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ABSTRACT

The Study of Biographical Trajectory of Portuguese 12th Century llluminated Manuscript:
LECCIONARIUM ALC. 433 from Alcobaca Collection held by The Biblioteca Nacional de Portugal

This thesis presents an interdisciplinary approach to a 12t century illuminated manuscript, a Leccionarium
(Alc. 433), produced in Alcobagca Monastery which currently is being preserved at Biblioteca Nacional de Portugal in

Lisbon.

The aim of the work was to trace the biography of this illuminated manuscript, through the liturgical studies
and to obtain the chronological timeline of the use of materials in Alcobaga scriptorium, through centuries. The
representative folia of Alc. 433 were characterised with h-XRF, UV-Vis-NIR-FORS, and hyperspectral images.

The result indicates that Alc. 433 was produced in the last quarter of the 12th century, followed by addition of
some folia in 13th, 14t and the beginning of 17" century. Materials identification revealed the use of different
pigments in different periods: vermilion and minium (red), copper proteinate (bottle green), yellow lake pigments,
azurite and lapis lazuli (blue). The PCA study of yellow lake dye reproduction indicates the use of turmeric yellow
lake pigment in the initial core. Furthermore, the analysis of iron gall ink also shows that the initial core of Alc. 433
contains the similar ratios of elements with Alc. 11 (primitive manuscript of Alcobaca) thus proved the Alc. 433 was

also the produced in the earliest period of the active year of Alcobacga scriptorium.

Keyword: Portuguese Medieaval Manuscript; FORS; h-XRF; hyperspectral images; yellow lake dye
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RESUMO

O Estudo da Trajetoria Biografica do Manuscrito Portugués lluminado do Século XII:
Leccionarium Alc. 433 da Colecao de Alcobaca Detida pela Biblioteca Nacional de Portugal

Esta tese apresenta uma abordagem interdisciplinar de um manuscrito iluminado do século Xll, um
Leccionarium (Alc. 433), produzido no Mosteiro de Alcobacga e que se encontra preservado na Biblioteca Nacional
de Portugal em Lisboa.

O objetivo deste trabalho foi tragar a biografia deste manuscrito iluminado, através do seu estudo litargico e
obter a linha cronoldgica da utilizagao de materiais no scriptorium de Alcobaga, ao longo dos séculos. Os félios mais
representativos do Alc. 433 foram caracterizados h-XRF, UV-Vis-NIR-FORS e imagens hiperespectrais.

O resultado indica que o Alc. 433 foi produzido no ultimo quarto do século Xll, e que foi enriquecido com a
adicao de folios e/ou cadernos nos séculos XIIl, X1V e inicios do século XVII. A identificagdo dos materiais revelou
0 uso de diferentes pigmentos em diferentes periodos: vermelhao e minium (vermelho), proteinato de cobre (verde
garrafa), pigmento lago amarelo, azurite e lapis-lazuli (azul). O estudo PCA da reproducéo do corante lago amarelo
indica 0 uso de agafrao no nudcleo inicial do pigmento. Além disso, a analise das tintas de escrita evidenciou uma
analogia de composicao da tinta ferrogdlica utilizada no nucleo inicial do manuscrito Alc.433 e da tinta ferrogélica
utilizada no texto do Alc.11 (outro manuscrito produzido nos primeiros anos do scriptorium de Alcobacga) o que

comprovou assim que também o Alc. 433 foi produzido na mesma época, isto &, em torno de 1175.

Palavras-chave: Manuscrito Medieaval Portugués; FORS; h-XRF; imagens hiperespectrais; corante lago amarelo
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This thesis is parted into four sections according to its purpose. The beginning of each part is decorated
by Batik (UNESCO 4.COM 13.44), medieval Indonesian wax-dye textile illumination technique, personally

designed by the author of this dissertation. All motives are inspired from the pattern used in Alc. 433.
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Chapter I: Introduction

1.1. Devising New Approach

“Quos libros non liceat habere diverse. X. Missale, epistolare,
textus, collectaneum, graduale, antiphonarium, regulates,
psalterium, lectionarium, kalendarium, ubique uniformiter

habeantur ” (Canivez 1933: vol. 1, 13 and Waddell 2002: 513)!

As a direct source of history, a manuscript can inform us about past civilisation explicitly from the content of
the text, illuminated decoration and production techniques. However, cultural heritage research on characterising
manuscripts has been developed rapidly due to advance methods on scientific investigation using in-situ and non-
invasive techniques. This is very essential to the manuscripts due to its preservation. In the past two decades,
hundreds of medieval books have been researched scientifically. The collections of medieval illuminated manuscripts
from several scriptoria in Europe were investigated and proceed towards new studies of its materials, such as
pigment, binder, parchment/paper and writing ink alongside the bookbinding technique. Furthermore, materials
investigation usually complements the historical analysis because several causes, such as culture, economy and
politics, contributed to the scripforia and the production of the manuscript. In Portugal itself, numerous notable
scriptoria spread along the country which were active under the influence of religious Orders, such as Cistercian
Order. One of them is Alcobaca scriptorium- one of most productive Portuguese Cistercian scriptoria. The Alcobaca
Monastery produced approximately around 467 manuscripts (Barreira, 2017) that embodies normative texts, Bibles,
a great variety of liturgical books (for Mass and Divine Office), books pertaining Liturgy, Rules of Saint Benedict, texts
from the Church fathers, among other spiritual readings essential to the monastery (Barreira et al, 2019). It must be
highlighted that the liturgical manuscripts present important information about liturgical practices, celebrations, and
festivities which lead the essential development of the worship practices and how it flourished. Moreover, liturgical
studies present a unique and valuable information for complementing scientific analysis on illuminated manuscripts.
Despite Cistercian liturgy evolved dynamically through centuries, the Cistercian kept the tradition of uniformity, by
trying to keep its main formula and prayers as an effort to preserve the Liturgy as Saint Bernard imagined. When a
Cistercian monastery found a new monastery or mother house, then the exact same liturgy from the monastery would
be copied as a template or model context for the new affiliated monastery, although there were some liturgical

variations, depending on the local context of each monastery.

The annual meeting of Cistercian monasteries — the General Chapter, held in Citeaux- established the
Statuta as the official written testimonies, containing information about various aspects of Cistercian life and
monasteries, namely concerning liturgy (new feasts introduced in the Cistercian Calendar and Sanctoral). Depending

on the typology of the liturgical book and given the length of the texts, some liturgical books are organised in three

1 This statute (Statuta) informs us that each Cistercian monastery should have a uniform set of liturgical books in order to function,
this is, to practice the Cistercian liturgy in a uniform manner.
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or more volumes. By following a multidisciplinary approach based on both liturgical studies and materials

characterisation, a new approach to the study of the chronological bibliography of a liturgical book was accessed.

Between hundreds of illuminated manuscripts produced in Alcobaga scriptorium, Alc. 433 leaves obvious
signs through its folia. It is evident that some folia were the initial core, while some others were added centuries later.
This envisioned the possibility of further and advance research connecting this manuscript through its trajectory from
one period to another, with the history of Alcobaga. Thus, liturgical analysis and materials characterisation were

chosen to acquire this purpose.

The materials used to produce Alc. 433 were analysed in order to investigate the period of production and
changes over time. The primary structure of the bookbinding, that is sewing and supported materials if not changed
overtime will contribute to set the date of the manuscript production as whole. As stated in the first paragraph of this
chapter, this research is also presented within multidisciplinary studies. The important approach to trace the
biography of the respective Alc.433 revealed the complex chronology of the manuscript production in Alcobaga in
the matter of materials, liturgical context, and bookbinding. Finally, the studies will broaden the research approach

within Portuguese illuminated manuscript of Alcobaca’s scriptorium.

