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PREFACE AND ACKNOWLEDGEMENTS 

This book is a collection of 'classic' literature on the Bayeux Tapestry. Notwith- 
standing several useful monographs and one excellent one, much of the most 
important work on the artefact has been published as articles in periodicals. The 
writings in question are now mostly out-of-print, and dimcult to obtain. The func- 
tion of Ihe Study of the Byeux Zpesttiy is to make available a nurnber of key articles 
within a single volume of convenient size. 

The  principles that guided me in the selection of works were as follows. 
(1) That each paper make a seminal contribution to the study or interpretation of 
the Bayeux Tapestry in its historical context. (2) That it should be of enduring 
worth - both to scholars and students. (3) That there should be a fair chronological 
spread of writings to give the reader a sense of the development of scholarship in 
the field. (4) That as a collection, the resulting volume should be varied and well 
balanced: although certain issues inevitably recur, the studies are largely comple- 
mentary in focus and approach. And (5) that the volume itself should complement 
the existing monographs on the Tapestry. Despite their undoubted excellence, there 
seemed little sense in reprinting the pieces by Stenton and Wormald from Ihe Byeux 
Zzflestry: a comprehmiue survey, ed. F. M. Stenton 2nd ed. (London, 1965)) when that 
book is still widely available, and Wormald's study was reprinted in his Collected 
Wrtings I (London, 1984). The reader may be interested to know that, given these 
fairly stringent criteria, it was not, in fact, very difficult to reduce the hundreds of 
articles on the Bayeux Tapestry to the eleven reprinted here. 

The original publication details of each essay are provided below. The three 
that were published in French appear here in an English translation for the first time. 
My own contribution, which has not been published before, is based on lectures 
given in Oxford, London, and Canterbury during the last five years, and on a paper 
read to the British Archaeological Association in February 1995. Whether it is 
hubris to present it in such venerable company, readers must judge for themselves. 

Needless to say, articles written over a period of nearly two centuries and orig- 
inally published in a variety of contexts follow different conventions of presentation 
and citation, and some of this diversity is necessarily carried over into the present 
volume. Although reset, the texts are reproduced exactly as first published, apart 
from the silent correction of a few minor errors. A modicum of standardisation has, 
however, been introduced into the notes, without of Course altering their content. 

Some of these studies were illustrated when first published, others were not. 
The present volume is equipped with a selection of plates reproducing more than 
half of the Tapestry, and references to these have been inserted throughout. The 
individual contributions are generally, therefore, more fully illustrated here than 



they were in their original form. It was not possible to illustrate the whole Tapestry; 
however several complete reproductions are readily available, undoubtedly the 
most useful (not to mention economical) being the Y7th scale fold-out version pub- 
lished by Bayeux. This gives a much better sense of the original than do its codex 
equivalents, which inevitably dismember the work into small sections. Ultimately 
there is no substitute for viewing the Tapestry itself at Bayern. 

It remains to tender my thanks to those who have aided in the realisation of 
this project - namely all the authors and publishers who graciously granted Per- 
mission for the republication of the works in question; and, on a more personal 
level, Christine Gameson, Fiona Gameson, Masy Jane Connell, Julie Wilks, 
Richard Eales, and Hklene Barbier. The photographs of the Tapestry are repro- 
duced by special permission of the Town of Bayeux. 

The articles in this volume were first published as follows. 

1 C. A. Stothard, 'Some Observations on the Bayeux Tapestry', Archaeologia 19 
(1 82 I), 184-9 1. 

2 E. A. Freeman, 'The Authority of tlle Bayeux Tapestry' and 'The BIfgyva of 
the Bayeux Tapestry', both in his 'The Norman Conquest of England: its causes 
results, vol. I11 2nd ed. (Oxford, 1875), 563-75 and 708-1 1. 

3 W. R. Lethaby, 'The Perjury at Bayeux', Archaeological Jour& 74 (1 9 17), 1 36-8. 
4 H. Prentout, 'Essai d'identification des personnages inconnus de ia Tapisserie 

de Bayeux', Reuue Historiqzle 176 (1935), 14-23. 
5 S. Bertrand, 'Etude sur la Tapisserie de Bayeux', Annales deNmmandie 10 ( 1  960), 

197-206. 
6 R. Lepelley, 'Contribution A l'ktude des inscriptions de la Tapisserie de Bayeux', 

AnnaLes de Normandie 14 ( 1  964), 3 13-2 1. 
7 C. R. Dodwell, 'The Bayeux Tapestry and the French Secular Epic', Burlington 
Magazine 108 (1 966)) 549-60. 

8 N. P. Brooks and H. E. Walker, 'The Authority and Interpretation of the 
Bayeux Tapestry', Proceedirgs of the Battle Co~Eference on Anglo-Norma~t Studie$ 1 
(1979)) 1-34 and 191-9. 

9 H. E. J. Cowdrey, 'Towards an Interpretation of the Bayern Tapestry', Anglo- 
Norman Studies 1 0 (1 988), 49-65. 

10 R. Brilliant, 'The Bayeux Tapestry: a stripped narrative for their eyes and ears', 
Word und Image 7 (1991), 93-1 25. 

11 S. A. Brown and M. W Herren, 'The Adelae Co~nitissae of Baudri de Bourgueil 
arid the B a y e ~  Tapestry', Anglo-Nonnan Studies 16 (1  994), 55-73. 

viii 



Studying the Bayeux Tapestry 

RICHARD GAMESON 

The Bayeux Tapestry is one of the most famous works of art to survive from the 
Middle Ages; it is also one of the most celebrated documents of English and 
Norman history. By virtue of this dual status, as well as its exceptional attractive- 
ness, it has been the subject of prolonged scrutiny from historians and art historians 
for more than two centuries. 

The Bayeux Tapestry has spawned a vast literature - of very uneven quality 
While major monographs - above all the magisterial volume edited by Sir Frank 
Stenton in 1957 - have inevitably been key points of reference, some of the best 
work has been published in the form of articles. (The great strength of Stenton's 
volume, incidentally, lies in Sie fact that it comprises a collection of closely focused 
studies, written by a team of specialists.) The function of irhe Study of the Bayeux 
ZÜpesty is to make readily available in a convenient format some of ihe most inter- 
esting, important, and influential writings of this nature. 

The chronological span of material here included Covers the best Part of two 
centuries, though there is, appropriately, a weighting towards work done in the 
second half of the twentieth century. The older pieces are inevitably dated in 
various respects, including views and debates that have been superseded, but never- 
theless they retain material of value and remain worthy of attention. Stothard's 
article, for instance, with which this collection begins, has almost the status of a 
prirnary source for the fabric of the Tapestry by virtue of the author's close and 
attentive examination of it, during the lengthy preparation of his handmade fac- 
simile in the early years of the nineteenth century (1816-18). He provides a guide 
to his famous and much-cited reproduction (issued as hand-coloured engravings in 
1820, and republished in T/etwta MonumentaVI sixty-five years later), as well as offer- 
ing many acute observations on the work as a whole. The contributions by Freeman, 
Lethaby, and Prentout likewise represent irnportant landmarks in the evolution of 
Bayeux Tapestry scholarship with thoughts and material of enduring value: much 
subsequent work ultimatel~ echoes views and facts here propounded. In addition to 
their inherent interest, the opportunity to re-read such works will, it is hoped, have 
a sobering effect on current scholarship, deterring yet more writers from returning 
to insoluble problems, and making them aware that beliefs which are sometimes 
seen as originating in Stenton's volume have very much deeper roots. In point of 
fact, far from each generation bringing new approaches and new material to the 
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interpretation of the work, the questions asked of it and the data de~loyed to answer 
them have remained remarkably stable for well over a hundred years. 

Within these broad parameters, the pieces included here show the develop- 
ment of Bayew Tapestry studies, and exemplify the dierent  approaches that have 
been taken to the work. Thus on the one hand we find a close focus on ~articular 
figures (Prentout), inscriptions (Lepelley) or problems, such as the relationship of 
the work to Baudri of Bourgueil's Adeh Comitissue (Brom and Herren); while on 
the other hand, there are broad-ranging, interpretative accounts Podwell, Brooks 
and Walker, and Cowdrey). Collectively these articles provide a comprehensive 
'companion' to the study of the Bayeux Tapestq addressing the main issues that 
are central to a balanced understanding of it. What, then, are these issues? 

Of fundamental importance for interpreting the work is a detailed knowledge 
of its fabric and manufacture. Unfortunately, however, this is a very difficult field to 
explore. Because of the nature of Sie artefact and the way it is necessarily displayed, 
scholars do not, in general, have access to its fabric in the way that they do to that of 
coeval manuscripts, for example. Very few people have inspected the work out of its 
display case, there is no detailed account of the various restorations it has undergone, 
and it is even difficult to find published photographs of the reverse side of the fabric. 
In the absence of fully annotated restoration diagrams, the student is dependent On 
visual inspection (through glass), and on the use of older reproductions, especially 
those of Montfaucon and Stothard, to ascertain the authenticity of particular 
motifs. The results of the examination undertaken in the early 1980s prior to the re- 
hangUig of the work, when they are finally published, will bring new and m u h -  
needed precision to this crucial field. In the meantirne Bertrand's discussion, based 
on long, close association with the work and, in particular, on scientific study done 
in the 1950s, represents a reasonable, provisional account. Nevertheless, although 
examination of the fabric with modern techniques may resolve some problems, key 
issues such as how the work was designed, how rnany hands were involved in its 
manufacture, and how long it took to make, are likely always to remain obscure. 

NO less important for understanding and interpreting the Tapestry arid 
evaluating its authority are establishing its likely date and place of origin. These 
questions have rightly preoccupied countless writers since the very beginning of 
serious scholarship. Both the connection of the work with Odo of Bayeux and the 
probability of English workmanship were realised long ago, although rnanufacure 
in Normandy has intermittently been proposed as an alternative, most recently in 
1994. Comments on the origin and date of the work are offered in most of the 
essays in this collection, the fullest discussions being in Freeman, Brooks arid 
Walker, and Gameson. 

A germane theme is the content of the story and its relation to other early 
written sources. What does the Tapestry relate about the events of 1064-6? (Gon- 
venient summaries of its narrative are prolided by Brooks and Walker, arid 
Cowdrey.) How does its version compare with the accounts of the Anglo-Saxen 
Chronicle, William of Jumikges and Williarn of Poitiers? What do discrepancies 
between these sources tell us? Detailed scene by scene commentaries have been 
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~ublished in several of the monographs on the Tapestry, and the extent to which 
they differ in their interpretations of scenes and motifs underlines the degree of 
ambiguity inherent in the visual imagery Analyses of the Tapestry in the light of 
the written accounts of the events of the Conquest are found in Freeman, Brooks 
and Walker, Cowdrey, and Gameson; while comparisons between the Tapestry and 
written texts of other genres are presented in Dodwell, and Brom and Herren. A 
key point here, of Course, is that one has to understand the visual language of the 
work in order to be able to read it. Many of the divergent interpretations that have 
been propounded over the years arise ultirnately from the writers' differing assump- 
tions about how to read the imagery, The dispute over which figure or figures repre- 
sent the slain Harold is probably the most famous case in point. This question is 
treated magisterially by Brooks and Walker. 

Attention has inevitably focused on the figures in the Tapestry who are not 
immediately identifiable from other sources. Who are they, what are they doing 
there, and what do they tell us about the work in general? The probable relevance 
of Wadard and Vital (and perhaps also Turold) in this respect had been established 
in the nineteenth century (see Freeman), although alternative 'readings' of Turold 
continue to be propounded (cf. Prentout). B l f w a ,  on the other hand, remains a 
mystery. Because she has proved so elusive, the search for her identity seems to have 
taken on the attraction of the Quest for the Holy Grail. In the view of the present 
writer, it has just about as much chance of success. The contributions to the debate 
that are included here (Freernan and Prentout) are both fairly elderly, and they are 
all the more valuable for that. Both contain a sufficiency of improbabilities and 
speculations to satisfy what appear to be the demands of current scholarship on the 
question. Moreover, both should remind the modern reader of how many 'knights' 
have already perished in this 'quest'. Freeman's formulation of the issues is one of 
the clearest: 'We may put aside Matilda and all other women who never were, or 
could have been, called &Ifgyva. We may put aside all those women who were 
named 2Elfgyva but who were dead and buried at the time. But of all the women 
named Blfgyva who were living at the time, which could have been in William's 
palace at that particular moment?' He also had the good sense, not shared by some 
more recent writers on the question, to acknowledge that his solutions 'are mere 
guesses, of no more value than the guesses of other writers. They are all, I acknow- 
ledge, hprobable guesses, but I think that they have the advantage over some other 
guesses of not being absolutely impossible.' 

As was noted above, the interpretation of the Tapestry depends upon under- 
standing its visual language. The main dangers here are, on the one hand, under- 
estirnating the Ski11 of the designer; but, on the other hand, over-reading what he 
did. The artist in question undoubtedly enriched his work with countless subtleties. 
But was every 'detail' of crucial importance for the narrative (or meta-narrative); or 
were some of them essentially incidental ways of setting scenes and evoking gener- 
alised moods? One must be attentive to every detail for its possible narrative or 
polemical import, whilst simultaneously being aware that even the most engaging 
and intriguing touches may have had neither. And what contribution, beyond pure 
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decoration, did the borders make to the message of the work? This last question is 
addressed by Dodwell and Cowdrey The details of the Tapestry have been scrutin- 
ised for their witness to the conditions of eleventh-cenkiry everyday life, and ran- 
sacked for subtie points of narrative meaning (including, in recent years subversive, 
nationalistic messages). The touchstone for a just interpretation of the work in either 
respect must be a knowledge of the visual resources that an eleventh-century artist 
had at his disposal in general, and a clear understanding of the way the designer of 
the Tapestry in particular tended to deploy thern. These issues are addressed in the 
fullest detail here by Brooks and Walker, Cowdrey, Brilliant, and Gameson. 

Writing was clearly one of these devices, and the inscriptions are of central 
importance to the art and message of Sie Tapestry. Scholars have been surprishgly 
reluctant to allow a visual narrative its own, independent authority, and the 'Search 
for the Text underlying the Tapestry' has been pursued with a zeal approaching that 
of the search for the real Blfgyva. In the opinion of the ~resent  writer it has even less 
chance of success. The inscriptions have been an irnportant factor in encouraging 
people to take this approach, and they have sometimes been regarded as reflections 
of a pre-existing verbal narrative (Bertrand alludes to such a view). Without denying 
that the designer may have drawn upon one or more written sources, this seems to 
me to represent a fundamental misunderstanding of the nature of the inscriptions: 
they are an integral part of the art of the Tapestry. Judicious comments on the form 
and function of the inscriptions are found in Brilliant and Garneson; while the 
implications of the information provided by a couple of the spellings are explored 
by Lepelley 

If the Tapestry does not reflect a Chanson de Geste, it may nevertheless be 
fruitfully compared with that genre, as Dodwell's exposition eloquently demon- 
strates. Correspondingly, the Tapestry itself may have inspired a poetic evocation of 
a comparable narrative hanging, as is argued by Brown and Herren. More gener- 
ally, such explorations remind us once again of the degree to which overarching 
narrative and artistic conventions and considerations influenced the presentation of 
'historical' matter. And it is worth reiterating that it is impossible properly to 
interpret the latter without understanding the former. We should also be aware of 
the distiction between the words and images that are objectively encoded on the 
lang, linen strip, and the subjective responses that they evoked (and evoke) in be- 
holders. One cannot invariably deduce the latter frorn the former, particularl~ 
given that we do not know exactly how people experienced the Tapestry in the 
eleventh century. 

While there has been rnuch speculation over the years concerning how the 
Tapestry was or*ally displayed, the implications of uiis question for its impact On 
the beholder had not been fully explored. These issues receive detailed treatrnent 
by Bdliant, who rightiy stresses the extent to which the context and arrangement of 
the T a ~ e s h . ~ ,  as weil as the presence of human guides, will have influenced the 
beholder's perception of its story and message, 

Ultimatel~ the key pokt - one whose importance and interest is reflected in 
the manY shldies that have addressed it - is establishing the meaning arid purpose of 
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the work: what was it designed to convey - and to whom? Approaches and answers 
to this thorny question will be found in Lethaby, Bertrand, Dodwell, Brooks and 
Walker, Cowdrey, and Gameson. Needless to say there is no one view - a situation 
that may well, in fact, reflect eleventh-century reality 

Although there have been many disagreements about the Tapestry and the 
issues surrounding it - some of which appear in this collection - no one would doubt 
that this is a work of exceptional interest and superlative quality. It  invariably 
excites admiration from specialist, student, and general viewer alike, and this surely 
provides us with a valuable insight into its original function. The Tapestry tells a 
gripping contemporary story in an attractive way, which is at one and the same time 
easily legible and wholly compelling, yet enriched with countless subtleties which 
reward careful scrutiny As such it is an awesome memorial to the visual sophisti- 
cation of eleventh-century society For the historian, the Tapestry is thus a potent 
reminder of the central irnportance of visual representations in medieval culture; 
while for the art historian, it is an unequivocal demonstration of the fact that the 
medieval artist could be fundamentally creative. If irhe Study of the Bpax irapest~ 
contributes to a fuller understanding of the work and its irnplications for eleventh- 
century society, and encourages further judicious and fruitful study, it will have 
achieved its purpose. 

... 
X l l l  





Some Observations on the Bayeux Tapestry 

CHARLES STOTHARD 

On  finishing and delivering to the Society of Antiquaries the Drawings which 
complete the series from the Bayeux Tapestry, I think it necessary to address you on 
the subject for the purpose of stating what licences I may have thought proper to 
take in the discharge of my commission, and at the same time to point out such cir- 
cumstances as have presented themselves to my notice during the minute investi- 
gation in which I have been necessarily engaged. I shall beg leave to offer with the 
latter such comments as I have made, hoping if I have produced nothing that will 
lead to just conclusions on the age of the Tapestry, I shall at least have furnished 
some useful materials for others. I believe in a former paper I observed that the 
werk in some parts of the Tapestry was destroyed, but more particularly where the 
subject draws towards a conclusion, the traces of the design only existing by means 
of the holes where the needle had passed. On attentively examining the traces thus 
left, I found that in many places minute particles of the different coloured threads 
were still retained; a circumstance which suggested to me the possibility of makig  
extensive restorations. I accordingly commenced on a small portion, and found it 
attended with so much practicability as well as certainp, that I believed I should be 
fully justified in attempting to restore the whole; more especially when I reflected 
that in the Course of a few years the means of accomplishing it would no longer 
exist. I have succeeded in restoring nearly all of what was defaced. Such parts as 1 
have left as traced by the needle, &her afforded no vestiges of what the colours 
were, or such as were too vague in their Situation to be depended On. On a com- 
parison with the print in Montfaucon's werk (if that be correct) it appears that this 
Part of the. Tapestry has suffered much injury even since his time. The restorations 
that I have made commence On the lower border with the first of the archers @I. 
25). Of these figures I found scarcely one whose colours of any Kind remained Per- 
fett. In the upper border and historical Part, the restorations begin a lirde after, with 
the Saxons, under the ward "ce&j'erunt." From the circumstances of the border being 
worked down the side at the commencement of the Tapestry, it is evident that no 
Part of the subject is wanting; but the work in many places is defaced, and these 
Parts have been restored in the Same mariner as at the end; but the last horsemen 
attendant on Harold in bis raute to Bosham have been partly torn away so as to 
divide them (pl. 1). The two fragments were ignorantly sewed together. This in the 
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drawing has been rectified, and shews the portion wanting, In that part of the battle 
between William and Harold, where the former is pulling off his helmet to shew 
hirnself to his soldiers, under the words "Hic estDuDux Wileh," there is on his left band 
a figure with outstretched arms, bearing a standard; above which a part of the 
Tapestry has been torn away, and only the two last letters VS of an inscription 
apparently remaining @1. 25). On carefully examining the torn and ragged edges 
which had been doubled under and sewed down, I discovered three other letters, 
the first of the inscription an E, and T I, preceding V S, a space remaining in the 
middle but forjiurletters, the number being confirmed by the alternations of green 
and buff in the colours of the letters remaining. I therefore conjecture that the 
letters as they now stand may be read Eustatius, and that the person bearing the 
standard beneath is intended for Eustace, earl of Boulogne, who I believe was a 
principal comrnander in the arrny of William. By a similar examination of the end 
of the Tapestry, which was a mass of rags, I was fortunate in discovering a figure On 
horseback, with some objects in the lower border. These are additional discoveries 
not to be found in Montfaucon's print. The figure of the horseman certainly 
decides the question, that the pursuit of the flying Saxons is not ended where fie 
Tapestry so unfortunately breaks off. 

Before I proceed to state my remarks, I must urge a point which cannot Sufi- 
ciently be insisted upon, that it was the invariable practice with artists in every 
country, excepting Italy, during the middle ages, whatever subject they took in 
hand, to represent it according to the manners and customs of their own time. 
Thus we may see Alexander the Great, like a good Catholic, interred with all the 
rites and ceremonies of the Romish Church. All the illurninated transcripts of 
Froissart, although executed not more than fifty years after the original work was 
finished, are less valuable on account of the illuminations they contain not bebg 
accordant with the text, but representing the customs of the fifteenth century instead 
of the fourteenth. It is not likely that, in an age far less refined, this practice should 
be departed from. The Tapestry, therefore, must be regarded as a true picture of 
the time when it was executed. 

In the commencement of the Tapestry it is necessary to observe, that the Saxons 
appear with long mustachios extending on each side the upper lip, which continues 
with some exceptions (the result perhaps rather of neglect than intention) through- 
out the whole work. But in no instance but one, I believe, is this distinction to be 
found on the side of the Normans. This exception occurs in the face of one of the 
cooks, preparing the dinner for the Norman army after their landing in England. It 
may be also remarked in various places, that the beard is another peculiarity com- 

to the Saxons; it may be Seen in the person of Edward the Confessor (pls 1, 1 1, 
1 Z), and, several times represented amongst the Saxon warriors. It is rarely to be 
obsmed among the Normans, and is then chiefly confined to the lower orders. It 
does not appear probable that the above noticed distinctions existed after the Con- 
quest among Sie Saxons. 

On commg to h a t  Part of the Tapestry where Harold is prisoner in the hands of 
Gu% ear* of Pondiieu, a most singular custom first presents itself in the persons of 



Duke William, Guy, and their people: not only are their upper lips shaven, but 
nearly the whole of their heads, excepting a portion of hair left in front (pl. 4). It is 
from the striking contrast which these figures form with the messenger who is 
crouching before William, that it is evident he is a Saxon, and probably dispatched 
from Harold. 

