schmide, 1998, i 130; Schulze, 1999,
Pp. 126-132; Taubert, Taubert, 1969, p. 81, cat. no. 3; Taubert, 1978, p. 39, car. no. 3; Tripps,
20000, pp. 161, 176, 182

7 Wolfgang Erdmann, who provided the fist broader analysis of the work, state: *Bestimmie
Eigenarten, wie ctwa die Bart- und Haarausbildung, das iiber cinen Strick fallende Lendentuch,
die Anatomie von Bauch und des dariber- liegenden Rippenansatzes weisen auf cinen Entstchungs-
zcitraum in der spitesten Entwicklungsphase ‘spitgortischer’ Skulprur zwischen crwa um 1480 und
ualismus sehr weit getrieben und dircke Einflissc der
a Erdmann, 2002,
Hofmann, Kstr, 1998, p. 93; Martinez Martinez, 2003-2004,

i Schoremulle, 1953, p. 147, o

? As the document lacks any specific information pertaining to an animated sculpture of the
ke 306l e Ao of e o i e et

sges unnumbered. CE: Gromann-
235

| e o e e T
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a sculprure of this kind could previously have been used in a Carthusian church
carlier, in the 15" century, with no relation to the 1518 play, and only later
adapted for usc in the performance.

4. Style

Animated sculptures of the crucified Christ cannot be attributed to any single

specific style period. This obviously stems from the fact that they were created
by representatives of various artistic milieux in the period between the 12°
and 16* centuries within the broad territory of Western and Central Europe.
In reference to the formal qualities of the sculptures, we should not, in spite

of the suggestions made by certain rescarchers, treat them as belonging to

a homogenous group in which we mostly encounter works of modest quality
attributed to artistically-challenged provincial craftsmen 7 Generally speaking,
specific animated sculptures of the crucifid Christ are closely related to their
kindred, from a perspective of time and place, ordinary crucifixes. At most, we
can include specific examples of these types of sculpeures in a broader group of

works of a defined type and with a defined sec of traits, as suggested by Mateusz
Kapustka. He states: “The 14% century works are marked with the then-prevalent

stamp of dolorism — representing a radically haggard body of the Saviour in

unnaturally deformed positions, and thus fitting into the category of the so-called

" Taubere, Taubert, 1969, p. 121 Turner, 1997, p. 68. A fragment of the work by Tanya A
Jung tellingly sates that all attempts at a genral analysis of the issue connected to the style, creation
dates and dimensions of animated sculprures of the crucified Christ have been fruitless. In her
endeavor to creatc an analysis of all animated sculptures of the crucified Christ used in theatricalised
liturgical ceremonics the rescarcher ties to list their common characteristics. These similarities are
excepionally general and at times v

n odd: “The citeria for my grouping of these images include
the forms, media, and functions hat they share as a group. Whill there were movable images of
Christ used at different points in the lirurgical year,all of my images correspond t the iconography
of Christ at various moments in the Holy Weck narrative. Most ae free-standing figures and range
in size from one to two meters. They were carved in the round from lindenwood (also known as
limewood) by anonymous sculptors and were painted by those same sculpors, their apprentices,
or artisans who specialized in polychromy. Communities and individuals commissioned and used
these images throughout Western and Central Europe from a least the thirteenth century and they
continue to be made and used today [.... The highest concentration of extant movable Christ
sculprures comes from southern German-speaking

egions and this concentration is the scope of
my study. Most are from Swabia, Bavaria, and the Tyrol and date to c. 1490-1530, There s no
evidence that these images were made or used in Eastern Christendom. Rather they are a Catholic
phenomenon and as Protestantism spread across Europe over the course of the sixteenth and sev
enteenth centurics, we have fewer occurrences of these images in the art-factual and textual record
Their most important common factor, however, i that they all simulated Christ in form and action
during different ritual points in the annual narrative performance his last days, death, and Resur
rection.”; Jung, 2006, pp. 16-
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. Lorenz

mystic crucifixes.”! Good examples of this are the sculptures from the S
church in Kempen and the parish church in S TaloiBohwetka et
characterised by their direct portrayal of Christs suffering — the obvious wound
in the side, the rib cage, the sunken stomach with similarly shaped loincloths,
the folds of which fall symmetrically on both sides of the hips in sharply-defined

and dynamic cascades; with both figures hanging from forked crosses. A clear
intent to depict the suffering of Christ can also be seen in the works from
Spain which emerged at roughly the same time, from the cathedrals in Burgos
d Orense, which in terms of their vivid depiction of Christs wounds exhibit
fundamental differences from their counterparts in other parts of Europe.
Thus, both works lack the typical traits of other sculptural representations due
to their peculiar crafting techniques, which focus on the magnitude of Christs
suffering as a way to make an impression on the viewer.

The only consistent fearure among almost all animated sculptures of the
crucified Christ, aside from the obvious matter of the mechanisms used to
enable the movement of select appendages of the Saviour, is the way in which
the loincloth is shaped. In almost all the examples obscrved, independent of
the time and location of their creation, we notice a highly advanced formal
simplicity in the loincloth. Only two examples deviate from this norm. We notice
a richly-shaped, rippling and pleated loincloth on the sculptures of Christ from
the parish church in Maria Worth and the evangelical church in Bad Wimpfen
We can deduce that in animated sculptures of the crucified Christ, the design of
asimple, tighely-fitting loincloth was a result of practical considerations. A figure
placed into a previously-prepared — and often narrow — Holy Sepulche on Good
Friday had 1o fit inside it casily and also to be shaped in such a way as not to
hinder the process of its prior removal from the cross

As pointed out earlier, animated sculptures of the crucified Christ should not
be regarded as works of low artistic value. Obviously, in the group of works being
discussed we do find figures which are rather primitive in terms of craftsman-
ship, e.g. the work discussed and reproduced by Alfred Chapius and Edouard
Gelis from the Parisian Piraud collection, as well as those which reveal the

limited abilities of their creators in representing the human form, particularly
in anatomical detail, not to mention their ineffectivencss in portraying Christs
emotion o suffring. We can include the Austrian sculprures from the parish
church in Rietz and the in in

Kapustka, 1998, p. 23.
On the subject of Spanish mystic crucifixs, see in particular: Franco Mata, 2002, pp. 13-39

(includes a thorough bibliography); Martinz Martiner, 2003-2004, pp. 207-246. Sce also: Hoff

mann, 2006, pp. 130-131. It i worth mentioning that some rescarchers consider the Crito de

Burgos 10 have been created in Flanders, yet it would be diffcult to find an analogous work in this

o, The figrefom Burgos should beconsidred oclly-made, s Kopania, 2007, p. 49849,
Kapustka, 1998, p. 24

V o R
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this second caregory; as well as some German works, most notably the figure
from the Catholic church in Oberndorf.

Conversely, we should remember the works of high quality created by rec-
ognised artists who, in certain cases, exerted an influence on European art that
can be considered significant. We should consider several works from Italy as the

from the Santa Croce

most prominent examples of this, above all the sculptu
church in Florence created by Donatello (one of the most important works in
his artistic legacy and a significant work of art in terms of the development of
Florentine art in the first half of the 15% century). The slightly older sculprure
from the workshop of Andrea di Ugolino Pisano, currently housed in Berlin, and
the sculpture from the Santa Trinita church in Florence from 1500, linked to
the workshop of Sangallo, are also characterised by exceptional formal qualitics.

While on the subject of the Italian artistic environment, we should mention
animated sculptures of the crucified Christ created at the beginning of
[m 16% century by Baccio da Montelupo and his workshop. Margrit Lisner lists
nine works which can be linked to this artist. As these works do not constitute
a stylistically-unified group, the researcher defines some of them as having come
from “Baccio da Montelupo circles.’’# John Turner, the author of a doctoral
dissertation on the subject of the above-mentioned artist, is more circumspect
in addressing the issuc of artribution with regard to the type of works we are
interested in. He states that earlier rescarch attributes to the artist many works
which in reality have no similarity o the artist’s style.” The rescarcher also
points out that crucifixes are the most problematic works in the master’ rich
s these that Turner included in his corpus

artistic legacy 7 It is for reasons such
of the Iralian artist’s work only those sculptures which can be safely attributed
to Baccio da Montelupo on the basis of archival records or rigorous sty

comparison. He acknowledges four animated sculptures of the crucified Christ

4 Lisner, 1970, pp. 82-85. Lisnerlsts the sculptures from: 1. the cathedral in Arezzo (p. 85);

2. the Skulprurensammlung of Berlin's Bode-Museu (p. 84); 3. the Santa Maria e di San Lorenzo
in Campi Biscnio (p. 85); 4. the Santa Maria Novella Church in Florence (pp. 82-85); 5. the San
Giovanni dei Cavalieri Church in Florence (p. 85); 6. the San Vincenzo Church in Prato (p. 84)
as well as 7. the seminary in Prato (p. 103, note 98; p. 109, note 192); 8. the San Francesco al Bosco
Church in Rovezzano (p. 85): 9. the parish church in San Casciano (p. 84). Most of these are sup-
to have been created by artists from Baccio da Montelupo' circes.

Turner, 1997, p. 72. In this context, the rescarcher direets the reader to the concise mono-
graph on Baccio da Montclupossartistic work by Riccardo Gatteschi (Gatteschi, 1993). According
to Turner, despite all of its undeniable virtues, related, among other things, t0 its publication of

previously-unknown archives concerning the artists life and work, its author describes many works
which have no dircc links with the masters workshop.

No other group of sculprures in the artists oeuvre displays such a wide variety of figure

types and stylcs,all variations on a single theme throughout most of Bacciols professional career.’s
Turner, 1997, p. 63. On the subject of crucifives created by Baccio da Montelupo, sec also: Tarner,
2004, pp. 49-54
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as being the works of this master” all of them dated o the beginning of the
16" century and alldependenc in terms of form on the erucifix from the San
Marco church in Florence, created in 1496.2”

Several animated sculptures of the crucified Christ were also created by
D T TS s e i Ot s e
century. They are characterised not only by their exceptional construction, which
allows for the movement of their tongues, but also by their highly-advanced
realism in the portrayal of the Saviour's body, as seen in the precise representation
of the proportions of the human body, as well as musculature and vasculature
details.”” However, the instances of one artist or one workshop being respon
sible for the creation of several animated sculprures of the crucified Christ and
endowing them with uniform stylistic traits ate rare and do not occur in other

European countries.

Berlin, Staatliche Museen (Turner, 1997, pp. 140-141, cat. no. 1B); 2. Florence, San
Giovanni dei Cavalieri (Turner, 1997, pp. 164-165, cat. no. 11B); 3. Florence, Santa Maria Novella
(Turner, 1997, pp. 119-122, cat. no. 3A); 4. San Casciano, parish church (Turncr, 1997, pp. 178179
cat. no. 16B). Turner did nor discuss several crucifixes listed by Lisner, which the latter identified
as works from “Baccio da Montelupo cirlces”. The researcher defines the sculpture from the Arczzo
la Montelupo (Turner, 1997, p. 183, cat. no. 2C). According

cathedral sacristy s a work imitati

0 Turner, the term “Baccio da Montelupo circles” s imprecise and docs nor carry any specific
meaning. The researcher's goal was to define those works which can be attibuted to Baccio da
Monsiopaliguctisardl as those which were product of the artist workshop.

On the subject of the crucifix: Turner, 1997, pp. 65-66, 117-119. Analysing the terracotta
e group from the Museo di San Domenico in Bologna, Turner firmly liss the charac-
eristic features of Baccio da Montelupo's arly works: “The Bologna Magdalene has a morphology
of face and hair comparable to that of the crucifix [from the San Marco church in Florence]. In
both figures, the stylization of lengthy; undulating hair is paired with orherforms and mos
appear throughout Baccio’s early work: the clongated facial type with hi
prominent nase the melcty of knerceing plnes adiaceat o the yee . sighly paeed ip,

ik by ot ol o e mighu o of oot AR 19

?On the subject of the artist and the isingushing et of bis sy, s Fransur
2004(2005), pp. 178-187; Francescutti, 2006, pp. 207-223; Lunghi, 2000, pp. 161-169; Perusiai,
2006, passim; Schmids, 2002, pp. 568-569.

arrow cheekbones and

e e e




CHAPTER III

Construction

he issue of how animated sculptures of the crucified Christ were con-
structed has not been broadly examined. Information concerning the
technical construction details of specific examples contained in survey
articles does not provide an exhaustive source of knowledge on the subject as these
articles

re typically limited to cursory descriptions of the mechanism which allow
for the sculptures' motion and in some cases the elements which mask them.!

These queries are also rarely addressed in the works of authors concentrating on
individual examples. Only those whose work focuscs on the most complicated
sculptures in terms of animation have undertaken to describe their construction
in greater de

ail 2 Without analysing a larger number of mechanisms and materials
characteristic of animated sculptures of the crucified Christ, we will be unable
to compile a reliable base of information on sculptures of this type

1 Perusini, 2006, pp. 191-205; Rampold, 1999, pp. 428-433; Taubert, Taubert, 1969,
pp. 80-91; Taubert, 1979, pp. 38-43. In the suudy by Gesine and Johannes Taubert inform

concerning the construction of individual picces was presented in the catalogue section. However

most of the sculpuures were not described in the context of their construction. Tanya A. Jung was
the only one to generally discuss the materials used in animated sculprures of Christ (not limited
to crucified Christ). The rescarcher states that the majority were made of linden wood, which was

connected o their function as well as with the pracices of workshops operating in the German
language regions of late Middle Ages Europe: “Most extant moveable Christ sculprures were carved
of linden wood (o called lime wood) despie the abundance of oak, walnur, poplar,pine

nd

elder forests in southern areas of Europe. It was the most popular material for sculpture in late
medieval Germany, and though its use was not mandatory

it was preferred for religious sculpture
The physical qualitics of linden wood provided a material that was both strong and lightweight
when compared to oak or walnut. The lightweight quality permitied patrons t0 request and sculp
tors o crese caborat and cnormus eabes ht coukl b paced ey atop main and side alars
Tt also allowed for the type of image manipulation that characterized the processions and clevations
of liturgical and popular performances such as the Stoesk macln e Aneaaton ey chreatoay
Jung, 2006, pp. 21-22, sce also further, 1o p. 23,

Ehlich, 1990, pp. 98-106; Kopania, 2004b, pp. 119-129; Kopania, 2009, pp. 131-148
Mardnez, 1997, passim; Mardinez Martincr, 20032004, pp. 207-246; Michel, Schulze, 2000,

44; Perusini, 2006, pp. 191-205; Schulze, 1999, pp. 126-1
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1. Dimensions

We find no regularity with respect to the dimensions of animated sculptures
of the crucified Christ. Among the surviving examples, we encounter both
small-scale animated figurines“as well as those significancly larger in stature
than the average human being. Additionally, there is no correlation between the
dimensions of animated sculptures of the crucified Christ and the place and time
of their origin. In individual countries, irrespective of whether the sculptures
are from the 13%, 1

 or 15% century, we find both small-scale examples not
exceeding 100 cm in height and large ones over 200 cm tall.

The smallest surviving animated sculpture of the crucified Christ is the
figure from the Kunstindustiemuscet in Oslo. As it survives o this day only in
damaged form — without arms and lower legs — we are unable to determine its
precise original dimensions. Yet, given that it had been affixed to an altar cross
or processional cross, and comparing

it to other surviving representations of the
milar in form and materials, we can assume that it
5 cm.? The sculptures from the
Paris (60 cm)," the collections of the Bode-Museum in Berlin (54 cm),’ the San
Vincenzo monastery in Prato (50 cm)® and the Villa della Petraia chapel near
Florence (42 cm) are also less than 60 cm all.

crucified Christ which are

measured no more than

ud collection in

A large numlnr of the sculptures fall in the range of 70 to 100 cm. These

include, for ¢

exa the sculptures from Passau-Grubweg (70 cm),? Spidski
Beld (725 cm),? mulmu (76 em)," Florence (from the San Spirito Church,
80 cm)," Weilheim (80 cm),'? Lausanne (85 cm), " Ried im Innkreis (Innvierdler
Volkskundehaus Museum, 84 cm),'* Salzburg (86 cm),' Sulzschneid (90 cm),
Sappada (90 em),” Altheim (97.5 cm),'® Paris (Saint-Germain-de-Prés, 98 cm),

Parker, Litee, 1994, pp. 253-258
Chapuis, Gelis, 1928, p. 95
Schoumiller, 193, p. 147, no. 7139.
Lisner, 1970, p. 60.

* Taubert, Taubert, 1969, p. 86, cat. no. 20.

? Rodocsay, 1967, p. 213,

" Information about the dimensions was given to the author of the present study by Dr. Hynck
Ralk rom che Alor Jhotekd Galley

Taubert, Taubert, 1969, p. 85, cat. no. 14,
5

Taubert, Taubert, 1969, p. 87, cat. no.
Taubert, Taubert, 1969, p. 88, cat. no. 2

1© Taubert, Taubert, 1969, p. 89, cat. no. 32.

17 Perusini, 2006, p. 199.

% Taubert, Tauberr, 1969, p. 80, ca. no. 2.
Taubers, Taubert, 1969, p. 86, cat. no. 21

b s e R AT
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Lana (100 cm)® and VhL\n (100 cm).?! Not much larger are the «Lulpturu
from Warsaw (102 cm),”2 Unterhausen (104 cm),? Kh;,mkurx (110 cm),*
Rietz (105 cm),” Vilabade (113 cm),? Memmingen (115 cm)?” and Pontebba
(San Giovanni Battista, 115 cm).’

Several of the sculptures measure 120 to 150 em in height, including those
from Buti (123 cm),” Prague (123 cm),® Pontebba (Santa Maria Assunta,
130 cm),” Seitenstetten (130 cm) Pisa (142 cm)* and Zirich (146 cm).*
The sculptures whose height is consistent with that of an average human being
include those from Kempten (166 cm),” Florence (Santa Croce, 168 cm),*
Terni (170 cm),”” Bovara di Trevi (172 cm),*® Berlin (Bode-Museum, 176 cm),?
Tannheim ( cm), ™ Spello (182 cm), #1 Segovia (182 cm), 2 Rimini (183 ecm)*
and Dibeln (190 cm).

We find considerably fewer surviving sculptures measuring over 200 cm.
One work from a private collection in Agnuzzo measures 220 cm and another
from the paish church in Steirisch-Lafnitz measures 240 cm. The largest,
measuring 270 cm, is the sculprure housed in the church of the Daughte
Charity convent (formerly: Cistercian convent) in Chelmno.*”

s of

* Rampold, 1999, p. 425
21 Previtali, 1991, pp. 22-23
2 Prackaziiski, 1986, p. 277, cat. no. 84
Tauber, Taubert, 1969, pp. 89-90, cat. no. 33.
Taubert, Taubert, 1969 p. 84, cat. no. 13
Rampold, 1999, p. 433.
 Sampedro, 1983, p. 241
Taubere, Taubert, 1969, p. 85, cat. no. 17.
2 Peusint, 2000, p. 33; Perusini, 2006, pp. 197, 198, 199.
00, p. 235

Cardone, Carlett

3 Kutl, 1962, p. 12; Taubert, Tauberr, 1969, p. 86, ca. no. 23; Taubert, 1978, p. 42, cat. 0. 23,
31 Perusini, 2000, p. 33; Perusini, 2006, pp. 197-199.
= Taubert, Taubert, 1969, p. 88, car. no. 29; Taubert, 1978, p. 42 cat. no. 29
 Colareta, 2000, pp. 231-232; Carlett, Giometti, 2001, pp. 78-79.
Baicr Futtere, 1936, p. 73 Taubert, Taubers, 1969, p. 90, cat. no. 35; Taubert, 1978, p. 43,
aat. no. 35.
5 Tauber, Taber 1969 .83 ct. . 12 Taber, 1978, .

, . no. 12.

Lunghi, 2000, p. 123; Rinaldi, 1986, p. 23,

* Lunghi, 2000, p 15 ol 1984, p. 34 (note

 Ehlih, 1990, p. 98

 Rampold, 1999, p. 432.

i Fracini, 1995, p. 93; Lunghi,

£ Cagtdn Lanaspa, 2003, p- 355.

 Schmids, 2002, p. 568

 Schmids, 1998, p. 130.

# Tauberr, Taubert, 1969, p. 80, cat. no. 1
Taubere, Taubers, 1969, p. 89, cat. no. 31.

 Pilecka, 1999,

000, p. 107.
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2. The most common construction types

From among the total number of on hundred and twenty six animated sculp-
tures of the crucified Christ known to the author of the present study, a large
majority posscss a mechanism ‘allowing only the arms to be folded down along
the body. This type of sculptures were made of wood and consist of three parts.

The first s a torso, fully carved on cach side.® The other two parts ar the arms
which are artached to the torso with a mechanism allowing them to be folded
down along the body. Only the figure from the Kunstindust
deviates from the above model as it is made of walrus tusk® and has only one
ble arm — the right.

“The mechanism necessitated a specific design for the arms, the upper parts
of which were fitted with a flat fixture having a hole in the middle. This allowed

iemuseet in Oslo

movea

the arms to be mounted into the shoulder section of the torso which features
hollows in the side in the armpit arca. Openings in the sides of the hollows
correspond to the hole in the arm fixture, thus allowing a wooden or metal

dowel to be inserted in order to hold the arms in place, affixed to the torso. The
dowel also acts as a hinge allowing the arms to move smoothly up and down

and 1o be lowered lengthwise with the body:*! The necessity of employing such
a mechanism resulted in the shoulder areas of animated sculptures of the crucified
Christ being rather complex. In examples of higher artistic quality: we can sce
that their creators had no problem making the shoulder area look natural. In
those cases, Christ is represented s a well-builc man with a broad chest. Artists

While the sculpture was being taken down from the cross and then moved and laid into
the Sepulchre, i was visible from all angles. The lack of, at least, a simple finishing of the back
section would have undermined its realism and thus the realism of the presented Deposition and
Burial scens

Parker, Little, 1994, p. 255, cf. p. 30.
nmetrical arm sockets, the Oslo corpus has two sockers in the

bt arm and that thecorpus may have sl funciond 2.2 Deposiionfigure
g down.”; Parker, Little, 1994, pp.
(G4 s s el Vil o
Theway n whic he right holder vascarved indicas s e S bl 2
using a figure of Christ with only one moveable arm duting c.g. Depositio Cracis would be
T Bmlig gk o Vol G iy G ek e
On the subject of the approach used in the back section, in the context of the mechanism

it contined, Gesine and Johannes Taubert write in general: “Dic Beweglichkeit der Arme ist in
der Re
crhielien tiefe Schlicze, diese bilden Nuten, in die dic besonders gearbitcten Arme wic Federn
hineinpassen. Ein Dibel verbindet Nut und Feder und bildet gleichsam das Schultergelenk. Die
Nuten sind unterschiedlich breit. Entweder haben die Arme schr flache Federn, dic sich scharf von
der Schiterci l\mmn oder dic Ob
Taubert, 1969, p. 80.

