[bookmark: _Hlk17724360][image: TSD_logo2010]


Postgraduate/Distance Learning 
Assignment coversheet & feedback form

THIS SHEET MUST BE THE FIRST PAGE OF THE ASSIGNMENT YOU ARE SUBMITTING  (DO NOT SEND AS A SEPARATE FILE)

	For completion by the student:

	Student Name:
Gulliver Methuen-Campbell

	Module code:
AHHI 7016

Module title:
Studying the Medieval


	Student ID number:

1705164
	Educational support needs:
Yes/No

	Module tutor:
Janet Burton

Assignment due date: 30th Aug 19

	If your module has multiple submissions please indicate which piece of work this is.

[bookmark: _GoBack][bookmark: Check13][bookmark: Check14][bookmark: Check15][bookmark: Check16][bookmark: Check17][bookmark: Check18]1st |X|    2nd  |_|     3rd  |_|      4th |_|      5th |_|      6th |_|

	I confirm that this is my original work and that I have adhered to the University policy on plagiarism.
Signed ……………………GMC………………………………
Email submission: if you are submitting this form via email, please tick this box □
(as a substitute for your signature) to confirm that you agree to the above declaration.

	
Assignment Mark
	
1st Marker’s Provisional mark
	

	
2nd Marker’s/Moderator’s provisional mark
	

	
External Examiner’s mark (if relevant)
	

	
Final Mark

	



NB.  All marks are provisional until confirmed by the Final Examination Board.





For completion by Marker 1 :
Comments:


	Marker’s signature:
	Date:

	
For completion by Marker 2/Moderator:

Comments:




	Marker’s Signature:
	Date:

	External Examiner’s comments (if relevant)




	External Examiner’s Signature:
	Date:



Comment on the nature and function of the illustrations in the Luttrell Psalter.
The Grotesque and the Glorious
Throughout the work, there are extensive drolleries, grotesques and demons cavorting around the central text, a feature particularly common in manuscripts from the twelfth to fifteenth centuries, often bearing no particular relation to the text.[footnoteRef:1] These are, to a large extent, a luxurious stylistic ‘filler’ to avoid blank space (where sentence ends mid-page, the blank space is often richly filled).    [1:  Michelle Brown, Understanding Illuminated Manuscripts: A Guide to Technical Terms (Malibu, Calif: J. Paul Getty Museum in association with the British Library, 1994), p. 52.] 

Depictions of Family Life
The depictions of domestic and agricultural activities are a prevalent theme throughout. A short ‘story board’ of scenes depicting the cooking, presentation and eating of a meal (Figures 7-10) is sandwiched between images of fantastic creatures. This begins with Psalm 114/115, v. 1, ‘Not to us, O Lord, not to us but to your name be the glory, because of your love and faithfulness.’[footnoteRef:2] [2:  Michelle P Brown, ‘Sidelong Glances and Silent Screams: The Emotional World of the Luttrell Psalter’, in Quand La Peinture Était Dans Les Livres: Mélanges En l’honneur de François Avril, pp. 45–56 (p. 47).] 

The first scene depicts meat being roasted on a spit by a large and colourful fire, opposed on the facing page by a man cooking at three large cauldrons, which Backhouse suggests represent “the brazen vessels willed to John of Bridgeford”, accompanied by a cook chopping greenery with two large knives and another either stirring, churning or crushing something in a large vessel.[footnoteRef:3] Overleaf, meat is being prepared for the table and brought across to the large dining table to be eaten. Of the two figures serving, one, identified as John of Colne carries a purse and the other a richly decorated cloth, indicating they are of greater importance than the unadorned kitchen staff, [footnoteRef:4]  although “in his will Sir Geoffrey is to leave not only a great deal to his kitchen workers and personal servants”, so it may be that more of them do represent specific members of the household.[footnoteRef:5] [3:  Janet Backhouse, Medieval Rural Life in the Luttrell Psalter (University of Toronto Press, 2000), p. 13.]  [4:  Michelle P Brown, p. 47.]  [5:  Michael Camille, ‘Labouring for the Lord: The Ploughman and the Social Order in the Luttrell Psalter’, Art History, 10.4 (1987), 423–454 (p. 440).] 