It is a curious circumstance in favour of the great antiquity of the Tapestry, that 
time has, I believe, handed down to us no other representation of this most singular 
fashion, and it appears to throw a new light on a fact which has perhaps been mis- 
understood: the report made by Harold's spies that the Normans were an army of 
priests is well known. I should conjecture, from what appears in the Tapestry, that 
their resemblance to priests did not so much arise from the upper lip being shaven, 
as from the circumstance of the complete tonsure of the back part of the head. 

The following Passage seems to confirm this conjecture, and at the Same time to 
prove the truth of the Tapestry. 

Un des Engles qui ot veus, 
Tos les Normans res et tondus 
Cuida que tot provoire feussent 
Et que messes canter peussent. 

Le Roman du Rou, fol. 232. 

How are we to reconcile these facts bvith a conjecture that the Tapestry might have 
been executed in the time of Henry the First, when we are well assured that during 
the reign of that king the hair was worn so long that it excited the anathemas of the 
church? There are many examples of ~~~~~~~e On the continent which exhibit the 
extravagant fashions of that time. The men are represented with long hair falling 
below their shoulders; the women with two locks plaited or bound with ribbands, 
arid falling over each shoulder in front, frequently reaching below their knees. The 
only examples, I believe, of this kind that can be cited in England are the figures of 
Henry the First and his queen On a Portal of Rochester cathedral [now regarded as 
Solomon and the Queen of Sheba]. It may be asked at what period these fashions 
arme. From the violent censures which teemed throughout England and France in 
reprobation of them at the beginning of the twe1ft.h century, it is not probable they 
bad been then long established with the people. A Passage in William of Malmsbur~ 
indicates that these fashions sprang up ~ l i t h  some others during the reign 0f \villiam 
Rufus: "Tunt f luus  crinium, tunt l u u s  vestium, tunt usus calceorum cum Arcuatis 
aculeis inventus. Mollitie corporis, certare curn foeminis, gressum frangere gesm 
soluto, et latere nudo incedere, Adolescentium specimen erat." 

The figures on horseback where Harold is seized on his landing in the territ0l-y of 
Wido, bear on their shields various devices, but none which may properly be t m m d  
heraldic @1. 3). Neither here nor in any part of the Tapestiy is a lion, fess, 
Chevron, or other heraldic f i p r e  to be found; they are almost entirely c~nfined to 
dragons, crosses, and spots. Nor do we find any particular or distinguished Person 
twice bearing the Same The pennons attached to the lances of the Normans 
are similarly ornamented, with this exception, that they bear no animals- 
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It is not easy to fix the time when heraldic bearings assumed a more decided 
character than in the Tapestry, but there appears to exist some proof that heraldic 
bearings were used in the time of Henry the First. John, a monk of Marmoustier in 
Touraine, who was living in the time of Geoffrey Plantagenet, on that prince's mar- 
riage with Matilda the daughter of Henry the First, at Mans, describes him pre- 
vious to his being knighted as having pur on hirn a hauberk and stockings wrought 
with double mailles, golden spurs fastened to his feet, a shield embhzoned with 
g o k  liom hung about his neck, and a helmet glittering with precious stones on bis 
head. The only representation of Geoffrey Plantagenet, I believe, known to exist, is 
upon a beautifully enamelled tablet of copper, which depicts him bearing an im- 
mense shield emblazoned withgolden lions on a field azure. The number of the lions 
is not certain, as but one half Sie shield is Seen, yet is seerns probably there were 
3, 2, and 1, as we find his bastard grandson William Longespee, on his tomb in 
Salisbury cathedral, bearing on his shield in a field mure six lions or, or $2, arid 1. 

The beautiful memorial of Geoffrey Plantagenet here alluded to, (a drawing of 
which is now exhibited) formerly hung in the church of St. Julien at Mans, but dis- 
appeared during the revolution. It  has, however, been lately saved from the melting 
pot to which the unsparing hands of the revolutionists had consigned it, and is now 
preserved in the public museum of that town. GeoErey Plantagenet died in 1 159, 
and there can be little doubt from the style in which it is executed that this memorial 
is of that date. A similar enamelled tablet representing Ulger, bishop of Angers, 
who died in 11 49, formerly hung over his tomb in the church of St. Maurice at 
Angers, but was destroyed during the revolution. 

Under the words lTbi Harold et Wido parabolant, the figure holding by the column 
On the left of Wido from his antic action, and the singularity of his costume, 1 
imagine is intended to represent a fool or jester, attendant on Guy, Earl of Ponthieu 
(Pi. 4). 

There are only three female figures represented in the whole of the Tapes@% 
Blfgiva (pl. 7), Edith, the queen of Edward the Confessor who is weeping by the 
death bed of the king (P]. 12), and a female flying frorn a house which is on fire (pl. 
19). These females, by the manner in which their hair is invariably concealed, bear 
a ~ ' ~ o n g  resemblance to the delineations of women to be found in our Saxon MSS. 

The armour represented is entirely different in its form from all other exarnples: 
instead of the hauberk being like a shirt, Open at the bottom, it is continued as 
breeches, reaching to the knees; the sleeves are short. Forrned thus, it does not aP- 
Pear how it is to be put On, but it seerns probable from some contrivance of rings 
arid Straps which are represented on the breast in many instances, that there was an 
o~ening at the collar sufficiently large for the legs to enter previously to the arms 
bei% Put into the sleeves. There is an apparent confirmation of this conjecture in 
that Part ~ h e r e  William is giving arrnour to Harold: the former is represented with 
bis left hand putting the helmet on the head of the latter, and with his right band 
a ~ ~ a r e n t l ~  fastening a strap, which is drawn through the rings On the breast of 
*arold. The armour of Williarn is fastened in the Same manner. In general the legs 
are bound with bands of different colours, but in some instances they appear 
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covered with mail, and when this is the case it is only found to be so on the legs of 
the most distinguished characters, such as William, Odo, Eustatius, &C. 

It is remarkable that a principal weapon used in the Norman as well as the Saxon 
army resembles a lance in its length, but is thrown as a javelin or dart (pls 21, 23). 
This is the only manner in which it is used by the Saxon soldiers, and there are two 
instances of Saxons being armed with three or four of these weapons. The 
Normans not only appear to use them in this manner, but also as lances, and always 
so when the pennon or small flag is attached. I believe examples of this sort of 
weapon are very rarely, if at all, to be seen long after the Conquest. 

The Saxons are invariably represented as fighting on foot, and when not using 
missiles are generally armed with axes (pl. 22); their shields are many of them 
round, with a boss in the centre, as in the Saxon MSS., and in no instance do we 
find a Norman bearing a shield of this form. These three last mentioned circum- 
stances are, I think, strong arguments in favour of the opinion that the Tapestry is 
of the time of the Conquest. 

A single character in some parts of the Tapestry is so often repeated, almost in 
the same place, and within so small a space, that the subject becomes confused; 
there is an example of this in the deaths of Leofwine and Gyrth, the brothers of 
Harold (pl. 22); and another instance, better dehed ,  in the death of Harold, who 
appears first fighting by his standard-bearer, aftenvards where he is struck by the 
wrow in his eye, and lastly where he has fallen, and the solder is represented 
woUnding hirn in the thigh (pl. 26). 

The supposition that Taillefer is depicted throwing up his sword is a mistake SO 

evident that the slightest observation of the Tapestry must correct it. The weapon 
in the air is clearly a rnace: this may be ~roved  by comparing it with the weapons in 
the hands of the three last figures at the end of the Tapestry. 

In the Tapestry there is no attempt at light and shade, or perspective, the Want of 
which is substituted by the use of different coloured worsteds. We obsenie this in the 
Off legs of the horses which are distinguished alone from the near legs by being of 
different colours. The horses, the hair, and mustachios, as weil as the eyes arid 
features of the characters, are depicted with all the various colours of green, blue, 
red, &C. according to the taste or Caprice of the artist. This may be easily accounted 
for, when we consider how few colours composed their materials. 

That whoever designed this historical record was intimately acquainted with 
what was passing On the Norman side, is evidently provided by that minute atten- 
tion to familiar arid local circumstances evinced in introducing, solely in the 
Norman party, characters certainly not essential to the great events connected with 
the Story of the work; a circumstance we do not find on the Saxon side. Butwith the 
Normans we are informed that Turold, an individual of no historical note, held the 
borses of WilliamYs messengers, by the bare rnention of his name. Arid again, the 
W~rds, "Here is Wodard," are simply written without more explanation. Wh0 
Wadard might have been, history does not record; we must therefore ~onclude he 
Was a character too weil known to those persons acquainted with what was passi% 
in the army of William to need any amplification to pokt out bis rank, but 0f 



sufficient importance to be recorded in history. The  Same application may be made 
in regard to Vital, whom William interrogates concerning the army of Harold. 

The interesting subject of these remarks has induced me to extend them beyond 
my fist intention. I trust this will plead my excuse for having so long trespassed 
upon your time. I have the honour to be, 

Dear Sir, very respecdiilly yours, 
CHAEUES A. STOTHARD 



The Authority of the Bayeux Tapestry 

It will be seen that, throughout this volume, I accept the witness of the Bayeux 
Tapestry as one of my highest authorities. I do not hesitate to say that I look on it as 
holding the first place arnong the authorities on the Norman side. That it is a con- 
temporary work I have no doubt whatever, and I have just as little doubt as to its 
being a work fully entitled to our general confidence. I believe that the Tapestry was 
made for Bishop Odo, and that it was most likely designed by hirn as an Ornament 
for his newly rebuilt cathedral church of Bayeux. In coming to these conclusions I 
have been rnainly guided by what seems to me the unanswerable internal evidence 
of the Tapestry itself. Of that internal evidence I shall ~resently state the more irn- 
portant points, but, as the age and antiquity of the Tapestry have been made the 
subjects of a good deal of controversy, I think it right to begin by giving a Summary 
of the literature of that controversy 

The earliest notice of the Tapestry is to be found in a communication made by 
M. Lancelot in 1724 to the French Academy, which was printed in the sixth volume 
of their Memoirs, p. 739 (Paris, 1729), and which, in some sort, entitles him to the 
honour of being looked On as its discoverer. Arnong the Papers of M. Foucault, who 
bad been Intendant in Normandy, was found what Lancelot calls "un Monument 
de Guillaume le Conqu&ant." This was no other than a copy of the earlier scenes 
of the Tapestry, as far down as the coming of William's messengers to Guy The 
real nature of the monument was quite unknown; that it might be tapestry was 
~imply one conjecture out of many ~ h i c h  Lancelot made before the truth was 
found out. And he not unnaturally connected his discovery with Caen rather than 
G t h  Bayeux. But the description which he gave of that part of the Tapesoy w m  
he bad then seen, and the historical disquisition which he added, showed a VeV 
creditable knowledge of the original writers both English and Norman- His 
conclusion was as follows: c < ~ l u s  j'ay examine le monument qui a seni de Sujet ces 
remarques, et plus je me suis persuad& qu'il estoit du temps a peU pres ofi s'estpassk 
l'kvem'nent qu'il represente; habits, armes, caractkres de lettres, ornements, goat 
dans les figures representkes, taut sent le sikcle de Guiilaume le Conqukrant, ou 
celuy de ses enfants." @. 755). 

Lancelot then was Sie first to call attention to the Tapes* but w ihu thowing  
ihat it was tapestry or where it was to be seen. This discovery was owing to *e 
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diligence of Montfaucon, who first guessed, and afterwards found bis guess to be 
right, that the Fragment published by Lancelot was a copy of part of a roll of 
tapestry which used to be shown on certain feast-days in the church of Bayeux. 
Montfaucon gave MO accounts of it in his "hilonumens de la Monarchie ~rancoise" 
at vol. i. p. 37 1, and at the beginning of wl .  ii. He decides (ii. 2), on the evidence of 
the style of the work, the form of the armour, &C., that the work is a contemporary 
one, and he accepts as probable, rvhat he says was the common opinion at Bayeux, 
that it was kvrought by Queen Matilda. He thought that the Tapes~ly was designed 
to go on to the coronation of William, and that its imperfect state was owing to h e  
Queen's death in 1083. 

The first volume of Montfaucon was published in 1729, the second in 1730. In 
the latter year Lancelot communicated to the Academy a second paper which ap- 
peared in the eighth volume of Sie Memoirs (Paris, 1733), p. 602. He had by that 
time found out another fact with regard to the monument, The Tapestry, known 
locally as "la Toilette du Duc Guillaume," was thus mentioned in an inventory of 
the goods of the Church of Bayeux of the date of 1476: "Item. Une tente tres 
longue et etroite de telle A broderie de ymages et eserpteaulx [escripteaulx] faisans 
representation du Conquest dYAngleterre, laquelle est tendue environ la rief de 
1'Eglise le jour et par les octaves des Reliques." 

A short notice of the Tapestry in Beziers' History of Bayeux (Caen, 1773) is 
wholly founded on Lancelot and Montfaucon. 

The first English mention of the Tapestry, as far as I can malre out, is to be found 
in Stukeley's Palaeographia Britannica, ii. 2. An abridgernent of Montfaucon's ac- 
Count, by smart Lethicullier, ER.S. and F.S.A., is added as an Appendix to Duca- 
rel's Anglo-Norman Antiquities, No. I. But the eariiest actual writers of English 
history rvho dealt with the age and authority of the Tapestry were two authors who 
hold such different places in the estimation of the Scholar as Lord Lyttelton arid 
l3avid Hurne. Lyttelton (Hist. Henry 11. i. 353, ed. 1769) came to a conclusion un- 
favourable to the authority of the Tapestry; but he did not come to it without really 
reading and thinking; about the matter. His main point of objection was the SuP- 
posed discrepancy between the Tapestry and the narrative of William of Poitiers 
with regard to the details of the Breton war, an objection perfectly reasonable as far 
as itgoes, and the grounds of which I shall exarnine elsewhere (sec Note X). Assum- 

I suppose, that the tradition which ascribed the werk to a Matilda must have 
w n e  groundwork, Lyttelton "judged" that it was made by the orders, not of 
William's Queen Matilda, but of her ganddaughter the Empress, 

This 'judgement," it should be noticed, was simply Lyttelton's own guess, 
thrown out On his own responsibility. It is curious to mark he fate of this guess in 
the hands of Eiume. It is due to Hume to say that he seems to have had a clearer 
notion of the real value of the Tapestry than Lyttelton. Yet in 1762, when he Pub- 
lished the first edition of his early history, he knew the Tapestry only as "a very 
~urious arid authentic monument lately discouued. ~t is a tapesq, pTeJcued in the ducal 
pnlßce ~ R W ,  arid supposed to have been wrought by Orders of Mati&, W@ to the 
E@erm. At least it is of very great antiquity.>' (i, 1 28). 
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When this was written, the first discovery of the Tapestry at least of that Part of 
it of which Hume was speaking, was thirty-eight years old. Still it was in Hume's 
eyes "lately discovered," because he had never before heard of it. The cathedral at 
Bayeux and the ducal palace at Rouen were all one to him, just as Milan and Pavia, 
Guelf and Ghibelin, were all one to him, when (p. 183) he turned Lanfranc into "a 
Milanese monk." The tradition of Bayeux and the conjecture of Lyttelton are 
seemingly rolled together in the word ccsupposed," and one might almost guess that 
Hume, while writing the reign of Eadward, had not yet learned to distinguish one 
Matilda from another; it clearly was quite indifferent to him which Emperor it was 
that either of them married. 

But the beginning of any really serious and critical inquiry into the age and author- 
ity of the Tapestry was reserved for the present century Attention began to be called 
to it during the time of the first French Republic. Some curious letters on the subject 
are printed in Pluquet's "Essai Historique sur la ville de Bayeux", pp. 76-8 1. It ap- 
Pears that the Tapestry at one time narrowly escaped being cut into shreds to adorn 
a civic car. I t  afterwards actually undenvent a fate almost as degrading. The elder 
Buonaparte, then "First Consul," carried it off to Paris, and showed it at the Louvre 
to stir up his subjects -"citizensV they are still called in the official letters - to another 
conquest of England. But this kind of folly had at least the advantage of fixing the 
thoughts of learned rnen On the Tapestry itself. The first fruits of their studies ap- 
peared in 18 12, in the form of a Paper by Sie Abbk de la Rue, Professor at Caen and 
Canon of Bayeux, of which an English translation by Mr. Douce is printed in ATC~CZO- 
&a 17, P. 85. M. de la Rue followed Lyttelton in attributing the Tapestry to the time 
arid the orders of Sie Empress Matilda. Against the tradition which attributed it to 
the wife of the Conqueror he brings several arguments. I t  is nowhere mentioned in 
the will of Queen Matilda or in any &er wills or charters of her age or that of her 
sons. If it had been placed in the of Bayeux in Queen Matilda's time, it must 
have perished in the fire by which that was destroyed in 1 106. Same relics 
were saved, but no one would have taken trouble to save the TapesW &me 
~ o i n t s  of non-agreement between the accounts in the Tapestry and the Rmaa deRo@ 
Show that Wace had never Seen the Tapesq. But, as a canon of Bayern, he could 
notfail to have seen it, if it bad been there in bis time. The work agah must be later 
than Queen MatildaYs ti.ne because the border contains references to the fahles of 
Aesop, which were not known in Sie West till the time of the Chsades. It is d~own 
moreover 10 be of English from the occurrence of the mysterious BlfkYva. 
This name he takes to be an English way of describing the Duchess, aftemards 
Queen, Matilda. Wadard again, whose name he takes to be English, arid the ward 
<< ceash;iy' are brought as proofs of English workmanship. Another On which 

he stmngly is that the Normans are called Franci in the Ta~est% which he 
argues would not have been done by Norman artists. He concludes therefore 
the Tapestry was made in England by order of the Empre., at some between 

1 162, about which Wate wrote, and 1 167, the year of her own death. 
This communication led to several other Papers On the subject in Ardioew) arid 

to what was more va]uable than all, to the p~blication of the kauöfu1 arid accurate 
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representation of the Tapestry itself, made for the Society of Antiquaries by 
Stothard. At vol. 18, p. 359 of Ardzaeologia is a letter written in 18 16 by Mr. Ehdson 
Gurney who had Seen the Tapestry for himself. He argues in favour of the antiquiv 
attributed to the work by the local tradition. He insists on various ~ o i n t s  of costurne, 
arid on the evident attempt at presening a likeness in the figures, es~ecially in that 
of William. He concludes that it was made for Queen Matilda by English work- 
women. The nineteenth volurne of Archaeologia contains three Papers on the Tapestry 
or on subjects connected with it. The first by Mr. Amyot, at p. 88, does not deal with 
the question of the age of the Tapestry itself, but onIy with the evidence which it 
gives as to the cause of Harold's voyage to Normandy. The second, at p. 184, is a 
potverfiul argument by Stothard in favour of the antiquity of the Tapestry, but in 
which he does not cornmit himself to any connexion with Queen Matilda. Stothard 
was the k s t  to see that the one proposition did not involve the other. He  enlarges 
on the costumes as belonging to the eleventh century and not to the twelfth, and on 
the utter irnprobability that any mediaeval artist of a later age should attend to anti- 
quarian accuracy in these matters. He remarks also on the obscure persons repre- 
sented on the Norman side, Turold, Vital, and Wadard, as distinct proof that Sie 
Tapesty was a contemporary Norman work [see Ch. 1 above]. 

In the hands of Stothard the subject had for the first time fallen into hands really 
capable of dealing with it as it deserved. But Stothard is well followed up in a 
second paper by Mr. Arnyot at p. 192 of the Same volume, in which he disposes of 
most of the arguments of M. de la Rue against the antiquity of the Tapestry He 
still however seems to think that, if it were a contemporary monument, it must have 
been the work of Queen Matilda, or wrought by her order. Mr. Amyot also points 
out that Wadard is not only, as Stothard had seen, a proper name, but that it is the 
name of a real man who appears in Domesday, and also that Wadard, Turold, arid 
Vital were all tenants of Odo. Mr. Amyot very truly says that "Franci" was the only 
name which could rightly express the whole of William's mingled army, and that 
''Franc?' and "Francigenae" are the words constantly opposed to "Angli" in docu- 
ments of the age of the Conqueror and much later, 

In 1824 M. de la Rue republished at Caen his essay from Archaeologia with an 
Appendix containing at attempt at a refutation of Stothard and Amyot. He was 
again briefly answered by another Norman antiquary, M. Pluquet, in his Essai 
historique sur la Vilh de Bqmx (Caen, 1829). Pluquet was the first distinctly to assert. 
that the work had nothing to do with either Matilda, but that it was made by order 
of Bisho~ Ode (P. 82). In 1840 Mr. Bolton Corney put forth a tract: in which he 
attem~ted to Show that the Tapestry was made by the Chapter of Bayeux after the 
French conquest of Normandy. He argues that, during the union of England and 
Normandy, the conqueit of England, which Williarn took such pains to disguise under 
the semblance of legal right, would not be thus ostentatiously set forth in Normandy 
Same learned person, he holds, was employed to keep the cosnirne right, a degree 
of antiquanan care for which it would be hard to find a parallel in the middle ages. 

Thierry reprinted Lancelot's account as a note at the end of his first volume 
@. 353, ed. 1840)) adding two notes of his own. In the first he accepts the Tapestry 
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as a contemporary work, designed for the Ornament of the church of Bayeux, and 
quotes M. de la Rue as attributing the work to the Empress Matilda. In the second 
he quotes him as attributing it, neither to William's Queen Matilda nor to MatiIda 
the Empress, but to Eadgyth-Matilda, the wife of Henry the First. I do not know 
whether this was a confusion of Thierry's, or whether De la Rue ever came to 
change his opinion. At any rate Thierry successively accepts these two distinct 
theories as highly probable, and Sees in one or other of them the explanation of 
the alleged English words and forms which are found in several places of the 
Tapestry. 

Dr. Lingard (Hist. of England, i. 547, ed. 1849) gives a note to the subject, for the 
substance of which he professes to be indebted to Mr. Bolton Corney. But he does not 
cornmit hirnself to the rnore grotesque parts of Mr. Corney's theory He altogether 
rejects the supposed connexion between the Tapestry and any of the Matildas. He 
holds that it was made as a decoration for the church of Bayeux, and that it was 
designed to commemorate the share which the men of Bayeux bore in the Con- 
quest of England. This he infers from the prominence given to Odo, and from the 
appearance of his retainers, Turold, Vital, and Wadard. Rather than attribute the 
work to Matilda, he inclines to believe that the Tapestry was due to the personal 
vanity of some of these men, or of their descendants. 