1 auf folgende Weise errcicht worden: Die Schultern oder Oberarmansitze des Kruzifixus

arme passen in ihrer ganzen Breite in dic Nute."; Taubert

P ———
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of lesser abilities were unable to achieve the same effect, which resulted in their
sculptures having clearly unbalanced proportions — the area where the arms are
connected 1o the torso looks unnatural as a consequence.

In some cases we find a different mounting method for the arms. The ani-
mated sculptures of the crucified Christ from Passau-Grubweg, Schneidheim,
Kempten and Lausanne all lack a complex shoulder section and do not feature
openings which would allow the use of a dowel in affixing the arms. A common
characteristic of the first two examples above is a clear curve in the par of the
arm that is attached to the trunk. The rounded ends of the upper arms do not
fit tightly into the shoulder girdles, which arc not as massive and do not feature
a hollow in the armpit area as compared to those sculptures which have a flac
puck-shaped fixture with an opening for a dowel.

This method of construction is closely related to the type of movement
mechanism employed. In this case, it is not a dowel acting as a type of hinge
allowing the arms to be moved along one axis that constitutes the inegral element
of the mechanism. ‘The mechanism used in the figure from Passau-Grubweg
consists of three elements: a narrow inset at the end of each arm, a metal spring
mounted inside the shoulder girdles, and dowels as fasteners. The springs are
connected to the insets by way of the dowels, thus allowing the arms to be
folded down along the body:”

T T s e T e
Tiufer parish church in Schneidhain is similar to the sculpuure from Pa
Grubweg. However, the latter is equipped with metal elements in the mechanism
allowing the arms to be folded down along the body whereas the movement
of the arms of the former is made possible not by a mechanism per se but by
a rope reinforced with leather clements that runs inside the sculpture. It should
also be noted that the arms of Schcidhain sculpture are moveable in both the
shoulders and the elbows.*

sau-

eschnitzien

“Die Schulterpartien sind so ausgehthle, dag die an den Armen kugelformi
Gelenke hininpassen. Der schmalen Nute in jedem Arm entspricht eine schmale Feder in jeder
Schulterpartic; dic Verbindung schaffe ein Dibel"; Taubert, Taubert, 1969, p. 86, cat. no. 20.

5 The selptan was resoged b 1980-1983 by Kure Knitel, Wolfgng Erdmann wries
on the stages of the restoration with particular atention devored to construction issues: “Danach
kam das Kruzifx cinige Tage in die Konigsteiner Werkstace Kniiteels. Dore entstaubre und reinigte
er s fachminnisch. Zudem sctzte e cin spezicles Lederpflegenitel in ~ entwickelt vom Offen
bacher Ledermuscum — und trinkte damic mitels Injektion die innen licgenden Lederbinder,
damic sicsich nicht verhirten und biegsam bleiben. Das st die noch zu erliuternde Besonderheit
des Schneidhainer Kruzifixes, daf es in Achscln und Ellenbogen seiner Arme holzerne Gelenkku-
geln besitzt, um die am Kreuz ausgestreckien Oberarme nach Abnahme hiervon anlegen und dic
Untes cugen 7 konnen. Dic hilzernen Gelenkkugeln werden durch Lederbinder gehalten,
welche in den Tnnenseiten der hohlen Arme verdibelt sind. [} Hinde und Fie der Figur wei-
scher auf. Durch sic werden chedem die ‘Nigel” hindurche-
befestigt war. Damit erweisen sich die

sen holzverdiibelte oder vergipste
fidhre worden sein, mittels derer der Corpus am Holzkreuz
erhaltenen Kreuzesniigel als neucren Darums und nicht urspriinglich. Die lteren diirfien — von




‘The sculpeures from Kempten and Lausanne are characterised by still a dif-
ferent construction method. The Kempten sculpture, like the one from the St.
Johannes der Taufer parish church in Scheidhain, possesses arms which arc
moveable in both the shoulders and elbows.* Neither the sculprure’s chest nor
arms are very complex. Nevertheless, the shoulder scction is clearly defined by the
upper ribs, which create uid lines that meet the thick contours over the clavicles.
Using modern anatomical terminology, we can call this part of the sculprure
the deltoid muscle. The arms, set deeply under the shoulder contours, can be
folded down thanks to metal hinges hidden under a |
The elbow joints were crafted in much the same fashion.’*

The Lausanne sculpture which appearcd on the antiques market in the 1960s
features a similarly shaped shoulder arca. Taking into account the method used
to shape the shoulders — above all, the clear, fleshy contours over the clavicles, as
well as the lack of dowels g hinges - we may pre
used in this seulprur
from Ker

e of clastic parch

nt.

ume that the mechanism
r to the mechanism we sce in the sculprure
pren. Gesine b B aTbeimmie hacia analogous to that
of the animated sculpture of the crucified
Schweizerisches Landesmuseum in Zuri

Christ from the collection of the
.5

The detailed description of the

aufien niche erkennbar — als Holzsch

uben ausgefihre gewesen scin. Mit ihnen konnte man die
Figur durch Drchen der "Nigel” vom Kreuz lisen oder dort wicder anhftcn: Dic in Achscln und
Ellenbogen beweglichen Arme erfordern zwingend cinen solchen Mechanismus, um das Kruzi
fix livurgisch nutzen zu kénnen

ng, ob gestreckt oder angeklappt brw

erncucrte Bindfiden
auflerhalb des Corpus, war
ered. Cf: Exdmann, 1996,

dic jeweilige Armhaltung arretierc”; Erdmann, 2002, pages unn

pp. 193

 “Bewweglich waren dic Arme urspringlich sowohl in den Schultegelenken al auch in den
Ellbogen.”; Emmerling, 1994, p. 87. Sce also: Taubert, Taubert, 1969, p. 83, cat. no. 12. In a lc
ter 1o the author of the present

written by the parish priest of the St. Lorenz church in

Kempten, we read that currendly, the arms are completely immobilized: “Dic Arme sind jeczt nicht

ek 2 bemegen. Wan e et wosden s, i iche e el M dsed 11012005
Arme sind mit Metallch !

in den weit befe
sigt. Dic o s i oy e e entsprechend
faltcte. Auf dem Pergament befinden sich noch Reste der urspriinglichen Bemalung. Dic Arme

sind im Ellenbogengelenk abgewinkelr. Ein Metallscharnicr im Ellenb
Abschrigung von Unter- und Oberarm ermi legen der Hande vor dem
Korper. Auch diese Gelenke diirfien urspriinglich mit
Pergament oder cinem anderen fleiblen Stoff kaschiert gewesen scin.”; Taubert, Taubert, 1969,
p. 83, cat. no. 12, According to Erwin Emmerling, the mechanism in the elbow joint had been
replaced: “Zu unbekannter Zeit wirde der Klappmechanismus an den Ellbogen entfernt und dic
jetzigen Holzerginzungen cingefig
1994, p. 87.

“ Taubert, Tauber, 1969, p. 84,

und die entsprechende

das Zusamm

wch dic beiden Hande sind spitrc Erginzung

Emmerling,

at. no. 14, Describing the mechanism of the sculpture from
Zurich, the researchers cite a fragment of the study by Ilse Baicr-Furterer, who laconically stated:
Desgleichen [beweglichen] sind die Arme 5o in den Achselhahlen cingefige, daf sic herunter
geklappt werden konnen.”; Baier-Furterer, 1936, p. 73.

T T ———
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sculpture contained in the Schweizerisches Landesmuseum collections catalogue
gives us reason to agree with the Tauberts

While analysing animated sculptures of the crucified Christ which are simple
in terms of construction, it is worth mentioning the picce found in the collection
of the Archdiocesan Museum in Warsaw. This particular example is atypical
in terms of how its arms are crafted. It is a damaged sculpture — at some
point in the past it was stripped of the mechanisms which allowed movement
of the arms (screws permanently fastening the arms to the torso can be seen
on both shoulders) and converted into a sculpture of Christ in the Tomb. In
the back of the shoulder section, two large rectangular hollows remain where
the mechanisms used o reside. Attached to these hollows are the upper arm:
which were made later from separate pieces of wood. Due to the degree of
modification the sculprure has been subject to, we are unable to reconstruct
the mechanisms which were originally used in the shoulder sections. A detailed
inspection, however, reveals a different and rather characteristic trait of the
sculpture — unlike the majority of animated sculptures of the crucified Christ,
the arms are not made from a single picce of wood but from several. According
to conservation documents, the arms were originally moveable not only in the
shoulders but also in the elbows.5*

However, this issue demands further clucidation, as the conservation docu-
ments are vague. The documents lack a detailed description of the condition
of the arms ~ angled slightly at the mecting point of the upper arm with the
forearms, and permanendly immobilized — and the method of their creation.

“Die Skulpuur ist aus vier Teilen zusammengeseczr, dem Rumpf mit den Beinen, zwei bevweg-
lichen Armen und dem verstellbarcn Kopf. ... Jeder Arm mit zwei dutchgehenden Bohrlichern.
Das obere, nahe beim Armansatz, liss sich an der Schulter verdiibeln, damit Christus als Gekreu
sigter montiert werden kann. Das zweite Loch auf der Hohe des Bizeps kann am Rumpf knapp
unter der mmlm verdiibelt werden, wenn Jesus als Grabehristus gezeige wird."; Flihler-Kreis,
Wer, 2007,

“The seulpue i ull, lighdly concave i the back with the back painted. I i made fom
a single piece of linden wood. The arms, moveable in the elbow and shoulder joints and able to be
positioned in whatever configuration required in the presentation, were sculpted separately. They
are attached o the torso with the usc of mechanisms located in specially designed hollows in the
back shoulderjintarcas Romanawicr, 1983, . 3. Ao, p. o hollow spaces which houscd

the mechanisms for raising the arms remain in the back shoulder area. After its removal, new
i e i e e e el g the e
joints with glue and fastening the arms to the torso with the use of screws ac mid-forcarm”

2 The conservation documentation concerning the work contains no information on the
method used to prepare the arms. Only describing the state of the paint docs Aldona Romanowicz
write, quite incomprehensibly: “The layers on the arm are identical to thosc on the torso. On frag
mencs of sculped forms added at a later time, such s the shoulder joints and exteior parts of the
arm shoulders [ic!] we see: the older wood sprted with  light hard putty which fll dimples and
the gaps where the new and old wood come together. On top of the putty is a layer of oil-bascd
primer which is then covered by thickly-applied white pigment which conceals the grey coat [..]"s
Romanowicz, 1983, p. 4




s ——

2. The most common construction types 105

‘The upper arms are composed of roughly cqual-size picces of wood cur lenghwise
and held together with gluc. The external forearms — ac one third length from
the elbow — are marked with scale-like notches filled in with accordingly shaped
pices of wood. Because both arms are crafted in the same way, we may attribute
their current condition to some sort of damage connected with the removal of
the mechanisms allowing them o be bent at the elbows. It is difficult to assume

thac chis feature is a result of repairs made to fix, for example, mechanical damag
t0 the figure; such damage would have to have been the same in both arms,
which secms rather improbable.

Because its original construction allows the arms to be moveable in both
the shoulders and clbows, the picce from the Archdiocesan Museum in Warsaw
can be compared o the examples from Kempten and Schneidheim. Similar
moveability attributes also characterise the Cristo de los Gascones from Segovia, the
oldest known animated sculpture of the crucified Christ. The simple mechanism
allowing the sculpture’s arms to be bent ar the clbows and shoulders® are clearly
visible; there s no indication of any attempts ever being made to conceal the

mechanism. Even the repairs carried out in later centurics, indispensable due
t0 the regular use of the Cristo de los Gascones in Good Friday ceremonies, did
not result in any re-sculpting of the parts being fixed. With cach repair, the
forearms were simply replaced while the mechanism that allowed motion — and
gave them such a primitive appearance — was kept unchanged.¢

In discussing the examples whose animation was limited to folding arms,
we should mention the animated sculprures of the crucified Christ from Taiil,
MigAran, Cascia and Tolentino which comprised parts of monumental Deposition
sculptural groups. In the case of these sculptures, we are dealing with later
modifications which included the removal of the permanently atcached arms
and their subsequent re-attachment using simple clements which cnabled the
sculptures o be posed. The Tailll Christ possesses fasteners in the form of benc
and intertwined metal rods driven in through the exterior of the sculpure in the
upper arms and shoulders. 2 A similar arm attachment method can be sen in
the partially-surviving MigAran Christ, in which only one fastener remains — on
the Saviour’ right shoulder.®* The fact that the sculpture’s mobility was not pare
of its creator's original intentions s evidenced by the sculpted hand of Joseph of
Arimathea which we can see on the lower left section of the Saviours chest. If the
sculpture had from the beginning been used in enactments of the Deposition or

Analogous to the majority of the simplest animated sculptures of the crucified Christ, only
exceuted in a cruder manner.
Castin Lanaspa, 2003, p. 356.
 Th ruof the Svoue wee siply lped a h o wher hey e wih heshoulde
and then rearached with the us of
T ——— g S )

I fasteners.

which the arms wer
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Burial then the figure of Joseph of Arimathea would not have been adjoined to
it The sculpture from Cascia is more complex in construction. The folding of
its arms, attached with nails to the torso, was made possible by wooden dowels
located in the armpits.®” In the case of the Tolentino sculpture, the dislodged
arms were reattached with the use of leather bands. %

3. Less common construction types

Among animated sculptures of the crucified Christ we also encounter works with
a broader range of animation possibilities. Some possess not only moveable arms
in the shoulders (sometimes both in the shoulders and elbows) but also moveable
legs, head, eyes and tongue. A number of the figures are also distinguished
by the particular materials of which they are made and with which they are

decorateds among these we find sculptures covered in leather and parchment.
Some sculpeures feature natural hair wigs, flaxen loincloths and even blood
Christ’

receptacles hidden in the back area that supply blood to the wound
side. A dozen or so figures of this type have survived. One especially interesting
in terms of construction is known to us ce material. These sculptures
comprise a group worth distinguishing among the rather small collection of
animated sculptures of the crucified Christ known to us

In the figure created in the workshop of Andrea di Ugolino Pisano, cur-
rently housed in the collections of the Staadlichen Museen zu Berlin, we notice

om sous

* The sicuation s analogous to that of the Taiil figure.

a vicenda critica di questa scultura & tutta re o da Maio
Preci .l moggio 1958 1 g 1989, pes cont dels Sopritendensa ai BAAAS dellUmbria
¢ sotto la direzione di Giordana Benazzi. Dal restauro risultd che le braccia del Greifiso
collegae alespalle grazie  un asselo lignen lloggiatoin un incavo, mediante il qual, ol chiodi
che fisavano le mani ¢ i picdi, le braceia potevano essere reclinate lungo i fianchi e il Cristo croci
fisso poteva csscre deposto dalla eroce  transportato in un sepolcro. Fu adotata la decisione di
lasiare in visail meccanismo diincasro per suggerir a vrsati dell seulura; Lunghi, 2004,
p. 275. “[..] ha subito consistenti manomissioni per rendere mobili e braccia fisse del Deposto: le
braccia sono state tagliate allaltezza dellc spall ¢ ristrete per farle combaciare al corpo nella posi-
sione di Crocifisso e collegate per mezzo di asseli

nte, posteriore al restauro ese

ignei ¢ occhiell di ferro alloggiati in un incavo
rozzamente praticato sul lato del corpos & stata asportara materia anche sul lato m | corpo,spece
sul petto, per raccordarlo meglio alla nuova posizione delle braccia.", Bruni, 2004,

1 traumi inferc da quest pratiche devozionali, ripetute annualmente, crano impress in
modo evbdene e fevesibile ia sl e coseuive deopea (1 sglio dele braccia svera
comportato l'asportazione parziale dell'omero e la lacerazione dell incamottatura di protezione [

in luogo del legno asportato, dellc fasce di cuoio inchiodate sulla palla consentivano il movimento
delle braccia), sia sulla delicata superficie cromatica, ricoperta da deposti di cera ¢ di nerofumo,
oltre che da olii ¢ gommalacca esiccari applicati sulla sculcura come protettvi o forse per ravivarne
periodicamente Iasperto. ... Varticolazione era occultata da fasce di cuoio inchiodate alle spalle”s
Giannatiempo Lopez, Bruni, 2004, pp. 219-220. In 1992-1994 the sculpture was restored to its
original condition, rendering the arms unmoveable
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a construction similar to many simple animated sculptures of the crucified Christ
The sculpture was made from a single piece of poplar wood which was cut into
several individual picces and then re-composed with the use of wooden dowels
at the joints in the knees, shoulders and neck which acted as hinges and enabled
the movement of the Saviour'legs, arms and head.” As the technique of joining
the various body parts lefi many visible marks on the exterior of the sculpture,
the crafismen often used a concealing material — gluc-soaked linen, which also
acted as a foundation for later polychrome.5* This type of procedure which
relied on the use of linen, leather or parchment in covering the figure’s motion
mechanism is also scen in sculptures that are less complex in their animation
possibilities — such as those from the San Pictro church in Bovara di Trevi and the
St. Lorenz church in Kempten. In both of these cases, the covering (leather and
parchment respectively) is applied only to the area linking the arms to the torso.&”

One sculpture which is entirely different in terms of construction and
materials used is the figure from the Stadtmuseum in Dobeln. As a resul of its
rich animation possibilicies as well as its exceptional level of realism, it is often
referred to in the literature as the “Mirakelmann aus Dobeln”.”® The sculprure
possesses moveable arms — in the shoulders, clbows and wrists — moveable legs,
although only in the hips, and a moveable head. Its main clements were made of
linden wood, while other materials, such as canvas, leather and parchment, were
used to decorate the figure. A cylindrical metal recepracle for blood, connected
to the wound in the side, is placed in a hollow in the back and concealed with
a flap.”" The figure’s loincloth is made of canvas and the partially surviving hair
and beard are narural.”>

“Die Aufnahmen mit dem computertomographen zcigen, da das Kruzifix aus cinem cin
sigen Stamm gefertige wurde. Der Stamm war lediglich lings aufgeschnitten, ausgehshlt und als
awei Halbschalen mit Holzniigeln wieder zusammengeseczt worden. Erst dann crfolgte das Ausar-
beiten der feinen duBeren Formen.”; Ehlich, 1990, p. 101
“Auf den Korpus ist anschlieRend in Zusammenhang mit der Grundicrung cinc Leinwand

aufgeleime worden, die auch dic Knicgelenke verdecke”; Elich, 1990, p. 101. The inner knces and
the back of the neck were not covered with canvas — the mechanisms are exposed in the

© Previcali, 1984, pp. 33, 34 (note 9); Taubert, Taubert, 1969, p. 83, cat. no. 12.
, 2002, p. 114; Kapustka, 2008, p. 160; Kopania, 2004a, p. 41; Kopania, 2007,
Pp. 502-503; Kopania, 2009, pp. 136-137; Michel, Schulzc, 2000, pp. 41-44; Schmidr, 1998,
p- 130; Schulze, 1999, pp. 126-132.

7! “Im Riicken befinder sich ein durch eine (jecz fchlende) Kiappe geschlossener Hohizylinder,
2 dem sich die Scitenwunde offnet. Dadurch konnte der Lanzenstich in dic Scite durch den
Austritt ciner roten Flissigheit realistisch nachvollzogen werden.”; Franke, 2002, p. 114. Sce also:
Latk, 2004, p. 213 (also contains a detailed description of another blecding figurc of Christ, made
of bronze and dated to 1470-1480, housed in the collection of the Vieroria & Albert Muscum in
London)

* The nacural hair wig was removed at the end of the 19% century, see: Schulze, 1999, p. 130.
On the subject of natural hair wigs in the context of late medieval sculprures of the crucified Christ,
see: Knorre von, 1999, pp. 98-104; Wagner, 2004, pp. 99-106,




108 L. Construction

In terms of construction, the most complex part of the figure is the area
where the arms are attached — with iron hinges — to the torso. One end of the
hinge is fastencd with nails just under the armpit and the other end o the
upper arm. The whole mechanism is covered in picces of canvas and then with
ather shell which covers the construction clements.” The
head is attached to the torso in a simple manner, by the use of a metal hook
which allows the head to swivel to the right and lefe at an angle of up t0 20
degees. The legs are artached to the body with short leather straps which allow
the lower body to be bent as much as 10 degrees.” The elbow and wrist joints
are flexible — also within a limited field of motion — thanks to ropes running
rms and hands.”® Concealing patches are applied

berween the upper arms, fors
t the arcas where the moveable parts of the figure meet. In the shoulder area,
as mentioned carlier, these patches are chicfly leather, where in the other joints
they are made of canvas.” Regarding the area where the legs meet the torso,
the joints are concealed by the loincloth.

th respect to materials and construction, the Cristo de Bur

gos is even more

ixes (crucifivus

complex.” The sculpture falls into the category of mystic cru
dolorosus), characterised by a high degree of realism and a level of exaggeration
ical marks of suffering. In the case of the figure from
gnitude of Christs suffering resulted
terms of the artist

the depiction of Christ’ phy
Burgos, the creator's desire to convey the ma
in an exceptional work of art which deviated,

Alle Gelenke waren mit farbig gefafitem Leder verkleidet [..." Schulze, 1999, p. 129.
Im Halsbercich der Figur wird dics durch rwei incinandergreifende ciserne Osen bewirks
Ohne sie wiirde der Kopf haltlos auf dem Rumpf hin und her pendeln bezichungsweise zwischen
dic Schultern herabsinken. Dic Blickrichrung des Kopfes ist korrespondicrend mit der Bewe
tichtung der Osen um circa 20° nach seitwrts gedreht.”; Schulze, 1999, p. 129.
d ingsspiclraum von erwa

) haben dic Beine gegeniiber dem Oberkirper nur cinen Bewe
 jedoch zum Beispiel fiirdas Ubercinanderlegen der Fifie bei der
Abstinde zwischen den Schitel

10° nach allen Seiten. Das gen
ollg
chen der Beine und der Unterscite des R
verhindert’ Schlze, 1999, p. 129
Bei den Ellbogengelenken verhindern lediglich e
Abreifien der Unterarme, Allerdings sind diese Schnii
sebe nlaen Gelenken sk gemascht " Schuls
Some of the patches also served to conceal the heads
of the wood: “Jetz foge cine Beklebung aller \\_.H.umn der Holafehler, Risse und Durchschnit