1.2. Illuminated Manuscript Time Tracing

Despite the fragility of the materials, illuminated manuscripts are one of most valuable artefacts that arrived
to our days and are substantial to be studied. The number and variety of illuminated manuscripts that survived to our
days are a reflect of its valuable meaning in medieval and renaissance time that guaranteeing their preservations
during centuries. Also because of the previous reason, illuminated manuscripts are not like other artefacts. They
were rarely exposed to the external elements, social upheaval, and unsympathetic restoration- unlike paintings,
frescoes, or stained glass, that makes its materials are mostly in superior conditions (Panayotova & Ricciardi, 2016).
Thus, the illuminated manuscripts studies and researches are always enticing yet challenging. Many illuminated
manuscript studies in cultural heritage approach objectives such as provenance, uses and circulation, and dating.
The studies of illuminated manuscripts are always multidisciplinary studies since it concerns codicological, textual,
palaeographical, and art historical examinations of structures, contents, scripts, iconography, and style along with

the uses within specific communities and individuals involved within the manuscripts (Panayotova & Ricciardi, 2016).

Dating the illuminated manuscript sometimes can be a complement purpose of studies, due to its explicit
context of writing that we can obtain the information of the time of its production directly. For example, the illuminated
manuscript The History of Outremer?, written by William of Tyre which explicitly written in the Crusades time in 12th

century (Folda, 1973). However, this research expands beyond distinguishing the time of manuscript production. It

2 The History of Outremer is the famous illuminated manuscript about the history of Crusades. William of Tyre was an archbishop
in the Kingdom of Jerusalem (Edbury et al, 1991). He wrote several illuminated manuscripts that explicitly telling the story of The
Crusades, such as Historia lerosolimitana.
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is a complex yet informative new approach to study step by step about the manuscript: the core model, the addition,
the materials, the liturgical context, to establish the chronological idea of this intricate manuscript. It is a beguiling
topic with several questions regarding the purpose of the research, since as far as the author searched, the study of
biography of a Portuguese illuminated manuscript produced in Alcobaca scriptorium had not yet been done. Several
research about investigating the transformation of styles and materials may have been conducted, for instance
liturgical manuscript which was specifically dated to be produced in one century (Barreira et al, 2016)3 or the study
of the origin, uses and circulation of liturgical codices (Braganca, 1984; Répas and Barreira, 2016; Barreira 2017;

Barreira 2017), colour tracing on illuminated

manuscript which linked to the spread of the

several Cistercian monasteries (Castro et al,
\ s Ehaslss
Alcobaca \ > e

Al 2014)4, or palaeographical studies on historical

context (Ferreira, 2013)5. By referencing these
researches and their methods of time tracing, it

was very optimistic that the result of this

research would contribute to the chronological

Ehe Stu yof
Trajectory. trajectory of the methods, techniques, and

materials used in Alcobaga scriptorium,

3. The Use
of Materials.

2. Art of
llumination.

regarding the Alc. 433 has 5 different additions

within 5 different centuries. This study resumed

up the chronology of the materials used in the

approaches Kngwledge of scriptorium use of materials, connecting Scriptorium which, of course, beneficial for
to history of materials, and materials science

e e e upcoming research and increased our

knowledge about the medieval Portuguese

Influence of production of Alc. 433, connecting to
Portuguese gnd éllstercian h!story &

scriptoria. Figure 1 spotlights the scheme of the
Figure 1: Scheme of Devising the new approach of the Alc. 433.

3 The study presents 14th century winter breviary Alc. 54 produced in Alcobaca scriptorium that compiled the liturgical study and
pigment characterisation. The transformation in style was introduced during second half of the century showing the scriptorium
was opened and influence by outside world. The result of this research shows the presence of several pigments used during the
Alcobaca scriptorium productive time in 14t century that also linked to this research, such as lapis lazuli (blue pigment) that
commonly known to be used in Alcobaca as mentioned to be “liturgical” colour.

4 The research of “The Secret Behind the Colour of the Book of Birds” traced the distribution of colours in several Portuguese
Cistercian monasteries, including its trajectory to Clairvaux (the centre of Cistercian Order), also the influence of other cultures
such as Arabic and Jewish trade that might affected the pigment source. The investigation was performed in manuscript
contextualisation and the chemical characterisations. The result shows the connection of the colour distribution, including the
influence of the trade during the period (12t century).

5 The palaeography study of this paper “Dating a fragment: a Cistercian litany and its historical context” was investigated only by
palaeographic data from the respective manuscript, in order to production year of the manuscript.
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process of studies as how result and investigation will complement each other, and approaches that were obtained

from this research.

1.3. Experimental Design

The first step of this research was

conducted by the liturgical study of the manuscript

Instrument . . ; .
Preparation. and its context, as shown in Figure 2. This study

corroborated and/or contextualised with liturgy
practiced in the Monastery of Alcobaga. From this

Wit content, it was obvious to distinguish and

eview. In-situ

Analysis.

determine the period of production due to the

typical ceremonies and festive that Portuguese

' 4 /
w \ | Cistercian conducted in medieval time, for
n instance different format of hours, and masses

Observation

of the Manuscript
in National Library.

(Kerr, 2016). Even though the Liturgical uniformity

Results.

was a must under the Cistercian order, each

Figure 2 : Flowchart of analysis process containing multidisciplinary

. e manuscript documents the evolution of the Liturgy
investigations

and a “contamination” of the local context when
confronted with the Statuta. The record of events, new formulas or prayers, and marginal commentaries were
essential to assume the period of time within liturgical context. From different folia and quires which are assumed to

be added in different years, we could see the changes of styles during centuries of Alcobacga scriptorium.

As stated before that the characterisation used are non-invasive and in-situ, it is important to stress that both
techniques are highly suitable and recommended for illuminated manuscripts characterisation since it requires no
sample, fast, portable, and sufficient. The most common used for illuminated manuscript is usually
spectrophotometry, such as the technique used in this research: UV-Vis-NIR FORS. This technique has been used
for pigment analysis especially for paintings- in books or other media. Easy to use, UV-Vis-NIR FORS also exhibits
the spectra in three regions where we can efficiently observe the molecular vibrations and overtones which led to
identification of the molecules. This method was complemented with Hyperspectral Image where we can plot certain
spots and obtained the spectra of UV-Vis absorption. This method enabled the mapping of pigments’ spatial
distribution on the basis of their characteristic visible and near infrared absorption spectral features (Melessanaki et
al, 2001). However, both of them are restricted to be sensitive to organic materials. Therefore, another technique
which is more sensitive to inorganic materials (to characterise inorganic pigment, specifically) need to be used as
well, such as XRF. The h-XRF is very essential for illuminated manuscript characterisation due to its portable
instrument. It is necessary to distinguish the key elements in order to obtain an accuracy of the identification. And
compare to other inorganic characterisation, h-XRF presents faster and effective technique and data interpretation.

In order to obtain the accuracy of the numbers of data, the method of PCA (Principal Component Analysis) and ratio
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comparison were used. All characterisations complemented each other, because one or two techniques are not
enough to determine the result. This multidisciplinary analysis resulted the establishment of the chronological
trajectory of the production of Alc. 433. The entire process of the research is illustrated in Figure 2.

The research is parted in three parts as seen in Figure 3. Firstly, the Historical Biographical Analysis of the
Alc. 433 that contains the reviews and literature studies as well as the comparison of the content, artistic and historical
elements of the manuscripts. This part mostly focused on the liturgical studies of the content of Alc. 433 and on its
context, including tracing back the history of the monastery, and the decoration of the folia.

Literature Studies In-situ &

& Review. Non-invasive
Techniques.