“There is a clear demarcation between those who serve and those who sup.”[footnoteRef:6] Depicted alongside Sir Geoffrey Luttrell is his wife, Luttrell’s wife, Agnes Sutton, and two young men and a woman. To his left is presumably his heir, Andrew, who mirrors his posture, and the woman who is likely his wife. The other man may represent one of Luttrell’s deceased sons or his brother.[footnoteRef:7] Aside from the central figure and his family, there are two friars of uncertain identity, possibly symbolic of his status and within his community, but also possibly representative of one of the men involved in the creation of the psalter.[footnoteRef:8] On the table are several metal dishes that shine in the illuminated manuscript, showing the wealth and taste of the patron, contrasted by the relatively modest meal, perhaps displaying “an awareness of the need of some modesty”.[footnoteRef:9] [6:  Camille, p. 439.]  [7:  Michelle P Brown, p. 47.]  [8:  Backhouse, Medieval Rural Life in the Luttrell Psalter, p. 13.]  [9:  Michelle P Brown, p. 47.] 

There are similarities in this image to that of the Last Supper (Figure 11) discussed below, although I feel that this is perhaps over-analysed, and may be is more a representative of the style of illustration than a visual analogy likely Sir Geoffrey to the figure of Christ. The scarf worn by the unnamed servant has been described variously as “an exotic eastern-style striped scarf reminiscent of a Jewish prayer shawl”[footnoteRef:10] and a towel,[footnoteRef:11] which is definitely an important distinction. In both images, there is a servant centre-left kneeling slightly and facing the central figure, but in the family scene this is likely more a reflection left-to-right reading order. A direct analogy would perhaps be blasphemous, although it is not the only such image in the text.[footnoteRef:12] In f. 202v (Figure 22), the image of Sir Geoffrey in armour on horseback is claimed by some to mirror the opposing depiction of Christ and King David (Figure 23), with the helmet and sceptre mirroring the crown and nimbus.[footnoteRef:13] All of this imagery put together reinforces the divine justification of the social strata, and the God-given right of the Lord of the Manor to govern his lands. I find it hard not to be sceptical of these analyses; almost all of the richly decorated images are on opposing pages, as to me it makes sense to put more work into a page that would be seen more often. Both images are richer in gold than any other in the work and relatively free of ‘filler’ with far smaller and far fewer cartoonish fantastical beast woven into the frame. I would suggest that these pages represent more the work of a ‘master craftsman’ than the rest (compare the style and detail of the margins), and while he would certainly be motivated to portray his patron in a positive light, I think the analysis of the symbolism may be a little over-cooked.  [10:  Michelle P Brown, p. 47.]  [11:  Backhouse, Medieval Rural Life in the Luttrell Psalter, p. 13.]  [12:  Richard K Emmerson and PJP Goldberg, ‘The Lord Geoffrey Had Me Made’: Lordship and Labour in the Luttrell Psalter’, The Problem of Labour in Fourteenth-Century England, 2000, 43–63 (p. 51).]  [13:  Emmerson and Goldberg, p. 54.] 