Grofere Bewegungen wurden durch

e

diibelte Schniire cin ctwaiges
nen’ 2u bezeichnen, da

of nails or irregularites in the surface

zungen mit Leinwand." Schulze, 1999, p. 130

" There is o separte conservaton repore for the Crito e Burgs. The works devored 1 i
also lack illustraions depicting its parts and the mechanisms making the sculpture’s movement
penila kT Aok M i ot s 6t il bt ok
it was attached in the second half of the 19* century. Nicolis Lépez Martinezs book contains only
a summary of the stages of the sculprure’s restoration, which tok place in the 1990s (Martinez
1997, pp. 83-86), while the artcle by Marfa Jos¢ Mare
Cristdbal, head of the restoration team responsible for the work (Martinez Martinez, 2003-2004,
p. 219). Sce also: Kopania, 2007, pp. 495-509; Kopania, 2009, pp. 138-141

ez Martinez contains comments by Luis

R T AT SR R s il
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employed in its construction, from not only the majority of mystic crucifixes but
also from many of the most complex animated sculptures of the crucified Christ

The trait chat differentiates this sculpture is the way in which the Saviour's
body is crafted. Even a cursory look is cnough to notice that the figure seems to
be made of a marerial other than wood. The numerous accounts and descriptions
from the 16® to the end of the 19" centuries stating that the Cristo de Burgos
is covered in human skin or that the figure is in fact an exceptionally-preserved
human body, are in not t00 far from the truth.”” The sculpture, made
of pine wood, was indeed covered in calfskin, properly treated and painted.
The dominating feature of the polychrome are the streaks of blood profusely
running down the saviour’s body.% Sh

p skin was in turn used to create the

The Cristo de Burgoss exceptional realism was noted by, among others, .B. Varesio, author
ofthe 1554 work led Mtimgls del Crucifv de Burgs e sus Milagro (Burgis 1604) “Tine o
Santo Crucifijo las uias pucstas d ¢, que parece habérsele alli nacido como a un cuerpo
humano, y no s I coran, com algunas genes simples pcnsas, i ot o o
los cabellos y itas crecen en ¢l cuerpo humano, por virtud de los humores corporales.” (fol. 12);
cited after; Martinez Martinez, 2003-2004, p. 213 (note 20). Cf. another excerpt from the work
by LB, Varesio,cted on . 215 of Mrcines Marenez il Similar descriptions appear oftcn in
the muum.“,\mmm Kopania, 2007, pp. 496, 499 Martinez, 1997, passim; Martinez Martine,
2003-2004 219. The conviction that the Cristo de Burgos was covered in human skin was
scll common in the 19% century, which is cvidenced by Theophile Gauiers descripion of the
sculpture inA Romantic in Spain: “[.. his in not stone or painted wood, but human skin (at least
that is what people say) applied very skilfully and with grear care.”; Gautier, 1979, p. 46. The mosc
telling cvidence of the faithful's befief in the exceptionality of the Cristo de Burgas is the face that
in 1881, Arcbidhop Anasasio Rodrig Yaso wasfred t officlly ke acion i oder o end
the debate regarding the material of which the sculpture was made: “En 1881 se reaviva l tema
en Espafa debido a que el escritor b luqunu que habla vivdo en Burgo, publicd un aculo en
el periddico carlsta La F, donde transcribe el dictamen médico realizado por el doctor navarro
Salvador Rodriguc, en el que se afirmaba: Un cadiver milagrosamente conservado con wn hlito de
vida por espacio de varios sigos. La aparicion de estas publicaciones incrementd el interés de los

nces por la naturalcza fisica de la imagen, reficjado en los numerosos devoros que acudian
aanalizar a alla. Ante esa stuacion el arzobispo Anascasio Rodrigo Yuso prohibio que loscreyentes
analizaran la pieza, y, para acabar con

speculciones, encargd un estudio a L. Cantén Salazar,
quicn también public el resuliado de su andlisis en un periodico, £/ orden piiblico, negando que
se traase de un cadiver, sino de una escultura de madera revestta de piel curdda.”s Marcinez
Martinez, 2003-2004,

* Martincz, 1997, p. 16 (on the subject of the state of the polychrome prior to the restoration:
p.84)
anteriormente. La piel s adhiere a la madera con cola y tachuclas, para e 00 e cuars s e ba
splcado una pintury al e, mediane aeladurs, inrementando
Martinez Martinez, 2003-200 e The rescachr o s il secacan t the medhod
used in fashioning the Christ’s eyes: “Los ojos del crucificado burgalés no st
Ry A e T e

Igunas partes como manos y pies estin totalmente realizadas cn picl segin se ha visto

seicidad de la misma.

pidos, sino

técnica es mixta de temple graso
de hucvo y pintura al Sleo, ajena a a policromia espaiiola de este periodo. El cmpleo de esa técnica
de policromado apunta a que se trata de una obra importada, fcilitando la delimitacion de su
posible zona de procedencia.; p. 240. It is worth noting thar the use of oil painc in creating the
polychromy is, according to Maria Jos¢ Martinez Marci

. proof of the sculptures Flanders
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“hrists entire body.*!

large wounds covering the C Another singular feature is the
way in which the fingernails were crafted. They were made of pieces of animal
horn shaped with the use of hear and individually affixed to the leather-less
fingertips.®? The sculptures realism is manifested not only in its visual aspects.
In certain old descriptions of the Cristo de Burgos, such as the one from the
d information that the sculprure is soft

18 century by Pedro de Loviano, we
to the touch.®2 This softness was achi

ved by means of a woollen lining placed
under the leather.**

The layer of calf skin which imitates the natural softness, colour and texture
of a human body also conceals the mechanisms allowing for the animation of
the sculpture.’ The Cristo de Burgos features arms moveable in the shoulders,
as well as moveable legs in the knees. In addition, the fingers
and the head swivelled o the left and right. Animation

elbows and wrists,

and toes can be ber
is possible thanks to metal wires
method of attachment to the wooden body are unfortunately not described in
any study devoted to the sculprure.% It should be added that the figure posscsses

res, whose structure, method of execution and

provenance. However, it would be diffcult o find smilar sculprures n Flanders. In cun, several
similar sculprures, including animated ones, have survived in Spain, as discussed further in the
presnchapeer. Ol paints were ot used exlusivelyin this area (se Slesiki, 1984, pp. 130-131),

1 “Una mano de cola de retazos de piel y, seguidamente, unas primeras capas de aparcjo de
yeso grucso semihidratado, con detcrminada proporcion de la misma cola. Secas estas capas de yeso,
iyt pof ndorel erpo Gaor pegadfioe” meatealionheco T 7w ¥ caid S ek
sc adhieren con cola de retazos piezas ovaladas de badana, desgarradas en su parte central para
conformar heridasabieras, Un apajo fnal,confeccionado con yeso mat y co, e ha conformado
s llagas y heridas abiertas. Para cerras
Martinez Marcinez, 2003-2005,

un chorreo en relieve que va a semajar la sangre sliendo de
el poro del aparcjo se aplict una delgada mano de cola anima
AN

En ¢l extremo de cada dedo se ha abicrto, en la picl, ¢l arranque para pegar unas uias
Dechas de asa curvadas mediate calor que confcen os dedo d manos y pies un spec muy
naturlsta’s Martner Martinez, 2003-2004, . 219

*Es an dmibe s arglicur s coneaurs an o que o e table
de suerte que cede ficilm
Eoviane, 1740 (508, . 36-43. CE: Jurkowsks 1996, p 64: Martines 199

T o e gl s Komnictbmen sl vartascaish
st cal s e cane human s v Marins 197, 16 S b tlizado il boinapd
s. [.) En aderas y

Ia picl que las forra se ha procedido a rellenar el interior de la anticulacion con B P

n cualquiera parte que le apliquen cl dedo, como si fuera
1

i i om0

dotarlas de la precisa turgencid sin impedir su movimiento.”; Martinez Martinez, 2003-2004, p. 240,
The fact that the Christs arms could be folded down along the body is evidenced by wwo
small pleats on both shoulders. This is the only visible feature which betrays the presence of
mechanisms beneath the skin.
 “Las articulaciones forradas de cuero son: las manos con los dedos y mufeca, s codos, los
hombros, el cuclo, las rodillas y los dedos de los pies [... En la piel que conforma el cuello se
practican unas costuras con hilo de cifiamo para semejar los tendones. La piel de las manos y pies
s, den-

colocar los dedos en una

s coge a modo de guantes, colocindose en su interior s falanges de madera. En las

tro de cada dedo, se ha introducido un alambre de hierro que sirve pas
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a wig of natural hair” as well as a receptacle which fed blood to the wound in
the Christ’s side. The receptacle i similar in terms of construction o that which
we find in the sculpture from Débeln

Among the animated sculptures of the crucified Christ created in Europe, and
especially the Iberian Peninsula, only the animated sculprure from the cathedral
in Orense can rival the Cristo de Burgos in terms of realism and the intensity of
the effects portraying the suffering Christ endured during his passion.® According
to Carmen Manso Porto, who wrote a large-scale description of the figure from
the cathedral in Orense with respect to its structure and materials, it was covered
in a strong linen canvas onto which a thick layer of paint was applied. It is not
known whether, in addition to the arms, other parts of the Christ’s body were
poseable, or how the mechanisms cnabling animation worked.”

In the context of the Cristo de Burgos and the figure from Orense, it is
worthwhile to discuss the sculpture of the crucified Christ from Valvasone in
more detail. It features arms moveable at the shoulders and elbows, as well as legs
moveable at the hips and knees.” No restorer’s documents remain concerning

posicién determinada.” Martinez Martinz, 2003-2004, p. 219. Tn most of the texts on the Criv
e Burgos we find absolutely no information about the fact that the sculpure features moveable
clements (.. Lopez Mata, 1966, pp. 147-150). Some texts contain incomplete descri
0 which the Christ is moveabe c.g. only in the head and arms (Gila Meding, 2002, p. 43)
Even the sculpture’s monographer describes it with exceptional superficiality in this respect, s
that: “La imagen es de madera, con articulaciones que permiten la movilidad de cabeza, brazos
¥ piernas”; Martinez, 1997, p. 15,

7 Martinez, 1997, passim; Martinez Martinez, 2003-2004, passim.

#* *Una pequeta calabaza que, por medio de un conducto, s comunica con a abertura exte
sior de lallaga del costado derecho. La union del conduicto merlico con dicha calabaza se sella con
resina. El interior del torso se rellena con estopa de cifiamo para evitar los desplazamientos de dicho
artificio.”; Martinez Martine, 2003-2004, p. 219. CF: Gila Medina, 2002, p. 43; Martinez, 1997,
P15,

* Espaiiol, 2004, pp. 546-547; Kopania, 2009, p. 139; Martinez Martinez, 2003-2004, p. 2
Clementina Julia Ara Gil also compares  sculptute from the church of the Monastery of Sas
Clra in Palencia o the Crito de Burgos: Ara Gil, 1995, p. 288

il de Ourense fu trada de Fistra por o prelado
don Vasco P primer emplazamiento, ¢l altar de la Cruz en el
costado noroccdental del transepeo ue ransladado a s ceual capils,edificada en 1573 y g
ampliada en época barroca, gracias a las limasnas de sus devotos. El Crucificado ha sido tallado en
madera recublerta por un fuerte tejido de lino y una gruesa capa de pintura. La profunda llaga de
costado offece un rlleno de fibea. Las del pecho ylos verdugones del tronco se marcan con pinturs.
Las formas anom:
arciculado y luego ecubicrtos pars ijarl en l cruz de ‘gjos dando 2t un aspecto de miembre
descoyuntados, al igual que la apariencia blanda del cuctpo y ¢l pelo natural, sin duda contribuye

de los brazos y su enlace con los hombros, concebidos para un Descendimicnto

ron a que la imagen fuese considerada una momia, y asi lo testimonian numerosas leyendas. EI
realismo de la cabeza inclinada al frente, con pelo natural y corona soguedada postiza, se acentia
e, la boca entreabierta  los ojos caidos”; Manso Porto, 1996, pp. 451452
1993, pp. 148-149.

2009, pp. 141-142; Perusini, 2000, p. 31; Perusini, 2006, pp. 199-200.

con el rostro sang
C: Hervella V
" Kopania,
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the sculprure, bur Teresa Perusini casually states that the attachment of the
various parts of the figure was achieved by way of a ball mec
/la

“a-pa

The mechanism, on account of the fact that the clearly rounded end
of the upper arm, which really resembles a ball ~ seems to be similar to that
employed in the previously-discussed figure from Schncidheim. It is possible that
this type of mechanism was used in the hips, yet the photographs contained
in articles on the sculpture do not provide enough detail to allow a conclusive
verdict. There is, however, no doubt that the solid and carcfully crafted metal
hinges mounted at the elbow and knec joints are not in fact mechanisms which
can be termed ball mechanisms. These hinges consist of two elements, each
diectly affixed to the wooden clements of the sculpture, One was shaped like
a peg and the other like a ball divided in half, so that the peg could be placed
inside. The two elements were then held together by a meral rod which also
acted as a guide. We thus find here the most commonly scen mechanism, used
in animated sculptures of the crucified Christ which are the simples

in terms
of animation possibilities. The difference here s that the fastening elements of
this sculpture were made independently of the body parts and constructed from
a material much more durable than wood,

The mechanisms allowing moveabili

are currently exposed, which was not
the figure’s original stae. The work of art from Valvasone should be considered
partially damaged. The obviously rough and crude way in which the Saviour'
body was crafted, especially the arms and legs, indicates that its surface must
have been covered by some type of outer layer. Iis being decorated onl
polychrome scems rather improbable.”

by
The large, solid and independent metal
mechanisms would have remained clearly visible even if the sculpture had been
painted. The use of localised concealing patches also seems unlikely as these
would have covered only small arcas of the otherwise unfinished arms and le
Thus, we can surmise that the final look of the torso and limbs was achieved
by the use of a covering material

Teresa Perusini puts

forward the hypothesis that the figure was covered in
parchment and that the loincloth was made of canvas. She compares it to the
sculpture from Débeln and mentions the sculpture found at Santa Margherita
parish church in Sappada.”* The legs, moveable at the hips, leave no doubt as

Perusini, 2006, p. 200
? Slight signs of polychrome have survived on the sculpture’s exterior ~ Teresa Perusini discusses
shem it conts o he works v s et e
gt oepele st e s s s gl
i eiaecnl Dok et Gion iS5 B e
sottosquadro vicino ai giunti (dove sono visibili i buchi dei chiodi), servivano al fissa
pergamena che cosi veniva a trovarsi a livello delle parti scolpite ¢ preparate. Il fatto che il ‘Depo-
ol di Valvasone abbia solo minime tracce di policromia (forse neppure originale), rende difficile
Ia sua collocazione storico-stilistca che ci pare tutavia da situare in ltalia alla fine del XV secolo
Parlano in tal senso il volto composto ¢ scrcno, privo di esasperazione espressionistica e la stilizza-

pergame
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0 the use of real canvas in creating the loincloth, as this would have been the
only method which allowed their movement. ¥
the mechanisms of this particular sculpture, which allowed the arms and legs
t be bent to a rather wide angle, did not require the use of a covering material
more durable than parchment. It s possible that the sculprure from Valvasone
was originally covered with leather, just like the Cristo de Burgos. Leather, which
is, afer all, considerably more durable and clastic than parchment, would have
been much better suited for use in a sculpture so complex in terms of seructure
and animation possibilities. These issues require furcher study based on detailed
conservation data, while there is hope that the figure from Valvasone will undergo
a complete restoration in the near future.

Also characterised by its structural complex
istercian abbey in Boxley, in the county of Kent.
sources on the figure, let us presently focus on those mentioning the materials
used in its creation and the mechanism allowing its animation, specifically the
movement of its lips, cyes and head. Especially noteworthy is a letter dated
7 February 1538 from Geoffrey Chamber, liquidator of Boxley Abbey, to his
ad:

is worth considering whether

s the Rood of Grace from the

From among the numerous

friend and colleague Thomas Cromwell. In it, we

My singular good Lord, my duty remembered unto your Lordship, this shall be to
wdvrtie the same chat upon the deacing ofth Late monasery of Bxle, an plucking
of the Rood unun the Rood of

down of e images ofch same, | found i ch i
it ctelndpin o bmline s
Tl i i el S Ve e i S ot 16 O oF
and also the

the same o move and stare i the head thereof ike unto  living thin
nether lip in likewise to move as though it should speak.”

Chamber’s letter, being the dircct account of a person involved in the
discovery of the Rood of Grace, should be acknowledged as the most valuable
source of information on the figure from Boxley. In Chamber's words we notice
no openly polemic stance toward ancient or then-current church practice. The
contents of the letter were not intended to be made public, and especially not
intended as direct propaganda. In fact, we are dealing with private correspondence
which contains basic information on the Rood of Grace — its appearance, the
circumstances of s discovery and ics furdher fate

Returning to the issues of the sculpeure’s construction, i follows from the
letter that the Christ’s head, eyes and mouth were moveable thanks to mecha-

sone anstomics e corp. & pe sempre il dar queseoper i meda quali, perché
itengono a lungo. Il perizoma

possono provenite da ambiti perifeici dove stlemi
del ‘Deposto’di Valvasone era in vera stoff, scelta obbligata per una
Luso di realzare i perizomi con vee el gesate avvole i lombi dei crocifis i logno o n alr
material & del resto attestata in Tala almeno dal XV secolo.” Perusini, 2006, p. 200.

Kopania, 2004b, pp. 119-129; Kopania, 2009, pp. 142-146.

Cook, 1965, p. 144,

ultura con le anche mobili

T R
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nisms located inside the back of the sculpture, Yet the letter, just like other
descriptions of the figure, conains no mention of the possibility of the arms
being folded. The mechanisms allowing the animation of the sculpture were never
analysed in detail. We know only that they comprised wires along with wooden
elements which were in poor technical condition and described by Chambers
as roteen. Unforcunately, Chamber's description does not allow us to determine
the sculpturc’s dimensions or the materials it was made of.

Chamber’s words are authenticated by a letter written in Latin by John
Hooker from Maidstone (“Johannes Hokerus, Maidestoniensis”), an eye-witness
0 the events taking place a Boxley in early 1538. The author relates the same
animation characteristics of the Rood of Grace while providing a detailed descrip-
tion of the mechanism found inside the figure:

There was lately discovered a wooden god of Kenish folk, a hanging Christ, who
might have vied with Proteus himsel new how to nod with
his head, to scowl with his eyes, to wag his beard, to bend his body, to reject or receive
the prayers of pilgrims. [ Throughout his hollowed body were hidden pipes, in which
the master of the mysterics had introduced through little apertures a flexible wire, the

passages being nevertheless concealed by thin plaes.”

Later sources referring to the Rood of Grace, however, are not as valuable as the
letters by the liquidator of Boxley Abbey and John Hooker. Characteristically of
Reformers' writings, they are dominated by polemics and exaggerated descriptions
of the sculpture.® A fitting example is William Lambarde’s A Perambulation of
Kent: Conteining the Description, Hystorie, and Customes of That Shire. Written in
the Yeere 1570.” The author of this work expressed an equally negative stance
towards both the figure from Boxley and its owners, whom he describes with
the appellation “False Romish Foxes”. He claims the Christ possessed moveable

ed in English translation after: Cave-Browne, 1892, p. 62. Quite a similar description is
given by John Finch in an undated letter to Conrad Humpard. Finch wites that Rood of Grace was
activated “!...] by means of some person pulling a cord, most artfully contrived and ingeniously
inserted at the back, the image rolled abou its eyes just like a living creature; and on che pulling
of other cords it gave a nod of assent or dissent according to the occasion (... cited after: Rob-
inson, 1847, p. 606 (Letter CCLXXVIII Jobn Finch to Conrad. Humpard)
asalready pointed out by John Cave-Browne: “The volume of Zurich Letters, published
by the Parker Society, contains several other accounts, one from a William Peterson, another from
onc John Finch, a third from Nicholas Partridge [the author cross-references the following e
Zurich Letters (Parker Socicty, 1847), pp. 604, 606, 609]; but all these are at second-hand, for these
men only retail to their friends accounts which came to them on the Continent through a certain
German merchant, and cach would scem o vie with the others in the strength and extravagant
bitterness of what may be admitted to be exaggerations. Yet, what more natural than that the very
should stimulate their
Il inco their ink?";

fact and circumstances of their exile, as they believed for the truch's sake

poves of bt and move them to pour an additional infusion of
c-Browne, 1892, p. 63-64.

5 The 1826 ediion s used o dhe parposs of he cume

study: Lambarde, 1826,




arms and legs, nodded his head, rolled his eyes, opened and closed his eyes, and
shivered — that it was lifelike in cvery way:

It chaunced (as the tale is) that upon a time, a cunning
aken prisoner in the warres benweene us and Fraunce, who (v
e L i b B B Lt 1 vl ot 1 ke thought it best t0

 of his owne Art and skill, to make
ogither fic matter for his purpose, he

el i

compacted of wood, wyer, paste and paper, a Roode of such exquisite arte and excellencie
chat it not onely matched in comelynesse and due proportion of the partes the best of the
common sort: but in straunge motion, variety of gesture, and nimbl

the same being able to bow down

nes of oints, passed
al other that before had b d lifee up it selfe
o0 shake and strre the handes and feete, to nod the head, to rolle the cics, to wag the
ps, t0 bende the browes, and finally to represent to the eie, both the proper motion
of each member of the body, and also a lively, expresse, and significant shew of a well
contended or displeased minde: byting the lippe, and gathering a frowning, froward, and
disdainful face, when it would pretend offence: and and shewing a most milde, amyable
0 be well pleased.’”

and smyling checre and countenaunce, when it woulde

The author of the Perambulation of Kent undoubredly embellished his descrip-
mation possibilitics. This, however, does

tion of the Rood of Graces as not mean
that we should deem the document worchless in the context of our considera-
tions. The information relating to the materials from which the sculpture was
made can be accepted as credible. According to William Lambarde, the Rood
of Grace was made of wood, a malleable mass which is not defined further
(paste), paper and wire (1yer). The wire and wooden elements had been carlier
mentioned by Geoffrey Chamber, ! which only lends credence to the account
in the Perambulation of Kent. In turn, Charles Wriothesley wrote that the Rood
of Grace *was made of paper and cloutes from the legges upward; cach legges

and armes were of timber.