. . . Materials
History of Biographical Utilisation in

Portuguese Studies& Portuguese

Manuscripts Historical llluminated

Events Manuscript

Liturgical
Context

Observation
& Materials
Characterisation

PART | PART I PART IlI
Historic Chronological Trace Materials
Biography Re(’iﬁ)(gjs _ofl the Investigation
Contents & LB
Discussions.

Chronological
Sequence
Result & of Alc.433
Conclusion.

Figure 3 : Research design.
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In the second part: Chronological track of the materials resumed up the use of materials in Alcobaca
scriptorium connected to Alc. 433 (Figure 3). The tracking of materials used to produce illuminated manuscript and
the colour treatise of medieval pigments were also studied to trace the influence in Alc. 433 (in broader scale-

manuscripts produced in Alcobaca scriptorium) with Clairvaux or outside Cistercian Context/or Cistercian scriptoria.

In order to collaborate the liturgical studies, the observation and materials characterisations are restricted
only to several folia (Figure 4) as the representatives of folia of each chapters, as well as presenting each different

period of production.

f232-f234

Figure 4 : The folia that were characterised and the insights of each folio that shows
different initials and decorations.
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Chapter II: Biographical Trajectory of the Alc. 433

2.1. Alcobaca Scriptorium and Its Importance in Portuguese Medieval History

2.2.1. Portuguese Cistercian monasteries and Clairvaux

“Quinque de causis addiscit homo: ut sciatur scire, ut vendat, ut aedificet, ut
aedificetur. Ut sciat, curiositas est; ut sciatur scire, vanitas; ut vendat, simonia;
ut aedificet, charitas; ut aedificetur, humilitas.” (St. Bernard of Clairvaux)é

Portuguese history cannot be separated from the influence of Cistercian Order. Portugal and some Cistercian
Monasteries are part of the European Charter of Cistercian Monasteries, mentioned in 2010 Council of Europe
Cultural ltinerary (Martins & Carlos, 2016). The Cistercian itself was introduced in Portugal in the second half of 12th
Century, deployed its centre in Clairvaux, France. Between 1129 and 1153, St. Bernard of Clairvaux proclaimed the

Cistercian monasticism throughout Europe, including Iberian Peninsula (Rodrigues et al, 2017).

Derived from the word Cistercian in French, the Cistercians, also known as white monks, named after the
village of Citeaux, where the monastic order was formed in the late 10t century to the beginning of the 11th century,
it was then largely spread throughout Europe, including Iberian Peninsula (Brittannica, 2008). Bridging the Cistercian

order from Citeaux to Portugal, of course, the monks carried the specific policies and rules of monastic life.

During the 12th to the end of the 13th century, around twenty-four Cistercian monasteries (male and female)
were founded in Portugal: Tarouca, Tiago de Sever, Alcobacga, Salzedas, Sta. Maria das Junias, S. Cristévao de
Lafées, Sta. Maria de Aguiar, Maceira-Dao, Fides, Sta. Maria de Seiga, Bouro, S. Pedro das Aguias, Tamaraes,
i Serra da Estrela, S. Paulo de Frades e Ermelo (male);
Lorvao, Arouca, Celas, Cés, Bougas, Céstris, Aimoster e
Odivelas (female) (Sousa et al, 2016). However, this
research focused to the Alcobaca monastery and its

biographical history within its scriptorium.

As the 53t affiliation of Clairvaux (Cordonnier,
2009), Alcobaca monastery followed the rules of the
Cistercian uniformity. The monastery construction was

deployed the topography of its origin: the Clairvaux

Monastery (Martins, 2018), which fulfilled the requirement

Figure 5 : The satellite image of Alcobaca monastery capturea Of Cistercian topography that must contain of isolation,
from Google Earth, showing the topography of the location.

6 Quotation from St. Bernard of Clairvaux within the Sententiae 19, states: “There are five reason why men study. To know, so it
be known that he knows to sell, to build, to edify himself. To know curiosity, to be known is vanity, to sell is simony, to build is
charity, and to edify yourself is humility.”
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water, and stone (Jorge, 1994). It was a good example of ideal plan of unity and simplicity of the ideal monastic life
(Martins & Carlos, 2016). The observation through Google Earth in Figure 5 shows that the location of the monastery
is alongside the Rio (river) Baga and Alcoa. As stated in Official UNESCO Website, the monastery was declared as
World Heritage site in 1989. The construction of the monastic precinct of Alcobaga took many centuries: the
monastery started in 1178 (Gusmao ,1992; Gomes, 2002), the church was consecrated in 1252 (Gomes, 2000;
Gomes, 2002), two aisles of the cloister (church and Chapter house) were built with the patronage of King. D. Dinis,
in the beginning of the 14t century; the conversos or lay brothers cloister aisle was probably finished in the 15t

century.
2.2.2. Alcobaca Scriptorium

The major importance of Alcobaca monastery for Portuguese history was not just about religious Order, but
also its contribution for the Portuguese culture. As other medieval monasteries, Alcobaca played an important role in
the transmission and cultural preservation of texts. It is common in the culture of European Middle Ages that
monasteries produced and copied important religious documents and texts which were saved as precious archives.
Thus, it is not surprising that Alcobaca monastery acted as an important cultural centre where the production and
copy of valuable documents as the source of religion practices, or other administrative documents were expected to
be produced and well-preserved. Fortunately, documentation was very essential in Cistercian Order, which led the
Alcobaga monastery to be one of most celebrated and well-known Cistercian monasteries where many codices and

administrative documents survived.

Compare to other Cistercian monasteries in France, Alcobaca scriptorium can be an excellent case-study
(Barreira, 2017) due to impressive survival of books and documents and many of them conserved with several pristine
elements. Presumed to begin the production of manuscripts in the last quarter of 12th century, the scriptorium was
active until early 18th century (Barreira, 2017). According to the database on the Biblioteca Nacional Portugal (BNP),
the liturgical manuscripts produced are from various types: collectars, psalters, missals, breviaries, lectionaries, a
processional, an evangeliary collector, a pontifical and book of hours. Being preserved in BNP, these illuminated

manuscripts are coded Alc. for the abbreviation of Alcobaga following with the code number.

Concerning Alcobaga scriptorium, it must be considered that the constitution of such a library was a long and
complex process, and that was not limited to the copying and preservation of books, but was organised around a
Cistercian community with common interests, namely cultural interest. It was a long process because the production
and/or acquisition of books depended on several factors and was done at the service of the monks, their liturgical
needs and readings (collective or individual). In most of the cases, a monastic library was made by the monks, for
their own use and the all community, which provided the existence of a scriptorium (Nascimento, 2018). Its functioning
presupposed within mastery of skills linked to the production of the book, well organisation in all stages, since the
preparation of the parchment to the binding, as well as the financial capacity to acquire the respective materials
(Barreira 2020). For further recognition of Alcobaga importance, the monastery and its scriptorium essential aspect

were mentioned in several historical documents. For instance, an Italian humanist, Poggio Bracciolini (1380-1459)
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mentioned Alcobaga in his letter?, asking his friend to send him a copy of integrum manuscript of the Noctes Atticae
of Gelilo (Bettini, 2008). This shows the significance of Alcobaga scriptorium of preserving important medieval
manuscript. And despite all social, political and economic crises, the monks were the main responsible for the care
and preservation of the library and the documentation, till the extinction of religious orders in 1834, when the codices
went to the BNP.

2.2. Liturgical Study of the Alc. 433

“Fida memorie custos est scriptura;, hec enim antiqua inouat, noua confirmat,
confirmata, ne in posterum notitite temportum diuturnitate obliouioni trandantur
respresentat” (ANTT, Alcobaca, Particulares, mago 1 doc 13)8

Liturgy is the centre of the monastic life performed in ceremony rituals throughout the day and it is believed
that liturgy is the medium through which Bible and patristic tradition are received, in order to achieve the
understanding to glorify God (Reilly, 2019). Liturgical manuscripts are generally divided into the following parts:
Calendar (concerning the “civil year”, from January to December), the Proper of time (femporale)® that concerns the
feast of Christ, the Proper of saints (santorale), that includes Virgin Mary feasts'® and the Common of saints. This

makes liturgical manuscripts meticulously suitable to trace their historical biography.