Above the head of the central figure of Sir Geoffrey are the ominous words Tribulationem et dolorem inveni, Et nomen Domini invocavi ‘I met with trouble and sorrow and I called upon the name of the Lord’ (Psalm 115.13). This may seem a curious choice for a domestic scene until we examine the family life of Sir Geoffrey. In 1309, his daughter was caught up in a scandal and he had lost his eldest son and heir by 1320.[footnoteRef:14] Camille also brings into discussion the fact that Sir Geoffrey “and his wife discovered the horrible truth that they were related by the third and fourth degrees of consanguineity which would make their children illegitimate”, which was later given dispensation after a long period of waiting, suggesting the Luttrell Psalter was an attempt to ‘make good’ and regain some credibility and respect.[footnoteRef:15] This is somewhat countered by Emmerson and Goldberg, who argue that “the strategy of seeking retroactive dispensations was not uncommon among the aristocracy of this period” as arranged marriages among kin were not unusual and the church was loath to dissolve existing and apparently stable marriages.[footnoteRef:16] Indeed, the majority of the work has a celebratory feel to it, to it would seem out of place to have something so openly contrary to this in such an important illustration. [14:  Janet Backhouse, ‘Luttrell, Sir Geoffrey (1276–1345), Landowner and Patron of the Luttrell Psalter - Oxford Dictionary of National Biography’, 2004 <https://doi.org/10.1093/ref:odnb/55405>.]  [15:  Camille, p. 440.]  [16:  Emmerson and Goldberg, p. 47.] 

Depictions of Agricultural Life
Amidst the Psalms, there is a lengthy sequence of illustrations of agricultural life (Figures 12-20). Figure 12 portrays a man shooing birds away, while the remaining depict the ploughing of fields, sowing of seeds, tending and harvesting of crops and then the loading up and departure of a cart. 
In terms of illustration, it is worth pointing out that the ground is only drawn where it is directly relevant to the action. In the first and last folios depicting the sequence, it is missing entirely. The plough, so carefully depicted with attention given to both detail, shading and composition “was the most important single piece of machinery in the feudal economy and, together with the four oxen who drag it, represents an absolute essential in the life and prosperity of all levels of society”.[footnoteRef:17] The ground was only important when it was in use by the labourers and this sequence is predominantly a depiction of the labourers, not of the crop; the land was not itself of primary value – but the labour was.[footnoteRef:18] There are further points to indicate that the imagery is symbolic rather than documentary, aside from the plough. The clothing of the ploughmen is richer in colour than would have been available to a labourer of the time, and “carriers, ploughmen, dryvers of the ploughe […] shal not take nor weare no maner of clothe but blanket and russet wole […]and shall weare the gyrdels of linnen accordynge to their estat”, by royal statute, not to mention that the number of oxen is conspicuously low.[footnoteRef:19] The purpose of the images is reminiscent of the smiling, productive farmers of revolutionary Chinese and Soviet propaganda posters (e.g. Figure 21). “As well as being an accurate (which is not the same as realistic) depiction of implements and their use”, the image displays the wealth, stability and power of the family and the area under their charge.[footnoteRef:20]  [17:  Camille, p. 426.]  [18:  Camille, p. 427.]  [19:  Camille, pp. 428–29.]  [20:  Camille, p. 430.] 

Sandler provides an alternative interpretation of the harvest scene on f. 172v (Figure 18). With two women bend over on the fertile ground and a man with a corn dolly suggestively resembling a phallus, she analyses this as a layered symbol of procreation.[footnoteRef:21] That this is framed above by ‘let the fields be jubilant, and everything in them’ (Ps.95, v. 12) gives only more credence to this. Given that the work was hard and brutal, and lives tightly controlled, this is also likely a way of justifying the work as the expected, and Biblically validated, order of things in Medieval England. The positive language and divine justification allow the reader to overlook the toil, after all he “would have wanted to see the order and activity on his demesne represented by willing not forced labour”.[footnoteRef:22] [21:  Lucy Freeman Sandler, ‘The Word in the Text and the Image in the Margin: The Case of the Luttrell Psalter’, The Journal of the Walters Art Gallery, 54 (1996), 87–99 (p. 53).]  [22:  Camille, p. 438.] 