‘The works of Giovanni Tedesco, an artist working in Umbria in the second
half of the 15% century; presents evidence of the practice of using such materi-
als hrist figures comparable to the Rood of Grace.
Among his works, we find sculptures of crucified Christ made of a malleable
mass composed of canvas, glue and plaster cast in wooden molds. The hollow
sculprures, made of two sctions which were sewn together with rope, were
supported from the inside by a framework of wooden boards. %

esco created crucifie

* Lambarde, 1826, pp. 205-206
0! In Chamber's letter, we can clearly sense his surprisc at the discovery of a sculprure featur-
inga concealed mechanism in the back which enabled the movement of the Christ’s head, cyes and
mouth. This very aspect of the sculpture’s animation dominated his account — Chamber did not

even mention the sculprurc’ exterior appearance.
2 Wriothesley, 1559, pp. 75-76. Cited after: Aston, 1989, p. 83 (note 17).
ail on sculprures of this type, the materials they were made of and

their construction: Francescutt, 2
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From among the works of Giovanni Tedesco it is also worth mentioning his
sculptures from the chiesa del Cristo in Pordenone!® and the Museo della Citch in
Rimini."" In both of these works, it was possible to move the tongue by pul
a rope which was tied to a metal latch in the figure’s head."% The sculptures were
made of wood, and the one from Pordenone was finished with highly realistic
polychrome.'”” It was recendly discovered that four other works attributed to
Giovanni Tedésco which have been known for a long time in the literature ~ from
the churches of Santa Maria Argentea in Norcia, Santa Maria delle Grazie
San Francesco in Termi (both housed at the Pinacoteca Comunale in Termi),
as well as Santa Maria in Pietrarossa — also possessed similar mechanisms.**

The most studied and described in terms of construction are the sculptures
from Norcia and Terni. The former, like the Rood of Grace, is hollow. The
sculpture’s torso (along with the thighs), made of linden wood, was hollowed
out in the back arca and as a result features a uniform rectangular cavity from
the shoulder blades to the hips. The cavity is sealed-off by a cover attached to
the torso with diagonal wooden pegs.” Additionally, the head, which could be
tilted thanks to a wooden clement resembling a cradle, was hollowed-out and
covered by a wooden wedge, which has not survived.!

ancescutti, 2005, pp. 178-187; Francescutd, 2006, pp. 207-223; Kopania, 2009, p. 144
Feretnt 2006 b 197201
olombi Fere, 1999, p. 146 Colombi Fere, 2000, pp. 135143; Kopania, 2009
o 14 146 T 1979, pp. 98-102; Pasini, 1980, asini, 1983, p. 88; Pasin
1998, p. 186; Pasini, 1999, p. 85; Perusini, 2006, pp. o a0, Scoie, 2007 Pp. 568-569;
Turchini, 2000, pp. 480-484.
% Il meccanismo che permette la mobilich della lingua [¢is refers to the Pordenone sculpture]
& simile a quello del Crocifiso di Rimini. Esso & raggiungibile sollevando uno sportelino rettango-
Jare sulla calorca che si vede anche sull testa del Cristo del Museo di Rimini. Sollevanda lo spor-
elino in un vano piuttosto ampio ricavato svootando il massello, s intravede una barera i ferro
fornita allestremich superiore di un'asola ove verosimilmente andava attaccato un cordino che
fuoriusciva dal buco sul retro della testa. Lestremitd inferiore della barretca & infilaca nella lingua
di legno, mobile fra le labbra schiuse. Dando piccoli tarate alla corda, la barra metallica faceva
et s ingoa”; Peruin, 206, . 201
Jismo del Crocifiso di Pordenone & accentuato dalla resa realistica della preparazione

“Il na
 dalspolcromia nell qualsono isole I vene sporgent (ottenuc incollando cordini i ca
ot la preparazionc, secondo una tecnica consueta allepoca nei paesi tedeschi) e il sangue ra
mato che esce dalle ferite (rsolto  ‘pastigla’ con lo stesso mareriale della preparazione ¢ non con

vernice a ilievo [..." Perusini, 2006, p- 201
* The fact that the mentioned sculprures are characterised by animation possibilites analogous
o those of the sculptures from Pordenone and Rimini was discovered during restoration works led by
Coo.Be.C. Spoleto. The person in charge of restoring the sculptures was Bruno Bruni, who recountcd
the process and tesults of the restoration at a conference in Pergola in December of 2007; Bruri, 2007.
199 “[] corpo, comprese le cosce, & ricavato da un unico tronco, scavato allinterno attraverso
un'apertura tegolare di forma rettangolare allungata praticata sul retro, dalle scapole fino alle nai
sa con un pannello fissato da cavicchi trasversali"s Bruni, 2007.
12 v & rslzacs  parte ¢ compleamente scavat alliierno atraverso un'apertra
chiusa da un tassello

alla sommita del cranio che in origine

regolare (cm 14 x 7) prasicata




The hollow in the sculpture enabled the installation of the mechanism which
allowed the figure’s tongue to be moved left to right and up and down. It would
also be reasonable to presume that the cavity in the Christ’s head along with
the cradle inside it made it possible for fragrant smoke to be emitted from the

mouth, symbolising Christs last breath. The sculpture’s movement was possible
thanks to ropes attached to the corresponding mechanisms and protruding from
openings in the S;

“The sculpture from the San Francesco church in Terni, currendly housed in

the collections of the Pinacoteca Comunale, features moveable arms in addition

0 its moveable tongue. At present, the mechanism allowing the movement
of the tonguc is broken and its repair is hindered by the fact that the hollow
sculpture’s exterior cover cannot be casily removed to allow access to the cavity
inside. The mechanism allowing the movement of the tongue, composed of two
simple elements ~ a picce of wood shaped like a tongue and a dowel attached to
it - was activated with a rope hanging out through a small aperture in the head,
which also served for the attachment of the Christ’s no longer extant halo.!!

asportabile ora mancante; & collegata al corpo mediante quattro grossi caviechi verticali ben visibili
allinterno della caviet. Il reclinamente del capo & ottenuto interponendo tra testa e spalle una
porzione di legno a forma di cunco”; Bruni. 2007,

“Un perno di legno & parzialmente infisso, ma non bloccato, sul fondo nela parte posteriore
della cavich ed & tenuto in posizione nella parte alta da un pernetro fisato alla parcte posteriore
della cavita ed ospitato in un foro svasato ai due estremi in modo da permettere al perno di man.
tenere una certa rotazione sul suo asse che & funzionale agli spostamenti orizzontali della lingua;
nella parte bassa il perno presenta un altro foro rasversale passante in cui ¢ inserito un clemento
ligneo che termina, nella parte distal, con una forcella che ospita il tenone di un altro elem
ligneo in cui & intagliata Ia lingua che si scorge dietro ai denti nella fessura della bocea; lincastro
& tenuto da un piccolo cavicchio ligneo che fa da permo per il movimento verticale dela lingua.
Un foro praticaco diecro le spalle allestremita dell ciocca centrale dei capell sfocia alla base della
P e 5 e o B s o o s
di movimentare I lingua senza dover accedere alla cavita dallalo asportando il tassello di chiusura
er e sol manutenzion del meccanismo. Una semplice asta rigida o scmi
rigida spinta dal retro della schiena avrebbe facilmente permesso il sollevamento della lingua men-
tre per gli spostamenti laterali possiamo pensare ad una cordicela passante sopra ai capi sporgenti
del piccolo caviechio alla base della lingua, avvola intorno al perno principale ¢ tirata aliernativa
mente per i due capi uscenti sulla schiena ] Durante la pulitura dellinterno della cavich della
esta si & sprigionato un distinto odore di incer
usi di quesa c:

rimane mmm le pe

o che ci ha fatto immaginare, forse in modo non
 come la posibilica di convogiare al suo interno,
odorosi che sarebbero poi fuoriuscit dalla fessura della bocca a simu-
b bcn el B 200

sso proveniente dalla chiesa di §
b

Francesco a Terni ed ora in Pinacoteca & stao
in occasione del trasferimento della Pinacoteca nei nuovi locali
dell'ex SIRI dove verra realizzato un nuovo allestimento. Misura cm 168 x 160 in picna cstensione

giacché si trata di un Cristo con le braccia mobili per mezzo di un preciso incastro a tenone ¢
forcella con imperniatura mobile che consente di allincare le braccia al corpo ¢ trasformarlo in

Deposto. Sono s il corpo che latesta ma i questo caso il assllo di chiusura sul capo (em

11,5 x5,3) & incollato ¢ percanto I'unico modo di accedere al meccanismo interno, & artraverso un

e —————————————
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In addition to the works of Giovanni Tedesco, it would be worthwhile to
mention other 15% century sculptures characterised by animation features similar
to those of the Rood of Grace. Among these are: the small crucifix (about 60 cm
in height) with a figure of Christ which possesses a simple mechanism allowing
the movement of the lips and eyes, housed in the 1920s in the Parisian Piraud
collection, ™ as well as a similarly-shaped *bad thief” figure with moveable head,
eyes and tongue, belonging to the Musée de Cluny. ™ In terms of scale and
quality of craftsmanship, the sculpture from the collection of the Zchweizerische
Landesmuseum in Ziirich and the work of art from the evangelical church in Bad
Wimpfen am Berg also bear mentioning, In the case of the former, in addition
t0 the arms being moveable, the Saviour's head can be lified and lowered. This
is possible thanks to a metal latch to which a rope was attached. The rope was
concealed in a narrow vertical groove cut into the back of the figure which
was most likely originally covered by a correspondingly-shaped wooden cover.
‘The sculpture’s realism was also intensified thanks to a wig of real hair, which
unfortunately has not survived to this day.’* The work from Bad Wimpfen,

foro (mm 1) presente sul tassello alla sommita del capo che veniva ullizzato per innestare l'aure-
ola, ora mancante, ma che presenta un lungo invito posteriore (cm 5,6) entro cui, s intuisce, potese
scortere Ia consueta corda, manovrata dal etro, per attivare il meccanismo; purtroppo esso & o
ot dalfor st iteeveono I ingua od un lango cavichio depesitat sl fondo dell cavick.”
Bruni, 2007.

115 Chapuis, Gelis, 1928, p. 95. The authors of this study write about

ther works of this type
‘ommandant PIRAUD
 Pari, posséde entre mille curiosités, tois christs ariculés construits eux aussi dans un but culrucl.
Lun d'eux, parait éure du XV siccle. Haut de 60 cm., il est en bois pei
fruste ct trés naives on lui faic ouvrir la bouche et baisser les yeux au moyen d'une corde fixée
derriére la croix. Le second, probablement du XVII“sitcle, st 3 peu prés de fa méme grandeur (63
cm.s il ese fuit d'une mariére qui rappell le stuc. Lorsqu'on tre sur une corde, Jésus re @
et ouvre les paupidres; cells-ci découverent alors des orbits vides dont la vuc produit une pénible
impression. Le troisiéme christ, non reproduit ici, est en bois peint. Seule, a téte est articulée et se
meut par e méme ardifice.”s Chapuis, Gelis, 1928, pp. 95-96. Gesinc and Johannes Taubere guarde-
dly mention the 15%-century sculpture of the crucified Christ which was described by Alfred
Chapuis and Edouard Gelis: Taubert, Tauber, 1969, p. 86, cat. no.

Chapuis, Gelis, 1928, p. 95. CE: André, 1883, p. 279 Kopania, 2004b, pp. 12:
Kopania, 2009, pp. 146-147.

b of the sculpture have been repaired. However, i is not true chat its current
form and range of movement are the result of harm done to the sculpture in the Barogue period.
2 blieed by e BaerFuterr. Geine and Johannes Taubert writ about this in  shor pusage
devoted to the sculpture’s construction: “Kleiner Kopf, fir sich gearbeitet und lose durch eine
Schnur im Halsrohr gehalten, beweglich. Desgleichen sind die Arme so in den Achselhdhlen cin.
gefiige, daf sic herunter geklappt werden kinnen. Frau Baier-Futterer hilt die Beweglichkeic von
Kopf und Armen fii cine barocke Verinderung des ilteren Kruzifixus. Diese Annahme lif sich
nach neucrlicher Prifung des Bildwerks mit Herrn Konservator Dr. Ch. Lapaire nicht aufrechter-
haltens Kopf und Arme des Kruzifivus sind gleichzeitig entscanden, der Bewegungsmechanismus
ist urspriinglich, lediglich dic Schnur und die Schraubdsen sind jiingeren Datums.’; Taubert,
Taubert, 1969, p. 90, cat. no. 35. In the latest study on the sculprure, we read: “Rumpf schr stark

which were created in the 17 or 18% centurics: *Un de nos amis, M. le
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characterised by analogous animation possibilities, features nacural hair and

a natural beard which have both survived.'®

und grob gehdls, dic Hohlung aussen rechteckig und schmal angelegt, moglicherweise urspriinglich
mit cinem Verschlussbrett geschlossen. [ Zusitzlich kann der bewegliche Kopf durch cinen
Schnurzug etwas angehoben werden. Das Haupt war mit einer nur verloren Periicke verschen.
Flihler-Kreis, Wyer, 2007, p. 87.

16 Arens, 1980, p. 20; Arens, Biihrlen, 1971, p. 75; Habenicht, 1999 [electronic publication:
2002], p. 73




Animated sculptures of the crucified Christ
during Holy Week

he matter of the use of animated sculptures of the crucified Christ during
I Holy Week is complex and has not yet been analysed in broad scope
tudics on figures of this type conducted thus far have been dominated
by research connected to their use in Good Friday Depositio Crucis ceremonies,
which were especially common in German-speaking countrics. However, certain
rescarchers have focused their efforts on the different functions of animated
sculptures of the crucified Christ in Italy and on the Iberian Peninsula, where the
Depositio Crucis was rarely performed in the way we know it to have been con
ducted in counties north of the Alps. In light of the research carried out, a rich
radition of aude and of highly-developed processional performances enacted
with the active participation of members of v

ous religious confraternities
appears to be an important point of reference in examining the issues connected
to the origins and functions of the sculptures we are discussing. A different point
of interest is the role of animated sculptures of the crucified Christ in the so-
called Kreuzabnahmespiele ~ dramatic works with dialogues and roles performed
ac the turn of the 16 century on the territory of present-day Austria and
Ttaly — as well as other, similar plays which can be categorised as mystery plays

1. “The use of animated sculptures of the crucified Christ
in Depositio Crucis Good Friday liturgical ceremonies
in Northern European countries

The first source to mention the use of an animated sculpture of the crucified
Christ in a Depasitio Crucis liturgical ceremony is a fragment of the Ordinarium
Barkingense (ca. 1363-1367) from the Benedictine convent in Barking near
London." The fact that it is in England that we find the oldest record referring to

Compare with: pp. 69-70 of the present study

T R i I
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a figure of the Saviour being taken down from the cross, washed with wine and
water (Deferant Crucem ad magnum altare, ibique in specie loseph et Nichodemi
de ligno deponens Ymaginem, uulnera Crucifixi uino abluant et aqua) and then
ceremoniously placed into a pre-prepared Sepulchre (Er runc abbatissa offerat
cereum, qui iugiter ardeat ante Sepulerum, nec extinguatur donec Ymago in nocte
Pasche post Matutinas de Sepulcro cum cereis et thure et processione resumpta, suo
reponatur in loco) during Good Friday may be considered a coincidence. The
liturgical ceremonies contained in the Ordinarium Barkingense ~ including the
Adoratio Crucis, Elevatio Crucis and Visitatio Sepulchri in addition to the Depositio
Crucis® — owe their existence to Catherine of Sutton, who was the prioress of the
Barking convent between 1363 and 1376.* However, Catherine of Sutton cannot
be credited with their authorship as they all constitute variations of ceremonics

known for centuries previously.

he tradition of putting on theatricalised liturgical ceremonies during the
ast the 7% century. It was then that the
st death on the cross®

paschal triduum dates back to at
Adoratio Crucis - a Good Friday ceremony related to Chy

Full ranscrip of the textin: Lipphards, 1975-1990, vol. V, 1976, pp. 1454-1458, vol. VIII
Pp. 680-683; Tolhurst, 1928, Depasitio ¢ Elevatio Crucis published by Karl Young: Young, 1910,
PP. 926-931; Young, 1920, pp. 119-122. The Depositio Crucis alone ins Taubert, Taubert, 1969,
p. 97 Young, 1933, vol. 1, pp. 164-166. Visiatio Sepulchri Young, 1933, vol. 1, pp. 381-384. The
sh translation: Tydemann, 2003, pp. 83-87. On the subject of the ceremony
in Barking, scc: Dolan, 1975, pp. 121-140; Heslop, 1981, pp. 157-160; Taubert, Taubert, 1969,
Pp. 90, cat. no. 36, 96-98; Taubert, 1978, pp. 43, car. no. 36, 46: Tolhurst, 1928, pp. 100, 107
108; Tripps, 2000, p. 154 Young, 1909, pp. 926-929; Young, 1910, pp. 345-347; Young, 1920,
pp. 118-121; Young, 1933, vol. I, pp. 164-166.

Catherine of Sutton was responsible for conducting the livurgica
Davidson, 1991, pp. 12-15; Dugdale, 1849, p. 437; Young, 1920, p. 120. On the subject of Cath
crine of Sutton, sce: Cotton, 1978, pp. 475-481; also containing bibliographical references

4 This concerns the Depasitio Crucis in particular. That Catherine of Sutton could not have
been the fist person to consider using animated sculptures of the Crucified Christ during ceremo-
nies is supported by the fact that figures of this type are known to have existed two centuries carlier
Morcover, the record of the cercmony contained in the Ordinarium Barkingense shows distinct
similaritis to ts previous South German and Austrian versions: “Es ist also denkbar, daf die

I reform in the convent

Abrissin Katharina von Sutton mit dem Deposiionsricus (.. vom Festland bernommen hat, und
war aus Siddeutschland oder Osterreich.”; Taubert, Taubert, 1969, p. 98. Clifford Davidson
expresses the opinion that Catherine of Sutton could not have been the author of Holy Week
ceremonics contained in the Ordinarium, while also leaning towards acknowledging her as the one

responsible for theatricalsing the centuries-old ceremonics: Davidson, 1991, pp. 14-15
On the subject of Good Friday livurgy, sce above all: Capelle, 1953, pp. 263-283; Huglo,
1977, pp. 93-105; Rauwel, 2004, pp. 55-59; Roksech, 1949, pp. 1-58; Roksech, 1950, pp. 35-52;
o 135313903 e ahos e, awer 2001): Onshe Ao G Bedingfcld
002, pp. 123-139; Bino, 2008, passim; Gierlow, 1961; Hardison, 1969, pp. 130-134; Plu,
S sy Brinkman, 1939 Knapiiski, 1999, pp. 83-89; Maiscl, 2002, pp. 66-71: Michalak, 1999,
2004, passim; Sartore, 1977, pp. 119-125; Schmid:
Shnsr, 2008, p. 13-70; Thatston, 1904, pp. 345-362: Tipps, 2000a,pesian especily pp. 129,
. 1920, pp. 18-29.

131; Youn
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— first appeared in the Western Church. Its origins can be traced back to carlier
customs from Jerusalem. The Zeinerarium by Egeria, who made a pilgrimage to
the Holy Land in the ninth decade of the 4% century, is evidence of this fact.
The derailed description of the Adoratio Crucis given by the pilgrim indicate:
that the ceremony constituted an established liturgical rite at that time.6 The
object of the faithful’s adoration in Jerusalem were relics of the Holy Cross and
their specific rank was not without influence in the Western Church's adoption
of the Adoratio Crucis.” The rite was especially ceremoniously conducted in
Rome, becoming a part of the Ordines Romani, and thus a part of the Roman
Catholic licurgy.®
he Depositio and Elevatio Crucis evolved later, most likely in the 10%
9 The Adoratio Crucis concerned the Crucifixion and demonstrated

century.

& Baldovin, 198 Bedingficld, 2002, p. 125; Parker, 1978, p. 103; Pochat, 1990,

pp. 13-19; Sartore, 1977, py 21; Schmiddunser, 2008, p. 13; Sroka, 2001, pp. 20-32; Staro-

wieyski, 1978; Young, 1920, pp. 18-19; Young, 1933, vol. 1, p. 102, “Et sic ponicur cathedra episcopo

in Golgotha post Crucem, quac stat nunc; residet episcopus hic cathedra; ponitur ante cum mensa
d

sublinteata; stan in icones; et affertur loculus argenteus deauratus in quo est lignum

itur et profertur; poni

sanctum crucis; ap r in mensa quam lignum crucis quam titulus. Cum

ergo positum fuerit in mensa, episcopus sedens de manibus suis summitates de

diacones autem qui in giro scant custodent. Hoc autem proprerea sic custoditus

est ut unus et unus omis populus veniens, tam fideles quam cathecumin, acclinant se ad mensam,
osculentur sanctum lignum, et pereranseant. Et quoniam, o, diciur quidam fixisse
morsum et furasset sancto ligno, ideo nunc a diaconibus qui in giro stant, sic custoditur, ne quis
veniens audeat denuo sic facere. Ac sic ergo omnis populus transit, unus et unus, toti acclinanes s,
primun de fronte, sic de occulis tangentes crucem e titulum et sic osculantes crucem pertranseun
manum autem nemo mittit ad ngendum.”; quoted from: Young, 1920, p. 19

Sl el o e corsmoel s e sl it op
bl el o ot Fioly o Rt o i btk fointn el o Mt
Kkiss it. This adoration of the truc cross in Jerusalem gave the impulsc for the adoration of relcs of

the cross elsewhere, and ceremonials clearly modeled upon the practicsc of Jerusalem were intro-
duced into the West in the seventh or eight century”; Young, 1920, p. 19. Compare with: Brooks
1921, p. 31; Tydeman, 1978, pp. 32-33,

 Baldovin, 1987, passins Bino, 2008, pp. 86-91; Brinkmann, 1929, p. 17; Hardison, 1969,
pp- 124 131; Jelr, 1985, . 108; Jurkowsld, 2009, p. 48 Maisl, 2002, p. 0 Sarcore, 1977
pP. 121-125; Sticca, 1970, p. 41; Tydeman, 1978, p. 33; Young, 1920, pp.

? Jungmann, 1952, pp. 188-190, 192. The oldest description of the ceremony is found in the
Lo S Ul o Gl e gyl comtBh pvce i e Gl fa
Augsburg . 950: “Die autem Parasceve... mane diluculo psaierium explere festinavie, t sacro Dei

ekt FO ANt e S TSI O e ki e s
remanserat, sepulto, iterum inter ecclesias ambulando, psalierium explevit decantando... Desidera-
tissimo atque sancrissimo Paschali die adveniente, post primam intravit ecclesiam Sancti Ambrosii
ubi die Parasceve Corpus Christ superposito lapide collocavit, ibique cum paucis clericis Missam
de sancea Trinitate explevit, Expleta autem Missa... secum portato Christi <Corpore> et Euange

et cercis et incenso, et cum congrua salutatione versuum a pueris decantara per atrium perrexic
ad ecclesiam Sancti Joannis Baptistac.”; quoted from: Your
of the quoted fragment of the Life of St. Ulrych, sce: Brinkmann, 1929, p. 22;
pp. 245-249; Michalak, 1939, p. 204; Parker, 1978, pp. 87-88; Tydeman, 1978, p. 33,
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Christ’s tedemptive suffering, which was not repeated in the Holy Mass on
Good Friday. The Depositio Crucis can be scen as the logical continuation of
the Adoratio Crucis.? The procedure of the ceremony was concisely described
by Julian Lewariskiz “Hence our office presents the removal of the depiction of
Jesus from the church and assigns to it a form of a funcral. The crucifi is taken
from the main altar and carried to the prepared Sepulchre; this is accompanied
by responsoria sung in lowered voice. We could say that we are watching a part
of a mystery play depicting one of the events from Jerusalem. The Sepulchre
is closed, stones laid and the Sepulchre scaled. And guards are even set ousside
the Sepulchre.”!!