The Alc. 433 is a parchment codex that measures 460 x 329 mm, (written space 346 x 225 mm) with a total
235 folia (text in 2 columns, 27 lines). The folia are not visibly numbered. The texts were written in Latin with
Protogothic script. Even though the core of the Alc. 433 was assumed to be produced around 1201 and 1250, it is
known that some folia of this manuscript were added later in different periods due to obvious difference of the context
of the liturgy, as well as the illumination. In Table 1, the liturgical content listed only for the folia that were characterised

within this research, regarding its different period of production.

7 The letter of Poggio Bracciolini mentioning Alcobaca was the Lettere II-Epistolarum libri, where he also mentioned some of his
Portuguese circles with direct access to Alcobaca scriptorium (Bettini, 2008).

8 “Treacherous writing is the guardian of memory; for these ancient intuit away, and new he confirms, confirmed, must be handed
over to oblivion, not even in the represent of the long duration of time,” taken from a charter date in 1176, written in Alcobaga
(Nascimento, 1992)

9 According to Oxford dictionary, Proper of time or Temporale, is a part of liturgical offices that varied according to the calendar
which consists of movable feast, such as Easter (different Sunday every year), Ascension, and Pentecost (Rose, 2016).

10 Reverse with the Santorale or Proper of Saints, which is fixed every year. The Temporale had been recorded to be written in
Iberian illuminated manuscripts since 7t century (Zapke, 2007).
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Table 1 : The Liturgical Content of the Alc. 433

Foliation Liturgical Content Assumed Period Note
f1 Corpus Christi (Office lessons). Quires added to this The Corpus Christi feast was
. . . codex in early 14th authorised by the General
(Add.ed .to the Fgr/a quinta post'octfava's pentecostes. Lectio Century (between Chapter in September 13181".
beginning of prima Sermo de institutione solemne
. - L 1318-1350)
the codex) sacrament altaris. Immensa divinac largitatis
benefitia....
f.15 Festa SS. Trinitate (Trinity Sunday Lessons). Folia added after 1175  The feast was instituted and
- ) - ) thori th I
(Second Dominica prima de sancta trinitate, lectio ?31:1 agtrclasr(?g gipt eemeczr:(?r? 7512
addition only  prima. Sermo beati leonis pape. Cum ad '
with 3 folia)  intelligenda dignitatem summe trinitatis....
f.18v Temporale (the Temporal or Proper of Time) Written around 1175 No information available that
o, . L (the manuscript model could provide an accurate
(Initial core  In die sancto pasche. Lectio prima. Sermo .
; o . L was written before date.
of the codex) beati maximi episcopi. Magnum et mirebile 1175)
donum....
f.228 Exaltatio Sanctae Coronae Domini (Office Quire added around This office was authorised by
dditi Lesson of the Exaltation of the Holy Cross) 1292 the General Chapter for the
(addition) I ftati ¢ domini French context in 1240, and
In exaltation sanctae coronae domini. authorised fo the whole
ectiones ex commentario beati lohannis Christendom in 129213
episcopi....
f.232 Sermo in Assumptione Primus (Sermon of Last addition, around Because of a mention of the
. i Saint Bernard Abbot) 17t Century brother Brandéo (a monk from
(Quire with 3
foli d S beati P.N. B di Abbatis. lecti Alcobaca who wrote the
anootlgf guire p;/rg‘;o Vligol hc'ad.ie gelg?carsé cae?of e Lusitanian Monarchy in the
g inni th
with 2 folia) ascendens.... beginning of 171 Century)

The initial core of Alc. 433 began with f.18v where the Temporale or Proper of Time starts with the lessons
concerning Easter Sunday (regarding the succession of liturgical time, the first volume of the Lectionary begins with

Advent, and stopped before Easter, which is where this volume begins with Easter day celebrations). It is very difficult

11 Canivez, Statuta, Ill p. 338
12 Canivez, Statuta, | p. 82

13 Canivez, Statuta Il p. 258-259
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to date this primitive core of the codex with precision. Thus, we can assume that this folio was produced in the

Alcobaca scriptorium during its primitive period of establishment around 1175 (Barreira, 2017).

The first addition that this codex starts with .15, which was added after 1175. This was assumed by the
liturgical content containing the Festa SS. Trinitate or Trinity Sunday Lessons which was authorised in General
Chapter 1175 (Barreira, 2018).

The second addition begins with f.228 which containing the Office lessons of the Exaltation of the Holy Cross,
which was authorised in 1240 in French context and 1292 in whole Christendom. This folio might have been added
soon after 1292 right after Alcobaca scriptorium received the texts and formulas for its celebration. The September
14th is when this feast is celebrated - Exaltation of the Holy Cross - dedicated rites of the Holy Sepulchre in 4th century
Jerusalem (Baldovin, 2002). In western medieval, the texts explaining the feast was more common to the later
medieval Cross piety particularly through Bernard de Clairvaux, focusing the suffering of the human Christ (Van
Tongeren, 2000).

Afterwards, the third addition received by this manuscript, starts with f.1 that was likely added between 1318
and 1350, since it contains of the feast of Corpus Christi which was authorised in the General Chapter 1318. The
feast of Corpus Christi celebrated annually on Thursday after Trinity Sunday (Davidson, 2011). In medieval English
manuscripts, this feast also recorded post-1318, such as a Franciscan missal with English decoration (Rubin, 1986)
which explained this feast spread in Western medieval after the General Chapter 1318 was authorised- including in
Alcobaca

The last addition to the codex begins with the £.232. The folio was assumed to be aggregated to this
leccionarium during 17th century due to the mentioning of Frei Antonio Brandao'4 (1584-1637), a Cistercian monk
and chronicle who wrote Monarchia Lusitana’® (Barreira & Repas, 2016) on its first four volumes (Gloél, 2017). This
supports the presumed idea that the manuscript’s bookbinding was done in 17t century which presented in detail in
the next chapter. Nevertheless, Brandao depicted the importance of Alcobaca monastery and specifically the

scriptorium where valuable manuscripts were produced from, within the long history of Portugal.

14 Frei Antonio Brand&o was a native from Alcobaca, and a monk in Alcobaga monastery, mastered in philosophy and theology,
and graduated from University of Coimbra. Not only wrote the Monarquia Lusitania, he also wrote another historical and poetic
works. At the age of 73, he died in Alcobacga on 27 November 1637 (This biography was taken from an old archive without author
name, entitled Archivo Popular: Leituras de Instrucgao e Regreio, Semanario Pintoresco Volume VI, dated 1842, the book is
stamped within the Library of University of California, Berkeley).

15 Monarchia Lusytana is books within 8 volumes, started in 1597 by a Portuguese chronicle Frei Bernando de Brito (the first and
second part), continued by Ant6nio Brandao (3" and 4t part), Francisco Brandao (5t and 6t part), Rafael de Jesus (7t part), and
Frei Manuel dos Santos (8t part). The books reflected the Portuguese kingdom, its history for over a century (Fernandes, 2007).
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Alc. 433
Layers

3rd addition
(between 1318 and 1350)

}w addition
(after 1175)

Primitive Codex
(around 1175)

2nd addition
(around 1292)

4th and last addition
(around 17" century)

)
}

Figure 6 : Scheme of the layers of the Alc. 433 according to the
period of the addition.
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Based on the liturgical contents of different
additions to its core of the codex, it becomes clear
that the Alc. 433 received additions over centuries,
up to the beginning of 17t century. The clear
timeline of the addition is shown in Figure 6. It can
be observed that the Alc. 433 had a very long time
of liturgical use by the monks: copied in the last
quarter of the 12t century, shortly after the
foundation of Alcobaga monastery, it received
liturgical offices as they were being authorised by
the General Chapter, which were aggregated during
five centuries of intensive use and received its last
addition in the 17t century. The complete timeline
the General

of the additon and Chapter

contextualisation can be seen in Figure 7.



timeline.