I can hardly be expected to take any serious notice of some amusing remarks on 
the Tapestry made by Miss Agnes Strickland (Queens of England, i. 65, 66)) who 
recommends "the lords of the creation" "to leave the question of the Bayeux 
Tapestry to the decision of the ladies, to whose province it belongs". According to 
Miss Strickland, the Tapestr~ was "in part at least designed for Matilda by Turold, 
a dwarf artist." Miss Strickland speaks of a Norman tradition to that effect, but 
perhaps even a "lord of the creation" may venture to ask where that Norman 
tradition is to be found. 

I come back into the every-day world in cornpany with Dr. Collingwood Bruce, 
who read a paper on the Tapestry before the Archaeological Institute at Chichester 
in 1853, which aftenvards grew into a volume called I h e  Baym %fies& Elucidated 
(London, 1856). Dr. Bruce follows Stothard in the argument for the early date of 
the Tapestq, drawn from the correctness of the costume. He argues further on the 
Same side from the manifest object of the Tapestry, namely to Set forth the right of 
Williarn to the English Crown. He cleaves in a sornewhat unreasoning way to the 
tradition which attributes the work to the first Matilda, but he fully grasps the 
manifest connexion of the Tapestry with Bayeux and its church. He even goes so far 
as to attribute the two or three seemingly English forms which are found in the 
legends of the Tapestry to the cornmon use of the Teutonic language in the Bessin, 
which he supposes, without any authority that I know of, to have lasted as late as the 
reign of William. Dr. Bruce however thinks that the designer of the Tapes@% as 
distinguished from those who wrought it in Sie stitch-work, was an Italian. 

Sir Francis Palgrave, in the posthumous Part of his werk (G. 254), has an inciden- 
tal reference to the Tapeshy, in which he takes for granted that it is the work of Queen 
Matilda, uithout any h n t  that any question has ever been raised about the matteL 
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Las% Mr. Planche published a paper "On the Bayeux Tapestry" in the ~ o u r m l  
of the Bn'tish Archaeohgical Asson'ation for June, 1867 (p. 134). Mr ~ lanche  follows M. 
Pluquet, and gives a good Summary of his arguments; he then goes minutely through 
the Tapestry, giving his views at each Stage, to some of which I shall have to refer 
again. "The report," he says, "mentioned by Montfaucon that it was the work of 
Queen Matilda and her handmaids, originated probably in the suggestion of some 
antiquary of Sie sixteenth or seventeenth century repeated till it assumed the con- 
sistency of fact." 

I now go on to give my own reasons for accepting the early date of the Tapestry. 
The arguments of Stothard drawn from the accurate representation of the costume 
of the eleventh century seem to me unanswerable. Dr. Bruce adds a good instance 
of his own in a comparison of the Tapestry with a Passage in the Roman de Rm. Wace 
(V 12628) speaks of the horse of William Fitz-Osbern as "all covered with iron" (see 
below, Note NN, and Taylor's note, p. 162)) whereas in the Tapestry "not a single 
horse is equipped in steel armour; and if we refer to the authors who lived at that 
period we shall find that not one of them mentions any defensive covering for the 
horse." 

Mr. Arnyot's arguments with regard to Wadard, Vital, and Turold seem to me 
distinctly to prove that the work was a contemporary one, and one made for Bishop 
Odo and the church of Bayeux. As Dr. Lingard says, it is quite inconceivable that 
these persons, who are of no importance in the general history, whose reputation 
must have been purely local, should have received such prorninence in any but a 
purely local work. The only persons on the Norman side who appear by name Yi 
the representation of the landing and of the battle are the Duke and his two 
brothers, Count Eustace of Boulogne, and these three obscure retainers of Bishop 
Odo. We see them here in the Tapestry, and the industry of Mr. Amyot and Dr. Lin- 
gard traced them out in Domesday, but no other mention survives of them. Ralph, 
the son of Turold, Vital, Wadard "homo episcopi," are all to be seen in Domesday, 
1,6,7,8,8a, 9, 10,32,77,155b, 238b, 342b, and in every case their land is held of 
Bishop Odo. It is plain that, in the mind of the designer of the Tapestry, the Bishop 
of Bayeux and his favourite followers came next after Duke William himself. This 
fact seems to me to be equally decisive in favour of its being a contemporary work 
and against it being a work of Matilda. 

Here, I think, is abundant evidence both to establish the contemporary date, and 
to show the object of the work. It was plainly a gift from Odo to his own newly-built 
church. But it is quite possible that the work was done in England. The evidence is 
certainly very slight. I believe it is wholly contained in the words "at Hastinga- 
ceastra". I cannot think that "at" for "ad" proves anything, but the form "ceastra" 
goes a good way to prove that the work was English. The notion of Dr. Bruce and 
Mr. Planche that these forms are not English but Saxon of Bayeux seems very fanci- 
ful. Besides, the form "ceaster" is one which is not Nether-Dutch in a wide sense, 
but distinctly and locally English. I know of no instance where it is to be found in 
the Bessin, or indeed anphere  out of England, 

Most of the objections made to the early date of the Tapesw are well disposed 
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of by M. Pluquet and Mr. Planche; but to one of their arguments I must demur. M. 
de la Rue objected that the borders contain scenes from Aesop's Fables, which he 
says were not known in the West till afterwards. Mr. Planche, oddly enough, quotes 
(p. 136) Freculf, Bishop of Lisieux, who, he tells us, "lived in the eleventh century," 
as saying that Eadward caused the Fables of Aesop to be translated into English. 
He goes on with a reference to the false Ingulf, which I need not discuss. As for 
Freculf, who died somewhere about the year 853, if he said anythingat all about our 
Eadward, he must have enjoyed a prophetic power rivalling that of the saint him- 
self But it is well known that Mary of France, the poetess of the [twelfth] century, 
professes to have made her French version of the Fables from an English version 
made by an English King. For the author of that version we have, strangely enough, 
to choose between Alfred and Henry the First. (See this matter discussed in the 
Appendix to vol. iv.) If Alfred be the right reading, there is no doubt of the early 
knowledge of the Fables in England. If Henry be the right reading, we may be sure 
that whatever Henry translated was done into English early in life, and Henry was 
born about the time when the Tapestry must have been making. 

For my own Part I should reverse the argument. I have that confidence in the 
Tapestry that I accept the figures wrought in its border as proof that the Fables were 
known in Norrnandy and England in the eleventh century 

The external evidence then seems to be complete. The work must be a con- 
temporary one; there is no reason to connect it with Matilda; there is every reason 
to connect it with Odo. It was probably, but I cannot say certainly, made in England. 
I now turn to that branch of the question which to me is yet more interesting, the 
internal evidence for looking on the Tapestry as I look on it, as a primary authority 
for the subject of the present volume, as in fact the highest authority on the 
Norman side. 

I ground this belief on the way in which the story is told. It is told from the Nor- 
man pokt  of view, but it is told with hardly any of the inventions, exaggerations, 
and insinuations of the other Norman authorities. In fact the material has a certain 
advantage. Stitch-work must tell its tale simply and straightforwardly; it cannot lose 
itself in the rhetoric of Eadward's Biographer or in the invective of William of Poi- 
tiers. And the tale which the Tapestry tells us Comes infinitely nearer to the genuine 
English story than it does even to the narrative of the Conqueror's laureate. To the 
later romances, the tales for instance of Eadward's French Biographer, it gives no 
countenance whatsoever. With regard to the great controversial Points, those which 
I shall go through in detail in future Notes, the Tapestry nearly always agrees with 
the authentic account. There is not a word or a stitch which at all countenances any 
of the calumnious tales which were aftenvards current. In the Tapestry the bequest 
of Eadward to Harold, his orderly acceptance of the Crown, his ecclesiastical 
coronation, all appear as plainly as they do in the narrative of Florence. The o n l ~  
point of diversity is that the Tapestry seems to represent Stigand, arid not Ealdred, 
as the consecrator. Now there was no absolute necessity for a partizan of William to 
deny the facts of the case. Williarn's argurnent was rather t0 assert the invalidity of 
the bequest, &e election, and the coronation, than to deny that the acts thtxnselves 



bad taken place. Arid accordingly, in the earlier Norman writers, most of the facb 
are admitted in a kind of way It  is not till long aftenvards that we find the full 
development of those Strange fables which, in so many modern histories, have SuP- 
planted the truth. Had the Tapestry been a work of late date, it is hardly possible 
that it could have given the simple and truthful account of these matters which it 
does give. A work of the twelfth or thirteenth century would have brought in, as 
even honest Wace does in some degree, the notions of the twelfth or the thirteenth 
centuq One cannot conceive an artist of the time of Henry the Second, still less an 
artist later than the French conquest of Normandy, agreeing so remarkably with 
the authentic writings of the eleventh century The truth was in those days almost 
wholly forgotten, and no one would have been likely to represent the story with m y  
accur acy. 

But though the Tapestry perverts the story less than any other Norman account, 
it is still essentially a Norman account. The main object of the work is plainly to set 
forth the right of Williarn to the English Crown. This was of Course the great object 
of William himself and of his contemporary partizans. But it was not an object 
which greatly occupied men's minds in the days of Henry the Second or later. The 
writers of that time, as I shall presently show, are as bitter, perhaps more bitter, 
against Harold than the Norman writers of his own time; but their bitterness Comes 
from a different source. Under the Angevin dynasty, Sprung, as it was, in a round- 
about way from Old-English royalty, men were beginning to look on Harold and 
William as alike usurpers. We now begin to hear of strict hereditary right and of the 
exclusion of the lawful heir. Henry the Second encouraged his panegyrists to set 
forth his lawful descent from ancient English Kings, without any reference 
whatever to his descent from the Norman invader. It was only in the female line that 
Henry was either Norman or English; in his real ancestry, in his real feelings and 
character, he was as little of one as of the other. It is most unlikely that any one 
should have wrought, in the days of Henry or for Henry's mother, a work which 
throughout breathes the spirit of the earliest days of the Conquest. 

In like manner, the representation of William's landing and of the great battle 
could have come only from the hand of a contemporary The  mere fulness of 
detail, the evident delight with which the artist dwells on all the little incidents of 
the campaip, point it out as the work of one in whose memory they all still lived. 
The notices of insignificant people, like Turold, Wadard, and Vital, while they point 
to the place for which the Tapestry was designed, point also to a time when these 
retainers of Bishop Odo were still Iiving In the days of the Empress Matilda their 
f-e is not likely to have been great, even at Bayeux. So again every antiquarian 
detail is accurate; the nose-pieces, the lack of armour on the horses, the care taken 
to rePresent every man bearded, moustached, or close-shaven, according to his age 
andnation (See vol. ii, p. 27) all bespeak the work of a contemporary artist. The idea 
of Mr. Corney h a t  the Chapter of Bayeux in the thirteenth century would specially 

its artists to attend to such points is ludicrous beyond measure, arid it had 
been dis~Osed of beforehand in the masterly argument of Stothard. But the Tap- 
esq is equal l~ acCurate in greater matters. The English army is an English army of 
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the eleventh century and nothing else. The two classes of warriors, the here and 
fyrd, the housecarls in their coats of mail with their great axes, the peasantry armed 
almost anyhow, are nowhere more clearly marked. The utter absence of horses, ex- 
cept as a means, as in the days of Brihtnoth (see vol. i. pp. 269,272), for reaching or 
leaving the field - the King hirnself fighting on foot - the ensign of the West-Saxon 
Dragon - all these are touches from a contemporary hand, which it is utterly incon- 
ceivable that any artist working a hundred and fifty years later could have thought 
of. It is worth while to mark the remarkable contrast between the Battle of Senlac 
CHastings] as represented in the Tapestry, and the Battle of Stamfordbridge as 
described by Snorro. The contemporary artist represented things as he saw them. 
The writer of the thirteenth century described as he saw them also; but then they 
did not see the same things. The Bayeux Tapestry shows Harold's army at Senlac as 
Harold's army really was. The narrative in the Heimskringla describes Harold's 
army at Stamfordbridge after the Pattern of an army of the thirteenth century. 

This precious monument is now well preserved and cared for. After its ridiculous 
journey to Paris, it came back safe to its Norman home, but it was kept for a while 
in a way which did not tend much to its preservation. It was wound round a sort of 
windlass, and was unwound and handied whenever anybody looked at it. It is now 
in much better keeping. It is kept under glass in the public library at Bayeux, where 
it is stretched out round the room at a convenient height, where it rnay be studied 
with the greatest ease. I have there examined it three times, once in 1861, and twice 
in 1867, and I may say that, fully to take in its vdue and importance, it should be 
seen. Stothard's reduction is admirable in every way, and serves for every ordinary 
purpose of study, but I doubt whether any one thoroughly knows what the Tapestry 
is till he has Seen it with his own eyes. I had myself Iearned to value Sie Tapestry 
long before I saw it, but my examination of it certainly made my confidence in it far 
stronger and clearer. It is no small matter to spell over the details of the story in the 
picture itself, and the process reaches its height at the last stage. I think that no one 
can see the end of the battle, the housecarls every one Iying dead in his harness, 
while the light-armed are taking to flight, some of them on the horses of the fallen, 
and not feel that he is in the presence of a work traced out by one who had himself 
seen the scenes which he thus handed down to later ages. 

The Elfgyva of the Bayeux Tapestry 

There is no representation in the whole of the Tapestry which is more thoroughly 
puzzling than the one referred to in the text, with its legend "Ubi unus clericus et 
&lfgyvan (pl. 7). Who is the lady, bearing a purely English name, who is thus 
suddenly brought in, seemingly at the gate of William's palace, with no apparent 
reference to anything before or after? One would naturally look for the figure of 
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William's wife or daughter in such a position, rather than for that of any other 
woman. Harold's promise to marry William's daughter, which is so ~rominently 
dwelt upon in every other version of the story, is not once alluded to in the Tapestly, 
unless this place has reference to it. But how could William's wife or William's 
daughter be described by the familiar English proper name Elfgifu? O n  the other 
hand, what chance is there that any Englishwoman really bearing the name of 
Blfgifu could be present in Duke William's palace at such a moment? And, if any 
such Zlfgifu really was there, what bearing had her presence on the general course 
of the story, so as to account for the prominent position thus given to her? 

Some of these difficulties naturally struck the very earliest commentators on the 
Tapestry, and from their days to ours a series of the wildest conjectures have been 
poured forth with regard to the alfgyva in question. The matter is treated by Lan- 
celot (i21hoires de I'Academie, viii, 6 12), by De La Rue and his translator Mr. IIouce 
(Archaeologia 1 7, 1 OO), by Mr, Arnyot (Archaeologia 19 1, 199), by De La Rue again in 
his Appendix of 1824 (Recherches sur la Epissei.ie, p. 53), b y  Mr. Bolton Corney (P. 1% 
by Dr. Bruce (p. 53), and lastly by Mr. Planche (Journal of the ~rcfzaeolop~cal Auociatio?l 
1867, p. 142). The Strange thing is that several of these writers seem not to have 
understood that Blfgifu is simply a very cornmon English name, but to have fancied 
that it was a sort of title, meaning queen or princess. Their stumbling-block was the 
double name of Eadward's mother, "Elfgifu-Emma," in which formula Lancelot 
argued that Elfgifu was equivalent to Hloefdige. Any one who turns to the passages 
which I have referred to will find a great number of guesses, some of which refute 
themselves, while others are refuted by other writers in tlie dispute. "IElfgyva" has 
been identified with ~e Duchess Matilda, with her daughter Adeliza, with Harold's 
sister Eadgyth and his wife Ealdgyth, while some have taken the trouble to show 
that she cannot be either Xlfgifu-Emma or "the &1fgifuv (See vol. i. p. 7 14) of 
Cnut's time. What it is that Blfgyva and the clerk are doing no one seems to know 
for certain, neither can I throw any light on the matter. Out of all this mass I will 
only, by way of relaxation, quote Mr. Bolton Corney's remarks, as at once the most 
curious and the least generally accessible. "William promised to bestow one of bis 
daughters on Harold. She is represented beneath the inscription AELFGWA - but 
Elfgiva was not her narne. Emma, daughter of Richard I of Normandy, and mother 
of Edward the Confessor, is sometimes called by the Saxon annalists E&va Emma. 
Elfgiua thmfore, whateuer we red in Florence of Woreester, s e m  to haue bem an appellation of 
honour, and may have been understood as such by the Sayons Bayeusains. If so, why 
was the name of the betrothed omitted? Could it not be ascertained, or was it 
deemed supefiuous? I apprehend the latter to have been the case; she was the DAME 

Par excellence - she was buried and was annually co-emorated at Bayeux.'' 
We may infer then, first, that the Saxon language was spoken at Bayeux in the 

thii-teenth century, the date to which Mr. Corney assigns the Tapestly; secondly, 
that in the Saxon language of Bayeux BEfgyua meant "Lady"; thirdly, that one 
particular daughter of William was known, distinctively and farniliarly, as "the 
E l f w a s ;  fourthly, h a t  Mr. Bolton Corney understood Old English better than 
Florence of Worcester. 



Now leaving all wild conjectures, let us try and See what really suggests itself 
about this obscure matter. The Tapestry represents a woman named AElfgifu as be- 
ing in Duke Mrilliam's palace at the moment of Harold's coming thither. Who was 
she? We may put aside Matilda and all other women who never were, or could have 
been, called Blfgifu. We rnay put aside all those women who were named Blfgifu, 
but who were dead and buried at the time. But of all the women named Blfgifu who 
were living at the time, which could have been in William's palace at that particular 
moment? Several guesses har~e occurred to me at different times. They are mere 
guesses, of no more value than the guesses of other writers. They are all, I allow, 
improbable guesses, but I think that they have the advantage over some other 
guesses of not being absolutely impossible. 

1. In my second volume (p. 658) I threw out, half in jest, the suggestion that 
Elfgifu, the name assumed by Emma on her marriage with Ethelred, was the 
name usually assumed by foreign women who married English husbands. 1s it 
possible that there is really sornething in this? 1s it possible that William's daughter, 
if she had married Harold, would have had to change her name to Elfgifu? 1s it 
possible that she is here called Elfgifu proleptically, perhaps sarcastically? This is, I 
Fant,  very far-fetched and unlikely, but it is perhaps not absolutely impossible. We 
should certainly expect the Tapestry to contain some reference to the intended 
marriage between Harold and William's daughter. We should certainly expect to 
find William's daughter, rather than any other girl or woman, represented where we 
find Blfgifu represented. And here is a way, however far-fetched, in which it is just 
possible she might be called Blfgifu. 

2. Blfgifu was (see vol. ii. p. 658) the name of the widow of Elfgar, the mother of 
Harold's wife Ealdgyth. According to some accounts, she was of Norman birth. 
Could she have been living or visiting in Normandy at this time? And can her intro- 
duction have any reference to Harold's marriage with her daughter? 

3. I have mentioned in my second volume (p. 554) the probability that Harold had 
a sister of the name of Elfgifu, and that she must have been the sister whom Harold 
(Eadmer, p. 5; Sim[eon] Dun[elmensis] 1066) promised, as Part of his oath, to give 
in marriage to one of William's nobles. 1s it possible that she was in Normandy at 
this time? If Harold's voyage really was, as I believe it to have been, a mere yachting 
excursion, he rnay very well have been accompanied by his sister as well as by his 
brother and his nephew. If it should be asked how Elfgifu came to be in William's 
palace while her brother was still a captive at Beaurain, it rnay be answered that 
even Guy may not have pressed his right of wreck so far as to imprison a woman, 
and that it is certain that one or more of Harold's party escaped Guy's clutches, if 
only to carry the news of his imprisonment to Wllliam (see above, p. 224). If there- 
fore Harold was accompanied by his sister, it is quite possible she might find her way 
to Rouen before he did. I throw this out as a mere conjecture, and it certainly has its 
difficulties about it, but every explanation of this puzzling group must be mere 
conjecture, and it certainly strikes me that this conjechire lias less of difficulty about 
it than some of the others. 



Whomever we fix upon as the Blfgifu of the Tapestry, it is still by no means clear 
what is happening between her and the clerk, or why the incident should receive so 
prominent a pIace in the pictured story. Like the introduction of Turold, Vital, and 
Wadard, there is evidently an allusion to some fact which was perfectly well known 
at the time, but of which no other record has been preserved. As such, it is another 
witness to the contemporary date, and thereby to the authority, of Sie Tapestry. 



The Perjury at Bayeux 

W. R. LETHABY 

The famous embroidery at Bayeux, besides being an historical document of 
importance, is also a work of art, and in this aspect I have long studied it. I was 
lately reminded of it in reading the Itinerary of Henry I, given in recent numbers of 
the English Historical Reuiew, and I venture to put some slight suggestions on record, 
although I am writing away from books, and even without my notes. From the 
Itinerary it appears that about 1100 the kings crossed to Normandy from either 
Portsmouth or Southampton, and stayed at some neighbouring manor before 
embarking. Now Bosham, which Harold visited immediately before his adventures 
in Normandy (pl. 2), would have been a perfectly suitable starting point if he had 
intended to visit Duke William at Rouen, a purpose which has been denied by Eng- 
lish chroniclers. Such an intention, however, agrees perfectly with the story as pre- 
sented on the Tapestry, The drama there begins with Harold and his party riding 
away after an audience with the feeble old king, Edward (pl. 1). It is the suggestion 
of the Tapestry in the language of art that Harold departed from King Edward on 
a mission of state. 

The prorninence of Bishop Odo in the events depicted on the Tapestry has often 
been noticed, but all the implications of this and kindred facts have never been 
drawn out. A principal scene on the Tapestry is that where Harold takes the oath 
over the shrine of relics in Bayeux Cathedral @1. 10). A series of subjects well in the 
centre of the work deals with Harold's part in the Breton campaign, which was the 
occasion of his presence at Bayeux (pls 8-9). The object of depicting this subject 
was to amplify the Bayeux episode, to show how well Harold was treated by Duke 
William, and to make his guilt the plainer. This is the centre of interest in the 
pictured drama, and the crucial incident is the oath on the relics of Bayeux. 
Harold's false swearing and what came of it is really the subject matter of the story- 
design. 

It has been a matter for comment that a subject like the Conquest of England 
should have been selected for the adornment of Bayeux Cathedral, but this great 
historical event was Seen clerically, As treated here it became God's judgement on 
the oath at Bayeux; and thus it was a sacred subject, The Pope had blessed the 
punitive expedition: it was a crusade. The prorninence of Odo need occasion no 
surprise, for in this other aspect he was almost the protagonist and Duke William 



was but the lay instrument of the judgement of God. Again it has been supposed 
that the Tapestry is incomplete and that the pictured story would have gone on to 
show William seated on Edward's throne. such a completion, however, belonged 
rather to the other story It would not have been exactly out of place here, perhaps; 
but it would be anti-climax to Harold's terrible doom and those stark corpses. The 
drama falls into two great divisions, the crime and the punishment, and these into 
minor parts such as: Harold's embassy from King Edward @1. 1); the visit to Bayeux 
and the oath on the Relics (pl. 10); the sign of God's anger by the comet (pl. 14) and 
William's preparations (pls 15-16); the battle @ls 20-5)) the pope's banner and 
Harold's dreadful end (pl. 26). The banner with Sie Cross seems to have remained 
the standard of the Norman kings until the lions were assumed. 