Among the impulses which would become fundamental to the development
of the Depositio Crucis, the rescarchers notice the Missa Pracsanctificatorum, i..
the so-called Mass of the Presancified gifts performed on Good Friday during
which the turning of bread and wine inco the body and blood of Christ does not
take place (a Holy Communion does indeed take place, yet not as part of a Mass
since a Mass is not performed on the day of Christ’s death). 2 The consccration
of additional Hosts, which were necessary for the Missa Pracsanctificatorum; on
Holy Thursday carried with it the need for the Hosts to be ceremoniously stored
for the following day, which in turn could have clicited an association with the
burial of Christs body. It was described by Karl Young as follows: “Resemblances
between the liturgical reservation from Holy Thursday to Good Friday and the
extra-liturgical dramatic ccremonials are not difficult to discern. The chest, or
tabernacle, in which the reserved Host is placed has a parallel in the sepulchrum
of the Depasitio and Elevatios the placing of the Host upon a special altar points
to the use of the altar itself as a sepulchrum in some versions of the dramatic
ceremonials; the light before the altar of the reservation s matched by lights
used ac the sepulchrum, and the depositing of the reserved Host in a chalice is
clealy a possible antecedent for a similar use of the chalice in certain versions
of the dramatic observancs

19 As described by Karl Young: *In the first place, since the Adoratio iself is a vivid com-
memoration of the Crucifixion, nothing could be more natural than that a vivid commemoration
of the Burial should be invented as a sequel to the Adorario. Any taking down of the Cross afier
the ceremony of the Adorario must inevitably suggest a representation of the burial of the crucified
Gt T with: Bedingfield, 2002, pp. 130-131; Brooks,
. p. 32; Maiscl, 2002, pp. 70-7

i s 1999, p. 60. (mvv]mswuh Alt, 1846, pp. 348-349.

12 Thurscon, 1904, pp. 362

13 Young, 1933, vol. I, p. 115. The rescarcher points out that this hypothesis, despite not being
wholly confirmed by the available sources, s highly probable: “Although the extant documents do
not enable us to demonstrate that each of these ceremonials of the reservation of Holy Thursday
antedates the earlest versions of the Depositio and Elevatio, in the tenth century, the probabili
that the authorized lirurgical usages precedied the extra-liturgical ones. Tn any cas, the traditional
reservation of the Host, in some form, was available as an ancient model for the Depositio and

68.
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The Elevatio Crucis was nothing other than the completion of this entire
specific interpretation of the Salvation. It presented the Resurrection and thus
Christ’s triumph over death, which was the culminating moment of the paschal
triduum." The exact moment of the Resurrection is not described in the Gospels
and this doubrless influenced the form of the ceremony, which did not present the
event itself but rather consisted of a cross, Host or crucifix being ceremoniously
taken out of the Sepulchre and carried out to the altar ~ to be adored.!? The
peculiar symbolism of this re-cnactment of the Resurrection distinguished the
Elevatio Crucis from the subscquent paschal triduum ceremony — the Visitatio
Sepulchri. Tn the case of the latter ceremony, we sce a play which aim is to
depict the events described in the New Testament. Clergy members dressed
in the appropriate costumes played the roles of the three Marys visiting the
Saviour's Tomb and of the angel announcing to them the joyous news of the
Resurrection.'® Due to its theatrical nature, the Visitatio Sepulchri was treated
as distinct from the Adoratio, Depositio and Elevatio Crucis. Its origins are above
all traced back to choral liturgical songs which laid the foundations for the
ceremony’s dialogues and which had been spreading through Western Europe
since the Carolingian Renaissance.'” We also notice the connexion linking the

Elevatios and in some fashion, probably, it was so regarded.”; You
Young, 1920, pp. 10-18. See also: C hm\\vu« 1957, e, Handison: 1969, p. 1091128 Hei,

1963, pp. 178-179; Tydeman, 1978,
¥"The need for enacting the moment of the Resurrection during Holy Weck is obvious, as the
doratio and Depositio Cru

Resurrection s the point of Chris’s suffering which is depicted in the
i A possible source for the inspiration behind the development of the Elevario Crucis may have
been the practisc of consccrating the Host necded for the Misa Praesanciificatorum on Holy Thurs
day. Quoring Young, “Itis to be observed, however, that none of the observances connected with
the Adoration contributes anything toward the forming of the Elevatio. For this a model may have
been found in the taking up of the presancified Host from the place of reservation for the Mass
of Good Friday. More probably no such specific inspiration was required: for, once the object,
whether Host or Cross, was ‘buried, it must eventually be ‘raised'. Given the Depostio of Good
Friday, an Elevatio at some time before dawn on Easter Day became inevitable.”; Young, 19:
vol. I, p. 121 (compare with: Chambers, 1957, pp. 4-5).

The course of the ceremony was conciscly described by
begins with a procession moving towards the Sepulchre. Upon areival, the appropriated prayers and
antiphones are recited in lowered voice. The second element, which is of an imitational nature, is
the removal of the Host, crucifix and figure of the Resurrected Christ ~ whether it be all three
wogether, two or just one, depending on where the ceremony was taking place ~ from the Sepulchre

jan Lewariski: “The ceremony

The third phase was the processional march through the church which may have been followed by
the station during which the Harrowing of Hellis depicted. The ceremony ends with the placement
igure on the alar and its adoration.”; Lewariski, 1966, p. 54. Compare with: Lewariski
1999, pp. 67-68.

On the subject of acting in the context of Visitatio Sepulehr, sec: Bering, 1992, pp. 134-135
Bedingied, 2002, pp. 161164 Mazoucr, 1980, p. 361-367; Ogelen, 2002; Rickerby, Park, 1991
pp. 27-31; Rousse, 2006, pp. 38-4

17 Of primary significance to the development of the Vistatio Sepulchri were ropes and the
hymn 7 Deun. Dunbar H. Ogden, in reference to the genesis of the above-mentioned ceremony
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Visitatio Sepulchri with the practise of performing the sacrament of baptism
during Easter The ceremony exphins the point of the practise while at the same
time influencing the fund: 1 spiricual of the 18

From the perspective of our considerations on animated sculptures of the
crucified Christ, the issues connected to the origin of the above-mentioned
ceremonies are not fundamentally significant. The frst figures of the type we are
PR e o e paschal triduum ceremonics had alrcad
been firmly established.!” The ceremonies were characterised by a permanent
format which was subject to limited modifications. The Adoratio Cracis was
most likely already being performed in the 6% century, although the first records
appear at a somewhat laer time, as for example the record of the Roman Ordo I

states: “There are two beginning points for the Quem quacritis picce, originally composed in the
e originated as a trope. A trope is an addiion to the
regular liturgy: one or more extraliturgical lines inserted in and sung during a regular church ritc,
The Quern quaerits rope was in dialogue form beginning with the question,
in the Sepulchre’, and the answer, Jesus of Nazareth'. One version of the Quem quaeritis dialogue
precedes the Intoit to the Easter Mass. It concludes with Allcluia resurrexit dominus’ ... The
other version was sung just before the final hym, the 7 Desom, of Easter Matins. It concludes noc
with the Alleluia but with the familiar antiphon ‘Surrexit dominus de sepulchro’; Ogden, 2002,

i pulchri dependence on litur.

‘Whom do you seck

p- 20 (compare with other discussions of the issuc of the Visitatio
g chans Apallonio, 1981, p, 3343, Brinknann, 1923,
Drumbl, 1979, pp Drumbl, 198; i, 1975, p
Hardison, 1970, pp. 27-3 s, 157, pp- 53-73; Licg

pp. 22.24: Lipphards, 1977, pp. 17.31 Pl 1941, po.
Scpet, 1908, pp. 10-12; Smoldon, 1946, PP 117, Smolden, 197,
. 34-35: Wolnski 2005, pasim: Young, 1933 ol 1 p. 201338, Zine, 1977, pp 275295,
O he subjetof rpes s A Bharoal, 1555, Bera, 1976 pasim, i partiularpp 152
1991; Ban, 1961, g 113131 Gautier, 1886 Iversen, 1983; bt
1577, PP. 7Nl 1924, pp. 344-575, Planchare, 1977: Reiers, 1884; S, 1985 Sic
1970, pp. 19-27; Weakland, 1958, pp. 477-488; Young, 1933, vol. I, pp. 178-197.

1% “In the ninth century a close rlarion existed between baprism and the lturgy of Eastcr. The
Church was allowed to baprize at only two seasons of the ycar, Easter and Pentecost, and of these
Easter was by far the more important. From the carly days of the Church the Easter vigil service
had been organized around a ceremony of mass baptism. On the authority of Paul to the Romans,
baptism was considered a death and rebirch. It was considered only fiting that the regeneration of
the individual Christian should occur at the same time as the eelebration of Christ’s Resurtection.
Incerest in bapeism therefore meant renewed interest in the history, eeremonial, and symbolism of
¢ licurgy — and, inevitably, in the events depicted in the Quem quacricis play.’s Hardison,
1969, p. 81. Elizabeth C. Parker connects not only the Visitatio Sepulehri but also other the remain:
ing paschal srduum ceremonies with the practise of performing the sacrament of baptism during
Holy Weck: for him [the catechumen), afier all
give ultimate significance to his Baptism on Easter Sunday Eve’; Pasker, 1978, p. 97. Sce also
Bedingfild, 2002, pp. 171-190.

This point concerns not only animated sculptures of the crucified Christ but also figures of
Christ i the Tomb (che oldest surviving figure of this type is the work from Visby, ca. 1200, See
Schmiddunser, 25; Tripps, 2001, p. 234, cat. no. 85).

¢ these Easter dramas were designed
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Post orationes pracparatur crux ante altare, interposito spatio inter ipsam & altare,
sustentata hinc inde a duobus acolythis, posito ante eam oratorio. Venit Pontifex, &
adorantam deosculatur crucems deinde presbyteri, diaconi, subdiacon, & ceteri per
ordinem; deinde populus. Pontifex vero sedet in sede, usque dum omnes salutent. |
Pontifex vero sedet dum persalutet populus crucem. Nam salutante Pontifice vel populo
crucem, canitur semper antiphona, Eece lignum crucis, in quo salus mundi pependis; venite

a & reposita in loco

adoremus. Dicuur psalmas exviit: id est, Beati immaculati. Qua saluta
suo, descendit Pontifex ante altare.

The first known record of the Depasitio Crucis and Visitatio Sepulchri s in
turn contained in the so-called Regularis concordia. The document, written by the
Bishop of Winchester, St. Acthelwold, ca. 970 for the use of English Benedictine
orders, comprises a set of guidelines concerning the methods of conducting
licurgy in monastery churches! In it, in reference to the Depositio Crucis and

Visitatio Sepulchri, we read:

DEPOSITIO CRUCIS

Nam quia ea di
rundam religiosorum imitabilem ad
s cu i i vl bl placuerchoc moda deceuims
quedam asimilatio Sepulchri uclamenque
orata fuerit deponatur hoc ordine
done in loco ubi adorata

e depositionem Corporis Saluatoris nosti celebramus, usum quo-
fidem indocti uulgi ac neofitorum corroborandam

cquiparando sequi, s
t autem in una paree altaris qua uacuum fu
S e R e o
Veniant Diaconi qui prius portaterunt cam, ¢ inuoluant ca
est. Tunc reportent eam canentes antiphonas:

In pace in idipsum. Habitabit,

Ttem:

Caro mea requiescet in spe,

e e oo otumet epoulages Cubes i Dema e I

Xpisti Corpore sepulto, dicant antiphor
epulto Domino, signatum est monume
In codem loco Sancta crux cum omyi reuerentia custodiatir usque Dominice noctem
Resurrectionis. Nocte uero ordinentur duo Frarres aut tres aut plures si tanta fuerint
os decantando excubias fideles exerceant.”

um, ponentes milites qui custodirent eum.

congregatio, qui ibidem psaln

1920, p. 22. On dhis subject: Young, 1920, pp.
o i . 1050-1100 (e
British Library, Cotton Ms

3 Quord fro Yo

Reguliaris concordia i known o us in two versions

Library, o e T A3) and the end of the 10 century

Faustina B3). In its details, the Regularis concordia text exhibits a resemblance to liturgical sources

and Germany. On the subject of the Regularisconcordia,sce: Abbalea, 2003, pp. 10-12

Axton, 1974, pp. 19, 65; Berger, 1976, passim; Bedingfield, 2002, passim; Bino, 2008, pp. 131
145; Brinkmann, 1929, p. 12; Chambers, 1996, vol. 11, pp. 307-308; Doig, 2008, pp. 15

Donora 1956, 12515 Kbl 069 st el 132 08 v o

; Hollowy, 1391, pp. 24-43; Kbl 1995; Komel, 1995, pp.95-130; Kurers, 1996,

1947, pp. 126-138; Linke, 1993, pp. 22-23; Muir, 1995, pp. 14-16; 2002

2004, passim, especially pp. 88-98; Snock, 1995

37-59; Tolhurst

from France

passim; Licg
pP. 19-26; Parker, 1978, pp. 89-93; Petcrsen
p. 45; Schmiddunser, 2008, p. 15; Sticca, 1970, pp. 22-24; Symons, 1975, pp.
1993, passim; Tydeman, 1978, pp. 35-3:

> Quoted from: Young, 1920, p. 73.




1. The use of animated sculptures of the crucificd Christ 127

VISITATIO SEPULCHRI

Dum tertia recitatur lectio quaruor fratres induant se, quorum unus alba in
acsi ad aliud agendum ingrediatur atque latenter Sepulchri locum adeat, ibique
tenens palmam quietus sedear. Dumque tertium percelebratur responsorium, residui tres
succedant, omnes quidem cappis induti turribula cum incensu manibus gestantes ac

pedetemptim ad similitudinem querentium quid ueniant ante locum Sepulchri. Aguntur
enim hec ad imitationem Angeli sedentis in monumento, atque Mulicrum cum aromatibus
uenientium, ut ungerent corpus Thesu. Cum ergo ille residens tres uelut errancos, ac
aliquid querentes, uiderit sibi adproximare, incipiat medioeri uoce dulcisone cantare

Quem quaceriis <in sepulchro, o Christicolac>?

Quo decantato fine tenus, respondeant hi tres uno ore

Ihesum Nazarenum <crucifium, o coclicola>.

Quibus ill

Non est hic suresit sicut pracdiverat; ite, nuntiate quia surresit a mortuis

Cuius iussionis uoce uertant se il tres ad chorum dicentes:

Alleluia: resurrexit Dominus, <hodi resurreit leo forts, Christus, filius Dei,

Dicto hoe rursus ille residens uelut reuocans illos dicat antiphonam

Yot vt loun b o s Do allie

Hee uero dicens surgar, et er jum, ostendarque eis locum Cruce nundatum,
st i et e bt Coie Yeiond AT Q- deponaie voribus
que gestauerant in codem Sepulchro, sumantque linteum et extendant contra clerum, ac

ueluti ostendentes, quod surrexerit Dominus e¢ lam non sit llo inuolutus, hane canant
antiphonam:

Suresit dominus de sepulehro, <qui pro nobis pependit in ligno, alleuia

Superpon:
regis nostr, quod deuicta morte s

que linteum alari. Finita antiphona, prior congaudens pro triumpho

xit, incipiant hymnum 7¢ dewm laudamus. Quo

incepto, una pulsantur omnia signa

An example of an carly Elevatio Crucis could be the record contained in the
11%-century Liber de Officis Ecclesiasticis by Jean d'Avranches, the Archbishop
of Rouen:

Decima hora noctis pauci clerici induti veniant, et Crucifixum cum incenso et
thymiarac levanes, andphonainqe Sureic Domis de pakiyo <cananee, loco
suo honorifice constituant

et Matutinas incipiant

The above records of the ceremonies can be treated as representative of
records from the whole of the Middle Ages — they differ very little in their
composition from later versions dating from the 12, 14% or 15™ centuries.

Obviously we notice regional variations between individual ceremonies.

* Quoted from: Youny

3, vol. 1, pp. 249-250.
“The full text of the Lier de Offcis Ecclesiastcis, its analysis, and information on Jean
d'Avranches: Delamare, 192

Quoted from: Young, 1920, pp. 7677

his s clearly underscored by Maurice Accarie: Accaric, 1983, pp. 23-25. S lso: Wright,
1936; Bering, 1992, pp. 134-135,
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Numerous texts contain different responsories and antiphons, and we also find
differences — sometimes substantial — in the lengths of the ceremonics, the
numbers of participants, the route of the ceremonial procession and the set
design inside the church, most notably the Holy Sepulchres, which existed as
cither temporary or permanent structures. Finally, we encounter a situation
where the Depasitio Crucis and Elevatio Crucis are replaced with the Depositio and
Elevatio Hostiae or the Depositio Crucis et H/mw and Elevatio Crucis et Hostiae.”

Taking into account the fact that the ceremonics were conducted over a span of
hundreds of years in Benedictine, Franciscan and Dominican monastery churches
as well as in cathedrals and parish churches, it is litcle wonder that differences
emerged.?’ The differences, however, do not influence the funda

nental nature

John K. Bonell was the first, in 1916, to classify Holy Sepulchres in the context of Holy
Weck fturical cetemonics. Th rescarcher bsed his sty moreso on the txs of the Depasiio
Cn

ucis, Elevatio Crucis and Visitatio Sepulchri rather than on existing structures. On the basis of
information containcd in the texts, he undertook to reconstruct temporary Holy Sepulchres which
were created strictly for their use in the above-mentioned ceremonies and to compare them 1o altar
Bonnel 1916, pp. 664712. A rypoloical clsiftion of mdical Holy Spulchrs
on the basis of historical maerials as well as source texts was prepared by Justin EA. Kroesen:
Krocsen, 200, pp. 45109, Se alsor Aballcs, 2003; Bond, 1916, Brooks, 1921: Brooks, 1928
pp. 11-161; Dabman, 1922; Davidson, 1991, pp. 7-10; Dricchearucedrak, 1985, pp. 65-8
Forsyth, 1970; Gugitz, 1949, pp. 175-179; Hubach, 2006, pp. 415-498; Jeler, 1982 Jezer, 1985,
Pp. 91-128; Kapustka, 2008, passim; Kroesen, Stecnsma, 2004, pp. 289-313; Maiscl, 2002; Mar.
tin, 1997; Moller, 1987a; Moller, 1978b; Morris, 2005; Nichoff, 1990, pp. 7-68; Oustcrhout,
1981, pp. 311-321; Prokopp, 1984; Reiners, 1941, pp. 254-258; Schmiddunser, 2008, passim:
Schwarzweber, 1940; Sheingorn, 1987; Thiimnel, 2003, pp. 67-83; Tripps, 2000a, passim.

It is worth pointin

out that certain rescarchers dispute the possibiliy of the Depositio and
Flevatio Hostiae being older than the Depositio and Elevatio Crucis. Some researchers also claim that
the two types of ceremonies are independent of cach other: “Indeed, the Depositio Crucis can only
be scen as a ceremony separately conceived and essentially independent from the Reservation of
the Host, the Depositio Hostiac. The two rites are first of all radically different in kind. While the
Maundy Thursday Reservation, even when transplanted to Good Friday, is simply a provision for
a litu

ecessity, the Good Friday Depositio Crucis is an optional extraliturgical addition
designed to reenact that part of the Passion story which hmm ally had taken ‘th on tha day
Parke 976

= 1978, p. 88 ecabo

76-77,79; Drumbl, 1981, pp. 244-258; Snock
1995, pp. 45-46). These dis

of no conscquence to us as oo types of i practised
sl s e e e
cified Christ

We have at our disposal numerous editions of liturgical sources referring to Holy Week. The
records of the Depositio Crucis, Elevatio Crucis and Visitatio Sepulehri, as well as other ceremonies,
for example the Processio in Ramis Palmarum, surviving throughout nearly all of Europe, were
published by Walcher Lipphardt in a monumental nine-volume work: Lipphards, 1976-1990. The
corpus of the sources found within prescnt-day Poland was published by Julian Lewariski: Lewarisk
1999 (sce also: Lewariski, 1965, pp. 96-174); Sweden by Audrey Ekdah Davidson: Davidson, 1990
(s also: Schmid, 1952, pp. 1-14); Spain by Richard B. Donovan: Donovan, 1958 (sce also: Vila,
1996, pp. 91-109); Hungary by Josef Danko: Danko, 1872, The classic studics by Neil C. Brooks
Brooks, 1909; Brooks, 1921; Brooks, 1928), Edmund Kerchever Chambers (Chambers, 1996)
and Karl Young (Young, 1909; Young, 1909b; Young, 1920; Young, 1933
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of the ceremonies; the successive phases, and most of all, the meaning and

significance thereof remain the same.
The Adoratio, Depositio and Elevatio Crucis, as well as the Visitatio Sepulchri,
popular opinion to the contrary, can be considered liturgical ceremonics?! (this

thei content and analysis of source material. S also: Hupper, 19
particular pp. 72-84.
 From among the above-mentioned ceremonies, the Visitatio Sepulchri was distinet in its

; Maiscl, 2002, passim, in

degree of autonomy and dramatic development as it at imes included apoeryphal threads, such as,
eg oil. “The carliest example of an extra-biblical addition to the Ea
Soc gy Sptans Yo sty ol censt e i Bl meechent, o s oo

Mary’s purchase

the Unguentaria). who sl he Maryschei spices beore they g0 t0 che sepulche,mles s debut

o she Cl abbey of Rpol Heyasw pey & ajo e s e pley, b
995, p. 17 (compare with: Donovan, 1958, pp. 78-84). Norma Kroll

e amatically developed versions of the Visitatio Sepulchri
lcurgy Kroll, 2005, pp. 452-483. Sce sl Berge, 1976, pp. 215.243

Sce meticulous, in-depth analysis of this problem by M. Bradford Bedingfield (Bedingfield
2002), Markus Maisel (Maisel, 2002, pp. 65-90) and Christoph Petersen (who — in fact - presents
a more traditional point of view of the above ceremonies, which he calls “paralivurgical”. At the
same time he teats them as losely related to livurgy, as a kind of irual, not theate; Ptersen, 2004
Compare with: Bino, 2008, pp. 124-145). One of the firs rescarchers to point this out was Pierce
Butler: Butler, 1901, p. 46-52. Recently it o

Latin and vernaculac”; Muir,

ulchri, which was treated as the first independent drama created in the cultural environment of the
Lacin Church in mostof the lder stdics. We o encouner this opnion in numerous more recent
disusions on medica heat. Th Viiaio Sk b b wrien s s ply by o5
Lyneree R. Muir: Mui, 1995, passim. Compare with g Linke, 1987, pp. 132-134; Mathicu,
1969, pp. 95

the fact that the Visitario contains dialogue, the basic element of drama (compare with the points
made by Andrzej Wolariski: Wolariski, 2005, pp. 64-66 and Richard B. Donovan: Donovan, 1958,
p. 6). Richard B. Donovan (Donovan, 1958, pp. 6-19, in particular p. 7) and O.B.