General Chapter
authorised the
“Festa SS trinitate”

General Chapter authorised the
Office of the Exaltation of the Holy
Cross (in French Context)

General Chapter authorised the
Office of the Exaltation of the Holy
Cross (in whole christendom)

General Chapter
authorised the
“Corpus Christi"

last addititon

(4 aflmpes  Sa  qui
Quilom v e s s il st
B e b S

binded

Figure 7 : Timeline of addition of Alc. 433 alongside with the authorisation of the feasts.
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2.3. Bookbinding Studies

Bookbinding studies of a manuscript has a significant
role in order to give us some clues about the manuscript
production period, as well as alteration suffered by the
manuscript along its existence. In fact, bookbinding is also
important to study the archaeology of the book, to carefully
observe the book layer by layer, understanding the sequence
steps of the binding process. If pigment production connects to
chemistry, then bookbinding studies is linked to the craftmanship

due to its importance of requirement of mechanical functionality

and materials.

Figure 8 : The Alc. 433 © C. Casanova. Several bookbinding methods were used across centuries
with different materials and techniques. The most important
characteristic of a bookbinding that needs to be observed are the text block, and sewing structure, supports and

lacing technique, board shapes and covering materials methods.

According to the Szirmai who divided bookbinding methods in several periods, the earliest method of
bookbinding in western medieval manuscript is Carolingian binding, around 8th-12th century and it is earliest sewing
characterised in Western bookbinding tradition. The sewing materials sourced from vegetable origin, and was
frequently used in France and Italy (Szirmai, 2017). The following tradition of bookbinding is Romanesque binding,

around 11th until the end of 14t century were leather thongs replace cords of vegetable origin.

As mentioned previously about the uniformity of the Cistercian liturgical books, it may appear the same for the
bookbinding. The bookbinding of Romanesque Cistercian manuscript between 12-13th century is described to be
stripped down, sturdy, undecorated, and partly made of scrap materials that meant to signal their origin as books
produced within newly reformed community that preferred utility and simplicity over superfluous features, supported
by the use of heavy unadorned tanned leather and seal skin that prevented any form of surface decoration (Turner,
2019). Usually in Alcobacga scriptorium, strong and heavy bindings were commonly found, yet they were mastered

by its handcraft, with precise needle-work and detailed wood and leather work (Casanova, 2020).

Gothic binding followed in period of early 14th-16th century (Szirmai, 2017). The bookbinding looked more
sophisticated as the trend of manuscript making were widespread around medieval Europe, as illuminated manuscript
began to be the trend among the monasteries that led to the more fashioned embellishment resulting the gothic

binding that rich with decoration on the cover (Szirmai, 2017).

Decorations and structure shape lead us to propose that Alc. 433 was assumed to be bind around 17th century.
The bookbinding structure are sewn on 5 raised cords, which are laced in heavy wood boards covered by a plain

brown leather, decorated with blind tools using a geometric pattern (Figure 9), such as central diamond inserted in a
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larger rectangle which is very common in
Portuguese 15th- 17th century binding (Seixas,
2011)16. End-bands are very simple, with
round shape of a single thread on cord, and
the spine is double reinforced with linen straps
and parchment. It shows round metal bosses
and squares for protection and two fastenings
for text-block holding. The binding looks

deteriorated, especially in the spine of the

Figure 9 : The front cover of Alc 433 and details of decoration and book (Figure 10).
embellishment on the front cover. © C. Casanova.

According to  Seixas’  doctoral
dissertation, similar cover design with the
geometric pattern, can be categorised as ‘neo-
Manueliene’ bookbinding style, rather than gothic
(Seixas, 2011). Further research could have been

done for its leather materials characterisation

(binding and endleaves) and analysis to

Figure 10 : The spine of Alc. 433 shows the deteriorated
leather. © C. Casanova complement the liturgical study and archaeological

of the book?7.

16 Seixas identified the bookbinding of several illuminated manuscript which has similar cover decorations like Alc. 433, such as
EM 20 (Museu Municipal Da Figueira da Foz) bind in 17t century, EM 25 (Museu Municipal da Figueira da Foz) bind in 16t
century; EM 26 (Palacio Ducal/Vila Vigosa), bind in 16t century; EM 27 (Palacio Ducal/Vila Vigosa), bind in 17t century,and EM
28 (Palacio Ducal/Vila Vigosa), bind in 16t century (Seixas, 2011).

17 Author was supposed to characterise the bookbinding and analyse it, but due to the COVID-19 global pandemic, the access
was restricted, therefore the Alc. 433 bookbinding was analysed within reviews and reference studies. Hopefully, further research
will complete this work.
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Chapter Ill: The lllumination of Alc. 433

3.1. lllumination Contents of the Alc. 433

“We take special delight in vision because light and colour have singular beauty,
exceeding that of other things that are conveyed to our senses. But it is not simply
the beauty and delight furnished by light, colour, and vision that recommend them to
us, they also possess epistemic of superiority.” (Roger Bacon, 1240)'8

The obvious appearance of illuminated book, compared to other manuscripts, is the illumination. When we
turn a page, it always comes embroidered with bright shapes and subtle line with the various decorations, some also
filled by illustrations. This relates to illuminated manuscripts’ function of symbolising the illumination of the new textual
literacy alongside religious devotion and materials culture. Also, this expresses that illuminated manuscript is
respectively the richest source for identification of art materials and its technique, because the contents within the
illumination were indeed to illuminate those the readers that sometimes the manuscripts were also called by ‘display

books’ in order to describe the colours, decorations, appearances of each page.

In most illuminated manuscripts, the illumination contents generally consist of initial letters, quotations,
marginalia, headings or incipit and closings or explicit, bas-de-page’?, emblem20, headpiece?!, tailpiece22, and
miniature illustration. Some also decorated within chrysography. These contents are various according to each
manuscript, depends on the various factors such as: period of production, the scriptorium and the social environment
that influence the activity of the production (such as politics, religious order, and trade), and the type of illuminated
manuscripts itself. In liturgical manuscripts, these contents may be found due to its function to illuminate the readers
through the words of God present in the context of the liturgy. In the case of Cistercian illuminated manuscripts, the
rule of the Order held a significant role on how to trend its contents. However, for Alcobaga’s manuscripts, these
contents often appeal within various type of decorations, colours, characters, and styles- revealing the essence and
meaning behind the art. For example, in De Avibus or the Book of Birds produced during 1180-1190, magnificent

illustrations of birds were used across the manuscript, which embodies the complete and best example for medieval

8 This quote was written in a medieval English illuminated manuscript by celebrated English philosopher, Roger Bacon. The
illuminated manuscript was written in 12t century, contains of philosophical works and fragments which are today preserved in
The British Library. The quote was taken from a part called Opus Maius part 5: Perspectiva devoted to light, colour, and vision
(Bacon & Linberg, 1996) which philosophically suits the general purpose of illumination.

19 Scenes or images at the bottom of the page usually unframed that may or may not refer to the text or another image on the
page, with French meaning of bottom of the page, and commonly found in gothic illumination (Brown, 2018)

20 A pictorial allegory or symbolic representation, often companied by a motto to identify a person, family or nation (Brown, 2018).
21 A panel of ornament, sometimes incorporating a rubric or heading, stands at the beginning of the text (Brown, 2018).