The embroidery was a hanging broughr out for the cathedral festivals, especially 
the feast of Relics. It  showed how their sanctity had been vindicated by speedy 
judgement, and was a warning against any perjury like in kind, however different in 
degree. The psychological background from which the treatment of the story was 
projected thus becomes plain. The scheme of subjects was doubtless suggested by 
Odo hirnself or under his immediate directions. 

The artistic design and workmanship are English, and, I have no doubt, 
Winchester work. Winchester at the time of the Conquest was Sie centre of a great 
school of art which had been fostered and indeed re-founded by one who should be 
our national her0 - the strong and wise Englishman Alfred. It was famous for 
painted books, goldsmiths' work and embroidery, It is said that Queen Matilda, in 
her will, bequeathed certain vestrnents, the work of an embroiderer of Winchester. 
Possibly he was the chief artist concerned in the working of the Bayewc embroidery. 



An Attempt to Identify Some Unknown Characters 
in the Bayeux Tapestry 

CHARLES PRENTOUT 

After two hundred years during which historians and archaeologists have been 
cornrnenting on the work, one might be tempted to apply to the Bayeux Tapestry 
(which, as is well known, it would be more accurate to term an embroidery) the 
words of La Bruykre: that everything on the subject has already been said. I have 
previously reiterated, in the Revue des cours et confhmes, all the arguments mounted 
by Messrs Prou, Muntz, Lanore and Paris against M. Marignan's attempt to redate 
the work, and I have added a few arguments of my own. Subsequently, in a paper 
to the Acadimie des arts, sciences et belles-lettres of Caen in July 1924 (which has 
come out in vol. IV of the new series of its Memoires) I have tried to solve one of the 
riddles posed by the scene in the Tapestry entitled 'Elfgiva and a cleric' (pl. 7). I have 
also related everything that my visits to Scandinavian museurns, revealed, particu- 
larly in the field of maritime archaeology. These visits (undertaken in the Course of 
a lecture tour on the subject of the Tapestry to all three countries) brought to light 
points of comparison between William's fleet and Viking ships (in so far as the latter 
are known from the boats exhibited at Os10 and the objects gathered in Sie museurns 
of Copenhagen, Viborg and Stockholm). 

I, for my part, believe that the general archaeological discussion can be closed, 
though one might still be able to glean new facts, and possibly draw new con- 
clusions from detailed examination of the material. To use the well-chosen words of 
Stothard, an English copyist of the Tapestry (words which the French commentator 
Delauney employed as an epigram),' 'painters of old painted what they saw'. Now, 
as has been shown, the draughtsmen of the Tapestry have laid before our eyes the 
civil and military costume, the horse trappings, the knights' weaponry, and the 
military and religious architecture of the eleventh century. Consequently, the 
Tapestry presents an incontestible archaeological reality, a reality which dates from 
the eleventh century itself Yet if archaeological exarnination leads us to believe that 
the Tapestry is a contemporary memorial of the Conquest, we have yet to evaluate 
its historical value as a pictorial narrative of the events of 1066. This issue raises 

1 O@e de la Iipisserie de Bayeuxpmuvleepar elle-mhe (Caen, 1824) (cf. Ch. 1 above). 
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another, namely the problem of its author - or, to be more precise, whether the 
inspiration behind the work was English or Norman. 

With tlie problern of its date resolved and the Tapestry once again accepted as a 
document of the eleventh century and contemporary with the Conquest, let us 
tackle the problem of its origin. This falls into two parts: the workrnanship, and the 
patronage. With regard to the question of the workrnanship, we have summarised 
all the evidence which indicates that it was Anglo-Saxon in the Revue des cours et 
coyfimes, for the 15 th April, and the 15th and 3 1 st May Tlie evidence has already 
led us (like many other commentators before us) to the wholly plausible hypothesis 
that the Person who commissioned the Tapestry was the Bishop of Bayeux, Ode, 
the half-brother of William the Conqueror. Given that Odo was the Earl of Kent 
after the Conquest, he could easily have had a workshop of Anglo-Saxon craftsmen 
or embroiderers at his disposal. Furthermore, does not the fact that Odo was 
represented five [ic (recte: four)] times in the Tapestry point to him as its patron? On  
three of these occasions he is named 'Odo'; in the others - namely at the meal he 
blesses @I. 18)) and in the council that precedes the Bade of Hastings - he is desig- 
nated by the abbreviation EPS (episcopus), i.e. bishop. This is highly significant. At 
Bayeux, where tlie Tapestry was to have been exhibited, everyone would have known 
that it was their bishop who was thus designated, There is more. In the Course of 
that battle, Odo is shown in action, rallying his troops: he has not forgotten bis 
knights - Odo confortat pueros (pl. 24). 

For a while now attention has been directed to the presence in the Tapestry of 
figures of secondary rank, unmentioned in contemporary Latin, Anglo-Saxon and 
Norman sources, who appear alongside the principal figures of the three kings 
(Edward, Harold and William) and the Counts (Eustace of Boulogne, William's lieu- 
tenant (pl. 25)) and Gyrth and Leofivine, Harold's brothers (pl. 22)). Their presence, 
it has been said,* also provides strong grounds for dating the Tapestry to the gener- 
ation of the Conquest itself, since who in the bvelfth century would have cared 
about four obscure figures, IElfgiva, Turold, Vital and Wadard, who are unattested 
even in eleventh-century sources? Identifying such figures ought also to reveal Sie 
milieu from which the Tapestry came and in which it was conceived. 

The difficulty of establishing the identity of the first two figures, Blfgiva and Turold, 
arises from the circumstance that there are a nurnber of possible candidates. In  the 
case of Elfgiva, the following suggestions have been made. 
1 Blfgiva-Emma, tlle sister of Richard I1 of Normandy, who was the wife of 
Ethelred, king of England C. 1000, and subsequently married his conqueror, the 
Danish king Cnut. Some scholars have wanted to see in the scene entitled &&iva 
et ums cbicus @I. 7) an allusion to the affair which the lady had late in life with the 

2 Steenstrup, Die Bayeux lapestv (Copenhagen), and other commentators. 
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Bishop of Worcester. However she died in 1051j3 some fifteen years before the 
creation of the Bayeux Tapestry. 
2 Blfgiva of Northampton, Cnut's concubine.4 
3 One comrnentator on the Tapestry, Fowke, imagined that Blfgiva was Harold's 
sister who was abducted by a Breton prince. The sole aim of the Brittany campaign 
was to recapture her, and that is why Harold accompanied William on it.5 Fowke 
bases this identification upon its parallels with a suggestive scene in the border below 
Blfgiva. This hypothesis, which is accepted and repeated by an American scholar, 
L o o m i ~ , ~  is pure fantasy. William of Poitiers, the only source besides the Tapestry to 
relate the expedition to Brittany, gives a range of other reasons for it and makes no 
allusion to Harold's sister. As for the scene shown in the lower border, I have given 
an explanation for it elsewhere: it represents an Anglo-Saxon wardance of the sort 
described by the De gestis He-rewardi comiti~,~ a contemporary Anglo-Saxon source 
[compiled in the twelfth century] . With regard to the meaning of the cleric's gesture 
towards Blfgiva, contemporary Norman charters enable us to explain it. The image 
we have before our eyes is not the Bishop of Worcester caressing the cheek of 
Blfgiva-Emma, but rather one of the bishop of Bayeux's clerics striking the Abbess 
Elfgiva. Why? Contemporary charters, and in particular those of the abbeys of 
Prkaux and La Trinitk-du-Mont at Rouen, provide an explanation by analogy In 
Normandy at this time one struck someone to encourage ulem to cornmit a momen- 
tous occurrence to memory. After placing a donation charter on the altar of an 
abbey, one struck a young child so that he would commit the event to rnernory8 So, 
at the moment of William's departure for his Breton campaign, which culminated 

3 2% Angle-Saxon Chronicle, ed. Thorpe (Roh Series), I, p. 317; 11, p. 150. 
4 On whom See also Anglo-Saxon Chronicle, I, p. 292, 293; 11, 129. She was Harthacnut's rnother. She 

was expelled from Engiand in 1037 and took refuge in Bruges, where she received a warm reception 
from Count Baidwin of Flanders. It is not impossible that from there, like other Anglo-Saxon refu- 
gees such as Tostig, Harold's brother, she reached Norrnandy in the retinue of Matilda, Baldwin's 
daughter, who becarne Duchess of Norrnandy C. 1050, or even with Tostig himself on the eve of 
the Conquest. 

5 IheBaym Epes@ (london, 1913), p. 56. 
6 It is, he says, a scandai ('The origin and Date of the Bayeux Embroidery', ArtBulletin 6/ 1, P. 5). 
7 As I said in the Revue des cours et conferences 31 May 1922, P. 306, n. 1: 'Certain of the risqu6 scenes 

in the lower border of the Tapestry seem to represent soldiers dancing, imitating a kind of Pyrrhic 
dance. They are beating their axes on their shields. This could be a copy of an Antique rnodeI since 
the Ancients were familiar with such dances; however one reads about such a thing in the De Ge& 
Herewardi Suxonis, a legendary work written in the twelfth century at the Abbey of Crowland to 
celebrate Hereward, the Angle-Saxon leader. Here one Sees the her0 happening upon an orgy 
where theNorman warriors and their cornpanions are drunk. Ajongleur W& around singing and 
mocking the English and incompositos q u a i  angligenos f ngmssaltus. The Normans evidently attributed 
dances of this sort to the Anglo-Saxons, hence their inclusion in the Tapestry. I do not believe that 
anyone has hitherto given an explanation for these dances, these orgiastic scenes. Indeed Lambert, 
a local archaeologist, was even accused of having devised them during a restoration of the Tapestry! 

8 At the beginning of the Cartulary of Prkaux, in the foundation charter printed in volume 11 of 
Gallia Chktiana there are two examples in succession. We note here the presence of three sons of 
Onfroy de Vieilles, the founder of the abbey One of them, Williarn, qui eham upatre ob cauam memo- 
nue colaphuo wcepit. Srcscepit etiam colaphun Ricardiu de Lillebona. He asked w h ~  He was told: SO that 
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in Harold's oath on the relics of Bayeux - the central Scene of the Tapestry, and the 
justification for the Conquest of England - a cleric invites Blfgiva to note all the 
details of the events which she was to reproduce on the linen. 
4 Other identifications have also been proposed. Zlfgiva (who is actuall~ meant to 
be Matilda), whom a cleric approaches in order to inform her of the marriage 
agreement which William has just concluded with Harold for one of his daughter~.~ 
But it is difficult to understand why the Tapestry should have substituted the name 
Blfgiva for that of Matilda! 

Other writers have said that Elfgiva could be one of William and Matilda's 
daughters - the one who was to have been betrothed to Harold. (All the contempor- 
ary Norman sources allude to this planned marriage.) Orderic Vitalis has given US 

the name of the woman who was to be betrothed to the handsome Englishman: it 
was Agatha. Agatha was supposedly so deeply in love with Harold that after the 
Conquest and his death, she died of a broken heart rather than marry the King of 
Spain (to whom her father had subsequentl~ promised her).lO One of William's 
daughters did undoubtedly marry a king of Spain.11 However - and this is a 
weighty argument against the proposed identification - none of the Duke of Nor- 
mandy's daughters was called rElfgiva. Orderic Vitalis has given us their names: 
Agatha, Adelize, Constance, Adela and Cecile.12 As Sie  girls were born between 
105313 and ?1066, they could only have been the subject of promises of marriage in 
1064 or 1065, the probable dates of Harold's stay in Normandy. The cornmen- 
tators who favoured this hypothesis (one, incidentally, which is not founded on any 
text) were obliged to suppose that the daughter in question had had to adopt the 
name Blf@va when going to be queen of England, as had previously been the case 
with her great aunt Emma when she had married King Ethelred. l 4  But Orderic 
Vitalis's text, which talks of the engagement of Agatha and Harold, makes no 
allusion to the Tapestry. Finally and most important, this whole Story of an 
intended marriage between Harold and one of Wiliiam's daughters runs up against 
a practical dficulty: at the time of his arrival in Normandy, Harold was rnarried! 
He was married to Edith, daughter of Count Blfgar, the sister of the Anglo-Saxen 
Counts Edwin and Morcar, and the widow of G r a t h ,  king of the Welsh.15 

you remernber. I advanced this conjecture in 1922. Since then I have had the pleasure of noting 
that it had been suggested by Paulin Paris in a lecture delivered to the formal session of the Anti- 
quaries of Normandy on 2 1 December, 1869. 

9 Smart Le Thiediier, Descr$tion de la ?$isse,ie cotlseru6e d La cathkdrale de Baymx, trans. Lkchuade 
d'Anisy (Caen, 1824), p. 29. 

10 Po770 Agatha re& filia, quae pnusjmat Heraldo de@onsata, flostmodurn Arn$rnis repi Gallicia~, Der Prece5 
petenti, missa est despmanda. 

11 Ibid.,D,p.391. 
12 M., DI, P. 159. 
13 On the marriage of Wiiiiam and Matilda see H. Prentout, 'Le mariage de GuiUaumey in Etudes 

quelqua~flokts de L'histoire de Guillaume le ConquJrant, Memoires de 1'Acadkmie des sciences, arb et 
belles-lettres de Caen, n.s. 6 (1931), 28-57. 

14 Freeman, florman Conquest, III, p. 698. 
15 Orderic Vitalis, 11, p. 119 with n. 3. 
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Now, could this Edith, who Orderic Vitalis calls Edgiva, be alfgiva? Might not 
Edgiva, Harold's widow, have rallied to William's side during the Course of his 
rnarch on London,l6 at the same time as her brother and Archbishop Stigand did? 
And might not the Duke of Normandy, who worked to create his own Anglo-Saxon 
faction in England, have given her an abbey, and commissioned her to make the 
Tapestry which was to tell the story of Harold's oath and the Norman Conquest? 

This hypothesis would not contradict, and could possibly even reinforce, another 
theory on the subject of Elfgiva which I advanced several years ago. AEIfgiva rnight be 
the Abbess of Barking whom William appointed when he was in that harnlet, hunt- 
ing for relaxation, after the disrupted festivities of his coronation on 25 December 
1 066:17 Willelmus Deigratia rex omnibus ubiquejdelibus salutem. Hiis l i t h  omnibus notum 
f& quod ego A. abbattissa, pacem et a m m a  meum concedo, et mnes leges suas in ciuitate et 
extra ciuitata, sicut unquam eas melius habuit in alia abbhsa in ist0 momterio Sancte Marie 
in tmpme Edwardi regh.. . I *  [William, king by the grace of God, sends greetings to all 
his faithful followers everywhere. I hereby make it known to all that I grant my 
peace and my love to Abbess A., and I grant her all her rights within and without 
the town to the full extent that the previous abbess of that monastery of St Mary 
had them in the time of Edward the Confessor.. .I. 

'A' could be alfgiva. She might have received the abbey of Barking in recom- 
pense for her support; and she might have offered proof of her pro-Norman senti- 
ments by undertaking to make the Tapestry. We know, moreover, that the An&- 
Saxons were famous embroiderers.19 

Turold 

Blfgiva is drawn to our attention in the Tapestry by an inscription and by the 
portico which frames her. Another figure is highlighted in the work in the same way 
- an inscription and a cartouche - namely Turold (Turoldus: pl. 5).z0 Needless to say, 
various identifications have been proposed for this Turold. 
1 Turold of Brkmoy who was the bishop of Bayeux in the twelfth century. A 
German scholar, Tavernier, ~ r o ~ o s e d  that he was the author both of the Bayeux 
Tapestry and of the Chanson de R0land.2~ 

17 M&&es de IYcademie de Caen n.s. 4, p. 68. 
18 Davis, Re,pesta remm Anelo-jVormrmnorum 1066-11 54 I: Rtgesta Mllelmi conquestoris (Oxford, 19 1 3), 

P. 129, aipendG &, calendar no. 240. 
- 

19 William of Poitiers, Gest0 WIleImi du& J\'ormannorum, ed. Giles (London, 1845), p. 155: Anglicae 
nationZrJ,mvlae multwn acu et auri texbra egregie zinin omni ualent arlySno. This text makes the hypothesis 
of Ang10-Saxon workmanship all the more plausible. It also provides a rejoinder to the objection 
which can be made in the n-e of modesty against it having been made by women in a convent. 
There were in England two kinds of Angle-Saxen religious houses, male and female. I t  was 
perhaps an atelier of men who rendered the suggestive scenes in the border. - - 

20 Ed. ~owke, pl. XI. 
2 1 Wilhelm Tavernier, &r Erpeschic&e des a l t fm~ös i sch  Rolmdsliedes, Romanische Studien V (Berlin, 
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2 Another possibility is the Turold who became abbot: of Peterborough after the 
Conquest. The Aqlo-Saxon Chronicle shows this man as a tough warrior who was 
extremely harsh on his Anglo-Saxon monks: he brought Norman knights into 
the abbey to deal with the monastic clergy who forrned the core of the native 
resistance.22 

I have already noted another identification which is quite compelling. A harter of 
the abbey of La Trinitk-du-Mont, dating from 1053, is signed by a certain ?Üroldw 
hosiarius.23 Now it is in precisely this role, as a Porter, that Turold is depicted in Sie 
Tapestry. He is shown at the palace gate holding the horses of Guy of Ponthieu's 
envoys (and this clearly implies that he could have known every detail of Harold's 
journey after his landing in France). Whoever this Turold might have been, there is 
a noticeable parallel between his circumstances and Blfgiva's. She received the 
abbey of Barking at Sie end of William's march around London; he had received 
lands from Odo, bishop of Bayeux.2' 

I am now going to introduce another Turold, thanks to a document which has 
hitherto escaped the notice of commentators. I am going to show the man in asso- 
ciation with two characters who no one has previously tried to identiq, namely Vital 
and Wadard. I extracted the document in question from Sie cartulary of Prkaux. 
This has never been edited, though Auguste Le Prkvost has presented interesting ex- 
cerpts from it in his Notes et documentspour suk au de'partamt de L'Eure.25 The passages 
on which my work is based remain unpublished. They concern Vital, Wadard and, 
above all, Turold. 

Vital, Wadard 
If there have been errors and hesitations over the various identifications that are 
possible for Elfgiva and Turold (the two people who the Tapestry itself strives to 
pinpoint as its authors) the Same cannot be said of Vital and Wadard. Both men 
play their part in the work before the Battle of Hastings: Wadard seems to be super- 
vising the requisitioning of supplies, while Vital is the first Person to alert William to 
Harold's army in the distance. 

One of the earliest commentators on the Tapestry, Ducarel, limited his com- 
rnents on Wadard to the following: 'One Sees a man on horseback, clad in a mail 
coat, bearing a long pointed shield on his left arm, with a baton or lance in his right 
hand.' The mounted warrior must have been well known to the army since the 

22 I have offered some cautious reflections on this identification in Reuue des cours et conjrences (as in 
n. 7 above), noting that the name Turold (which is stiiirepresented in Normandy today in the form 
Thouroude) is very cornmon in the texts of this period. I abandon it here for another Turold, as 
will become apparent in due Course. 

23 The cartulary is published foliowing that of St Bertin. 
24 Domesday Book shows that in 1086 a certain Turold was the vassal of Odo, earl of Kent for some 

places in Norfolk. It is notable that the Abbey of Barking, like Turold of Rochester, had some lands 
in Essex. Both were tenants of the Bishop of Bayeux. 

25 3 vols (Evreux, 1862-78). 
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Tapestry refers to him alone by name (Hic est Wadardus).26 His demeanour seems to 
indicate that he had overall responsibility for the provisions, and he perhaps held 
the ofice of chief steward or quartermaster of the army 

As for Vital, Ducarel had this to say: 'Next we See William going to meet a knight 
who gallops towards him, and whom he had perhaps dispatched to reconnoitre the 
countryside, to get news of Harold's army Mrith a gesture, this knight shows William 
that Harold is only a short distance away The inscription narnes the man as Vital, 
a fact which encourages us to believe that he was a distinguished figure who was 
well known, despite the fact that no historical source mentions him.' The inscription 
runs: Hic Wilhlmus dux interrogat Vital si vidisset exercitum Haroldi. 

Another commentator, DeIauney, is even more laconic. On the subject of Wadard 
he restricts himself to the Statement: 'History does not speak of this pers0n';2~ while 
on Vital he is silent. 

The abbk de la Ehe who has expatiated at such great length about 2Elfgiva (which 
he has interpreted as a title equivalent to Duchess) adds, 'A second title used in the 
inscriptions is that of "Wadard"'. It designates a man armed from head to toe and 
stationed as a sentry beside three structures which may be houses or warehouses 
erected next to the place where Duke William had his Erst meal after disembarkation. 
The word is neither Latin, nor French. Lancelot presumes that it is the name of the 
seneschal or steward; however at that time William FitzOsbern was Duke William's 
seneschal. Wadard seems to me, therefore, to be the sentry appointed to guard the 
possessions of the army which had just disembarked. Moreover this is a Saxon 
n m e ,  and it provides further proof that the authors of the Tapestry were Angle- 
Sa~ons. '~* The learned scholar has, it must be added, been inconsistent about the 
identzcation of Wadard: sometimes he is keen to regard it as a proper name; at 
other times he Sees it as the title of an office - it is the equivalent of warder, i.e. the 
man who looks after the baggage.29 

Lancelot and Hudson Gurney saw Wadard as Duke William's sene~chal .~~ In the 
Bayeux Tapestry he does indeed seem to be occupied with the provisions arid SuP- 
plies. However, in 1066 the Duke's seneschal was WilIiam FitzOsbern, as all the 
sources including Charter subscriptions attest. Freeman suggested that Wzidard was 
the envoy of Robert Wimare, a Norman who was established in England before the 
Conquest and is named by William of Poitiers.31 Another cornmentator, interpreting 
the Scene in the Tapestry in a different way, Sees Wadard himself as a Norman estab- 
lished in England before the Conquest who is here coming to help his co~ntrymen.~* 

26 Antiquitks anglo-normandes, trans. Lechaude d'Anisy (Caen, 1824), p. 378. 
27 O@e de la Tapisserie de Bveux, p. 78. 
28 Sur la Tapisserie de Baym, Nouveau essais historique sur Caen, 2 vols (Caen, 1842)) 11, PP. 185-2925 
29 Ibid. 
30 Freeman, Nomm Conquest, I n ,  p. 413. 
31 Gesta Mllelmi du&, ed. Giles, p. 128. 
32 Journal of the British Archaeological A~sonatio?l23, P. 149. 
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What has been certain for a long time is that Vital and Wadard were established 
in England after the Conquest and that there, like the abbess of Barking, they were 
vassals of the Bishop of Bayeux who was also the Earl of Kent.33 We may also note 
that a son of Turold appears in Domesday Book (and therefore around 1086) 
holding an estate at Berdestaple from the Bishop of Bayeux, and another at 
W i ~ f o r d . ~ ~  

Thus after the Conquest the four unknown figures in the Tapestry are all vassals 
of Odo, bishop of Bayeux, who is universally credited with having been its p a t r ~ n . ~ ~  
What I Want to do now is to demonstrate that Turold, Vital and Wadard were 
already connected with the bishop of Bayeux before the Conquest. 