Tydeman, 1978, pp. 36-37. Conclusions of this type are directly connected to

ardison
(Hardison, 1969, passim) wrote on the fac that despite the above, they were in the strict sense

merely liturgical ceremonies endowed with theatrical clemens. In Hardison's opinion, the Vistatio
Sepulehri constitutes  ritual and the faithful gathered in the church were not so much an audience
wacching a scene bascd on the New Testament as eye-witness participants (an effect achieved by
theatrical clements). Several decades laer, his was broadly examined by C. Clifford Flanig
stated: “Let us briefly try to understand the rivual rationale of the Visitatio text in the Regularis

This ccremony is a part of the liurgy: i

tis not ‘paraliturgical, a term which is devoid of

in the manuscripts supports such a distincrion,

on the new account of the construction of the liturgy in the Frankish lands, what scholars

in the past erroncously termed the ‘paralcurgic
in verbal and musial exs Fnaly,te use o this term perpetuates an undersanding of th
which neither medieval nor but a product of the C This cere-
mony is a part of the regular but festive monastic cursus. It follows the m at Nocturns, which
is tsclf the mythic account of the resurrection. It is tied to other rituals in use in this particular
niyth dpsiio o el of e o It foncions s  rope o exlinthe g
e T (compare with: Flanigan, 1974a

1974, pp. 4562, See s edingheld, 2003, pp. 156-170; Campbel,
301 Ogden, 2009, p. 28,35, Th saus of hesrclised hargicl corermonies i

is but the next sep in the creation ofritual forms

context of religious and secular theatre was addressed by Maurice Accaric, who pointed
out that contemporary classifications of dramatic works as well as dramatic genres cannot be applicd
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also applics to the Processio in Ramis Palmarum, conducted during Holy Weck,
although before the paschal triduum).* Although these ceremonies have never
enjoyed a strictly defined lirurgical status and were never officially included
inthe liturgy they were nonetheless always treated as such in practise. In

ference to theatricalised medicval licurgical ceremonics in Spain, Richard B.
Donovan writ

In our study of plays from the Hispanic peninsula, without
endeavouring to define the term with any absolute precision, we shall consider
as liturgical any ceremonics which were performed in the church, in a devotional
spirit, and in close connection with some liturgical office”.* In relation to this, it

10 the Middle Ages. In that period theatre took on many forms: livurgical ceremonies could have
taken on dramaic forms and highly-developed eligious performances could thercfore be asigned
a status somewhat like that of livurgical ceremonics: A
1996, pp. 41-66; Brinkman, 1932; Cave
Dabréwka, 2001, passim; Demarchi, 1977, pp. 2
Kaurvers, 1996, passim; Maiscl, 2002; Rico Camps,

006, pp. alo: Birsch,
m: Cavenaugh 2004, pp. 1-25;

e, 1975: Huglo, 1977, pp. 93-105;
001, pp. 179189 Weber, 1987; Wigh, 1935,

In cases such a this, the ceremony could, however, at times transform into a sort of folk
festival This applics to situations in which the Procesio in Ramis Palmarum was performed in city
strects with the use of a figure of Christ on a donkey and with the active participation of the throngs
of faithful. As Peter Jezler conciscly stated, “Cependant nous ne manquons pas de sources qui
parlent de farce et de désordre. Il semble que la prétention par trop mimetique de sc véhicule
cohortant 3 travers les rues avec une sorte d'idole ait toujours produ
lesque. Nous avons cons

s, un effec bur
e de plusicurs cas de détournement de Iine, et dans une séric de
farces le comique résulte de la confusion entre l'image et la realité 3 laquelle ele renvoie.” Jezler
2001, p. 228, See also: Bela, 1990, pp. 29-30; Geybels, 2006, pp. 183-198; Gugitz, 1949, pp. 151
157. The fithful’s ack of detachmen from the figure of Christ on a donkey aso res
fact thar these figures did not have the status of devorional or cult objects (sce €
prescns tudp). O the subjec of the Prcio in Ramis Pebmarim, s Bedingied 2002,
Pp. 90-113; Bela, 1990, pp. 25-29; Exler pp. 58-81; Jurkowski, 2009,
1999, pp. 33-46; Lipsmeyer 1995, pp. 50.27, Mblewi, 1968, vp. 2045
writes about this, m.w,.\.w that Holy Week ceremonics were first and
foremost connected to liturgy and not theatre. However, on account of them having never been

lted from the
of the

2-85; Lewariski,

it the paraliurgical dramal is not suict y and, abx
lace it. It exists Gf it indeed exists) next to liturgy. We know from other sources
what place it occupics, performed before the Midnight Mass and the Resurrection or ar the be
ning or the end of the matins performed on eat holidays, Christmas and
Easter. Therefore, it is performed before or after the religious ceremonies, and not, obviously, dur
ing the inviolable sacred moments. As Blandine-Dominique Berger maint

alty never had a strictly defined status in medieval liturgy

sc dramas ‘in
even when at times they played a very
important almost obvious part’ (Accaric references: Berger, 1976]."; Accaric, 2006, pp. 29-30. “In
the Middle Ages the ‘official livurgy’ of the Church (... was limited o the essential part of Cal

lic worship, such as the Canon of the Mass, etc. in the more sccondary por

considerably fiom diocese to docs. The gl plays were one ofthse secondry e
Donovan, 1958, ustka, 1998, p. 16.

X Doorene1958, bl walo cptcaei s cptolon 8 st e Hely
Weck ceremaonies taking place in what is now Poland which he listed and described: “So we gath.
ered dramatic picces which were performed in various sacted plces, especialy in carhedrals and
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bears mention that even those Holy Weck theatricalised ceremonies which were
performed in the vernacular did not necessarily lose their connexion to liturgy

Holy Week ceremonies, ofien designated with the term liturgical “drama-
tisation” or “drama’, in reality reveal few traits in common with theatre.?”

collegiate churches, with the use of church vesels and implements, played out by the clergy or
choristers connected to the church who would sing the texts to accompany scenes selected mainly
from various parts of the breviary. Therefore, the performance remain dramatisations and in this
sens physically and matrally belon o th course of iangicl procedings”s Lewarl, 1999,
p. 23. Guictte, among others, wiote in detail on the liturgical character AL i bislgel G
ceremonies performed throughout the liturgical year: Guiett, 1966, pp. 197-202. Compare with:
e y M. Bradford Bedingfield (Bedingfield, 2002)

7, passim. See also important suudies
and hrm\ M. Gibson (Gibson, 1991, pp. 106-12
“losely connected with the question of date is that of the vernacular. If a play is lat in
date, and especially if it makes use of the vernacular, dramatic historians have been inclined to
exclude it automarically from the lassification fiurgica, eadily concluding that the play must hav
becn put an outside he church o ifwihin thechurch, without any connexion with the gl
ovan, 1958, p. 39 (the rescarcher gives several examples of this type of situation, scc:

pp. 37-50).

“ Lewaiiski, 1966, p. 22. The later term is used most often in reference to the Visiario Sep-
alchri. The myriad erms used in reference to the ceremonics we are interested in far exceed the
w0 named. Aside from these, we also encounter terms such 1, €. “ritual drama” (Tydeman, 197,
PP. 36-37). Sccs Kobialla, 1999, p.

In an carlier study, Acc
nies lrg

emphasises that the theatrical character of the livurgical ceremo-
y esults from the way Chrisians understand imes *Ia nouveaucé du Judsisme, puis du
ements mythiques en événements vraiment histo-

siques. La monde a eu un commencement et il aura une fin: de la Création au Jugement Dernier
existe une continuité, une durée hisorique. Les événements rapportés par les Livees saints ont une
dare bien définie, i font partie d'un passé qu'on peut certes commémorer, mais qui lest plus
Christianisme repose don sur une ambival

qui est presque une
Ia fois sur Phistoricité et la périodicité, il cst 2 la fois historique ct an-

e e sens historique de sa eligion, qui ui indique
écis, et la certitude que la vie du Christ se répéte indéfiniment dans Pannée liturgique.
Kokt o lop ol il o AR it - i A st o
remplace pas en efft le ritucl, il en est comme une autre forme, moins allégorique, plus concréte;
A ctslouc o okl oo e o ey s
cérémonics de  de Noél, c'est-i-dire sur le moment de année ois le Christ st récllement
N T b o e ket i i e
b

reprodit, e non plus a se reprodire éxernllemen.
i e 0 bl e Aot el Wiy o
et b ot rurodis e it o e At asa i s
urde les caraceéres extérieurs, la solenit. le hiéracisme des gestes, lutisacion du chant. Mais
fondamentalement il est diférent parce quil repose sur la représentation d
iméversibles. Aussi ne peu

ments historiques
I y avoir, che le fidéle, identification avee le spectacle, comme cest le
cas dans la mese ol allégoriquement mais récllement, |

acrifice a liew  nouveau, ot les fidéles
doivent éure réellement le peuple de Judée, les apores, les saints compagnons du Christ. Certes, en
assstant au drame, ces mémes fidéles ont la faculté de se projecer dans e passé, mais seulement
pour contempler les événements, non pour y participer, pour voir évoluer des personnages, non
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The Adoratio, Depositio, Elevatio Crucis, as well as Visitatio Sepulchri texts were
missals, breviaries and agendas — and thus were included in the
annual liturgical ceremony cycle observed in a given diocese and in a given
monastery, cathedral, parish church, cte.® These theatricalised Holy We
cmonies were the domain of the clergy, whose members participated
not as actors playing our specific events of the New Testament or as spectators
ants in an event of a ceremonial nature.””
. the potential audicnce, was

contained

n them

witnessing a pious play, but as paricip
The role of the faithful gathered in the church,
of marginal importance, * and they were even at times led out of the church
ular ceremonies, ! which was to

during the culminating moments of the part

pour sidentifier 3 cux. Le caractére historique des pidces de Iéglise provoque nécessairement
distanciacion entre le public et le spectacle.”; Accaric, 1983, pp. 30-32. Accarie, however, does not
take into consideration the fact that theatricalised Holy Week liurgical ceremonies could have been
understood by the participants as being uniqucly timeless, .. not simply illustraing specific frag-
ments of evangelcal stories but rather explaining the meaning of lfe from an eschatological per-

spective. Thus, they were to solidify ncophytes’ and believers’ belief in the rightness of life in
accordance with Christian faith. Yer, above all, they enabled the formation of a direct emorional
connexion with the Saviour by their referencing individual human life
Julian Lewasiski points out that thar the ceremonies we are interested in were “faculaive
) el G RSl T e e

which the damas e eered incothe approprie places ofth ugicallioks used.s Lowassk
1966, p. 19, ewhere (. 21).the rsearcher wis: “Thesepicesare subordinac o he Shick
e e S e e e e S
cir own, separately and they do not encompass other liturgical or customary functions,

appear on th
in which

From the organisation of the livurgy, it follows that there is a very-precisely defined ¢
the dramas can be performed - a prescribed scason, day, month or time within the ceremonics.
n and end with the recital of a liturgical formula.” CF.: Bedingfield, 2002
Pp. 103-105; Kapustka, 1998, p. 16; Lewariski, 1999, passins; Lipsmeyer,

Redingfiid, 20 enaugh, 2004a, passim; Cavenaugh 2004b, pp. 1-25; Flani
. 201, pp. 3531 Fchc 19 S, pp. 11-12, ;\nnu‘.nu 1999, passim; Modzelewski, 1964, p. 50
Pascl, 941, pp. 379-381; Smosars, 1981, p.
“ In comparing liturgical dramas to mystery ,,\.m Maurice Accarie states: “The first [..] is
a presentation by the clergy, especially rural clergy; specifically those connected to monastic setings
Thus, it can be said that it is God's play — not simply ‘ discourse on God buta discourse by God
himself. Liturgical dramas — like the mass of that era, exclude the active participation of the faich
ful, like the architecture with a rood screen ..., in order to separate the sacred presbytery space
from the nave designated for the commoners — permits the presence of the pmph yet keeps them
stance”; Accarie, 2006, p. 27. See also: Bela, 1990, p. 2 42; Chambers,
15 Dille, 199 pp. 34; Snock, 1995, pp. 375, 370 Se also: Bedingheld, 2002
98 Sparel, 1992, p. 16
4 The remoral of the fiful from che chuch dusing che Deaio G I ecommerded
 populis post Communionem

in, among others, the Misale Cracoviense of 1509: “Exclusis au
Ecclesia PRELATUS muym(mpon Chisti quod remaner, deportet ad locum pristinum, et
i PRESEYTERIS Commmtonsar cancntios s Lavaihs 1966, p. 47; Lewariski, 1999,
253. See also: Michalak, 1939, p. 205. Sce also the decision of the Synod of Worms, which took

place in 1316 skt et s R B dbdiacul e st
etirceoei e o gl S peledi o Piens o
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strengthen the clergy members' feeling of being part of an exceptional event
known to them from the pages of the Holy Bible but in a way taking place in
ion in which the faithful were

reality.? It should be noted here that the situa
once again invited to watch the subsequent stages of the ceremony did not
automatically lead 10  division of those gathered inside the church into those
actors, or into audience and stage.

who are purely viewers and those who a

nimia virorum ec mulierum numerositas certatim sese comprimendo, ecclesiam simul cum can

onicis et vicaris introirc nitantur, opinantes erronce quod, st viderent Crucifixi Imaginem sustolli,

evaderent hoc anno inevitabilem mortis horam, his itaque obviantes stuuimus, ue Resurrectionis

upssum e e pisls (\dmmv deinceps peragiur”; Young, 1933, vol. 1, p. 553
Lipphards, 1975-1990, vol. II, 2.

s Zenon Minewilt interprets the leading out of the faithful from the church during

the Depositio Crucis as an expression of the desire to bestow a convention of mimicry o the cere

cleast in 2 negative way, it was attempred to maintain

s burial.

mony: “[.] a far s the form is concerne
iy eavestloe (¥ ko sha ol el i of ey ok b
Tt et i iy el s i sl s
seipaton ofthe ool nsh bt eenony The insrucionssuurgly
Modzelewski, 1964, p.

a similar opinion: “It is not clear why certain records order the ceremony [Depusitio Crucis) 10 be
conducted afier the removal of the faithful from the church. One explanation is connected to [
the tendency to treat this ceremony in a more realistic way. That s to say, since only a small num.
ber of people — Joseph, Nicodemus and perhaps the Marys ~ were present at Christ’s buria, it is
for the sake of historic accuracy, to limit the participation in the ceremony t only the
p. 48. It is worthwhile to consider if indecd the removal of the fithful

take place xpuls populo ct fanuis clas

appropria
clergy”; Lewariski, 1966
from the church during Holy Week thearricalised liturgical ce

though, the goal may not only have been to simply create a con.

vining theatrical scene, but rather to strengehen the impact of subsequent stages of the ceremony
on those actively participating in it and creating the impression that they were taking partin actu
ally occurring real-time events. With the faithful ~ the ceremony’s least active paricipans, largely
just watching the actions of the clergy ~ being led out of the church the Depasitio Crucis became
more of a ceremony and not simply a play. CE: Pascal, 1941, pp. 379-381; Stemmler, 1970, passim.
 In this context, it is especially worthwhile to recall the opinion of Julian Lewaiiski regarding
the immanent fearures of the dramatisation and livurgical dramas: *It i ime to clarify that we sce
yet another situation which is aso unique among cultural phenomena. The audience to this stra
both a pare of the presentation and absent from the presentation. The spectators are

lly connected to the performance; are even participants. It is they who bring it t life and,
in a sense, concelebrae ir. There are three categories of this participation: the laypeople, most often
referred t0 as the people (populs) in the manuscripts, waiching only some of the scenes and no
doubt understanding the meaning. They participate by their presence alone, in their position at
r acceptance of blessings, their following in the procession, and finall, cheir
redins fo e The second type of parcipation i the dramasision i ha fthe gy e

al and

ceremony’s ideolo

scminatists and singers, who, knowing Latin, can fully
s s s e e e e
colleges, cathedrals and monasteries they number up to one hundred — it was not a small group.
Finally, the third type is that of those who perform the ceremony: the bishop, the canon college,
the prelates and the singers (schola, puer) — they performed important act of prayer. Most
likely, it i they, along with the better educated spectators, who were able to fully comprhend the
event and experience, both through emotion and prayer, the highest number of the numerous
connections between theatricalised livurgical ceremonies and the rest of the liurgy. The uniqueness
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Even the face chat the paschal siduuum ceremonials could play a didactic role,
did not necessarily weaken their relations with the liturgy.
s is also e

The liturgical nature of these celebratios dent in the use of the
space, garments and objects normally employed during the liturgy — we are refer-

ting here to the church interiors, liturgical vestments, censers, ete. The amount

of props used exclusively during the Holy Week ceremonics was minute and
included, among other things, the rock for scaling the Sepulchre during Depositio
Crucis. In addition, the movements, gestures and chanting were predominanty
liturgical, nor theatrical in nature.

ous theatre resulted mainly from the fac that the majoricy of the signification, both
approaching the crucifix in

of this
et AR ekt My
order to place a bunch of catkin branches at the foot of the crucifix i obviously paying homage to
Jesus, but in the context of the re-cnacted Palm Procession these gestures display an homage which
Jewish boys in Jerusalem. Sill other meanings are present in his act ~ it was one of

was paid by

as had been sung in antiphon a moment alier and as would laer be sung in the hymn about the
King’s banners. [ I¢ s difficulc to im:

a5 broad an abundanc of knowle

and constant transformation of communication from theatrcal (o pious a was done in the Middic
Ages." Lewarski, 1999, pp. 24-25. See also temarks of M. Bradford Bedingfield (Bedingfild, 200
— particular pp. 21-22, 5056, 63,o5:106, 131139 and Bab sats (S, 2001

“ In the context of ceremony records contained in the Regularis Concordia, Clifford Davidson
states: “The carly examples, sometimes marginalized in moder commentary as paraliurgical or
liurgical, were developed as ceremonies that rinforced the liturgy and made the presentation
of events at the center of sacred history more vivid, especiall for the unlearned and for neophytes.
Davidson. 2003a, . 199 s ls the fllowing pages ofthe aricl as el a: Bedingfeld. 2002
passim, in pariclr pp. 55-57, 131-132
5 On this topic, sec above all the in-depch study by Dunbar H. Ogden: Ogder See
sl Bich, 1996, pp. 163:186; Davidon, 1991, pp. 7-18; Diechcank o o o p 142;
Erans, 1953, p. 52-54; Kobillar 2000, p. 128-148: Massip 1984, pasi, cspecilly o, 375
Massip, 2000 pp. 9-27; Nichoff, 1590 Pp. 7-68: Parker Melachlan, 2001, pp. 415-420; Pecersen,
2004, pasim, copecially pp. 76-111; Pocha, 1990, pasim: Rava, 1939; Revl, 1999, pp-37-64:

Swanson 1992, pp. 239-253;Spilowsla 2002, pp. 81-108; Tiips, 2000b, p. 235-247; Wasson,
1997, p

s, 1957, b 5458 Den O parL 1970, Eskiks e g DIE 1
30, 58; McGee, 1976, wski, 1964, . 50-51; Ogden, 1999,
2001, pp. 26-47 Opien, 200 Pt 198 o P 15965 81
Sapilewska, 2002, pp. 81-108. Recapitulating the above considerations,
ot Castro, who makes the following claim about theatricaised licurg
oo NGl o e il oo SR ke g 4
R Jmm\.« por uestracompetencialierariay esétic, posibilia que dichas
composicions sean ac mo espéctaculos reatrales pe
S okl aheasaon b s b s ok b s e
il intencion primera de sus creadores medievales, i l horizonte de expectativa de sus contem
porincos; por el contrario, todo parece indicar — y as se empieza a reconocer en la actualidad ~ que
i los autores, i los acruantes ni el ‘piblico’ del drama licirgico percibian en él una manifestacion
teatral 3jena 4 la dramaticidad propia de la licurgi, sino que lo entendian y sentian como una

Modae

la liturgia categor

con frecuen
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The direct relations between the theatricalised ceremonies of the paschal
triduum and the liturgy are best demonstrated in das Kieuzabnahmespiel from
Wels and Passionsspiel aus St. Stephan in Wien. Although, considering the artistic
means used, they could be categorised as theatrical works — as they compriscd
acting, dialogues and stage design — they should in fact be treated as developed
forms of the Depositio Crucis. Both plays — cnacted in church ineriors, partially
in Latin and partially in German — should be described as liturgical, as they
were included in the cycle of ceremonies performed in Holy Week, and, most
importantly, were treated as an clement of the Holy Week liturgy by both laymen
and clergy.” Thus these productions decisively prove that even the influence of

ceremonia mis, engastada en ¢l ritual romano oficial. Numerosos argumentos corroboran esta
afirmacién: por cjemplo, ¢l modo de identificacion por medio de sustantivos como offcium, ordo,
que cran empleados también en las ribricas de las ceremonias ofic
O AN LSy et i Bt Ao oo Bty
el soporte’ utlizado por esa transmisién, que fueron bien los cédices lic
e, opaio  pmga i o by rdoeples ol copo e o
i0s, customarios, etc.; en su performance, que
¥ que se sirvi6 de objecos ltirgicos usados st G e st
la textura lieraria y musical de estas piezas fe fundamentalmente escriturisa  liirgica."; Castro,
1997, pp 2728, Cs Beling, 2000 . 234
As regards the ceremonies from Wel
durch den Dol des Joseph von Arimathia unter Michilfe
cine ‘ymaga), cin holzgeschiztes Bildnis Chrisi, vom I
der Maria in den Schof gelegt. Diesier holzerne Kruzifixus muf schwenkbare Arme gehab haben,
et Bl o Ko e P b A e G et Dactllen i do
Schof gelegt werden? Warden jedoch die Arme des Kruzifixus an den Korper angelegs, so wirkie
der Darsteller der Maria mit dem Bildnis im Schof ciner ‘Pietd-Gruppe ihnlich. Am Schlu des
Spicls wurde das Bildnis wic in der Depositionsfeier aus Wittenberg auf cine Bahre (feretrum) gelegt
und mit cinem im siiddeutschen Raum weit verbreiteten Gesang die Prozession begonnen. Es darf
wohl angenommen werden, daf diese Prozession am HL. Grabe, d. h. in der iblichen lirurgischen
Depositio endete. [} So mag es sich bei dem Welser Spicl um cin eigenes, in sich geschlossenes
Spicl der Kreuzabnahme gehandelt haben, dic . B. in Barking, Priifening, Wittemberg in ciner
rein liturgischen Feier von Geistlichen vollzogen wurde. Es wire dann cine erweiterte, durch han
i St e B AT SRR R R s ]
Sl b i ok e G Wpucke e il
das wahrscheinlich zuvor in der Adoratio Crucis verchrte Kreuz, von dem in feielicher Form, dic
Fobtes merviods e bt wabmdie Koot dhgcnenca vinbaoschiokeod
auf ciner Bahre an den liturgischen Ort des HI. Grabes getragen, unter den iiblichen liturgischen
e R
da dabe offensichlich verkleidete Darsteler agierten, st kein Argumen g
RS Sl etk 2 e V) ik
Kapline (1 der Depositio Crucis in Wittenberg.”; Taubert, Taubert, 1969, p. 115 (these
expanded in: Taubert, 1974, pp. 80-85. See also: Maisel, 2002, pp. 85-86). Decailed
on on plays from Vienna and Wels, sce: Kapustka, 2008, pp. 131-164; Tauberr, Tauber
1969, pp. 114-120; Taubere, 1974, pp. 53-89; Taubert, 1975, pp. 607-627, in particular pp. 620
621). On the liturgical nature of plays included in the so-called "Debs-Codex’, se: Taubert, 1974,
pp. 69-71; Tauber, 1977, pp. 32-35.

s creados a tal fin

el templo, como colofén de algin rito fijo,
. exc.). Es mis,

Gesine and Jnl\.mno Tauberts wrote: “Es wird also
Nikodemus und einem Knecht
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the mystery play format on the Depositio Cracis type of ceremonies did not have
t0 weaken their actual relations with the liturgy.*

Therefore, theatricaliscd Holy Weck ceremonies should be treated first of all as
oful manifestation of the desire to extend and diversify the
intention of the clergymen who created them was not to produce independent

amea

dramatic works or pious religious performances, but to give liturgical rites an
especially rich and ceremonial form that would encourage deeper worship of
God. Their emergence, was, after al
efforts taken to this end.