22 A panel of ornament sometimes containing a rubric or colophon which stands the end of the text (Brown, 2018).
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iconographic studies within illuminated manuscripts (Castro et al, 2014). Unfortunately, the Alc. 433 does not contain
illustrations nor historiated initials due to its function within religious practices. Nevertheless, it does not reduce its
substantial liturgical studies since Alc. 433 was one of most valuable primitive manuscripts produced by Alcobaca

scriptorium, and its function as liturgical manuscripts produced and added in different periods.
3.1.1. Initial Letters

Immense size, decorative, colourful, shady, illustrated, and noticeable initial letters might be the most well-
known content of illuminated manuscripts as it always marks the beginning of a text, of a section, of an important
paragraph, or the beginning of a liturgical formula of a prayer in a profound connection with the text. The significant
shape and size of initial letters are not only for the art purpose, but also holds other intentions: level of significance.
The initial letters have their hierarchical system within the content of the liturgy, the bigger size, the more motifs, the
more significant the level. Therefore, based on this hierarchical system, initial letters are divided into major and minor
initials. The major initials, known as litterae horissales (Brown, 2018), were decorated with delicate geometric and
foliate motifs. In reverse, the minor initials, or litterae notabiliares, served as an adjunct to punctuation (Brown, 2018).
Sometimes, the minor initials consist of several grades. In other words, the firsts are the capital letters of each

chapter, and the seconds are enlarged letters to begin or highlight a new paragraph within the same chapter.

From the perspective of decoration, initial letters are divided into historiated and decorated initials. Historiated
initials are the initials presenting identifiable scene or figures relating to the text, meanwhile the decorated initials are
composed of non-figural and non-zoomorphic decorative elements (Brown, 2018). The Alc. 433 are full with
decorated initials, but do not contain historiated initials. The decorated initials are major and minor initials (with various

size) painted in red, green, and blue.

Folio 18v (estimated around 1175)

— The initial letter S (Figure 11,

left) was painted in red pigment, and

inserted with a light-yellow
background. The letter was formed
within a kind of stem of a plant, which
makes it look foliated. The decorative
S shows the details of white vine-stem

border (bianchi girari), which spread

from Italy in 15t Century despite the

Figure 11 : Comparison between initial letters (from left) f.18v, £.115, and .56
which shows the different size on 1 mm grid. © Biblioteca Nacional de

Portugal. manuscripts from 12t Century

fact that it is found on Italian

(Brown, 2018), so it matches the possibility that this style was a trend of initial letter used in 12th century Alcobaca
(Benulic, 2012).
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Figure 12 : Basic interlacement detail
(left) and the initial letter of S sketched
from f.18v without foliated details

(right).

Folio 15 (estimated after 1175

| me inirang,dile
/1| aciom mends e
Y+ nichil diifum ini
\Frellentia cogiwen’
S linmmo Abunitat
- difcrepar dininit
ongie: Sempiiin
" pari; confempii

The stem was left blank on the parchment. Inside the curves of S,
Interlacement band is seen (Figure 12, right), which was chiefly from
byzantine and Romanesque period as well as old Frankish (Meyer, 1957).
In Figure 12, the comparison between basic interlacement and the infoliated

initial letter shows the clear narrow interlacement within the S curves.

Similar initial letters also appeared in .56 and f.115. The one in f.56
is painted in solid green within the frame with similar white vine-stem border,
meanwhile the initial in f.115 looks more alike painted in the same red and
shady yellowish within the frame. The comparison of the size of these initials

is shown in Figure 11.

(S8

Figure 14 : The basic undulate ornaments (left) and
the ornaments inside the S curve of the initial letters
onf.15.

The initial letter present in .15 is decorated by green and
orangish red colour with undulate ornament (Figure 13). The S shape
looks clearer rather than the initial in .18v. We can see the undulate
ornaments within the S curves. Fingerprinted from the Romanesque

period, its undulate ornament is evidently schematised in Figure 14.

The extension of the initial letter, or cadel, a calligraphic
extension to ascending or descending strokes of letters, usually on the
first or the last lines of a page (Brown, 2018). As shown clearly in the
initial letter in .15, the cadel was extended until the eight line from upper

texts (Figure 13).

Figure 13 : The initial letter S in f.15: the detail
initial letter (above) and the initial letter within

the text. © Biblioteca Nacional de Portugal
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Figure 15 : The variety of initial letters S from
Alc. 421 which was produced in 12th -13th
century. © Biblioteca Nacional de Portugal

4
Figure 16 : The initial letters of (from left) f.134,
f.151 and .16 of Alc. 433. © Biblioteca
Nacional de Portugal

' exact after 1175.

The shape of undulate ornament of the initial letter looks
so similar with the initial letter from Alc. 421 (Figure 15) which
was estimated to be produced in 12th — 13th century (Muralha et
al, 2012). All the S letters have cadel in the corner of left side,
and a short extended pointed shape on the top corner side. The
foliated undulate ornaments look very similar, especially the
green one. This generates the possibility that there was likely a
layout model and format for the design of the shapes and

ornaments for every letter in this period.

Similar S initial letters found in Alc. 433 (Figure 16) in
.16, f.151, and f.134 which are in the same chapter. The foliated
undulate ornaments are present but it was painted in simpler

way without any colour gradation that appeared in the S body

letter in folio (even though it is also possible that the gradation of

green is caused by deterioration).

The S letter present in .16 looks similar with the initial on

f.15, as both of them appeared with cadel. The comparison between
both (Figure 17) shows the S body of S on f.15 is twice larger than
on f.16. This means the hierarchy of the initial letter in .15 is higher
than in .16 (litterae horissales). It is possible that .15 and f.16 were

produced in the same year.

Similar letters like this were found in other folia which assumed to be added
in the same period (Figure 18). The ornaments were also similar and painted with
red and green. The variety of the letters can be seen on Figure 17. According to the
' ornamental decoration and the comparation with Alc. 421 (Figure 15), it is likely that

| the f.15 was added in 12th-13th century- complementing the liturgical content, to be

Figure 18 : The variety of the letters with similar decorations and

_ o _ ornaments, from left: C (f.16v); Q(f.15v); N(f.15v); C(f.16v); and S (. 15).
Figure 17 : The comparation © Biblioteca Nacional de Portugal

size between initial letters from
f.15 (above) and f. 16 (below)
on a imm grid. © Biblioteca
Nacional de Portugal
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Folio 228 (estimated after 1240 or after 1292)

The major initial letter in £.228 is a red L (Figure 19, left)
drawn in the left corner of the page. It almost does not look like
any other initial letter which is decorated distinctly in Alc. 433.
The L letter is only surrounded by a simple filigree: delicate,

conventional designs, usually in gold, on a flat coloured surface,

in overall patterns of curling vines, branches, and sprigs and/or
e B 2% § ~ leaves; used as a background to miniatures and initials and on

Figure 19 : Initial letter of {.228 (left), the minor letters  pand borders and miniature frames (Scott, 1996). In this folio,

of “N” (centre) and “I” (right), also from f.228.

© Biblioteca Nacional de Portugal. the filigrees are painted by green and red.

The minor letters of N and | (Figure 19, centre and right)
also have the same type of decoration of the L. Unfortunately, no
similar initial letter was found within the other folia of Alc. 433.
Furthermore, Alc. 250 which was produced during the 13t
century (Barreira, 2016) presents the similar decorations of the
initial letters (Figure 20). This supports the presumption that
f.228 was also produced within this period.

Figure 20 : Alc. 250 produced around 13" century,
f. 128 shows variations of initial letters that looks
similar with Alc. 433 .228. © Biblioteca Nacional de
Portugal.