Mnemonics and Puns
The range of imagery is one of power, but also of pragmatism. Sandler contrasts Luttrell with the Utrecht Psalter. In Utrecht, many of the illustrations can be described as literal – metaphors are reflected visually, and the illustrations draw attention in many cases to the text. In Utrecht, “the purpose of the images is to evoke the words, to redouble or reinforce their meaning, and to provide a visual gloss”. [footnoteRef:23] In the Luttrell Psalter, there is a considerable amount of variety in the imagery. In the Gothic style, images frequently appear external to the text, seeming to convert a sense of “complete indifference, irrelevance or even contrariness”.[footnoteRef:24]  [23:  Sandler, p. 87.]  [24:  Sandler, p. 87.] 

While some of the images are rather fanciful, around forty of them have been identified as reflecting individual works within the text, usually in as a sort of mnemonic or coded reference rather than a literal illustration. To use Sandler’s examples, a fool is depicted along Vulate Ps 91:7 “The foolish man shall not know, nor will the stupid man understand these things”(Figure 3) and a bird sacrificing itself for its children is depicted alongside Ps 101:7-8 “I am to become like to a pelican of the wilderness… and as a sparrow all alone on the housetop” (Figure 3).[footnoteRef:25]  [25:  Sandler, p. 88.] 

Sandler discusses the idea of the pictures being a sort of mnemonic device. This suggestion is backed up to some extent by the contemporary references, such as the work of Thomas Bradwardine suggesting that the  “the student of memory technique […] make use of images as they are made in churches and by the decorators of manuscript”[footnoteRef:26]. Accoding to Carruthers, “Bradwardine considers the method for remembering "by words" as being essentially a matter of building upon a method of remembering by syllables”[footnoteRef:27], which is reflected to some extent in the illustrations around the word notos/notas on f157 (Figure 2) and f180 (Figure 4). According to Sandler, this is a sort of visual pun on as it can mean ‘persons or things known’ and ‘mark or brand’; the six markings in the ornamentation on f180 are not seen elsewhere in the text (it is marked) and the wine being poured into the mouth of the figure depicted at the bottom of f157 is perhaps a reference to a mark or brand of wine.[footnoteRef:28] A similar visual cue can be seen on f181 with the heads of lots of children poking out of a richly decorated coach, likely to remind the reader of the iusticia illius in filios fililorum (Figure 5).  [26:  Mary Carruthers, ‘Thomas Bradwardine," De Memoria Artificiale Adquirenda"’, The Journal of Medieval Latin, 2 (1992), 25–43 (p. 26).]  [27:  Carruthers, p. 28.]  [28:  Sandler, p. 91.] 

There are around forty such images exist in the text and their use as a coded visual index is not limited to psalters. This iconic imagery is also seen in a less intricate form in other texts from a similar time period, for example the bubo visual pun in the work of John of Arderne, meaning both a boil and an owl (Figure 6) used as a quick way for the reader to track and find the relevant passage. [footnoteRef:29]  [29:  Sandler, p. 88.] 

Conclusions
Millar described the Luttrell Psalter as “a national monument of the first importance”[footnoteRef:30] due to its detailed portrayal of medieval life, however the conscious choices of the what is portrayed suggest something more socially meaningful. It is “a nostalgic vision of an earlier 'golden age' of feudal order at a time of crisis and change”, [footnoteRef:31] displaying a how things ‘should’ be, with the hard working labourers fulfilling their roles diligently and higher ranking member of society sitting side by side with clergy, close to God.  [30:  Eric George Millar, ‘The Luttrell Psalter and the Bedford Book of Hours’, The British Museum Quarterly, 4.3 (1929), 63–66 (p. 63).]  [31:  Camille, p. 448.] 

The combination of ‘storyboard’ narrative sequences, mnemonic visual puns and gloriously grotesque filler show a merging of different illustrative traditions, that culminate in a document that communicates notions of richness, taste and power. The lavishness of the drolleries communicate taste and wealth, while the depictions of the family and estate demonstrate both a sense that this was how they felt the world should be.
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Figure 23 British Library Add MS 42130 f 203r
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