I, the consequence of a number of other

Cult practises of a theatrical nature can be traced
to the 10% and 11% centuries; particularly the dramatisation of Mass readings
and the symbolic colours of liturgical vestments. The same period witnesses the
development of Gregorian chants and melodic ornaments, such as tropes and
alleluia sequences (descants), which have been believed to initiate

acral drama.
‘Taking on a more direct approach, there are several ‘official texts, from Amalarius
of Metz to Honorius of Autun, which encourage this dramatisation. Contrary
0 other texts, which deplored this tendency, they thereby confirm its presence.
The grand period in the history of liturgical drama was also influenced by Cluny;
whose style s of an undeniably spectacular nature.””

The first signs of the theatricalisation of liturgy can be found even before
the 10 or 11" centuries, something indirectly confirmed by the author of the
above-mentioned quotation, recalling Amalarius of Metz (775/780-850/852),
the author of Liber Officialis (ca. 823). In his work Amalarius likened the Holy
Mass to a peculiar kind of performance, during which the priest fulfils a function
similar to acting. The church interior constitutes the stage, where the Salvation is
presented through words, music, gestures and liturgical paraphernalia. Amalarius
of Metz obviously did not deny the significance of the Eucharistic Sac

* As well as in two similar dran

exts contained in the so-called “Debs-Codex”. The plays
from “Debs-Codex” seem to be more independent of licurgy than the two mentioned above. But
we have to remember the distinct remarks in both texts: a the end of each play respecive
Jix (Commemoracio sepulsure in die panasceve) and corpus (In die parasceus Incipit planctus / circa
horam undecimam) should be cartied into the church. Both texts also include extensive Planctus
e. It scems that both plays weren't only pious spectacles. They were staged in South Tirol. In
his cae it is worch aking potentil Ialan infuences into consideraion. The dramatic traditon
ofsaging Lauds, 30 ypical for Tl (s next subsecrion), may have served as some kind of
example for the authors of the plays included in “Debs-Codex”. If so, we may be dealing with plays
wtage by laypeople with stron support rom the clrg. The ur of an snkmate culpue ofthe
crucified Christ ~ which we may suppose to have been a cult object belonged to a local church

that
chis type of plays probably made use of the most complicated, in terms of construction animated

also somehow links both plays with ecclesiastical activities and liurgy. It is worth adding b

sculpuures of the crucified Christ. For example the figure from Disbeln in Saxony made it possible

o enact not only Deposition and Entombment, but also other scenes, such as Piering of the Saviour’s

side or Pieta. This was indicated, among others, by: Mateusz Kapustka (Kapustka, 2008, pp. 160-

163), Andreas Schulze (Schulze, 1999, pp. 127-128) and Johannies Tripps (Tripps. 2001, p. 232).
© Accaric, 2006, p. 29,

S T i A e R T
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the fact that it actually took place, in real time, in the presence of the faithful
gathered in the church; he merely drew attention o the power of the images
generated during the Mass. Liber Officialis suggests that the Church h\nrﬂ\'
constitutes a Christian counterpart to classical (pagan) drama.”* The fact that
Amalarius of Metz formulated these kinds of opinions is directly related to the
fact that as early as in the Carolingian period, and not in the 10 or 11 century
as suggested by Maurice Accaric, liturgy definitely became more theatrical and
more spectacular than it had been in the previous centuries. The approach to
licurgy, characteristic of the author of Liber Officialis, as well as the new form of
church rites, introduced throughout the 9% century, created adequate grounds
for ceremonies that were performed during Hol
awareness of their theatrical potential.”
Adoratio, Depositio and Elevatio Crucis never became purely religious perfor-

Weck and produced with full

mances

nacted in church interiors. They maintained their connexion o liturgy
throughour the Middle Ages. Even the Visitatio Sepulchri, which — owing to
their dialoguc — became transformed, when viewed as literature, into sizeable,
ndependent dramatic works, remained within the framework of liturgical rites.
What needs to be resolved is why, as a result of what, and when exactly sculptural
representations of the Saviour, and particularly the sculptures of the crucified
Christ forming the subject of this study, were first used during these types of
ceremonies. The later were used in the Depostio Crucis as well as in Adoratio and
“evatio Crucis.** They may therefore form the starting point for more extensive

5 This aspect has been addressed by Hardison: Hardison, 1969, passim, in particular pp. 37-79.
The rescarcher claims, for example, that the Holy Mass i characterised by a peculiarly understood
dramatic construction: “From beginning to the end, but especially during the Canon and Com-
munion, the Mass is a ememorative drama depicting the lfe, miniscry, crucifiion, and resurrection
of Christ. Although other elements nuity of the interpreter, ememorative
alegory is always present.” and “Religious ritual was the drama of the early Middle Ages and had
been ever since the decline of the classical theater”; Hardison, 1969, respectively p. 44, vii. C
1988, pp. 249-355. On dramatic and thearrical aspects of liturgy see:
p. 65-89; Bino, 2008, passim; Dabrowka, 2001, passim; Doig, 2008, passim;
Edwards, 1976, pp. 9-31; Fehr, 1887, pp. 358-361; Fichte, 1975, pp. 5-14; Hardin, 1983,
. 846862 Knghom, 1968 . 23 Liliac, 1904, gp. 9-12; Més du, 184, p, 4045 Pueno
1989, pp. 41-66; Petersen, 2004, 75 mn.(.xm o000 v iy e
Sofia de Vito, 1938, pp. 123-134 o 1567, o 1031-1034 Vs, 1984, pp. 315-322
To10, pasi, in parkcala pp. 392-334, 340341 el s perceiv-
 liturgy as a peculiar performance sce: Berger, 1976, pp. 132-134; Bino, 2008, passim,
especally pp. 95-97; Chazelle, 2005, p. 32735 Dol 2008, pp. 123-13; Do, 2004a
pp. 29-45; Dox, 2004, in particular pp. 49-66; I\mH 2005, pp 458459, eerien, 2004, pasi:
Schnysnberg 988, pp. 167:35: Tydewan 15
In the contex of the wrtings of Amalarius of D Don o e Mot sl
ing, for cxample: “Indeed, allegorical explanations of the Mass scem to differ from the Quem
quacriis and Vistatio ceremonies of the tenth and eleventh centuries only by the degee of conscious
performacivity the later events imply”s Dox, 2004, p. 29.
According to William Tydeman, who considered the issue of precedence of Deposiio Hostiae
over Depasitio Crucis, the cross somewhat visually linked the three ceremonies mentioned (during

vary according to te i

[ —
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deliberations on the use of sculptures in theatricalised ceremonies of the paschal
triduum. They also fit this purpose because of their distincive construction
allowed them to imitate human movement. Other figures —
or the resurrected Christ — used in theatricalised ceremonies performed during
this period of the liturgical year were not equipped with mechanisms allowing
for the movement of particular body parts. Animated sculptures of the crucified
Christ were more advanced in terms of the workmanship technique, and as such
had greater power to influence the shape of the ceremonies and the emotions
of the participants.

Records of the Depositio Crucis which refer to animated sculptures of the
crucified Christ allow us to conclude that the use of this type of figures did not
have an impact on the composition of the ceremony. The fundamental difference
with regard to texts containing references to the cross, the crucifix or the Host
is — rather obviously — the terminology used. Sources recording the need to
use animated sculptures of the crucified Christ usually refer to /mago Cracifixi,
instead of cru or Corpore Domini. The description of the act of carrying and
burying the cross, crucifix or the Host is simply replaced with the description of
carrying and burying an animated figure of the Saviour which had been taken
down from the cross.

Adoratio Crcis ever sine its frst occurrence the cross relics were worshiped, the cross or the cru-
cifix, and not the Host ~ used in Depasitio and Flevatio). Aside from the issue of precedence of
Deposisio Hostae over Deposiio Crucis, we can conclude that the animated sculpture of the crucified
Christ could have fulfilled a similar function. *It i uncertain at what time or in what place a cross
or crucifix became substituted for the Host as the central object of the Depasitio and Elevatio cer-
emonics, o why the exchange was made: suffice it to say that the cross came in time to link together
the thrce rituals of Adoratio, Depositio, and Flevatio, and that the cloth in which it was wrapped,
and which remained in the place of reservation when the cross was revurned to the altar, became
the central feature of another originally separate ceremony performed in some churches and called
the Visitatio."; Tydeman, 1978, p. 33,

* Only small fragments of the text could have been extended, which
fact that the act of removing the sculptural image from the cross had to be emphasised. In Ordo
from Prifening we read that: “Quibus omnibus rite expedis, singulis rursum genua flectentibus,

antor imponit antiphonam Super omnia ligna cedrorum, tractim a choro canendams qua inchoata,
Dominus Abbas ct cui cum co Crucem tenuit Ymaginem Crucifixi coram populo de Cruce depo-
nunt, quam Dominus Abbas intra velum ante altare Sancte Crucis protensum in eodem alari vice
Dominici Sepulchri preparato ponit et pannis ac lithei ibidem positis reuerenter operit”; cited
after: Taubert, Taubert, 1969, p. 92. And in Ordinarium Barkingense we read: *Ex choro illo sub-

cem ad magnum altare, ibique in

s attributed to the

sequente toram concinant, cantrice incipiente. Defer
e Ly e g d:pm\uvlu Ymaginem, uulnera Crucifixi uino abluant et
aqua.’; cited afier: Young, 1933, vol. I, p. 164. However, taking into account the fact that the
number of \urn\m},zmmmd m.xp.um e ousid i consiialis sxsndo s b
of recards of Depositio Crucis, in which we find references o these figures, we may assume that
instructions stating the need to use this type of figures during the ceremony were completely
unnecessary. This s also proven by the terminology applicd in the texts of Depasitio Crucis. Through-
out hundreds of years of the ceremony'sfuncrioning no term was coined that would unambiguously

refer to animated sculptures of the crucified Christ
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The use of animated sculptures of the crucified Christ in the Depositio Crucis
led to a modification of the ceremony’s convention. The sculptural image added
realism to the ceremony; there was some symbolic poetics in the laying of the
cross, crucifix or the Host in the Sepulchre. The desire to create a convincing
image of the Depasition of Christ and Entombment of Christ was probably the
underlying cause for using the sculpeures in question in the Depositio Crucis
“Sculptures of the crucified Christ include a certain
g the improperia, the figure

Julian Lewariski wrote,
number of figures with movable arms. Hence, followi
could be taken down from the cross, carried in a procession to the Sepulchre and

then laid in the grave: .| What we encounter here is a peculiar naturalisation
of the symbol. When ceain crcles decided o change the convntion from

N ANl oo N Finded
the central requisite was changed. The poctics of the performance became more
consistent, at least within the frameworks of the adopted objective.”
Animated sculprures of the crucified Christ, realistically imitating the moor
functions of a human body, had a powerful influence on the emotions and
experiences of the attendants.5” Additionally, the sculptural representation gained
special status in the Depositio Crucis, as, in fact, only the animated sculpture of the

* Lewaiski, 1966, p. 48.

Lewariski analyses the course of the Entombment ceremony in detail on the
13% c. Graduale Rothomagense (Paris, Bibliothéque nationale, Ms no. 904), Missale Cracoviense
(Krakéw 1509), the Wroclaw agenda from the Wroclaw University Library (Ms I Oct. 54, Rubrica
Whatislaviensis, 15 c.) and Missale Wratislaviense from the Wroclaw Chapter Library (Ms no. 47n):
Lewariski, 1966, pp. 46-48.

Further on Lewariski writes: “It seems that this change took place in the face of a choice

asis of the

one could conduct a funeral of the Host, that i, in realistc terms — as understood by the fithful

— of Christ in the form of the Host (then all the funeral-related actions e

because in fact, from the Passion o the matutinm of Easter Sunday e gl aboex
from the church); and when, for example, it was physically mqmmhh w org
e Senlion sapasenb e nbaey eed L Ihesht b el howere
that placing a consecrated Host, that i, the living Body of Christ, into a Sepulchre was, 2s a mat
ter of fact, illogical. This is referred o in a fragment of Depositio Crucis contained on the pages of
the 13%-c. Ondinarium Tiricense (Zurich, Zentralbibliothek, Ms C. 8b, fol. 521: “Contra omnem
rationem est, quod in quibusdam cecleiis Eucharisia in huiusmod archa Sepulchrum representante
poni consuevit et claudi, Ibi enim Eucharistia, que est uerum ct uiuum Corpus Chisti, ipsum

adequate guards

Christi Corpus mortuum representat, quod st indecens penitus ct absurdum.” cted fter: Young,
1983, vol. | p. 132, 152. Sce o Brooks, 1921, p. 40; Brooks, 1928, pp. 156157 Corbin, 960,
Pp. 224-225; Eisler, 1969, p. 238; Kapustka, 1998, p. 59. Laying in the Sepulchre both the Host
and an animated sculpure of the crucified Christ, which was also practised, can be interpreted as
follows: “Because the Host is the living body, and thus cannot be used to depict a burial, this func
tion is taken over by an image, which can be considered  rightful personification of the dead
Saviour. It turns out to be the very embodiment of the tormented Christ, something the Host- which
was no longer ‘buried but placed in a temporary repository — could not have been.”; Kapustka,
1998, p. 59,
7 Kapustka, 2008, passim.
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crucified Christ funcrioned as a character in the drama. It attracted the attention
fall the faithful gathered in the church interior and it al
al narrative. The clergymen conducting the ceremony

lone built consecutive

s referring to the Bibli

imag
do not represent any of the figures present during the death and burial of Jesus
It is worthwhile citing the words of Father Zenon Modzelewski, who wrote
about the participants of the Depositio Crucis and the imitative potential of
their actions: “[..] the leading character in the drama is Christ embodicd by the
Eucharist, the symbol of the cross or an adequate figure. His presence weighs
upon the entire ceremony, the more so because several imitative actions and
gestures resembling the behaviour of Joseph and Nicodemus or borrowed from
esticulation are performed in relation to the figure or

the repertoire of ritual ¢
the symbol. There are no references to other participants representing historical
figures. Only a 15*-century record from the Chapter Library in Nysa refers to
the cross in the following way ‘et ponatur in locum sepulchri sicut Yoseph et
Nycodemus cum sanctis mulieribus sepelierunt corpus domini.” But here refer-
ence is made only to imitating actions, not to representing persons. ‘Therefore,

those present at Christ’s burial are only participants in a ceremony, the more so
in that their actions and gestures are of a ritual and not merely imitative nature.

In any case, the ritual rather than theatrical concep of the figures is also ev
insthod st A oot | P Yo T s s e el A
historically were performed by different individuals. If a celebrant washes the
Sacrament, covers the Sepulchre with a rock and seals

cross, carics the Blessed Sacrame
it, then he resembles in his actions the Roman soldiers, Joscph, Nicodemus and
the Pharisees, all at the same time. Therefore, imitative interpretation of these
figures would lead to absurd consequences.””

Julian Lewariski is of a similar opinion. In order to expla

n the above issues

he adopted a surprising, yet apt comparison of the Depositio Crucis to Japanese
puppet thearre: “The performance [ Depositio Crucis) is unique in the way it treats
characters, namely being devoid of dramatis personae. None of the participants
wear a costume or deliver their lincs. In exceptional situations one can only
presume that the person carrying the crucifix or the figure is Joseph or Nicode-
mus. However, ic’s hard to imagine that the celebrant scaling the Sepulchre is
a rabbi or Pontius Pilate’s deputy. From this we conclude that in this performance
the celebrant and his assistants do not represent specific characters, but only
perform actions, the sequence of which sets forth the drama. It is a special
drama, in which the characte: isible in spite of the fact that they arc

are in

" The escucher e w Do i from: Misale Wtidvine (Colle, Nisenss,

2. 1417, fol. 119*-120° (Wroclaw r Library, Ms 48 ). Entire

lished in: Lewaiski, 1999, p. 239, Vermoomtes o analogous sitation in the case of Ondinarium

‘Deferant Crucem ad magoum s, b in specie oseph . Nichodemis i
933, vol. I, p. 164,
Nosslond 1964 p. 50

text of Depositio Crucis pub-
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on stage. The bishop scaling the Sepulchre does not imitate the actions of the

rabbi, but presents to the audience only the action of sealing the Sepulchre.

Similarly, the assistants washing the crucifix represent neither the Marys, John,

he body of Christ was
t

Joseph nor Nicodemus, but rgmind the audience tha
washed after being taken down from the cross. To further clarify one mi

tefer here to a similar solution in Japanese pupper theatre, where cach character

on stage is accompanied by three ningyo-zukais performing all the activities
these operators, dressed in black robes and hoods covering their faces, are also
invisible’ to the audience. Therefore, the Depositio Crucis is an excellent action
drama [...]"

The unexpected comparison drawn by Julian Lewasiski renders perfectly

ctioning of animated sculprurcs of the crucified Christ. The

gures,

personalizing the Saviour in the Depositio Crucis, atracted the thoughts, emotions

and activities of the ceremony participants, forming the fundamental and single
point of reference.”’ Further comparisons pivoting on issues related to puppet
theatre will help us fully understand the real status of animated sculprures of

the crucified Christ in the Depositio Cracis
Incorporating animated sculprures into ceremonics was by no means char

¢ religious culture of the Latin Middle Ages.” Sculpeural im:

acteristic of

were used in different types of rituals and practiscs in nearly every cultural

is one of the

circle.% The presence of sculptural images and puppets in the r

Lewariski, 1966, p. 49. Cf:: “The liturgical enactment of Christ’s burial was already known
in the 10 century. The author of the life of St. Ulrich, bishop of Augsburg, states that on Good
Friday, afier communion, the Holy Sacrament was hidden in St. Ambrose church and covered with
a stone. Nothing is mentioned about the people participating in the performance. The performers

of the ce s, never existed in the

ony, although somehow representing Joseph and Nicod

theatrical way and in fact never belonged t0 the characters of the drama. The only persona dnama

is Christ Himself, Because the Holy Sacrament ook part in the performance, the periona

matis was present not through theatrical imitarion, but through a specific real presence  therefore

he performers of burial deliberately were not assigned thearrical personalitics. Otherwise, two
different methods of portraying a character’s existence would have been mixed, and that not with
our a hitch."s Modzelewski, 1964, pp. 48-49.

Se also: Belting 2

00, pp. 2
As Lotenzo Carleuti and Cristiano Giomet put it briefly: “From the early classical perio

‘monumental wooden simulacra representing pagan divinities were set up in urban and rural temples.

The Roman historian Livy, among others, indicates that these statues played an important role in

sacred ceremonies: ‘From the temple of Apollo two white cows were led through the Porta C
menals ncothe iy behind these owo satues of Juno Regia n cypres wood werecarred’ Th

rich corpus of extant medieval woode ther with some decailed written s

confirm the substantial affinity between the pagan and Christian worlds. Obviously the actors
hange.’s Carlerti, Giometti, 2003, p. 37. Cf: Donnelly, 1981-1983, pp. 32-35.
Numerous cxamples of using animated sculpuures in different types of religious ceremonies

e given by puppet theatre historians. ards ancient Egypt, Greeee and Rome, sce: Bochn,
19724, passim; Byrom, 1996; Early, 1955, pp. 13-38; Jurkowski, 1996, pp. 35-51; Magnin, 1862,

pp. 9-34. Sce also: Elderkin, 1930, pp. 455-479.

-—
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fundamental issues addressed by theatre historians, who ascribed the origins of
this branch of art to behaviours related to the worship of deities.” In the light
of our deliberations what is important s that different types of figures, sculptures
or puppets h.m assisted man in contact with the supernatural since the dawn
of time. What is more, they themselves were endowed with divine power, or
ientiied vith che figures of deities and gods. Bearing in mind the multicude
of differences berween Christian culture and other religious cultures, we can say
thac animated sculptures of the crucified Christ, used in the Depositio Crucis, in
their own way also interceded berween man and God. Morcover, they could be
identified with Hims

ndeed the problem of idolatry, animation of images, and
treating them as miraculous representations which interacted with the faithful,
constituted one of the most significant features of the religious culture of the
Latin Middle Ages.S>

“The introduction of the figures we are interested in into the Depositio Crucis
strengthened the realism of the ceremony and helped to present the scenes
of the Deposition and Entombment in a more cre

This does not
mean, however, that the ceremony itself thus became more similar to theatre.