Folio 1 (estimated after 1318)

Another S initial letter was painted in f.1 (Figure 21, left) with a
different decoration of the ones present in previous folia. The S is painted
with a deep blue, ornamented with a foliated undulate band inside the S
body which is left blank (or another probability to be painted by white). The
undulated band can be seen clearly in Figure 22, compared with the basic

undulated band.

Figure 21 : The comparison of initial letters The body letter is surrounded within the complex red pen-work
on f.1 (left) and £.10 (right) of Alc. 433, within ]
1mm grid. © Biblioteca Nacional de decoration, rich with rinceaux ornaments. Derived from Old French of rain,
Portugal.

was well-known to be decorating the French illuminated manuscripts
@ dated from 13th century (Burin, 1985), which complements the liturgical
content that estimated this folio was added after 1318. The ornaments

Figure 22 : The basic undulated ornaments
(left) and the undulated ornament within the
body of the S of initial letter on f.1 (right).
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Figure 23 : Initial letter of "L" in Alc.
433 f.5v. © Bibilioteca Nacional de
Portugal.

B - g e
Figure 24 : Initial letter of "U" in Alc.
250 1.126, produced in 13" century.

© Biblioteca Nacional de Portugal.

of the S body form a fretwork2? knot because it features repeated openwork
rectilinear geometric pattern (Brown, 2018). The fretwork was already present on
European medieval manuscripts mostly in those produced during 8t and 11t
century (Wagner, 2011). The initial letter actually has the cadel straight down
until the bottom of the page, but unfortunately it is deteriorated leaving only the
little trace. The body and fretwork were also deteriorated on the left side.

Many similar initial letters are found in Alc. 433 with the same ideas of
body letter surrounded by pen-work decoration. Most of them are minor initial
letters, but an identical initial letter presents in f.10 (Figure 21). The shape of S,
and the variety of colours are the same, even though the band within the S body
is simpler thanin f.1. However, the red pen-work decoration surrounding the body
letter has significant different size forming the floral band-alike (it looks like floral
band but not precisely floral or flower-shaped band). In f.1, the ornaments are
uniformed, repeated at the same proportion bended together, but in .10, the
ornaments are not uniformed nor repeated, thus it cannot be defined as fret-work.
The comparison size also shows that initial letter in f1 has the higher hierarchy

than in .10, as seen in the comparison in Figure 21.

Similar style and fretwork were found on f.5v of Alc. 433 as well, within
the letter “L” (Figure 23), showing that f.5v could have been produced in the same
period as f.1, as well as being produced under the same Chapter. Interestingly,
a very similar design, ornament, and colour was present on Alc. 250 in f.126
(Figure 24) which was presumed to be produced within 13t century (Barreira,
2016). This similar initial letter complements the estimation of the production of
f.1 (after 1318).

Folio 232 (estimated around 17t Century)

Sérmobeiti DX Ber: ma lic‘ucfich eft,ut Maria
navdi Atbatig. locuita eft : quid putimus,
fect,j. - quénam illa fuerit celeftici

’\mgo hodiegloriofacg:  exultitio % ciim et vocem
losafcendens : fupnorii  audive et vidére ficiem, et
tudia civium copiofis beita Gjus frai preféntia me:
\Z:Ie dibio cumulavit tuérant 2 Nobis vero,cha

agmentis. Hac eft éni,
cjus falutationis voxct

Dio :quos matérna adbu

)Sérvuli,nécdum nati ani:

iplos erultive facit ingm:
uc

vifeera cliudunt . Quodfi N Arig prefentia tot2i

viffimi qu n cjus M"'"F';f painted by written red-ink without any ornament (Figure 25).

one folemnitatis occifio ®

que caufa letitie 2 que ma-

tevia gudiorum ¢ )iéc}.lli.
2-

tratur orbig :adeout et

’ ipfa

Figure 25 : The beginning of the chapter
of £.232 that shows no decorated initial
letter. © Biblioteca Nacional de Portugal.

23 Fretwork, a knot or ornament that consists of two lifts, or small fillets, variously interlaced or interwoven, and running at parallel
distances equal to their breadth, every turn of which and intersection must be at right angles, they were used by the ancients on

flat members as the faces of the Corona or leaves of cornices (Hitch & Austen, 1734)
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The page in this folio is dissimilar with the previous others. The is no

decorated initial letters which makes it really plain. The capital letter was only



3.1.2. Incipit and Explicit

The heading or incipit can actually be found in every folio analysed in this work, painted in red, most of them

are written next to the initial letters. The incipit marks the beginning of each chapter, or highlight the importance of

the sentence(s).

Figure 26 : The incipit in f.18v. © Biblioteca
Nacional de Portugal.

"'001 mica primi dt’fm

Figure 27 : The incipit of .15 © Biblioteca Nacional
de Portugal.
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Figure 28 : The incipit of £.228. © Biblioteca
Nacional de Portugal.

F/gure 29 : The /nCIp/t of f.1 with the initial letter and
enlarged view. © Biblioteca Nacional de Portugal

~Sévmo beiti DX Rer-

In f.18v, the incipit written In die sancto pasche. Lectio
prima. Sermo beati... (Figure 26) marks the beginning of the lection
and the time of Easter. This complements the liturgical study that
explaining the context of this folio is about “The Proper of time”. The
incipitis painted in red and blue alternately, except the word pasche
which painted by both blue and red. The letters were painted with

simple decorations of line ornaments.

Unlike in f.18v, the incipit in f.15 (Figure 27) follows a
simpler style. It was only painted in red with no other decoration or
ornament. Written Dominica prima de sancta trinitate, lectio prima,
it marks the beginning of “Sunday’s Holy Trinity Lesson”, as
explained in the previous liturgical analyses (See Chapter Il). The
same style incipit also appeared in .228. The difference was in the
beginning of the sentence, the initial letter “I” was painted with

green (Figure 28) and followed by red.

Written In exaltation sanctae coronae domini, it marks the
beginning of the “Office Lesson of the Exaltation of the Holy Cross”.
This is similar with the incipit in f.1 (Figure 29) which starts with the
initial letter painted in different colour (blue). The colour is
deteriorated but from the following word, we can read Feria quinta
post octavas pentecostes marking the beginning of the Office
Lessons.

The last one, the f. 232, (Figure 30) presents a different incipit,

nal(h }ubat]} written with iron gall ink, likewise the remain paragraphs. It can be

categorised as incipit because the writing position is above the first

V 30 boche slor {:] C@' paragraph and the initial letter.

los afcenben +{u PﬂOlll

Observing the incipit in those five different folia, it is possible

\ Smmlm CIVIUN COPIO{I [2 to see that the trend of red incipit since the end of 12th century was

1.1

Figure 30 : The incipit of .232. © Biblioteca
Nacional de Portugal.

consistently used until the 13th century, as seen in .15, £.228, and f.1.
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Moreover, in £.228 and f.1, the incipits start with different colour, meanwhile the older incipit was more colourful.

The explicit which marks the closing of each chapter can only be found in f.14v, f.17, and f.234, as the

closing of different chapters from different folia categorised in this research regarding the trend of the decoration

and the using of colour. However, this does not mean that the explicits were written in the same year or period.

There always lies the possibility of its addition in different times, even though the styles used were similar. This is

could be the influence of the uniformity concept of liturgical source in Cistercian order and its consistency through

centuries.
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Figure 31 : The explicit in f.14v. © Biblioteca Nacional
de Portugal.
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Figure 32 : The explicit in f.17. © Biblioteca Nacional
de Portugal.

The first explicit is in the f.14v (Figure 31). If we
observe from the order of the page and foliation, it is
supposed to be the end of f.1 which consists of the “Office
Lesson of Corpus Christi”. The template of the decoration
also matches with the incipit in f.1 which begins with different

colour capital letter.