The geographical centre of Normandy has always been the valley of the River 
Risle. This was William's power base before the Conquest. William remained in the 
Risle Valley for three years while besieging Guy of Bourgogne in his town of Brionne. 
It  was also in the Risle Valley that Herluin had recently established the abbey of Bec, 
where Lanfranc taught. Lanfranc met William during the siege of Brionne and went 
on to become his advisor in the great religious affair of the time (the trial of his ad- 
versary the heresiarch Berengar), subsequently serving as the Duke's adviser in a 
matter which affected William more intirnately, namely his marriage to Matilda. 
The abbey of Grestain was also founded in this valley during the same period by 
another Herluin, known as Herluin de Conteville, who married Arlette, the mother 
of William the Conqueror. Grestain was the neighbour of Saint-Pierre de Prkaux, 
a foundation of greater antiquity. It was while studying the cartulary of this latter 
abbey (obligingly put at my disposal in the University Library by the kindness of the 
archivist of 1'Eure) that I found three acta which are of supreme interest for identify- 
ing Wadard and Vital. 

At some point in Duke William's reign between 1035 and 1066 (in the carmlary 
of Prkaux as in many others, the transcribed acts are not dated - except on the 
occasions when they coincided with a known event and this was noted) Roger de 
Beaumont, son of Onfroy de Vieilles, Sie founder of the abbey, gave to Prkaux the 
forest of Hespaignes and all that he possessed there, except his knights. Vital and 
Wadard appear side by side among Sie witnesses.36 In another act Gulbert, son of 
Guimond, gave the abbey the tithe of all the goods he possessed in the village of 
Marbouk; while William, the abbot, granted Gulbert the fellowship of the place 

33 Domesday Book, vol. 11, p. 25. 
34 Ibid., II, pp. 24 and 25. 
35 I have already pointed out that Vital held houses in Caen in the eleventh century from the Bishop 

of Bayeux (Bourrienne, Antiquus cartulan'u Ecclesiae Baiocenk 2 vols (Rouen-Paris, 1903)). 
36 Regnmte eodaprUlcipe Mllelmo dedit Rogenus Bellemonh Sancto Petro Pratelli siluam Hispanie et quicquid in 

ea uilla in doninio suo habebat, exceph militibus mis, ex quibus t m m  alioquospostea concessit Satzcto Petro.. . Et 
ex ut.rque Parte afierw~t testes Hugo Putfisse, Goscelinusjlius, Etaiis, Wadardus.. . (arch. de l'Eure, H. 
7 11, fol. CII). Thus at  a date we cannot specify, though during Wiiiiam's reign and before the 
Conquest (since he is described as Pn'ncejs not Rex), Vital and Wadard subscribed one after the 
other in a charter of one of the principal lords of Normandy, Roger de Beaumont. They are 
presumably tenants of the abbey of Preaux (to which this donation was made) and not Roger 
Beaurnont's witnesses, since Wadard reappears in a later acta as the abbot's witness. 
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(societatem lon). It  was thus a contract. The witnesses for the two parties are listed, 
and Wadard appears again among the abbot's witnesses.37 

And now we come to the most important act. A child named Turold, the son of 
the Vicomte de Montfort, was brought to Prkaux to be trained as a monk - which 
indeed happened. His mother Anfrke, his grandfather Osmond (a characteristically 
Norman name, derived from the Scandinavian Asnundr), and his uncle Bauduin38 
(Balduinus) brought him. Abbot Anfred, the monks and some of the abbey's vassals 
(among whom Vital appears this time) were present at the ceremony.39 This child, 
Turold, who was offered to the abbey, was an oblate, and it is possible therefore that 
he was a cripple. He becarne a monk. Now, the figure who appears in the Tapestry 
below the legend Zrold, whom the Abbk de la Rue has seen as dwarf wearing the 
garb of a monk, is in reality a cripple. 

Thus just as we discovered four of the Bayeux Tapestry's unknown figures in 
Domesday Book afier the Conquest, all connected in some way with the Bishop of 
Bayeux, so we re-encounter three of them, namely Turold, Vital and Wadard, in 
the cartulary of Prkaux before the Conquest - the one as an oblate, the other two as 
vassals of the abbey Moreover, Prkaux, near to Pont-Audemar, is close to the abbey 
of Grestain, which was founded by Herluin de Conteville and Arlette, the father 
and mother of Odo, the fiture bishop of Bayern. Furthermore, Herluin himself 
features in the cartulary of Prkaux: he came to ratify a donation made by his son 
Robert, the future Robert de Mortain who appears in the Bayeux Tapestry at the 
meal (blessed by Bishop Odo, his brother) before the Battle of H a s t i n g ~ . ~ ~  On an- 
other occasion Viscount Herluin came to the abbey with his wife Arlette.*l This is, 
to the best of my knowledge, the only document which mentions her - the woman 
made famous by her son, arid who has so exercised the imaghation of novelists 
fhm-~. the twelfth to the twentieth century. 

O~O'S brother, father, and mother all, therefore, had connections with the abbey 
of Prkaux, the abbey where Turold was a monk, and of which Vital and Wadard 
were vassals. So, with the exception of 2Elfgiva (who, we now know, was the widow 
of a Welsh king), all the unknown figures in the Tapestry namely Turold, Vital arid 
Wadard, the figures whose presence codd formerl~ not be explained @ut of whom 
Freernan and Steenstrup bad rightly said that they had to be contemporaries 0f the 
Conquest, otherwise their presence in this ~ictorial drama was inexplicable) were 

37 fol. 132v: Exparte vero abbatZr maledoctus Erchembaldw Wadardw. 
38 Thk name still survived 100 years ago in the Risle Vdey in the form Baudoin (not Beaudoi.. 
39 Pruscn~to principe Mllelmo regnmte o t  quidampuer nomine lÜroldw,jlius vicecomztts MontwSoF 

~ ~ ? t f o r t - s u r - ~ k l e ) ,  A.atellum ut ibihuet monach, quod u t  fatum. Detulit autem ühmi mater ~ A u r f d a  
nomzne, w q u e  suw Osmmdw cognomento ~ & ~ r u l ~ , , p a t r u ~ q u e  Boldinw.. . Astandbw ver0 exparte a b b h  
fiatelli nomine Au f id i  rnonahkque et nonnullk hom&iü. videlicet Maiedocto Vitale (arch. de PEure, H. 
77, fol. 133). 

40 Regnante Willelrno, R o b d  marchionkjlio atquefubmte, venitJiater eJ" ad Pratellos Rohem nomhe,factim 
mit% donationem de guahm t e ~ a  Sanctus Clerus nomine.. . Huic donationi hterfuerwit testes Herluhw 
subradicti Roberti.. . iarch. de l'Eure, H. 7 1 1, fol. CIv). 

41 Regnante Willelmo Robed marchionis filio Herluinus vicecomes cütn uxore sua ad Sanctarn Pettrum 
Pratellarmz ... (Ibid., fol. CXIX). 



natives of the Risle Valley; they were connected with the abbey of Prkaux, not far 
from the abbey of Grestain, which was founded by the parents of Odo of Conte- 
ville; they were subsequently rewarded for their services by grants of land in the 
east of England, where the Bishop of Bayeux, the Earl of Kent, was a great land- 
owner; and they were also rewarded by their inclusion in the Tapestry, a monument 
raised to the glory of Bishop Odo, and of William the Bastard his brother. Can it 
now be doubted that, although the workmanship of the Tapestry was Anglo-Saxon 
(executed, doubtless, by Elfgiva's Anglo-Saxon embroiderers), the inspiration was 
Norman. The Bayeux Tapestry is thus the first monument to reveal the fusion of 
the Anglo-Saxon and Norman races that William had wanted from the beginning 
of his reign. 

A Norman work, composed to the greater glory of the Duke, his brother and 
their soldiers, the Tapestry (or, more accurately, the embroidery) was exhibited 
during the consecration on 14 July 1077 of the new cathedral of Bayeux which was 
built by Odo. It was exhibited again during the octave of the Feast of St John in 
1476, at which point it was recorded in the inventory of Sie cathedral treasury. The 
view that it was a work conceived by an Anglo-Saxon cleric trying to rehabilitate 
Harold is untenable. The Tapestry bears within itself for those who know how to 
examine it with care and to compare it with contemporary documents, pictorial or 
written, published or unpublished (like the cartulary of Prkaux) the proof of its true 
0Tigin.42 

42 It k desirable that a major academic body, such as the Acadkmie des inscriptions, shouid pblish 
under its ae& a definitive edition of the Tapestry to replace the jnadequate work of Leve arid 
the English edition by Fowke, whose reproductions are exceuent but whose text is equauy 
unsatisfactory. 

30 



A Study of the Bayeux Tapestry 

SIMONE BERTRAND 

We must start with a few preliminary remarks to provide a context for our study of 
the embroidery of Bayeux which is commonly called the Tapestry of Queen Matilda. 
Thereafrer, our observations on the work comprise atternpts to answer the following 
fundamental questions. What are the basic materials that were used in the manu- 
fache of the work, and how were they employed? What was the original form of the 
werk? What do we know about the workers, and where was the Tapestry made? At 
the wish of what powerfui and creative Person was the Tapestry conceived, and why? 

Like all works of art, the Tapestry has a message to convey, and it was made 
especially to convey it. The key Point was: how might the Norman Conquest be 
explained in a fashion which conformed to the intentions of those who wished to 
make known their own particular Version of events? A narrative account in the 
form of a text could only have reached a very restricted public; however william 
the Conqueror and Odo of Contedle doubtless wanted the story, and above all the 
justification of the Conquest (as we will discover in due course) to reach the illiterate 
masses. Anticipating by some nine ~ ~ n t u r i e s  the use of images for mass communi- 
cation, the designer had the visionary genius to present a contemporary event both 
as a form of text for the literate public, arid also - and perhaps above all - via a vast 
illustration of this text designed for a mass audience. The place he intended bis 
werk to adorn was the cathedral at Bayeux. The Tapestry lent itself admirably to 
display in such a vast space both because of its dimensions, and because of the 
number of spectators who could have been assembled to gaze at it there. T0 the 
objection that a sacred buildhg would not have been a suitable place for profane 
subject matter, one can answer that the subject of the hanging was not exactly a 
profane one: it is a type of tract about an oath. Moreover, had not the Council of 
Arms (1025) authorised - recommended indeed - that ecclesiastical authorities 
should use hangings for the edification of the faithful? 

The embroidery, therefore, sets out to recount the Conquest of England. With 
painstaking concern for de td ,  the well-known central scenes, which are realistic arid 
b1atant.I~ historical, relate the facts; ~ h i l e  the upper and lower borders provide an 
additional dimension by offering a continuous syrnbolic commentary. The Tapestry 
aims to exalt the exploits of Sie man was not only the Duke of Normandx but 
also the King of England, arid to glorify bis dynasty Into this glorification it weaves 
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the theme of the sacrality of a sworn oath, thus apotheosising William the warrior 
and Odo the bishop together. The Tapestry is, in consequence, a work of propa- 
ganda and preaching at one and the Same time. 

Does this narrative hanging reflect a chanson de geste? In Support of this thesis it 
will suffice in this context to cite the occasions where the designs are seemingly 
reversed - William's messengers, and the death of Edward the Confessor. The in- 
scriptions accompanying the first of these sets of scenes read as follows. 

10 'Ubi nuntii Willelmi ducis venerunt ad Widonem'. 
1 1 'Nuntii Wilielmi'. 
12 'Hic venit nuntius ad Wigelmum normanorum ducem'. 

Those around the death of Edward the Confessor read (p1.12): 

26 'Hic portatur Corpus Edwardi regis ad ecclesiam sci Petri apostoli'. 
27 'Hic Eadwardus rex in lecto alloquit[ur] fideles'. 
28 'Et hic defunctus est'. 

Do these 'inversions' reflect errors or absent-mindedness On the part of the workers? 
All the rest of the work runs Counter to such an explanation. If we replace this theory 
with the hypothesis that a magisterial chanson degestelies behind the work, everything 
by contrast now makes sense. The order is logical - it has the logic of a recitation. 
The first sequence could run as follows: 

'And the messengers of Duke William came to Guy (to contest Harold's ran- 
som). The messengers of Wiliam (are coming at full gallop), one messenger 
having come to Duke William (to inform hirn of Harold's captivity).' 

The second sequence could be: 

'They carry to the church of St Peter the Apostle the body of King Edward, 
Edward (who) had conversed with his fideles in his bed and who was dead.' 

The Support and the Zchnique of Executwn 

Let us begin with a few words which will evoke at once the physical impressiveness 
of this work. The dirnensions which are generally attributed to the Tapestry are: 
70.35~1 in length by 50cm high. The word 'generally' was employed on purPose 
here. During the German occupation, the staff officers were very keen to examine 
the work prior to the invasion of England that they themselves envisaged rnounting, 
and they sponsored a detailed examination of it by eminent specialists from Ger- 
man% These scholars, having measured the Tapestry several times, assured their 
contemporaries that it was only 65.45m long. Obviously it is impossible to pro- 
nounce categorically in favour of one length as opposed to the other since, as with 
all textiles, the manner in which the Tapestry is displayed affects how much it is 
shetdied and can result in a degree of lengthening. Let us assume, therefore, that 
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the work measures approximately the traditional 70m X 50cm. [Editor's note: 
measurements taken after the rehanging of the Tapestry in 1983 were 68.38m long 
by 45.7-53.6cm high.] 

Another point which helps us to appreciate the work for what it is, is to recollect 
the incorrect term by which it has been described since the eighteenth century: 
'The Tapestry of Queen Matilda'. This immediately brings to mind some magnifi- 
Cent hanging of great smoothness, one of those sumptuous works created from 
coloured threads that the artist weaves onto the Warp held in front of hirn, bringing 
to life under his Shuttle harmonies of tones and lines in one wholly homogenous, 
single fabric - if one may use such an image. The role that the designer of the Tap- 
estry had in mind for his creation to play, namely that of a narrative church hang- 
ing, was probably at the root of the error which transformed the 'Telle del Con- 
quest' into the 'Tapestry of Queen Matilda'. Telle (i.e. 'toile' Pinen]) undoubtedly 
was its real name in that context. An inventory of the treasures of the Cathedral of 
Bayeux described it thus in 1476: 'une tente trks longue et estroite de telle 2, 
broderies de yrnages et escrilpteaux faisans reprksentation du Conquest dYAngle- 
terre'. I t  was an embroidered 130th. In such a work the figures are not (as in a 
tapestry) an integral Part of the whole: rather they are superimposed upon the base 
fabric which in fact forms the ground - a ground which always remains visible and 
bare. It is appropriate, therefore, to study the base fabric first of all, and then to look 
at the embroidery itself. 

The base fabric is linen. Thanks to the enthusiasm that M. de Micheaux, conser- 
vator of the Muske des Tissus at Lyon and M. Laulier, professor at the Ecole de 
Tissage of Lyon readily brought to the study, it has been carefully analysed for the 
fist time - a point which is worth underlining, This analysis has formally established 
something which hitherto had only been based on tradition and was nothing more 
than a hypothesis, namely h a t  the base material of the Bayeux embroidery is indeed 
a linen fabric. 

Base material: linen. Torsion: the torsion is determined by the diameter of the 
thread and the angle at which it turns. In order to obtain this information, two 
measurements were done On Warp and weft threads of the fabric. Warp: torsion 
400-650 twists per metre. Weft: torsion 430-650 twists per metre. The variations in 
torsion are explained by the irregularities in the thickness of the threads which re- 
sult from hand rnanufachire. The thickness of Sie threads has not been established. 
All that has been noted is their apparent variations in diameter - something which 
is more pronounced for the Warp thread than for the weft thread. 

The iinished state was obtained byjoining together eight separate pieces of linen 
of unequal length. The first piece (which includes the start of the T a ~ e s t r ~ )  measures 
13.65111; the second measure 13.75; the third 8.3; the fourth 7.7; the fifth 6.55; the 
sixth 7.05; the seventh 7.15; and the eighth (the end of which is ~ar t icu lar l~  badly 
damaged) 5.2m. These measurements, which were taken with the Tapestry sus- 
pended and not laid out flat, are accurate to within a few centimetres. The sections 
are joined together by seams of extreme fineness. Indeed the joins were made with 
such skill that until 1874 the werk was believed to be entirely without seams. 



Were the seams joined before or after the embroidery was done? The  seam 
joining the first and second sections was undoubtedly executed afrer the ernbroidery 
This contention rests on two facts. The first is that there is no ernbroidery over this 
seam. The second relates to the two parallel lines (made in stem stitch) which 
delimit the upper decorative border. Now, the bottom line of the upper border of 
the first section is C. 2cm lower than the corresponding line of the second section. If 
the sections had been joined before the embroidery was done, one would expect 
this line simply to continue straight along. The clear break in continuity permits us 
to assert that in this case the join was made after sections 1 and 2 had been em- 
broidered. Such a procedure did not, however, seem felicitous or practical to the 
embroiderers, and the other skjunctures were effected before the embroidery. The 
fact that embroidery was executed on the very join itself (without any observable 
touching up) leaves no room for doubt on the matter. The  only instance where 
doubt could possibly linger is in relation to the join between the third and fourth 
sections (that is towards the middle of the Tapestry as a whole). Here the join is 
almost entirely bare of embroidery: scarcely lcm2 is covered with it. It would seem, 
however, that this was simply because the juncture happened to coincide with an 
aImost empty space in the design. 

The height of the linen does not remain exactly constant: it varies at  times 
between 48 and 5 1 Cm. 

The work is not edged by a formal hem: all that can actually be observed are two 
simple folds. The fold at the top is defined by a sort of hem made with large stitches. 
This allowed the 'Tapestry' itself to be Cast over a narrower band of coarser linen, 
which facilitated hanging and strengthened it. The fold towards the bottom must 
have been more significant, a circumstance to which the numerous stem stitch 
restorations of the lower line attest. The work was not hemmed but was cast over a 
braid which looks rather like ruban croisb, that is to say it is woven in a chevron pat- 
tern. The relatively well-preserved state of the work is explained by the fact that Sie 
Tapestry is backed throughout and is fixed to its lining at regular intervals by 
Support stitches. 

Turning now to the embroidery: we find that it was entirely executed using two 
basic stitches, namely stem stitch and 'laid and couch' work. Mention should also be 
made of chain stitch; however this was not one of the primary stitches, as will be 
explained in due Course. 

Stern stitch was employed for what one might describe as the basic work- narnely 
for a l  the lines of the faces, for hands, and for all bare flesh. Thus in the Scene 
where the vessels are dragged through the breakers, the bare legs of the men (who 
have tucked up their breeches into their belts) are indicated by a simple line in stem 
stitch. Bare flesh is universally rendered by this simple stitch. This is even the case 
for the corpses that have been stripped of their clothes, and for those figures in the 
Tapestry which are traditionally referred to as the 'obscenities' (pl. 7). Moreover, the 
designer was evidently of an imaginative turn of mind and used the Same tech- 
nique for insubstantial, othenvorldly concepts: the representation of the symbolic, 
ghostly ships which appear directly under the scene of Harold's coronation, evoking 



the impending misfortunes (pl. 14). Such stark conceptions are rendered in exactly 
the Same way as the nakedness of real people. 

Stem stitch was also used to reinforce all the outlines of the areas of desicn that 
were made in relief in laid and couch work. This was, in effect, the application of a 
decorative ~rinciple which was very popular in the Middle Ages, namely defining 
designs with a heavily accentuated outline. The outline was the finishing touch. 
One can See that the wo01 was sornetimes angled towards the right and at other 
tirnes towards the left. The direction depended upon the position of the Tapestry 
itself when the work was being done: sometimes the position gave the stitch an 
upward direction, other times a downward one. 

The second type of stitch that was used was laid and couch work- what modern 
embroiderers call 'Boulogne stitch'. This was executed in three Stages. The flrst 
stage consisted in covering the appropriate area of the design with nurnerous tightly 
packed threads, one virtually overlapping the next. The appropriateness of saying 
'covering the design' is underlined by the back of the work, where all one can See is 
a simple track of thread following the outline of the design. Only the surface of the 
design is covered, tvhile the back of the fabric remains virtually untouched. The 
second stage comprised running a second row of the Same threads over the first Set, 
alligned at right angles to them and spaced at roughly 3mm intervals. Finally, a 
light, almost invisible stitching was applied at regular intervals along these last 
threads, generally in staggered rows, to fix the whole ensemble onto the fabric 
ground, giving it solidity and stability, 

The laid and couch work gives a convincing impression of mass and homo- 
geneity - one is almost tempted to say of relief Indeed, viewed by the naked eye, 
elements of the Tapestry, such as the figures and horses, seem remarkably three- 
dimensional. In our concern for accuracy we have ascertained that in its completed 
state this stitch could result in a depth of up to 3mm. The stem stitch, wliich re- 
inforces the outlines of all these masses, also helps to bring out their thickness, 
contributing to the illusion of relief 

Towards the end of Sie work sorne of the shafts of the lances and some of the 
bowmen's arrows are entirely executed in chain stitch. This, however, is not one of 
the original stitches; rather it is a stitch h a t  was employed during the restorations 
that were carried out on the wo&. It seems likely that the same is true of those oc- 
casions where chain stitch occurs in the inscriptions (it rarely appears elsewhere). 
The inscription for the Scene of Harold's coronation, for instance, ('Hic dederunt 
Haroldo coronam regis') is for the most part defined in chain stitch. The 'Hic' of 
the upper line, however, arid the C and 0 which appear just below it are in Stern 
sötch, as is tlie final S of 'regis'. These stem stitcli areas are, in effect, the outeredges 
of the inscription arid they delimit a central Zone whicli had warn out arid within 
which a restorer used chain stitch. 