From the point of view of these considerations, especially noteworthy is the study by Hen.
ryk Jurkowski: Jurkowski, 1998, pp. 35-43. In his study, the rescarcher refers to contemporary
religious practiciscs using puppets, characreristc of Asia and Africa: “Using the example of the
diverse currently used functions of puppets one could attempt to show one of the most important
cultural processes in the history of mankind: from ritual to secular use of puppets; in other words,
from the sacral functions of the prototheatre o its application in the profnim —as pure entertain
ment”. And frcher: “It is almost certain that the puppet with movable parts originates directly
from cult figures, such as fecish, talisman or idol. An idol — a morionless figy
depicted a deity or idolized ancestor, or their acolytes (c.g. the house spirio), affxed o a sorc of
base (pedestal?). The need to mobilize parts of the figure probably originated in the course of
interactions between the deity and man. African figures

provide us with evidence in this respect

Some of them, immobiliscd on pedestal, have movable heads and arms. At his sage they mai

tained their divine’ functions, which was also proven by their use in many African rivuals. In some
ultures, puppets weregencrallyassigned a divine saus .1 Jrkowski 1998, p. 35. CF: Jukows
1970, pp. 23-28; Jurkowski, 1996, pp. 20-34.
This issue is widely covered — not only with reference to the Middle Ages — by David Freed.
ins Belting (Belring, 1994) and Michael Camille (Camille, 1989). See aso
acha, 1995, pp. 64-71; Wakelin, 1995, pp. 76-86. A good example of
St ey sculprural images of saints, treating them like living human
beings is the custom of dressing and decorating. On this topi see in-depth study by Richard C.
Trntr: Treslen, 1991, pp. 195.331; Trele, 1992, ppr 337564 Trxler, 2004, p. 15-27. Octes
iyl yeliehiek e i Sl SRR R described by Christiane Klapisch.
Zuber (Klapisch-Zuber, 1987, pp. 310-331): “These objects were considered  practical means to
open up the way t© Go Kt T e by exciting their imagin

deliberacely). By the contemplation of these objecs, by their manipulation n play,itual or dramatic
fantasizing, these souls of ‘weaker’ and more ‘malleable’ constitution were led to a spiritual vision of
the sacred veritics. Play, dream, and rite were three facets of a drama that was played out between the
belicver and his God, in which the former gave life o the image of the later, set it up as a senient
actor, and conversed dircctly with it” (p. 311). On this topic see also: Tripps, 20004, pp. 698

k. _ooae
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The use of an animated sculpture of the crucified Christ in the Depositio Crucis
could lead to an opposite result — the intensification of the immanent features
of the ceremony itself as ceremony. The participants in the ceremony regarded
the cross or crucifix kid ino the Sepulchre on Good Friday as a sign of divine
presence, evoking the figure of the Saviour. The Host was, in fact, perceived
as the real body of Christ, though — in terms of visual perception ~ it did not
bear the form of a body. Animated sculptures of the crucified Christ showed
God Incarnate in a realistic way, in human shape, and as such could generate

particularly strong emotions.

Ve do not encounter situations where a cross, crucifix, the host or an ani-
mated sculpture of crucified Christ would be replaced by an actor. Theorerically;
an individual impersonating Christ would seem to create the most convincing
image of the Saviour's suffering and death, as well as the events directly following
Christ’s death. However, it is doubtful that the ceremony attendants would
identify the actor with Christ. The actor — being a specific person, often an
acquaintance of the ceremony attendants — would resemble the Saviour only for
a short period of time, within a specific aristic convention.””

The faithful attending the Deposiio Crucis, when looking at the animated
sculpture of the crucified Christ resembling — sometimes very convincingly — the

I this context see: Maiscl, 2002, p. 84. However, one has to remember that not all animated

sculpuures of the crucified Christ showed Him in a truly realistic way. Really strong emotions could

have been generated by lfe-size igres, especially when cquiped in mechanisms enabling

of head, legs or tongue. Smaller sculpures (especially under one meter high), should be perceived

asles realistic, not so strongly stimulating the participants of Good Friday theatricalised ceremonies.
7 “This case is best explained by the practise of performing mystcry plays, usually involving

members of the local community; such as the townsmen and clergy. It is difficult to believe

the spectators watching the mystery play faled w identify the characters they were watchi
people, usually people they knew, temporarily impersonating the roles assigned to them.
that representatives of the local communities participated in mystery plays is evidenced by an e
in the chronicle of the city of Metz, referring to the Passion play staged in 1437, pointing at the

same time to the dangers associated with being an actor: "And the role of God was taken by a priest
alled lord Nicolle from Neufchieau in Lorraine who was ac that ime the parish priest of t. Vic
tor’s Church in Metz. And this priest was in great danger of his life and nearly died during the
Crucifixion, for he fiinted and would have died had he not been rescucd. And it was necessary for
another priest to take his place and finish playing the parc of God, which pricst was one of the
exccutioners and guards in the said play. Nevertheless they gave his rolc to another and played out
the Crucifixion for that day. And the following day. the said pricst from St. Victor was restored to
health and played out the Resurrection and performed his part very nobly. And this play lasted
And in this play was yet another priest called lord Jehan de Missey who was chaplain of

four da
Mairange, who took the part of Jud:
unconsciousand cemed dead, o he md finteds herfore he wasswifly aken down and c

because he was lefi hanging t0o long, he also was

16 (in this publication, numerous other source
g the role
50. See

ransiaton,aie. Merdich, Ty, 1983, p. 115,

records pertaining to people enacting Christ in mystery plays). On the method of shapis

o Chrt i mystry plays, s, in pariclar: Damingoes, 2007 Mair (L), 1997,
1991, pp. 176

also: Robinson,
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really relat-

appearance and features of a human body, could feel that they wer
ing with Christ. The figure, which enhanced the realism of the ceremony, had
a status that could not be assigned to an actor. Being a cult or devotional object,
a permanent element of the church interior, the destination of pilgrimages and at
times renowned for its miracles, the figure was percived as being endowed with
special powers® (the impact of the image grew when it functioned simultancously
as a repository for the Host, as it contained the real body of the Saviour).%” In this
context we can conclude that although the introduction of animated sculptures of
the crucified Christ into the Depasitio Crucis increased the realism of subsequent
stages of the ceremony, it did nothing to weaken its tis to the liturgy. On the
contrary, it raised the status of the ceremony and its impact on the faithful.
addressed is the issue of when, where and in what

What remains to be
circumstances animated sculptures of the crucified Christ were used for the
first time. ‘The origins of this type of figures are usually traced to the need to
adapt liturgical rites hundreds of years old to newly developing forms of piety

 “This is not taken into consideration by, ¢.g., Julian Lewasiski, who writing about the func

sculpture of the crucified Christ, used in Zagari, evidenced by the
lar, claims: “In 7.

Apart from the effect of removing

tion and status of animated
record of the Depositio Crucis in the breviary of the Canons R
canons carried the figure on a bier towards the Sepulchre |

the figure from the cross, equally important are practical considerations. The lar
the tomb with difficulty, while the figure with folded arms was easily placed on or inside a long

sarcophagus. One can also perceive this action as an attempt to realisticaly repeat the activities
carried out on Calvary - a commendable intention, though shifting this fragment from allegoric
w0 mystery play poetics. When the figure of Jesus was taken down from the cross, it was devoid of
its religious significance and became a sculpture, a picce of art, and for our purposes ~ a silent
Lewariski, 1999, p. 62. It s hard to understand why the figure removed from the cross
in “is eligious significance”. Equally hard to comprehend s why it became
ing been removed from the cross. Finally the starus held

al year on the same

would lose rather than
“a seulpture, picce of art” only after h

 the crucified Christ, used throughout the liturg
on the cross, devoid of movable elements, docs not

by animated sculpuures
terms as all other figures of the Saviour hung
permit them to be treated as a peculiar kind of “actors”. And as regards the change from allegoric

the use of an animated sculpuure of the crucified Christ in the Deposicio

to mystery play poctics
Grucis could only raise the stature of the ceremony, and not have impact on s secularisation. In
this context sec comments of Irene H. Forsyth on the use of sculpuures of Virgin Mary and Child
in the liturgical dramatizations of Officium Stelae, performed in France bewween the 11% and 13
centuries: Forsyth, 1968, pp. 215-222; Forsyth, 1972, pp. 49-59.
© “The figure containing the Host would in this case be called Christ’s Body; not only through
devorional associations caused by the naturalism of the form and unambiguity of function, or pure
alogy berween the depiction and the sscramental bread, but additionally by transferring the power
by the emergence of a semantic mechanism

< b

ex comtactu. The seulprure became a miraculous ‘ima
characteristic of reliquarics, whose existence expands thanks to the fact that they contain holy rel
ics. The figure of Depuritio becomes, thercfore, a reliquary containing the Host — the most valuable
of relics. And as such the influential power of the sculpture extends its scope. Christ becomes
1998, pp. 60-61. On this subject ~ but mostly in the context

Aballca, 2003, passims
Tripps, 2000,

realistically present in it."; Kapustk
of permancnt monumental Holy Sepulchres with figure of dead Christ — see
Kapustka, 2008; Schmiddunser, 2008, passim. See also: Petersen, 2004, pp. 121-1

p. 155,
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in the 13% century in Northern Europe, particularly in the German-speaking
countries.” Passion picty and G

man mysticism were thought to create the
right armosphere for these sculptural representations of a realistic nature that
could strongly affect the emotions of the faithful participating in the increasingly
common theatricalised Holy Weck liturgical ceremonics.

These ideas, however, are not confirmed by the records of the Depositio Crcis,
The analysis of the records does not provide any evidence for presuming that the
use of these figures in liturgical ceremonies was directly related to then-developing
Passion piety or mystic trends. As already mentioned, the texts of the Depositio
Crucis, mentioning the need to usc animated sculptures of the crucified Christ,
do nor differ significantly from carlier texts referring to the need to introduce
the cross, the crucifix or the host into the Good Friday ceremony. OF course we

should not trivialise the effect of passion piety or mystic trends in popularising
more realistic presentations of the scenes of the Depasition and Entombment in
the Depositio Crucis, In no way can they be regarded as having an immediate
effect on the development of animated sculptures of the crucified Christ. Many
iconographic themes present in late medieval paintings or sculptures actually
owe their existence to Pa

on treatiscs or mystic visions.’ It bears mentioning
that the sculprures discussed here do nor differ in principle from other figures
of the crucified Christ, their only distinguishing feature being the mechanisms
allowing for the animation of the image. In terms of style they are similar to other
sculptures of the crucified Christ common in Europe in the late Middle Ages.

Most importandly, the oldest animated sculpturcs of the crucified Christ,
cither known from sources or preserved, do not display any links with the

Depositio Crucis; neither do they have any connexion to German-language ter-
titory. One of them, which has not been preserved, was used in a Passion play,
namely the Anglo-Norman La Seinte Resureccion, dating back to ca. 11757
Several of the oldest sculptu

s which have survived to the present day were
created in Ttaly or Spain, where the Depositio Crucis emerged late and was not
widely popular.”# Some of the

1 constituted elements of monumental Deposition
sculptural groups — in their case, the possibility of folding the Saviour’s arms is
the cffect of tampering with the works’ original structures.’ In attempting to
establish the origins of animated sculptures of the crucified Christ, one must

" The shape of ate medicval picty and its determinants is widely addressed by: Kopec, 1975
Kopec, 1981; Kpt, 1993; Swanson; 2000,
See, in particular: Taubert, Taubert, 1969, passim.
i
On iconog

raphic motifs inspired by passion trcatises or mystical visions sce, e.g.: Dobrze
niccki, 1981, pp. 131-151; Marrow, 1979; Pickering, 1966; Ringbom, 1965; Schupisser, 1993,
pp. 169-210.

* See: Chapter 11 in the i o dy.

1 See: Bernardini, 1995, p. 28; Corbin, 1960, p. 243; Donovan, 1958, p. 2

B T ety
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consider the theatrical functioning of the monumental Deposition sculptural
k liturgy

groups, as well as the potential impact of Passion plays on Holy Wer

2. The use of animated sculptures of the crucified Christ

in paraliturgical Good Friday ceremonics in Spain and I

aly

Monumental Deposition sculptural groups were created between the 12% and
13 centuries. Sixty-nine of them survived to the present day, with a decisive
majority on the territory of Italy (33) and Spain (30).”® The oldest of these

Peninsula.”” There

relics, dating back to the 12" century, come from the Ibe
is no consistency as regards their original location — they we
cathedral and parish churches; some were elements of sacral interiors intended

¢ made both for

for religious orders, such as the Benedictines or Augustans.

Little information is available on theatricaliscd Good Friday ceremonies which
made use of the Spanish Deposition sculptural groups, and most importandy, there
are no related records.” Itis certain that the Holy Weck ceremonies performed in
Spain in the 12" and 13" centuries were not associated with the Depositio Crucis,
which was not present in liturgical books from the Iberian Peninsula.” We do,

however, have at our disposal the texts of the Visitatio Sepulchri, characterised
ies.* Th

by a developed dramatic structure and particularly extensive dialog
monumental Deposition sculptural groups themselves give us a picture of the
early theatricalised paschal triduum ceremonies. Ofen, these sculptural groups

functioned within the context of other paintings and sculptures — specific in

their iconography and symbolism.

The 12* century sculpture of the crucified Christ from the Benedictine
church of San Pedro in Siresa, originally one element in a monumental Deposition
group (other sculptures comprising the group did not survive), can serve as our
starting point for the reconstruction of early forms of Good Friday ceremonies
ed

celebrated in Spain, and the origins of the animated sculprures of eruc

Five artcfacts survived in France and one in Belgium. The primary study pertaining to the
monumental Deposition sculptural groups is the publication La Deposizione lignea in Europa.
of this type: the time and plc of their existence, workmanship technique, iconographic variants
and their function. Additionally, it includes an exceptionaly rich list of literature on the subject.
Sce also: Bernardi, 2005, pp. 76-78; Bino, 2008, pp. 218-226,

On Spanish reics, sce in particular: Schilicke, 1975; Camps i Soria, Dector, 2004

forma (Sapori, Toscano, 2004). It contains detailed information on works

* The absence of carly sources on Good Friday ceremonies, and possible link between monu
mental Deposition groups and the paschal triduum rituals, is indicated by: Julio 1. Gonzdlez Mon
tafés (Gonzlez Montanés, 2002, pp. 31-33) and Xavier Dectot (Dectot, 2004, pp. 66-69). Cf
Sanchez del Barrio, 1991, p. 23; Tripps, 2000a, pp. 148-149. Sce also: Bino, 2008, pp. 218-226.

Corbin, 1960, pp. 120-121
Castro, 1997; Donovan, 1958; Vila, 1996, pp. 91-109.
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Christ. The work from Siresa features a hollow in its back part used for storing
relics of the Holy Cross. Inside the church, the work was displayed in a special
place, namely in the westwerk part, which was a symbolic reference to the Holy
Sepulchre in Jerusalem. This is where liturgy was performed during Holy Weck,
and ceremonies referring to the paschal triduum events organised.’

We can only surmise that the Holy Weck ceremonics practised in Siresa

consisted of the adoration of the sculptural group, whose most important clement
was the figure of the crucific t containing a picce of wood from the Holy

Cross, one of the most significant Passion-related relics. The adoration must have
been expressed through appropriate gesturcs, movements, symbolic activ
incense) lturgical chanting, and perhaps even specially composed songs * Their
content would find a visual equivalent in the monumental Deposition group,
depicting Joseph and Nicodemus, Mary, St. John, and perhaps the thieves. Here
we would be dealing with a theatrical visualisation of Gospel storie:
through sculptural representations, which were passed on in choral pieces -
liturgical (c.g. antiphons) or containing only religious content. The westiwerk
itself could serve as stage design for the celebration of the Visitatio Sepulchri.®
Architectural replicas of the Holy Sepulchre taking on various forms in Spain,
from wesswerks to independent chapels attached to the proper church building,
were often used as venues for Holy Weck celebrations.* This is evidenced by,

On the sculprure from Siress, s Espasiol, 2004, pp. 520-521, 543-544; Lacarra Ducay:
1995, pp. 48349
In this case the tradition of composiny
Bino, 2008, pp. 23! Sece also: Pinell, 19
o Fanere By

Planctus is worth mentioning, scc

! o bous the e of the sulpure in quesion in thesrcalsd Hol
Week ceremonies: “El Crucifcads del Am,v.m.d” P S o ecoeuliols

Femama ey e

de reliquias excavado en su dorso, se venero en u

arqicdnic basane excpional n ol panarama ispano: un spco levado por encima e
puerade cnrada e pude nerprtaric como vers ada del westwerk aliomedicval. Pucde
que la reliquia de la Vera Cruz s e ey TS
20na de a ilesia durante la conmemoracién anual de la mucrte y resurreccién de Cristo, contribuy
endo a transformar ese espacio en una réplica simbélica del Santo Sepulcro de Jerusalén, como

turado pretender

ocurria en otras muchas iglsias dotadas de cuerpo occidental. Aunque resulta av
tender un puente entre los Descendimientos conservados y esas pricticas it

que en el caso de Sircsa la abertura que comunica la ribuna con la nave de a iglesia, o el propio

ambito clevado, habrian constituido un espl

ndido escenario para un Descendimiento de la mag:
nitud del que se venerd y que hoy podem v de una ol imgen: o Crcifads de
i o gl oo ek e RmkE Beparol, 2004 A5

4 This situation took place, for example, in the cathedral in Girona: S
Girona dipuso también de un westwerk cuyo primer piso fue utilizado como sede de relevantes
pricticas lntrgicas pascuales, que ahi acabaron por determin aricién del drama sacro. En
Girona, desde ¢l siglo XI e o Vi Soukivi ol cspacio clevado de I tore oci
dental, conocida como Sepulero, era su escenario. Esta dedicacion resulta perfectame

Ia que constatamos en edificios de caracteristcas st Cacs b e e o cisen
esta catedral hubiera un nuevo Descendimiento. Ignoramos cual pudo haber sido su exacaa
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among other things, groups of paintings and architectural sculpeures adorning
these types of structures. The Passion-related themes depicted in these bring 0
mind direct associations with the theatricalised celebrations of Holy Week.**
From the point of view of our deliberations, especially worthy of attention is
the San Justo parish church in Segovia, dating back to the 12® century, with the
adjoining chapel of the Holy Sepulchre, adorned with wall paintings and portal
seulpture featuring iconography related to the events of the paschal tidivum. The
church houses the animated sculpture of the crucified Christ called the Cristo
de los Guscones*

The 12%.

~century animated sculpture of the crucified Christ, with arms
that are moveable in both the shoulders and the elbows, unlike the previously
mentioned work from Siresa, did not form part of the Deposition sculptural
group.™ The use of the Cristo de los Gascones in theatricalised Holy Week livurgical
ceremonies is not confirmed by written sourcs. Its construction, however, leaves
no doubt as to the function it fulfiled in this special period of the liturgical
year. This is also indirectly proven by the other aforementioned works from

loclizaciin. pero no podemos obvidr, i descarar como psibe ocliacon, f espacio dloado
ado

nirada y abierto hacia la nave de la iglesia donde sc

con: a la Santa Cruz, situado sobre

00:

custodiaban importantes eliquias cristolégicas’s Espatiol

cal dramas from Gitona se: Donovan, 1958, pp. 98-119.

4, pp. 545-546. On texts of liturgi
n grupo de este género habria armonizado perfectamente en ese marco arquitecténico

¥lo prucba la presencia de este tema (o secuencias de la Pasién, Mucrte y Resurreccign de Cristo
que Io anteceden y suceden) en otros espacios de una dimensién simbélica equivalente. E asi en
Ia wibuna de Saint-Savin-sur-Gartempe, cuya decoracion pictérica abarca un amplio ciclo de estc
ay Crucifixion — se ubica en el timpano de la abertura

género y donde ¢l Descendimiento — no

que da sobre a nave de la iglesia. Saint-Jean de Le Liger, una réplica arquitectonica del Santo
Sepulero de Jerusalén, se decora con ...m.\.. e pinus que incluye desde s Naividad has
Domsién dela Vegen Los dosis Pasién

a Resurreccion de Cristos en la mm‘m Santo \Lpu]‘m i i bt
huevo un edificio de planta cenrralizada J..pm aci6n del de Tierra Santa, los dos capiteles situados
en el arco wiunfal, en la cmbocadura del dbside, presentan de nuevo un Descendimiento y la Resur-

reccidn’ Esparol, 20
€ Giehaicachhaerioease linrgial e

maria, 1997, pp- 461
C

onies conducted therein, see: Carrero San.

2003, pp. 355-256; Schmiddunser, 2008, pp. 22-24.

5 “En la iglesia, sc venera una inusual talla de madera conocida como el Crist de los Gascones,
Tradicionalmente, se ha admitido que la imagen fue llevada a Segovia por los repobladores de la
ciudad procedentes de Gaseuia y Alemania, a mediados del siglo XII. Estlisticamente cercano al
Crucifijo de Ofia (Burgos), la singularidad del Cristo segoviano estriba en ser un tipo de imagen
yacente de caraceristicas rominicas y, por lo tanto, cronoldgicamente temprana en relacién a la
posterior popularizacién de esta representacié cristolégica. Tiene los ojos cerrados y estd articulado
de hombros y codos, evidenciando su participacién n na livurgia de Semana Santa. El Cristo de
los Gascones debit jugar un papel primordial e la representacién parateatral de la Pasion, ceremo-
nia que podemos suponer integrada por la Crucifixién — como revelan la perforaciones de los pies

s e e Ia Visaso Spullri’s Carero Sancama
ia, 1997, pp. 463-464. See also: Schmiddunser, 2008, p. 22-24

astin Lanasp
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the San Justo church. The apse, located in the buildings castern par, features
a group of paintings focussing on the victorious suffering of the Saviou
central scene, Maiestas Domini, is accompanied by the scenes of the Last Supper
Arrest of Christ, Crucificion ind Deposition from the Cros.® The tympanum in
the portal leading to the Holy Sepulchre chapel includes an exceprional — in
iconographic terms — representation of the transfer of the relics of the Holy Cross
by St. Helen to the Holy Sepulchre in Jerusalem:?* its composition is related to
the scenes depicting the Three Marys at the Tomb.?!

The animated sculpture of the crucified Christ was the most important cult
object of the San Justo church in Segovia. The Cristo de los Gascones, like the
figure from Siresa, most probably functioned as a reliquary: “La talla del C:
segoviano debié adquirir connotaciones cuasi relicarias y ser venerado como
tal”.2 That is why it was displayed above the main altar, somehow against the

The

# “Mientras en el cascarén de la boveda se ubic una maiestas Domini de caricter apocaliprico,
en ¢l wramo r