The next explicit in f.17 (Figure 32) is the end of the
chapter started with f.15. The explicit in this folio is quite
unique. The geometrical patterns were decorated above the
explicitto mark the end of the chapter. Painted by green, red,
and yellow, two blocks of different patterns end the chapter
that begins from the .15 (painted by bold bottle green). The
incipit of the f.15 also matches with f.17 which written with

red pigment only.

The last explicit was found in f.234 (Figure 33), marking the end

25 oremus: of the chapter started with £.232. As the incipit in £.232, the explicit was
. g . =
Y Amulocum tuoram, diie, also written in simple text, without any decoration. It is ended by two

delickis ignéfce utqui piacé =
re dedctibug néftrig non va-
{émus 2 genitvicis filly fu1 05+
mint dei néftui inteveeflione
Gilvémue . Pevedndem « ~~

red lines. As already mentioned before, this chapter is evidently
different. Everything looks simpler without any meticulous details,
ornaments, or colours. This comparison complements the possibility

that f.232 was produced within 17t century- the latest within the Alc.

433, together with the bookbinding.

Figure 33 : The explicit of £.234.
© Biblioteca Nacional de Portugal.
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3.2. lllumination Technique

In European middle ages, painting methods were various, according to the artist style and its period. The use
of the materials of the painting media is a contributing factor to create an aesthetic yet endless painting that could
pass through centuries. Unlike in any other grounds, book painting in monastic context has some specificities
because in medieval time books were created and made within the influence of a monastery for specific purposes,
thus only particular illuminators who had access to do it. It is known that illuminators learned illumination
apprenticeship since they were children over several years, followed by monastic scriptorium training and years of
process of knowledge acquisition (Panayotova & Paola, 2016). Specifically purpose as religious texts, such as
liturgical manuscripts (because it was linked to the way of living of a specific community or religious order), it was

also a form of dedicating soul and mind to God.

It is obvious that illuminated manuscripts are not illuminated manuscripts at all without its illuminations, that
is why the technique of creating the illumination through ornaments and figures is probably one of the mysteries that
researchers have tried to figured out. Certain monasteries within certain periods must have their own methods and
techniques to make a complicated and detailed illustrations in initial letters or other figures. Regarding that illuminated
manuscript has been precious medieval artefacts, the knowledge of the illumination techniqgue must have been
preserved for centuries. It is also known that certain religious Orders had their own preserved methods that passed
from one monastery to another to keep their authenticity and uniformity- especially in the Cistercian Order. That is

why, in this research, the historical reconstruction is significant to find out the best way how to do the illumination.

Known as detailed piece of art, illumination is not easy to be (re-)produced. In European medieval art, the
sketch models are known to be used and to be copied as it was accepted by the monastic rules (Panayotova & Paola,
2016). The Géttingen Model Book (GMB) and Berlin Model Book described how the 15t century German illumination
was produced. It describes step by step how a foliage scroll was created including its sketching and colouring process
(Scott et al, 2001). The sequence step of the illumination is pretty straightforward yet very detailed painted: raw
sketching, outlining, shadowing, and highlighting. Although it is very detail yet promising stages to make illumination,

it is stated that the model book was not suggested to be a model book for illuminators (Calkins, 1978).

The best approach to study the illumination process in sequence step is to analyse from the unfinished initials
that sometimes can be found in one of several illuminated manuscripts. By making comparison between one and
another similar illumination, it is possible to analyse the steps of drawing and painting. Because it is complicated to
make sure the exact sequence of illumination procedure, this is the best way and the closest approach to study the
steps alongside historical reconstruction of with experimental illumination procedures. Thus, we understand not only
the stages, but also experience the detail work of the illuminators as well as manage to compare different hypothesis

of the procedures. For example, the similar illuminations present in Book of Birds from different scriptoria in Portugal,
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compared to the scriptorium in Clairvaux (Figure 34)
show the unfinished painted figure of birds that clearly
spotlight the step of how illumination technique was

produced.

Another method was used in earlier 8th Century

N

2y OB " @yor using backlight tracing methods, used for the
Jiwer C SnpmEs_~phimeris. o . .
TR wndd plapiennd muam pium,  Lindisfarne  Gospel which was produced in the

Monastery of Lindisfarne24 (Backhouse, 1981). It is

said that the drawing sketch was traced on the glass
with light behind the model sketch. This method was

believed to be used after the appearance of trace

aajauiingg

marks under oblique light. Furthermore, this method

v

. was also described by Cennino Cennini in Il Libro

dell’arte in 15t century which marked its utilisation in

Peroronli|—

this period2s.
Figure 34 : The unfinished illumination from (clockwise): Lorvao 5,

(f.16); Sta Cruz 34, (£.32); MS 117 (f.139); Alc. 238 (f.206v).

© Arquivo Nacional da Torre de Tombo; © Bibiloteca Publica

Municipal do Porto; © Biblioteca Nacional de Portugal;

© Bibliotheque Nationale de Troyes.

3.2.1. The Process of lllumination Technique in Alcobacga Scriptorium

As previously mentioned, the initial ornaments were produced with strong influences from French, Iberian
and ltalian ornaments, as same as the illumination technique. The book of birds or De Avibus, produced in 12th
century Portuguese monasteries (Alcobacga, Lorvao, and Santa Cruz) shows its connection with the MS. 117 from
Clairvaux which also produced around 12t century (Miguel, 2012), as seen in Figure 34. Whereas its drawing and

techniques bridges the connection between the Cistercian Portuguese with the Clairvaux, as well as in liturgical

24 Lindisframe Gospel is a 8t century Anglo Saxon/Insular (Brown & Clark, 2004) codex with intricate illumination of the letters of
its incipits, the so-called ‘carpet’ pages, the evangelist portraits, the elegant arcades of its canon tables (Watson, 2017)

25 Cennino Cennini describe the backlight method in his book (Il Libro dell’Arte), chapter 8 about The Method of Drawing quoting
“In what manner you should begin to draw with a style, and with what light’, also “... to acquire command of hand in using the
style, begin to draw with it from a copy as freely as you can, and so lightly that you can scarcely see what you have begun to do,
deepening your strokes little by little, and going over them repeatedly to make the shadows. Where you would make it darkest go
over it many times; and, on the contrary, make but few touches on the lights. And you must be guided by the light of the sun and
the light of your eye and your hand; and without these three things you can do nothing properly. Contrive always when you draw
that the light is softened, and that the sun strikes on your left hand...” followed by on Chapter 9 entitled “How to arrange the light
and give chiaroscuro and proper relief to your figures” with explanation “...be sure to give relief to your figures or design according
to the arrangement of the windows which you find in these places, which have to give you light, and thus accommodating yourself
to the light on which side so ever it may be, give the proper lights and shadows.”
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study, it is assumed that the influence of illumination technique is as strong as the liturgical content. Nevertheless, it
is complicated to study and get the exact result of how illumination was produced in Alcobaca scriptorium.

Additionally, some manuscripts were left with unfinished initials such as the initials in Alc. 360 that was
produced in the 12th century (Cavero et al, 2016). Comparison of finished and unfinished illuminations from the same

manuscript (f. 55v, f.113v, and f.123v), as seen in Figure 35, clearly shows the possible step of the production.
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Figure 35 : The comparison between unfinished initials (left and middle: f.55v and f.113v) with finished initial in f.47v, from Alc.
360, produced around 12th century. © Biblioteca Nacional de Portugal.
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in Alc. 360 on f.55v and f.113v (Figure 35, left and middle), it can be seen clearly the trace of the sketch of
the initials, also unfinished sketch of the border framing the “h” body letter, sketched by lead-point. Comparing the
finished initial in f.47v (Figure 35, right) it is obvious that the frame of the letter and the detail decoration were painted
later. Using this study by comparing between finished and unfinished