What are fie rnateria]s fjom willich these embroideries are made? T l l e ~  comprise 
simple wools of eight colours. These are: brick red, a fairly intense yellow, fawn 

yellow, a light green, a dark geen, and three tones of blue, one 0f wllich is almest 
black. The detailed drew attention to the fact that under micrOscope 



numerous opaque brown fibres can be seen in the dark blue threads. In point of 
fact, these fibres are visible with a weak magnifying glass. (The torsion of this wool, 
incidentally, is approximately 350 turns per metre.) 

Dyes provided the primary colours, red, yellow and blue. And it had been known 
since Antiquity how to obtain secondary tones, notably green, which was derived 
from blue and yellow mixed together in varying proportions. The  reader may recall 
that in his Historia naturalis Pliny drew attention to the fact that the inhabitants of 
Cisalpine Gaul had discovered the means of manufacturing Tyrian purple, scarlet, 
and 'every other colour imaginable' from the juice of plants. Discussing 'places 
where trees grow', he noted that 'broom, a plant which is very good for dyeing wool, 
grew in the mountains7. He also drew attention to 'two other well-known plants7 
'notably madder, of which dyers of woollen fabrics make great use for giving them 
colour . . . and which is widespread', 'and the muscari comosum (tassled hyacinth) . . . 
which, when it does not have scarlet seeds, has a bulbous onion-liie root'. 'As for a 
fourth species of plant, domestic woad @lusturn) is habitually used by wool-dyers'. 

Rather than producing a proper purple, red yarns were obtained in the following 
ways. 

From&m (seaweed). Several seaweeds which are cornmonly called dyer's seaweed 
give a fairly good red tone. Red seaweeds have always been abundant on the coasts 
and they are easy to collect. 

From kermes or coccus. The exact process that was used to obtain kermes scarlet is 
unknown. All we do know is that the colour obtained was much less expensive than 
'classical' purple; it was, however, less attractive. 

From madder - which was probably the very same plant that dyers cultivate today 
Although used as a red pigrnent, it was fairly irnpermanent. Moreover, in the Middle 
Ages they did not know how to lighten its tone and the red obtained was, in con- 
sequence, fairly drab. Might this perhaps be the reason why the creators of the Tap- 
e s w  opted instead for the brick red which is quite a pretty shade and so distinctive? 

We have seen that broom (genesta tinctoma) was used for the colour yellow. I t  could 
also be obtained from a plant called the lotus (lotus medicago aarbmea), the roots of which 
furnished 'a yellow which held well in wool'. One could engineer variations in the 
colour by using walnut tree bark and walnut stain. 

The blue wools owed their tint to glmtrum or woad. Its common name in Nm- 
mandy is voukde, and A. Hugo has demonstrated that it was formerly cultivated On 
a large scale in Calvados. The dark shades were obtained via the adrnixture of a 
decoction of gall nut. 

Whatever the shade, these wools had to be dyed in the fleece. Wo01 fibres were 
far more absorbent while they were still separate one from another Sian when they 
had been spun together. The colour of wo01 which is dyed in the fleece remains 
richer, the dye is more durable, and there are only minor variations in shade be- 
tween the right side and the underside of the work. This is all true in the case of Sie 
Tapestry Such a procedure would also explain why there are only slight differentes 
between the tones of individual fibres of the Same colour, and why this holds good 
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in the interior aS weil as On the surface of the work. Moreover, in the case of the 
Tapestry the wo01 was dyed twice, being carded between Sie two operations. 

In addition, the wo01 had to undergo degreasing, an exercise which was essential 
before dyeing. Perhaps because this degreasing was done with particular care, or 
possibly because the dye products contained a rudimentary moth repellent - either 
as an integral part of their nature, or as some sort of addition of which we are 
ignorant - the original work has not been ravaged by moths. It is quite extraordi- 
nary that in the Course of nine centuries moths have not eaten this work, while the 
wo01 of the nineteenth-century restorations, which was dyed by chemical processes, 
has in fact suffered their attacks. 

The Tapestry was, therefore, made with the following materials. 1. Natural wools. 
One can offer an approximate guide to their price on the grounds that around that 
time a fleece cost */5 the price of a ewe (Wilkins, Lges saxonicae, p. 23). 2. Needles. 
These were presumably bronze. The very obvious traces left by the eyes of the 
needles lead one to suppose so. But in evaluating these traces it is also necessary to 
take account of the thickness of the wool, which also played a Part in determining 
the size of the holes in question (and also of the fact that two strands of it went 
through the cloth together). 3. A frame. It seems impossible that such a work could 
have been accomplished 'free hand'. Moreover, laid and couch work requires the 
use of both hands and it could not, therefore, have been done without the fabric 
being supported on a frame. 

Were the designs that were embroidered drawn directly onto the cloth to facili- 
tate the work; alternatively was it done following separate cartoons? When photo- 
graphs were taken in 1955, the first Suggestion appeared to be the correct one. In 
strong illumination some reddish traces appeared, notably under the dark blue 
inscriptions. Could these be traces of pigment which was decomposiig- as a result, 
for instance, of darnp? With further examination, the same red traces were found 
elsewhere, such as under some of the green inscriptions. Evidently they were not a 
discharge of the blue dye, but were rather traces of crayon strokes. Once recog- 
nized, these crayon strokes were even visible to the naked eye. Had the Tapestry, 
therefore, been drawn out On the cloth? The answer is: probably not. These traces 
are only visible in the areas which have undergone restoration. They were, there- 
fore, made to facilitate the werk of the restorers, helping to enhance its accuracy 

One last issue deserves our attention here: has the work come down to us in a 
pristine condition? Certainly not. Everyone is unanimous on this point. The end is 
~ n d o u b t e d l ~  lost: the restorations to that area are so numerous that it is now vir- 
tually impossible to discern the original work. The ragged nature of the linen leaves 
no room for doubting that this is the case. But how much of the werk has disap- 
peared? The length of the final section in its present state (5.24 is clearly r ~ ~ u c h  less 
than that of the other sections, which permits us to m.x-ne that we have lost 
minimum of 1-1.5rn of embroidery There is an alternative possibility however: 
namely that we have lost an entire extra sequence which might have extended right 
~p to Waiamys coronation. The first hypothesis tallies better with the fact that the 

famous inventory of 1476 specifies that the work was hung in the nave 0f the 



cathedral and its length (making allowance for the loss of only a small part) cor- 
responds with such an arrangement, hanging from pier to pier. A tradition which, 
although only oral was however passed on by many people who had themselves 
taked to the individual in question, maintains that Professor Jankun discerned 
vertical marks on the Tapestry which looked like areas of rubbing and which cor- 
responded exactly to the spacing of the piers of the nave (i.e. occurring roughly 
every 6m). The first hypothesis conforms equally well with the supposition that the 
Tapestry is a work of a religious character which was designed to be exhibited be- 
fore the eyes of the faithful for their edification. The Tapestry underlined the 
irnportance of an oath sworn on relics, and it recounted the drama of the perjury, a 
drama which ended with the tragic death of Harold who had reneged on his sworn 
pledge. If the work had hdeed been conceived simply to present Odo as the judge 
and William as the lawman, i t  did not have to continue much beyond Harold's 
death. The punishment of Harold's perjury was its conclusion. 

There is another question which ought also to be raised in this context: have we 
got the start of the work in its original state? Although it would seem that this 
question has never been raised before, nothing allows us to answer 'yes'. People 
have constantly argued that the final scenes have gone on the grounds that there is 
no vertical border at the end corresponding to the one at the beginning. However, 
although there is indeed a border at the beginning, it is entirely the work of re- 
storers. The only authentic piece in this border is wholly separate from the fabric of 
the first scene proper, 'Edward rex'. As to the linen ground of this border, the 
original work comprises less than a third (22cm) of what is an arbitrary reconstruc- 
tion. The remarkable decorative motif which appears there, namely the 'scrolls', is 
entirely the fantasy of the restorers. The original work here is very lirnited in scope; 
some parts date from the time of the first restorations (1482 perhaps) as they are 
shown in Montfaucon's illusiration. The other scrolls in stem stitch or laid and couch 
work date, by contrast, from restorations done after 1730 and are part of the 'mod- 
ern' reworkings which are easy to discern because they were done over preliminary 
sketches in red. Could one advance the hypothesis that another fragrnent is miss- 
ing? If so, what was the original work like? 



A Contribution to the Study of the Inscriptions 
in the Bayeux Tapestry: Bagias and Wi&eZm 

RENE LEPELLEY 

The inscriptions in the Bayeux Tapestry include the names of certain towns from 
both sides of the English Channel. It is no surprise to encounter among them that 
of the VerY City which was the episcopal see of Odo of Conteville, and which has 
given its name to Sie Tapestry itself. 

Scene 22; comprises, in essence, three horsemen riding towards a castle. Among 
them appears William of Normandy He leads Harold, 'Duke of the English' to the 
town where the latter will swear an oath to the effect that he will recognise William 
as Edward the Confessor's successor. At this point we read the brief commentary: 
Hit Wilhlrn umit: Bagias, that is: 'Here [i.e. in the image that you have before your 
e~es] William went to Bayeux'. We may note in passing that in these inscriptions, 
the Verb uwire often has the sense of the French a l l ~  [to go], while the verb i~e was 
not employed, apart from in the composite forms tranrire (scenes 17 and 13: pl. 8) 
arid exire (scene 48: pl. 19). 

What are we to make of the ward Bagim? From a semantic point of view, there 
is no doubt that it designates Bayeux. It is true that the early historians of the 
Norman Conquest do not agree in locating the place where Harold swore bis oath 
On relics in this town. However, all h a t  concerns us here is to ascertah beyond 
reasonable doubt that the author of the inscription did indeed wish to desi€Pate 
Bayeux via the ward Bagzh. Now, the presepce of two affronted birds below thf 
smbolic representation of the town in question wouid seem to prove that this was 
indeed the case. For historians who specialise in the study of the Tapestr~ inter~ret 
these birds as wo eagles, arid regard hern as the Prototype of what was subse- 
iluently to become the arms the Chapter of the Cathedral of Ba~eux - nameli. 
a two-headed eagle. 

L00kh-g at the Syntax of thjs inscription, we note the ngorous ObSenlance 0f llic 

rules 0f dassical L a b  grammar, Bq& is in the accusative as an adverbial phrase (jf '  
place, respondhg to the interrogative QJO (where); and it lacks a preposition since 'I 
happens to be the na,me of a town. In an era when the preposition Ad '"'- 
quently be deployed in such circumstances, this latter usage isworthy of nOte. In 'lic 

*The nurnbers are those rnarked On the support fabric above the TapestrY itseli: 



inscriptions to scenes 18 and 38 @1. 17), where the names of the places appear in 
non-inflected forms, we read Et uwerunt ad Dol and Et uait ad Pevaesae. 

The most important problem here, however, is that of the morphology of Bagias. 
In  order to resolve it, it is necessary to explore the etymology, the phonetic evolution, 
and the pronunciation of the word. 

Given that the cornmentary which accompanies the Tapestry is written in Latin, it 
is reasonable to start by examining Bagias to see whether it is a Latin word. What, 
then, was the origin of the name of the town Bayeux? It goes back to the Celtic word 
Bodidcasses. When the Romans adopted this word, they preserved the stress on its 
antepenultimate syllable, despite the fact that the penultirnate syllable was a long 
one. This explains why the long a has completely disappeared today; whereas if it 
had been a pure Latin word the a would have lefi traces in modern French. The 
inscription in the Tapestry does not, therefore, present the primitive form of the 
word. This is not, incidentally, very surprising, since an evolved form of the word, 
which was mid-way between the Romano-Celtic form and the French one, was 
current in scholarly Latin in the Middle Ages. The spelling used in medieval Latin 
texts to designate the town of Bayeux is Baiocae. Given the inteIlectua1 activity in this 
town in the eleventh century, we can reasonably assume that the word Baiocae would 
have been frequently used in the Latin of the time. In the accusative case it would 
be Baiocm. This is not, however, the form used in the Tapestry We have, therefore, 
reached our first conclusion, namely that Bagim is not derived from the Latin of the 
Gallo-Roman period, nor from medieval Latin. 

Consequently, given that the constmction of the word is incontestably latinate, it 
can only be the latinised form of a non-Latin word. The Person who embroidered 
this section of the inscription wished to give a Latin veneer to a word, of whose 
actual Latin version he was ignorant. This veneer was essentially conveyed by the 
ending. Bqim is not, incidentally, the only case of artificial latinisation to be found 
in these inscriptions. It  is, in fact, very unlikely that the forms Cosnonzi (for the river 
Cousenon: pl. 8) and Peumsae (for Pevensey: pl. 17) are genuine Latin words. As for 
Rednes, it is simply a thinly disguised version of the French Rennes (its true Latin 
form being Redones). But what, then, was the word that the embroideror wanted to 
'clothe' in Latin in this way? 

The majority of modern historians and students of Sie Bayeux Tapestry (some- 
times called the Tapestry of Queen Matilda) consider Siat it is likely to have been 
made in England. And a number of words in the inscriptions do in fact reveal an 
Anglo-Saxon hand at work. It will suffice to cite the deployment of Eadwardus for 
Edwardus, and of Cemtra for Castra. It might seem reasonable, therefore, to hypo- 
thesise that Bagias conceals an Anglo-Saxon word. There are, however, two objec- 
tions to this. First of all, it would be necessary for the English to have had a word 
which was typically Anglo-Saxon to designate the town of Bayeux, before the 



A Contm'bution to the Study of the Inscriptionr 

N ~ n n a n  Conquest. If the views held by certain nineteenth-century historians were 
credible, this would not have been impossible, since they maintained that in Sie 
Fifth Century certain Saxons had given their narne to the shore of Calvados which 
is called the Lihs Saxonicum. However, the true sense of the Latin expression Litus 
Saxonicum is, as modern scholars have shown, 'The Coast which must be protected 
against the Saxons', and not 'The Coast of the Saxons'. In any case, if Sie sup- 
position that the Saxons had irnported into England a special term to designate the 
city of the Bajocasses wue valid, one would expect the English to have employed it 
whenever they mentioned that town. Now, there exists at least one text written in 
Anglo-Saxon (Old English) in which the town is indeed mentioned, namely the 
Peterborough Chronich. This source provides a near-contemporary account of William 
the Conqueror, and it includes the following words about Odo of Bayeux: He wes 
swiae rice biscop on Normandy, on Baius wgs his biscopstol ('He was a very powerful bishop 
in Normandy; his bishopric was at Bayeux'). The docurnented form is not, there- 
fore, Bqq'as but rather Baius. This is an Anglo-Saxon writer's normalisation of the 
French form Bayeux (or Baim). The point is that, because the sound [oe] 1 (written 
'eu' in French) did not exist in Old English, it was necessary to substitute Sie sound 
in that language that was closest to it, namely [U]. This is written as 'ou' in French; 
but in Old English (as in Latin) it is written 'U'. The form Baius (= Bayous) therefore 
represents the most accurate pronunciation of Bayeux possible for the Anglo-Saxon 
tongue. Now, given that the Anglo-Saxon chronicler deployed what is effectively the 
French word, it would appear that he did not have a specifically English word at his 
disposal. This leads us to our second conclusion, namely that the form Bagz'm is not 
based on an Anglo-Saxon word. 

Bagim, then, can only reflect a French word - the word Bayeux itself Two prob- 
lems now remain to be resolved: the final a, and the presence of theg. In the French 
word Bayeux, the terminal 'eu' is derived from the stressed o of Badibcmses, or, if one 
prefers, from Baiocas. It would therefore be logical for an embroiderer who wanted 
to give the word 'Bayeux' a Latin veneer, to supply it with the ending 0 (which would 
become OS in the accusative case). One would then have the phonetically ~ ~ o r e  
accurate OBagiOs. B u ~  such a reconstruction presupposes that the embroiderer had 
at least some grasp of phonetics, arid knew that French endings in 'eu' derived from 
Latin endings in '0'. (The derivation of 'meule' from 'mola' and 'fleur' from 'flora' 
are examples of the phenomenon.) With this knowledge, starting from he 

could have worked back to Bagios. However, not only was the embroiderer doubtless 
ignorant of these concepts, it is quite ~ossible that he did not even know F~ench. It 
is out of the question, therefore, h a t  he could have made the connection b e ~ e e n  
'fleur' and 'flore', for example. 

The next question to address is why the ending 'as' was used rather than SOme 

other form. An examhation of all the proper narnes in the Tapeshy revealsthatthe 
author of inscdptions bad something of a predilection for the first declension in 
Latin, which is h e  simplest (e,g. Hestiqa and Heitqa for ~astings). It also reveals 



degree of inconsistency in the latinisation of proper names, some being declined and 
others not. Thus we find Edward alongside Edzeardus, and Willelm as well as Willelmus. 

Alternatively, one could hypothesise that the cleric who composed the inscription 
which interests us placed the principal stress on the first syllable of the word rather 
than on the second. That is he said Bhyeux rather than Baykux. In point of fact, as 
l? Mossk says, 'Old English tended to stress the root syllable of simple words. This 
is known as the accent of initial stress . . . The root syllable is forcibly detached, and 
the end of Sie word tends to be rnore feebly articulated'. Applying this theory to 
'Bayeux', the sound 'eu' being unaccentuated would become weaker, and would end 
up as an almost silent 'e' (e): 'Bayes'. Phonetically the ending 'as' would, therefore, 
represent 'es', following the usage which was then customary (e.g. 'rosas' - 'roses'). 

All that remains to be explained now is the presence of a 'g' in the middle of 
Bagias. This problem, which at first sight seems the most difficult, is in fact the 
simplest to resolve. We have acknowledged the likelihood that the Tapestry was 
executed in England - or at least that English hands were involved in its production. 
For an historian, of course, this is not the Same thing; for a philologist, however, the 
difference is not of great significance. We should, therefore, ask how an Englishman 
who had perhaps never Seen the word 'Bayeux' but heard it pronounced, would 
himself have written it down. Accustomed to the graphic system of his own lan- 
guage, he would have used conventional Anglo-Saxon orthography to render the 
sounds he heard. How, then, did Old English write 'yod' - that is 'y' or 'ill' in modern 
French, 'y' or 'i' in Old French? The symbol that was most frequently employed was 
yogh, which for convenience we now write as 'g'. This letter was unknown in 
France. (After the Norman Conquest, the letter in question was gradually 
superseded in England - either by 'g', which was introduced [for this sound] by the 
French; or by 'Y'.) Dzg (= dey; modern English 'day') and weg (= wey; modern 
English 'way') are examples of it in use. Before a vowel 'ge' or 'gi' were often used 
rather than just 'g': gea (= ye; modern English 'yes'), gear (= yer; modern English 
'year'), gielp (modern English 'yelp'), giestran dzg  (modern English 'yesterday'), 
and giet (modern English 'yet') are cases in point. Now, the majuscule letter which 
corresponds to the minuscule yogh is G - exactly the Same as the French majuscde 
'g' - and the inscriptions in the Bayeux Tapestry are, of course, d t t e n  in maju- 
scules. If Bagias had been written in minuscules, incidentally, it would have been 
bmius [the '2' standing for yogh], but it would still have been pronounced 'Bayas', 
that is without a guttural at the centre. Consequently, we can assert that the only 
difference between Bagias and the French Baye-ues (attested in Wace's Roman de Rou) is 
the graphic system (and the ending). 

At this point we can usefdly raise a tangential issue. Can we confidently attribute 
this representation of 'yod' by 'gi' to an English embroiderer? It seems that we can- 
not answer the question with an unqualsed, 'Yes'. The use of the letter g to express 
'yod' was not, in point of fact, unknown in France before the Norman Conquest. 
Miss M. K. Pope (From Latin to M o h n  French) unearthed some examples in Latin texts 
which date back to the Romanesque period: agebat for aiebat occurs in a rnanuscript 
of Gregory of Tours. The eighth-century Glosses of Reichenau include an entry 



A Contribution to the Study of the Insn$tionr 

where die written form gi is used to distinguish the consonant i (or 'yod') from the 
vowel i: iu@s for iuorjis. The same written device also appears in the oldest knom 
text of northern French - the late ninth-century Sequence of St Eulolia- wherepGm 
occurs for [payens]. Although these facts in no way invalidate the proposition that 
Bqias was pronounced [8ayas], they do provide cause for hesitating over the racial 
origin of the copyist of this inscription. Nevertheless, it appears that the use of g 
and, particularly, gi, for 'yod' was not widespread in France before the eleventh 
century, whereas it enjoyed general currency in England in the period of the 
Norman Conquest. 

We can thus conclude that Bagh is neither a purely Latin form, nor an Anglo- 
Saxon one. O n  the contrary, it is an Anglo-Saxon spelling of a fairly arbitrarily 
latinised version of a word which was certainly French, namely Bayeux. 

Our investigation of the word Bqim involved us in considering the value of the 
graphic symbol g [yogh] in Old English. So complete our study of this character, 
let us examine what it represents in Wi&elm, a word which is regularly used in the 
Bayeux Tapestry. 

william is, naturally, the proper name that one encounters most frequently in the 
inscriptions of the ~ a p e s t r ~  It appears no less than nineteen times. If we discount 
Variations in the rendering of the initial W (VV, W) and also the inflected endings, 
these nineteen examples can be classified into four basic types: Willelm (which occurs 
eleven times); Wilelm (which occurs twice - including Wibl-, where the abbreviation 
mark undoubtedly corresponds to an m); W i l h  (three times) and Wilgeh (three 
times). 

The form that occurs most frequently in old Norman texts is Wilfzelm. However 
the subsequent evolution of the ward - in English (William) as much as in French 
(Guillaume, which was for a long time pronounced [Gilyom] or [Guilyom] and is 
now pronounced [Giyom] or [Guiyom] - would seem to prove that at the time of 
the Norman Conquest it was pronounced myelm] .  

Restricting ourselves to the inscriptions, the key question is whether the four 
different spellings represent essentially the Same word. We can affirm that Willeim, 
Wiklm and Wilgelm were pronounced in exactly the Same way: namely pilyelm] 
with a palatal 1, or if one prefers, ly.2 In Old French this palatal 1 was in theor). 
represented by a double 1 or by ill; however scribes sometimes contented them- 
selves with writing just a Single 1. Thusjlb andjb were both said as [nlye]; similarly, 
bdailie, batalk and batnbwere all ~ronounced Patalye] . Only in the mid-seventeenth 
century did the pronunciation [fiye] appear, becoming dominant a century arid a 
half' later. The spellings Wilklm arid Wiblm are, therefore, nothing other than the 
normal way of representing [Wilyelrn] . 

