


This commentary is on the mosaic of Roger II (1095 – 1154) being crowned by Christ, which currently sits in the church of Santa Maria dell’ Ammiraglio [La Martorana] in Palermo, Sicily – and can be dated to the early-to-mid-1140s.[footnoteRef:1]  Though the presence of the complex within Palermo can be traced back to 1143 – the date to which it was founded by George of Antioch, the Admiral of Sicily (ammiratus ammiratorum) from 1131 to 1152 – the timescale of as to when this mosaic was created specifically is far harder to trace, as are the artists that were commissioned to produce it, and given the ever-changing political landscape of this period therefore makes it difficult to put some of the more subtle aspects of its design into a specific context.[footnoteRef:2]  It is important to note that though educated guesses by scholars do exist in connection to these questions, it is currently impossible to know for certain given the lack of solid evidence – a document, for example, that would tie an artist or a date to the project. [1:  Hayes, D.M. 2013. 'French Connections: The Significance of the Fleurs-de-Lis in the Mosaic of King Roger II of Sicily in the Church of Santa Maria dell’Ammiraglio, Palermo', Viator, v44 (1): pp119]  [2:  Baker, D., and Bryer. A. 1973. Relations between East and West in the Middle Ages (Edinburgh: Univ. Press), pp85, Hayes, D.M. 2013, pp119Top of FormBottom of Form
] 

Conversely, the presence of both the signatures of both George of Antioch, and of king Roger on the charter from 1143 have only served to complicate this issue further, in the sense that it puts the level of involvement of Roger into question.[footnoteRef:3] At a glance, it may appear that Roger had significant input on the project, but this may not in fact be the case.  Though it would be a given that Roger did indeed have some influence as to the general direction of the project, the extent to which this occurred may merely be the oversight of construction efforts, and the approval (and signing of) planning permissions.[footnoteRef:4]  Discussion of design and intent, therefore, should turn to George of Antioch, seeing as he had sought to found the church in the first place – and as such was far more closely involved in the project, as opposed to Roger who seemed to be playing his role from a distance.  As an Eastern Orthodox Christian originally from Syria, the involvement of George in this project goes far in showing not only how Roger was able to appoint capable advisors in connection to their own merit (by not discriminating on the basis of their ethnicity or religion), but more importantly the extent to which multiculturalism was an integral part of how Sicilian society functioned during the eleventh to thirteenth centuries. To put this point briefly into perspective, George was appointed Ammiratus ammiratorum (from the Arabic amīr al-baḥr, literally “emir of emirs” or “commander of commanders”) in 1131 as a reward for his efforts in suppressing the independence movements in Apulia and Calabria – among which he was able to force the city of Amalfi into the submission of Roger.[footnoteRef:5]  Multi-cultural societies such as Sicily offered not only a large degree of social mobility to people such as George (and his peer, Christodulus), but also the means to which they could shape the physical (and by extension cultural) environments around them; something that the Church of Santa Maria demonstrates well, as do the mosaics within it.[footnoteRef:6] [3:  Hayes, D.M. 2013, pp120 ]  [4:  Hayes, D.M.,2013, pp121]  [5:  Baker, D., and Bryer, A., 1973, pp86]  [6:  Baker, D., and Bryer, A., 1973, pp87] 


Through this notion one can gain begin to examine the far more subtle aspects of this Mosaic’s design in connection to their performativity – namely the robes (which features the Fleurs-de-Lis) worn by Roger, and the Loros that rests atop his head.[footnoteRef:7] Although the use of a Loros in this context is far more understandable in this context the presence of the Fleur-de-Lis in this image, however, is not. Why, from a sigillographic perspective would the artist (or indeed Roger) adopt a symbol that had been closely associated with the French monarchy since the era of the Merovingian kings – as opposed to using their own?[footnoteRef:8] While the Fleur-de-Lis was also adopted in Byzantine locales (after being introduced by Theodore II Laskaris of Nicea), this is a mid-thirteenth century development, and therefore post-dates this piece by more than one-hundred years.[footnoteRef:9] Given that the timescale of this piece is relatively hard to trace the reason behind this decision, remains unclear. If the mosaic was completed after 1147, for example, one can assume that it was closely linked to the notion of a shared heritage that had emerged from Roger’s friendship with Louis VII ( r.1137 – 1180), and the summit held at Palermo in 1149 – following Roger’s protection of Louis’ fleet from Byzantine ships at Crete earlier the same year.[footnoteRef:10] Alternatively, if completed in the period of 1149 – 1151 this mosaic could also be in response to Roger’s marriage to Sibylla – the sister of Duke Odo of Burgundy, and a descendent of Hugh Capet – and would therefore be a commemorative piece designed to signify his new connection to the house of Capet.[footnoteRef:11] [7:  Hayes, D.M. 2013. 'On the Significance of Roger II of Sicily's Antiquated Loros in the Santa Maria dell'Ammiraglio, Palermo', Allegorica, v29 (1): pp52, Hayes D.M 2013, pp121]  [8:  Hayes, D.M. 2013, pp121]  [9:  Hayes, D.M. 2013, pp122]  [10:  Hayes, D.M. 2013, pp122]  [11:  Hayes, D.M. 2013, pp123] 

As mentioned previously, the use of a Loros in this case is slightly easier to understand, in the sense that this is to be expected from the king of Sicily during this period. That is, of course, to co-opt the imagery of their Byzantine (or Orthodox Christian) neighbours, and to use it as a signifier of power and control over the conquered peoples of Sicily.  The main question here, however, is as to why the artist would depict a loros in this piece at a point when it had fallen out of fashion for the best part of forty to fifty years. To put this into context, the loros first emerged in the mid-9th century in the form of a robe (similar to a Roman trabea or toga picta), to which it eventually changed into a jewelled headscarf, as described by Constantine VII in the Book of Ceremonies – where it was designed to signify the burial of Christ (wrapped in a shroud).[footnoteRef:12] The loros had then fallen out of style post-1100, and has been observed in few artistic depictions following this period.  This would suggest that the artists had some vague knowledge of Byzantine fashions, and therefore may have originated from (or had visited) Constantinople.[footnoteRef:13] [12:  Hayes, D.M. 2013, pp57]  [13:  Hayes, D.M. 2013, pp58] 
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