2 As a typographical convention, I am using ly for palatal 1. 
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The spelling Wilgelm, on the other hand, seems surprising; nevertheless there is no 
doubt that it too represents wlyelm]. The fact that this spelling appears three times 
- in scenes 12 (Ad Wi&ehum ducem), 13 (Ad W i k e h u m  normanmrum ducem: pl. 6), and 
14 (Dux Wilgelm: pl. 7) - show that it was not simply a careless slip on the part of the 
embroiderer. Consequently, it is logical to interpret the juxtaposed 1 and g as a way 
of spelling the palatal 1, 

The problem we faced in connection with Bapz'ar must then be readdressed: is the 
origin of this spelling Anglo-Saxon or Continental? On the one hand, the juxta- 
posed lg (or, more accurately, 1 and yogh - LG in rnajuscules), pronounced py], 
certainly appears in Old English texts. At Luke 15, 15 in the West Saxon version of 
the Gospels, for example, we read, 'Da ferde and folgode anum burgsittendum 
menn äzs  rices' ('Then he went and followed an inhabitant of that kingdom). 
Fokode is pronounced [folyode]. The same is true in Mercian dialect: in Matthew 4 
we read, 'in 8a halgan c~stre '  ('in the holy town'), halgan being pronounced [halyan]. 
On the other hand, Miss M. K. Pope has noted at least one convincing example of 
the spelling lg for the palatal 1 in a tenth-century text from north east France, namely 
the Sermon on Jonah. It occurs in the word cilg, which originated from the Latin 
cilium and was pronounced [sily] in Old French. A little hesitation is, therefore, in 
order. Nevertheless, given that the spelling lg was current in England, but seems to 
have been extremely rare in France before the eleventh century, we can conclude 
that the form Wilgelm, liie that of Bugia.s, has an Insular character. It is, rnoreover, 
worth stating that this way of writing palatal 1 became more common in French 
texts written in England after the Norman Conquest. Pope discovered ten different 
spellings of palatal 1 in Domesday Book (1086); and we note that five of the ten 
contsirn a palatalised g - lg, ilg, illg, ilgi and llg (Ta&ebosc, Zilgebosc, Zillgebosc and 
'liillgebosc, all pronounced palyebosc] , just like Zilbbosc, Züilebosc, and Züllebosc. 

To resume: our study of the inscriptions in the Bayeux Tapestry leads us to the 
conclusion that a number of the words they include were apparently written by 
Englishmen. Does it necessarily follow that the entirety of the inscribed text was the 
work of Englishmen and that it was composed in England? Only historians can 
answer this, since from a linguistic point of view phrases such as Hic Willelm dedit 
Haroldo arma and Hic trahunt naves ad mare could equally well have been conceived 
and written by a Frenchman as by an Englishman. What is, however, certain is that 
words like Bagim and Wilgelm were, in all likelihood, ernbroidered by people whose 
natural mode of writing was an Anglo-Saxon one. 

We should add that what we are seeing here is almost certainly the Anglo-Saxon 
of England itself. Certain historians have advanced the opinion that the authors of 
the inscriptions could have been the descendants of the Saxones Bajocassini, that is the 
Saxons who settled on the Norman coast near to Bayeux in the fifth century. This 
was the opinion of Canon Laffetay, a former conservator of Bayeux Bibliotheque 
municipale, who in 1885 [recte 18731 endeavoured to prove that the Tapestry had a 
Bayeux origin. Nowadays, however, specialists unconditionally reject the hypothesis 
that Saxon stock survived in the Bayeux region into the eleventh century; indeed 
they consider the very existente of the Sctxones Bajocassini to be contestable. Yet even 
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if one Wert prepared to allow Canon Laffetay's view about the survival of a Saxen 
element at Bayeux, one would still be forced to acknowledge hat ,  after a Separation 
of several centuries, they would not have been speaking the Same language as the 
Anglo-Saxons themselves. In any case, their system of spelling would cer taay have 
been different. English writing of the early medieval penod had, in point of fact, 
been strongly influenced by the Irish; but there is no real reason to believe that the 
continental Saxons had sought lessons from the same Irishmen! Thus, while forms 
such as the EA in Eadwardus (scenes 26 and 27) and ceastra (45), and the crossed 
letters such as the eth in GyriT(52: pl. 22) were current among the Anglo-Saxons 
themselves, there is little doubt that they would have been unfamiliar to Saxons of 
the Bayeux region. 

The English also borrowed from Irish script an abbreviation mark which appears 
in the Bayew Tapestry and which the continental Saxons will certainly not have 
known. The syrnbol in question is '7' (called the Tionian 'et'), which was substituted 
both for the Latin et and for the English and. In the ninth-century psalter glosses, for 
example, the interlinear Old English translation of the Latin text ego seruus etjlius 
anci1h.e tuae is ic aiow 7 sunu menenes aines. Correspondingly, in the ninth scene of the 
Tapestry (pl. 4), we find U6i Harold 7 VP?doparabolant (i.e. '[The scene] where Harold 
and Guy are in discussion'). It is my opinion that the presence of this Tironian nota 
provides additional proof of the fact that English hands at least participated in 
creating the Bayeux Tapestry This syrnbol would seem to have been virtually un- 
known in France before the Norman Conquest - the equivalent continental ab- 
breviation being the syrnbol '&', which one can find as early as the O& of Strasbourg. 
savir dYpodir (savoir et pouvoir). On  the other hand, the use of '7' becarne more wide- 
spread in France at a later date. One finds it, for example, in the French manuscripts 
of Wace's Vii de Sainte Marguerite dating from the thirteenth and fourteenth centuries, 
which doubtiess reflect the original orthography of this Anglo-Norman author. 

Let us in conclusion return to our initial focus, namely the word Bagim. It  is not 
just the spelling that reveals the Insular connections of our inscription: the very 
choice of this word does so as well. If the text had actually been written by a clerk 
from the Bayeux region, he would in all probability have referred to the town as 
Civitas BaiocensZI or Baiocae, the two forms of Bayeux which were current in the 
medieval Latin that he knew. The more common of the two, Civitas Baiocenris, is 
admittedly a little too lengthy to be suitable for an embroidered inscription; but the 
second - which is attested from the early fifth century, when it appeared in the 
Notitia *itatUm, being employed five centuries later in Flodoard's chronicle - had 
a form that would have been easy to use. A clerk of Bayeux, whatever his origin, 
could hardly have been ignorant of it; and this is surely the word that he would 
naturally have employed in an inscription of the sort that we have just examhed. 

Be that as it may, the inscriptions of the Bayeux Tapeshy remain a uniquel~ 
valuable document. Although written in Latin, they do, in effect, permit us to 
discern the first frGts of the inter~enehation of two other laV!W%es, French arid 
English. In addition, we can assert that they represent the fust written rn~mment  of 
hglo-Norman or - to be more accurate - of AngIo-French cidisation. 





The Bayeux Tapestry and the French Secular Epic 

C. R. DODWELL 

Technically speaking, the Bayeux Tapestry is, of Course, not a tapestry but an 
embroidery. This is well known but we may further ask whether it was, in fact, 
intended for Bayeux - or, at least, for the cathedral there. 

The traditional view is that the Tapestry was made for Odo, bishop of Bayeux. 
This itself carried conviction for Odo is given a prominente in it that is not accorded 
to him in literary sources, among the lesser figures are two who can perhaps be iden- 
tified as his vassalsl and the Tapestry is alone among contemporary sources in setting 
the famous oath scene at Bayeux. It does not necessarily follow, however, that the 
Tapestry was commissioned for Bayeux Cathedral. The earliest record of its presence 
there does not occur until1476 - some 400 years after its production - and, though 
the association may well go back to a very early date, there is no evidence that it was 
actually made for the cathedral. Though it extends more than 200 feet in length, it 
is only 20 inches high and would, in fact, have looked somewhat incongruous as a 
permanent decorative feature of any large cathedral. And the supposition that it 
was intended to serve in a religious setting itself confronts us with some dimculties. 

To begin with, one or two of the border scenes have an obscenity and lewdness 
that are dimcult to reconcile with a cathedral setting (pl. 7). When all allowances 
have been made for different attitudes of mind of different periods, it is hard to be- 
lieve that they were actually intended to decorate a centre of worship where the 
divine office was regularly held. 

Then the narrative itself is obstinately unreligious and secular in interpretation. 
In fact, William the Conqueror, who in accounts like that of William of Poitiers and 
William of Jumieges, tends to ernerge as the fount of virtue and religious morality, 
is in the Tapestry never seeen at church or at prayer or in any poshire of piety. Much 
has been made of the famous oath scene at Bayeux @I. 10) but this takes place out- 
side the cathedral, it is to ratify an entirely feudal and secular engagement and 
William himself appears as the straightforward lay-ruler depicted (as on seals of 
secular rulers) with bis sword over his shoulder. As we shall see later, these oaths on 
relics were a familiar ingredient of French secular poetry. 

1 Urry, I i l e  Nortnans in Canterbury, Occasional Paper, No. 2 of the Canterbury Archaeological 
Society, pp. 11-1 2. 
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In the account of William of Poitiers, William the Conqueror wore round his 
neck at Hastings the relics on which Harold was said to have sworn his oath in order 
to emphasize the perjury of Harold and his own religious mission.2 This is entirely 
omitted from the scenes of the Tapestry. More irnportant is the celebrated fact that 
William obtained the support of Sie papacy and that this was symbolized by the 
consecrated papal banner which he took with hirn on his invasion. Now, this most 
significant syrnbol of what Freeman sourly refers to as a Cmsade3 is not represented 
in the Bayeux Tapestry. This is the view not only of Freeman4 himself but of the 
greatest authority on the papal banner - Professor Carl Erdmann.5 When embark- 
ing from France, the Norman fleet was met with adverse winds and William 'fight- 
ing', as one chronicle says 'with his prayers' even had the relics of the local Saint 
Valkry carried in proce~sion.~ Though crowned with success, this fine example of 
the piety of William and the support of the Deity goes unrecorded in the Bayeux 
Tapestry. When the arrny reaches England, the chronicles preface Hastings with 
prayers but the Tapestry offers instead a feast @1. 18). And this is, indeed, the whole 
spirit of the ~ a ~ e s t r y .  Everything is read in feudal and secular terms. There is no 
spirituality. ~ h ~ c o n c e r n  is with feasts rather than prayers, warfare rather than piety, 
feudal equity rather than religious edification. 

It is true, of Course, that the Tapestry was probably made for Odo who was a 
bishop. But this half-brother of William was certainly not a bishop in the tradition 
of Lanfranc and Anselm. He was sirnply a feudal baron with benefit of clergy. As 
such he is unashamedly represented inihe Tapestry where he is much in evidence in 
the service of Mars but never seen in the service of God. He is seen in the thick of 
the battle (pl. 24) and advises in war-council (pl. 18) but (apart from saying grace be- 
fore a feast) is never seen in prayer or meditation and is never even shown in eccles- 
iastical vestments. Such, indeed, is the picture of hirn handed down to us by other 
sources. It was not religious feeling but- stark secular arnbition that took hirn from 
Normandy to England, made him there earl of Kent and William's vice-regent, 
and induced hirn to build up great wealth on the spoils of the churches It  was not 
anxiety for reform but a simple desire for power that led him to plot for the English 
crown and to sow dissension in the Duchy of Normandy. With some truth, William 
might say, when taking hirn prisoner for treasonable activity, that he was arresting 
not a bishop but a secular magnate.7 We know from chroniclers of Odo's interest in 
artistic objects. This could even lead hirn to purloin from Durham Cathedral a 

2 Guiiiaume de Poitiers, Histoire de Guilluurne le Conquirant, ed. Rayrnonde Foreviiie (Paris, 1952), 
pp. 180-2. 

3 ~ d w a r d  A. Freeman, 7he Hktoy af theNo~mrm Conguest of England (Oxford, 1867-76),III, PP. 284fL 
4 Idem, P. 464. 
5 Carl Erdrnann, Die Enstehwig des Kreurxugsgedankens (Stuttgart, 1935)) pp. 18 1-3. 
6 Gujllaume de Poitiers, ed. Foreviiie, p, 160. 
7 Orderic Vitalis, Historiae ecclesiasticae, ed. Augustus le Prevost (Paris, 1839-55)' m, p. 19 1 : 'Cumque 

nullus in egiscopum uuderet injicere manum, rex $sepnmus abprehendi eum. Rlo autem reclamente: 'Clericus 
et tninbter Domini: non licetpon@cem h n a r e  &ejkdicio Pubae",firouidu rex dt: "%go non clelticum nec antwtem 
d m o  sed comitern meum que, mo uice meapraeposui regno . . ." '. 
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pastoral st& of rare w~rkmanship.~ When he turned his ambitions towards the very 
chair of St. Peter, the Book of Hyde tells us that he built for himself at Rome a palace 
so magnificently adorned that it had no parallel in that great cityg and Ordericus 
Vitalis also refers to its sumptuous decoration.'O I would suggest that the Bayeux 
Tapestry was a memorial to just this private ostentation and that it formerly decor- 
ated one of Odo's great palaces. Even if we allow for its present incompleteness, a 
hall about 85 by 35 feet would have provided an appropriate setting. 

We certainly know that hangings and tapestries were used in secular paiaces and 
castles. As early as the eighth-century Anglo-Saxon Poem Beowulfwe read how: 

The wall hangings shone 
Embroidered with gold with many a sight of wonder 
For those that delight to gaze on them. l1  

In French epic poetry of the eleventh and twelfth centuries there are other refer- 
ences. In the c/zanson of Girard de Roussillon, for example, we read that the guest 
chamber of one count's palace was 'everywhere spread with tapestries and hang- 
ings'l2 and other rooms were so covered around with hangings that you could not 
See the stone and wood of the walls behind.13 Perhaps even more to the point 

See also Wace, Le Roman de Rou, lines 14332-6: 
' R s  me faites, dht Odes, tort 
Eveske .sub 2 croceport, 
Xe devez mehe main erz mei. 
Par mon chid dist li Ra, si dei 
Joprendrai li comte de KmtJ. 

8 Symeonh Monachi Historia Ecclesiae Dunelmensis, ed. T. Arnold, Roh  Series (London, 1882), I, p. 11 8: 
'Quaedam etiam ex ornamenh ecclesiae, inter quae et bacuhm pastoralem materia et arte miratldum, erat enim de 
saphirofactw,praef~ episcopus (Odo) anstulit.' 

9 Liber de Monmterii de Hyda, ed. E.  Edwards, R o h  Series (London, 1866), p. 296: 'Eodemfere tempore 
Oddo,jater re& et episcopus Baiocenns, Comesque Canciae, in superbia elatus inter caeterapmen@tionis suae 
opera apostolatum Romanae affectaverat. Etenim infiitum aun et multitudvlem quibusdam Romanis quos 
mwenbus illexeratper occultos nwtios destinauit, sibiquepalatium summ decore tmtoque aed$co et vallo munitum 
jibncan'jcit, ut nulla ei domus in R o m ,  ut aiunt, possit compan.' 

10 Op. n't., m, p. 189; palatiumpue suum su@tibus et superfruh aflaralibtls exornavit'. 
11 Lines 994-6, ed. F. Klaeber 3rd ed. wew York, 1941): 

G l d j i g  shion 
web d e r  wagum, mndonionajla 
secgagehwylcum,#ara#e on s y l c  stard' 

12 cxvu, 1842-3: 
Don, vostre o s t m  egenz [a] maunk 
Tjzportenduz depailes e de tapiz' 

13 See LV; 52-3: 
Tan espez jat sos pailes e siglaton 
QuJon'n'iJva't rnur ne$ere,&t ne carban' 

and C m ,  1897-1900: 
Wi chawiz mur ne pere, fus ni asclaz 
Mais cortitzes de sede ellui buschaz 
EnvoLs ntes mellospailes quJ&c i1ehsa2'. 



historically is the Statement in both Ordericus Vitalisl* and WaceI5 that, after the 
death of William the Conqueror, several dishonest servants carried off hangings 
from his palace at Rouen. 

Of some interest in this connexion is the Poem of Baudri de Bourgueil16 which 
was addressed to William's daughter, Adele, countess of Blois. This was written in 
the late eleventh or early twelfth century - possibly before but, in any case, not long 
afterI7 the death of Odo of Bayeux who did not himself die until 1097. It gives an 
account of Adele's chamber. Baudri describes Sie enorrnous size of the room and 
speaks with admiration of the beauty of the hangings, on which were depicted epic 
deeds from biblical story and classical legend. These, however, were surpassed in 
richness by the embroidery hung round the large recess which contained the bed of 
the countess (lines 207-572). On this was depicted the Norman Conquest. Now, 
though there are bound to be a few similarities in the depiction of the same well- 
known theme, the description which Baudri gives is not of our tapestry - even the 
materials are different. But what is significant is that this type of hanging was 
associated in the contemporary mind with a secular context. And if a hanging with 
this theme could - whether in fact or imagination - decorate the spacious bed- 
chamber of a countess then we rnight well suppose that something comparable but 
larger might have ornamented the palace of her more ambitious and splendour- 
loving uncle. 

Such a view should, I think, be given serious consideration, especially since I think 
that the Tapestry has much in common with conternporary secular poetry - I mean 
the French heroic epic, the chansom degeste. 

That chamons degeste were known at the time of the Bayeux Tapestry seems prob- 
able. Whatever our assessment of the different views of their origins represented by 
the writings of Joseph Bkdierl8 and R. Menkndez Pidal 19 it is generally considered 
that they were known in some form in the second half of the eleventh century. It 
even seerns probable that there was a jongleur at the Battle of Hastings. The late 
twelfth-century evidence of Wace2O on this score is, of Course, inconclusive, but Sie 

14 Ed. cit. 111, p. 249: 'Inferiores vero clientuli . . . uestes et linteamina omnaque regiam supellectila raptuemt . ..' 
15 Le Romm de Rou, lines 14366-9: 

'Visieez mult smenz errer, 
E ceLs issir k cels entrer: 
Veles e couertours embler 
E quent k'ilpormt trestorner. 

16 Les Oeuvrespoitiques de Baudri de Bourgueil, ed .  Ph. Abrahams (Paris, 1926), pp. 197-23 1. 
17 It is dated in ibid., P. xlix to 1099-1 101 but  without reasons given. 
18 Joseph Bedier, Les Ugendes epigues, 4 vok (Paris, 19 14-2 1). 
19 Rarnon Mendez Pidal, La Chanson de Roland et la tradition 4ique des Francs Paris, 1960). 
20 Le Roman de Rou, iines 13149-55: 

Tailllefer, lci mult bien cantout, 
Sor un cheual ki tost dout, 
Devant li Dus alout cantant 
De Karlemhe B de Rollant, 
Et dJOliver 2 des uassals 
h morurent a Renchevds', 
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almost contemporary Poem of Guy of Amiens21 and the early twelfth-century 
chronicle of William of Malmesbury22 is important testirnony. 

This brings us to the fundamental question of what was a chanson degeste. 
On its rnost elementary level, its entertainment value certainly lay prirnarily in the 

description of battles and the thrills and Spills of action, even though, today, these 
can becorne tedious to the reader. The distinguished Spanish authority, Professor 
R. Menkndez Pidal has even compared them, in this regard, to the modern Western. 
'ain' un cavalier qui enjappe un autre, brisant sa lance, disloquant son hemme, fadant son icu 
ou son armure, IJarrachant de sa monture et lejetant sur le sol' c'etait toujours un spectacle disiri, 
cmme aujourd'hui, dans les salles de cinha, les monotones combats, luttes et bagarres que nous 
ofl& les 'Westem~''.2~ This overwhelming interest in warfare is expressed quite freely 
in the chamons themselves. 

'Plaist vus oir de granz batailles ed de jrz  esturs' 

begins the chanson of Guillaume (line 1). 

Zone chaqon plest vos qw ge vos die, 
De hau& estoire et de grant baronnie' 

commences the chanson of Girart de Vienne (lines 2 and 3); and 

'Plest vous oir d'une estoire vaillant' 

is the opening of the epic ~5 Couronnment de Louis (line 2). There can be no chanson de 
geste without rnilitary action. A chanson without a battle is as unthinkable as an Italian 
Opera without an aria. 

On  this level, the parallel with Sie Bayeux Tapestry needs no underlining. Here, 
we shall naturally rernernber the considerable amount of space given up to the 
Battle of Hastings (pls 20-6) and the various preparations for it (pls 18-19), but we 
should also recall that a good deal of interest had already been shown in the war- 
fare in Normandy (pls 8-9) when William fought with Harold as his ally against 
Count Conan of Brittany and captured Dol and Dinan. This emphasis on fighting, 
the amount of space given up to warfare, the interest in detail, are the same in the 
Tapestry as in the chansons. The attitudes of mind are also sirnilar. The battlefield is 
not simply a stage for pride and plumage. We are not spared the bloodshed and gore 
and simple self-interest - 'la hidar misiable des mourants et des morts . . . dkmtesam mhage- 
mentJ.24 As the border scenes of the Battle of Hastings (pls 2 1-3) register the stark 
realities of warfare with horses fallen and corpses littering the ground, some with 
heads or arms or legs cut off, so the epics, too, record such gmesome facts. 'What a 
fierce battie you rnight have Seen there', says the poet of Rnoul de Cmbrai, 'lances 

2 1 Menendez Pidal, p. 27 1. 
22 Quoted ibid. 
23 G. dt., p. 434. 
24 Jean Frappier, Les &m.wm de Gest6 du 9 t h  de Guillaurne d'0range (Paris, 1955), P. 200; cf. also PP. 

304-5. 



broken, shields splintered . . . horses that will never neigh again, hands and feet on 
the ground . . . so many knights disembowelled.'25 Or, again, in La Chanson de Rohnd: 
'There you would have seen much distress with many men killed and wounded and 
bleeding, lying on each other, on their faces and on their b a ~ k 9 . 2 ~  

In this context, it is worthy of comment that, when William, urges his men to 
battle, he hirnself uses just the idiom of the chanson de geste. The inscription in the 
Tapestry tells us that he exhorted them to fight viriliter et sapienter - valiantly but 
sensibly (pl. 20). Now, the conventional idea of the epic her0 (to which a whole litera- 
ture has been devoted) was that he should exhibit just this combination of valour 
and good sense - that he should be sage etpreu or sage et hardi.27 In Raoul de Cambrai, 
Guerri remarks to Raoul that he would not give a glove for knighthood where valour 
is not cornbined with good sense28 and, of Course, in the Chanson de Rohnd itself the 
two virtues are typified by the two heroes, Roland and Oliver: 

%Zlant est proz e OZwer est sage' (line 1093) 

It would be generally agreed that the action of the chanson is battle, but this needs 
some motivation and here we come more closely to the relationship between the 
Tapestry and the chansons degeste. 

The existente of the two types of chanson - the crusading and the feudal - does 
something to obscure the problem as a whole though, even here, the differences are 
perhaps more apparent than real for religion itself tends to be seen in terms of 
feudalism and (as a later quotation will indicate) the pagan is someone denying 
allegiance to his rightful spiritual seigneur. Questions of weakness and pride and 
dhesure and emotional relationships certainly enter into the picture but one primary 
concern of the chansom is with the principles of feudalism itself - in a word, with 
feudal loyalty and disloyalty In particular, the themes of the chansons are much 
concerned with treason and treachery. This, indeed, is so much to be expected that 
one Poet will even find it necessary to warn us when this is not to be his topic. This, 
we find, in the chamon of Cirart de Eenne which says (lines 4 and 5): 

25 Jessie Crosland's translation in text. C m ,  3469-75 and CLXXII 3484-5: 
%n l'estor vait le chaple maintenir. 
Et tuit li sim:firmtpar air, 
Dont veissisjer estor esbaudir, 
Tmte anotrejaindre et tant escu croissir, 
Tmt  bon hauberc desrompre et dessartir, 
Tmt bon destrier qui n'a soign de henir 
Tmtpii, tantpoing, tante teste tolir; 
I1 esgarda contreual la vaucele, 
Voit tant vasal trainant la boele', 

26 Lines 1665-8: 'La veisser: si grant dulor de gent, 
Tmt hum mort et na je t  e sanglmt 
L'un gist sur l'aitre e envers e adenz'. 

27 See Bedier, 111, p. 432, Frappier, pp. 160 and 185, Menendez Pidal, pp. 340-3. 
28 CXCII, 403 1-2: 'Chevalerie nepnk je pmj. gant 

JVe vasalaige, se n'i asens grant'. 



l X e  Bayeux Xipestry und the F r m h  Secular @ic 

The obvious archetype for the motivation of the French epic is the Song of R o h d  
where feudal and crusading themes intermesh with each other. The action of the 
chanson is, of course, the battle of the Franks in Spain under the leadership of 
Roland who epitomizes feudal loyalty to his seigneur. But what led to the battle itself, 
what was its motivation? It is the felony of Ganelon, the epic traitor - 

'Ganelm qui Bar sa trichrie 
En grant dolor mist Frmce la g~rnie'.2~ 

It was his betrayal of his duties as vassal by making cause with the Saracens that 
caused this particular fateful battle. And let us remember that when his action was 
known, it was not the deflowering of the Frankish army and the deaths of the 
warriors Roland, Oliver and Turpin that led to his downfall. The barons could ex- 
culpate all this if it was only prompted by personal re~enge.~O What brought hirn to 
his ultimate judgement was the charge of treason. As this is the issue of his trial by 
combat31 so a major part of the motivation pivots on the treachery of Ganelon 
which is already anticipated at the beginning of the poem: 

'Ganelon was there who performed the treason'.32 

The theme of so many chawons of treason and deception is, of course, also the therne 
of the Bayeux Tapestry. It is the Story of feudal allegiance developed and finally 
confirmed, of feudal allegiance betrayed and inevitably punished. Indeed, Harold's 
treachery is Seen on different levels. It is the treachery of an earl who betrays the will 
of his own king -Edward the Confessor. It is the treachery of a man to the saints on 
whose relics he has sworn. But primarily it is the treachery - as in so many chamow 
- of a vassal to his legitimate feudal seigneur, a treachery made all the more in- 
farnous - as in some of the chawons themselves - by the fact that, on a personal level, 
the seigneur has already shown himself to be the vassal's saviour and friend. 

The very first scene finds Harold committed to William's party for (following the 
Norman33 but not Anglo-Saxon version of events) he accepts from King Edward 

29 Girart de Vimne, lines 22 and 23. 
30 Lines 3761-3835. 
31 Menendez Pidal, p. 137 (also pp. 322 and 323). On the question of treachery See also Andrew 

Burger, 'Les deux scenes du Cor dans la Chanson de Roland', p. 114 in La Zclinique litthaire des 
Chrm~0n.s de Geste, Actes du Coiioque de Liege, September 1957 (Paris, 1959); and Jessie Crosland, 
7-he Old French Etic (Oxford, 195 1)' p. 167. 

32 L i e  178: 'Guenes i &t, ki la truimnfitJ. 
33 The narrative, as a whole, certainly reflects the Norman view of Conquest and there is nothing 

here which conflicts with French literary sources. English accounts were, of course, not less 
coloured than French ones butwe should at least, reaiise that we are seeing historical events through 
the eyes of the Norrnan. Later English versions claimed that Harold was on a pleasure trip when 
he was shipwrecked on the coast of Ponthieu (Freeman, 111, p. 67 1 ff.) and the rnost reliable of the 
Engikh chroniclers (WilJiam of Malmesbury) says he was on a fishing expedition (ibid., pp. 677 K). 
In the Tapestry, however, he is shown leaving England with hounds and falcons - not the most 



the leadership of the embassy that is to promise William the crown (pl. 1). Treason 
now will already represent betrayal not only of a Norman duke but of an English 
king. The following scenes show Harold becoming more and more involved on a 
personal level in the duke's allegiance, so that William might later say with even 
more justification than Charles Martel in the chamon of Gzrart de Rou~sillon~~ that he 
has been betrayed by one who has eaten of his bread and drunk of his wine. Ship- 
wrecked on the French coast (pl. 3), he is imprisoned by Guy, count of Ponthieu, but 
is rescued by William who meets hirn in Person and escorts h i i  to his palace (pls 6-7). 
Harold's entry into William's service in the war of Brittany is at once an acknow- 
ledgement and intensification of the new personal relationship underlined by the 
account of Harold's personal prowess (p1.8). We may note that, on Sie feudal level, 
Harold is apparently already depicted rendering to William the two primary services 
of the vassal - consi'lium et auxilium. This is not without ironic comment on his O W ~  

later position for - according to the Norman version - this was a campaign to put 
down the rebellion of a disloyal feudal vassal. What follows is the formal contract of 
allegiance. This is Seen in the ensuing episode where Warold is given arms by Duke 
William. The arrns which Harold receives from William have understandably been 
given much emphasis in the light of the inscription above, but the pennon which he 
holds may cany overtones. Carl Erdmann's researches into the concepts of the penod 
have shown that Sie banner was the symbol of feudal vassalage.35 In other words, 
there rnay possibly be a hint here that Harold is not sirnply receiving knighthood from 
William, but the investiture of his own possessions which is in complete consonance 
with the Norman version of events where Harold anticipates William's own coro- 
nation by offering fealty for his lands in England." The succeeding oath on the relics 
(pl. 10) is certainly momentous, but it does no more than heighten and epitornize 
what has gone before. It is the seal on the document which has already been written. 
Such oaths on relics are, in fact, a familiar ingredient of the Chanson tradition. In the 
epic of Girart de Roussillon the betrothal of Berthe to Charles was confirmed On 
r e l i c ~ , ~ ~  Fouque promised on relics to marry Aupais,38 and later swore on relics that 

obvious equipment for catching fish at sea! Their presence accords perfectly with the Norman 
s t o ~  that Harold was sent by King Edward to promise Wiiiiarn the crown (cf. GuUaume de 
Poitiers, Gesta Guillelmi ed. Foreviiie, p. 100) for these are gifts intended for Wiiiiam. We know from 
secular epics that falcons and hounds were much prized g i b  - they were, for example, among the 
presents promised by the pagan king, Marsile, to Charlemagne in La Chamon de Roland (qnes 
127-9); and Wace specificaiiy says - though in a different context - that Edward gave Wibfm 
dogs and birds and 'whatever other good and fair gifts he could find that became a man of high 
degree' (lines 10548-52). We may note that they stay with Harold despite bis vicissitudes untilhe 
reaches Wdiarn's palace at Rouen when they disappear. The subsequent Course of events is Seen 
from the Norman standpoint and, though more balanced and less prejudiced than chronicles hke 
that of William of Poitiers, this is still history as Seen by the Norman conqueror. 

34 CCCLX, 5540-4. 
35 Erdmann, DieEmtehung, p. 173 K 
36 Cf Guiiiaume de Poitiers, Gesta Guillelmi, ed. Forevdie, p. 104 and note 2. 
37 XE,  243-53. 



The Bayeux Zpestry und the F m h  Secular Epic 

he had never touched her h o n o ~ r . ~ ~  In the chanson of the Couaant de Kuia, the whole 
action pivots on an oath made by the her0 on a Gospel Book. In Raoulde Cambrai the 
emperor and the forty hostages promised Raoul his fief by an oath on relics;40 it was 
on relics that Gautier swore that Bernier was a traitor41 and on relics that Guerri 
made his vow to avenge Gautier.42 

This Part of the Tapestry concerned with Harold's embassy to Normandy is 
then by no means a simple chronicle of events. It is an explanation at various levels 
of Harold's obligations and indebtedness to William so that when Harold does 
accept the crown the full depths and breadths of his treachery can be gauged by the 
medieval spectator. And once Harold is crowned, the future is certain - the in- 
escapable scenes of warfare and carnage, the unavoidable fate of the feudal traitor. 
As Ganelon's betrayal brought death to hirnself, so Harold's betrayal brought death 
to himself and defeat to his nation. 'A traitor', as the Song of Roland says, 'causes 
both himself and others to perish'.43 

If there is some relationship between the Bayeux Tapestry and the chansons de 
geste both in terms of entertainment and of motivation, there are also points of 
comparison in the characterization. When Professor Frappier describes the chansons 
degeste, he might, in fact, be describing the Bayeux Tapestry: plus vigoureux que manck, 
plus enclin d l'expression dramatique des klans colkcti~5 qu'd l'analyse des satiment indiuid~els.~~ 
The figures of the Tapestry, like those of the chansons, are indeed types rather than 
persons but, as types, they are still in keeping with the traditions of the secular epic. 

It may well surprise us today, for example, to See how the stature of Harold, the 
villain, is never diminished. He is even given Sie title of Dux Anglomm to which in 
reality he had no claim for he was, of Course, simply earl of Wessex. In some ways, 
he is seen in a better light even than William. For instance, he is the only leading 
character who achially goes to church to pray (pl. 2). At Hastings, he is certainly 
shown as no coward and in the earlier wars in France when he fought as William's 
ally, his strength is extolled over that of the rest of the army On the way to Brittany, 
the army have to ford a river and he is depicted using his great frame and superior 
strength to save the Norman horsemen who have fallen into the quicksands. (pl. 8). 
This is in striking contrast to clerical accounts like that of William of P o i t i e r ~ ~ ~  where 
every attempt is made to demean his character. All the same, this does not indicate 
the impartiality of the Tapestry as some historians have suggested. It is simply part 
of the tradition of the French epic. For the traitor of the chanson was never weak or 
feeble. On  the contrary, he may be more strong and powerful than the hero who is 
proportionate in all things. (in the crusading chansons, the pagans are often giants46 

39 CXCTV; 8688-92. 
40 XXXVII, 791. 
41 CCXXVIII-CCXXIX, 4948-60. 
4.2 C C m  5101-4. 
43 Line 2959: 'G h n e  t r h t  sei ocit e oltmi'. 
44 Frappier, 0zanson.c de Geste, p. 89. 
45 Cf. ed. cit., pp. 204-6. 
46 Crosland, p. 273; also Bedier, I, p. 228; and Frappier, PP. 91,94. 



C. R. Dodwell 

and, in the Chanson de Roland, we may remember that Charlemagne was only saved 
from the superior prowess of the pagan Baligant by the intercession of the angel 
Gabriel.47) He is handsome and vigorous arid always courageous. If he has a fault, 
it is that of dhesure but primarily his flaw is of feudal allegiance - whether allegiance 
as feudal baron to his secular, or as infidel warrior to his spiritual seigneur. 

So the archtraitor, Ganelon himself, was conscientious in religious observance 
and when threatened with death alone among the pagan host, was completely in- 
trepid. In appearance, he was 'noble of form and of large physique - so handsome 
is he that all his peers gaze on hirn'.48 Or again, 'his body was strong and his face the 
colour of a good man. Had he been but loyal, he would have looked a fine b a r ~ n ' . ~ ~  
The same attitude with precisely the same reservation in religious-feudal terms is 
shown in descriptions of the pagans. Compare, for exarnple, that of the pagan 
leader, Baligant: 'He is of fine physique with large arched legs, lean flanks and deep 
chest. His shoulders are broad, his face very bright, his countenance fierce and his 
head curly . . . He has often proved himself as a soldier. God! what a baron had he 
been but a ChristianY.50 The villain of the chanson, like that of the Tapestry, may be 
heroic - even gigantic - in form but, for all that, he is no less a villain. For villahy 
lies not in feebleness of frame or cowardice in battle, but in terms of feudal loyalty, 
whether this be expressed in secular or in religious terms. 

To some degree, the Tapestry might seem a Song of Roland without its hero, 
Harold is comparable in some ways with Ganelon but, where is Sie embodiment of 
feudal loyal@ the faithful Roland? There is, in fact, no Roland but there is a Turpin. 
Archbishop Turpin, we may remember, was - with Oliver - Roland's companion at 
Roncesvalles, and it is in at least a comparable role that Bishop Odo is depicted. 

Archbishop Turpin was certainly ready in the French heroic epic to perform ec- 
clesiastical office and in warfare to absolve the warriors before battle, offering them 
the last consolations in death. But he was prirnarily depicted in a more secular sense 
as the valiant baron, the loyal feudal vassal.51 In the Chanson de R O M  he is first intro- 
duced to us as the feudal baron in counci152 and, thereafter, he is prirnarily sustained 

47 Lines 3602-19. 
48 Lines 284-5: 'Gent out le cors e les costez out larges; 

Tänt@arj%t beis tuit siper l'en esguardmtJ. 
49 Lines 3 7 6 1 4  Devant le rei la s'escut Guenelun 

Cors ad gaillard, el uisgente color, 
S i l j k t  lleials, ben resablast barud 

50 Lines 3 157-64: 'Lajrcheure ad asezgrant li b e ~  
Grakles esflancs e larges les costez, 
Cors ad le&x, belemmt est mollet, 
iees les espalles e le vis ad mult der, 
Aer 1e uisage, le chef recercelet 
Tmtpar ert blmcs cumeflur en estet. 
De vasselape est suuettt esprovet. 
Deus! quel baron, s'oust chrestientet'. 

5 1 Edmond Paral, X propos de l a  Chanson de Roland', iu Zchnique littdraire des Chansons de Geste, 
pp. 275-6. 



The Bayeux Epes t r~~  and the F r m h  Semlar Epic 

in this role. 'No tonsured clerk', says the poem, 'ever sang mass who wrought such 
physical acts of pro wes^'.^^ He himself exhorts his comrades: 'Lord barons, Charle- 
magne left us here and we should die for our kir1g'.~4 Or, again, 'A good soldier will 
never be untrue while he is alive'.55 The archbishop speaks much of his loyalty to the 
emperor and his faithfulness as a vassal. He aids in councils of war, encourages and 
leads the troops, cleaves the pagan in twain and kilis hosts of the enemy and, even in 
death, he is fkst the proud baron - 'Turpin is dead, the warrior of Charlernag~~e. '~~ 

The fate of Odo is not that of Turpin but his role is at least comparable - the 
belligerent and loyal feudal vassal, perhaps in some ways the antitype to Harold. 
Like Turpin, Odo joins with his seigneur in council of warfare (pl. 18)) leads his 
troops into action, gives blow for blow in combat and exhorts his followers to action 
(pl. 24). Unlike Turpin, however, he is never seen at ecclesiastical ofice, The closest 
he gets to religious service is to say grace before a great feast which is here portrayed 
with the affectionate detail of any chamon (pl. 18). As Harold resernbles the epic 
traitor Ganelon, so Odo, in fact, resembles the epic bishop, Turpin. Like Turpin, 
we can irnagine him with weapon in hand rather than prayer on lips crying: 'for our 
king it behoves us to perish'.5' 

Religion did, of Course, have a Part to play in the epic Poem but it is a religion far 
removed from the spiribality of St Anselm. The conventions are certainly observed, 
masses are said and relics may be mobilized to secure divine intimidation but pri- 
marily religion is Seen as a Support to the whole feudal System. In Girart de Roussillon 
the pious hermit faced with the Person who had dared attack his seigneur declares: 
'Theology and writers show us in the law of the Redeemer what justice should be 
meted out to the traitor. He should be torn apart by heroes, burnt on a fie and 
where his ashes fall nothing will ever grow.'5* 'Serve thy seigneur' says the nun in 
Raoul de Cambrai, 'and God will be thy p ~ r t i o n . ' ~ ~  

There are obvious dangers in atternpting to make generalizations about the reli- 
gion of the feudal chamns, but it is certainly a religion Seen from the point of view 

53 Lines 1605-8: 'Par le camp uait liurpin, li arcevesque 
Zl coronet ne chantat unches messe 
KS de sun cors fäst  tantesproecces'. 

54 Lines 1 127-8: 'Seignurs Baruns, Carles nus laissat ci: 
Pur nostre rei devum nlls ben nun'?. 

55 Line 2088: y a  bori uassd nen ertu$ recrtut'. 
56 Line 2242: 'Morz est %@in, le guerreier Charlun'. 
57 Line 1128: pur nostre rei d e m  nlls ben murir'. 
58 D=, 7505-1 1: Q u e  la divvlituz e l i  autor 

Nos mostrent m la lei au Redenptor 
Qualjushe on deit faire de tracor: 
Desmenbrar a chevd, ardre a chalor; 
Lupoudre de celui, lai o chm'por, 
Japois ?zJi'cresit(e)ra erbe ne labor 
Arbres ne tUls qui traie a verdor'. 

59 LXVII, 1386-8: ' "Fix': d h  10 rnere, 'Par ma fh, dmit a.f. 
Ser ton G o r ,  Dieu engaaingnm".' 
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of the lay aristocracy rather than that of the cloister. Monks are even obliquely 
associated with cowardice in Raoul de Carnbrai6O where also Sie Countess Aalais con- 
temptuously equates the nun with the waiting maid.61 In another epic, the monastic 
life can be held up to some ridicule.62 Strangest of all, to modern sensibilities, is the 
way in which religion as a universal ethic can be subordinated to the expediency of 
secular power-politics without incurring the obloquy that would attach to feudal in- 
fraction. Girart de Roussillon, for example, burns a monastery with its inhabitants 
and the knights seeking sanctuary therein" and despoils religious houses of their 
reliquaries, crosses and sacred vessels64 but, as we have Seen, in the eyes of the her- 
mit this is not his sin but his attack on his lay seigneur. In Le Couronmmt de Louis, the 
hero, Guillamme, cornmits murder in church. In Raoul de Cmnbrai, Raoul, though 
meticulous in religious observance, wishes to have the church on his enemy's terri- 
tory desecrated, the buildings destroyed and the nuns raped by his knights65 and bis 
subsequent actions certainly Iead to the nuns being burnt alive in their q ~ a r t e r s . ~ ~  
These intentions and deeds are not, of Course, condoned but, nevertheless, the poet 
is soon able to say of their author: 'In the whole of France there was no fairer knight 
nor better fitted to bear arms'.67 

Religion, then, in the epics may be a Support to the feudal System but it can also 
at times be subordinated to it. It must share its influence with other criteria and other 
sanctions. It is not so much the dominating power of social society as an integral 
part of it, closely and easily related to other less spiritual aspects of contemporary 
life that a more clerical literature would eschew 

We find at least some reflection of this attitude of mind in the Bayeux Tapestry. 
such scenes of religion as there are emerge simply as aspects of a wider feudal con- 
text. The oath Scene is one feature of those personal and feudal relationships be- 
tween William and Harold that has so far absorbed all the time of the artist @1. 10). 
The death of Edward and the coronation of Harold are represented because they 
change the balance of feudal relationships (pls 12-1 3). Even the representation of 
the ~hurch  at Bosham @1. 2) may be an oblique reference to a purely secular theme 
- namely to Sie tradition that the manor on which it was placed had been obtained 
by a trick from Archbishop Robert by Harold's father Godwin.G8 The concept of 
treachery running in families is by no means alien to the c h a m  t r a d i t i ~ n . ~ ~  We maY 
certainl~ 0bseI-w here that the feast at Bosham is given as much emphasis as the visit 

60 C U ,  3013-4. 
61 XLIX, 1009-10. 
62 Brian Woledge, 'Valeur Litteraire du Moniage Guiilaume', La Zchnique littkraire des Chansons de 

Geste, P. 23. 
63 CCCCXVII, 6190-4. 
64 CCCCXWI,  6201-9. 
65 LX, 1229-44. 
66 LXXI, 1477-95. 
67 LXXIII, 1549-50: Zn taut Frmce n'otplus bel c h ~ d e r  

Ne Ji hardi por ces armes baillie[rJ. 
68 Freeman, N o r m  Conquest, 11. 
69 Crosland, Old French Epic, p. 183. 
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to the church which precedes it, thus evincing the same balance between religious 
observance and social custom that we find in the chansons de geste. A more startling 
association of religion with the secular manners of the time is seen in an enigmatic 
scene which follows Harold's arrival at Rouen. Here, a priest - shown with a woman 
conspicuously identified as Elfgyva - is associated with a pornographic scene in the 
border (pl. 7). The same ingenuous juxtaposition of the soul and the flesh is found 
in the chansm where, in Girart de Roussillon, Pierre de Mont-Rabe1 goes happily to 
mass at daybreak after a night spent in fornication.70 The identity of the Elgyva in 
the Tapestry has eluded all historians despite an ingenuity which sees her in roles 
varying from that of William's daughter or Harold's siiter71 to that of a wi t~h .~*  But, 
whatever the actual episode represented, was this prominente given to the name 
Elfgrva in a dubious context to remind onlookers of another form of treachery? 
For scandal affirmed that a former king of the Anglo-Saxons, Cnut, had been 
betrayed by his Danish wife, Blfgyva of Northampton, who had passed on to hirn 
one son, Svend, by a priest, and another Harold, by a ~hoemaker .~~ 

If it is clear from all this that the Bayeux Tapestry reflects some at least of the atti- 
tudes of mind of the chansom degeste, it will also even adopt comparable techniques. 

When Harold has been enthroned we are shown an augury from heaven in the 
form of a comet which is brought to full significance by the gesticulating spectators 
below @I. 14). Such portents are familiar enough in the French epics - storms and 
flames from the skies in Girart de Roussillon, the eclipse of the sun and division of the 
sea in Gui de Bourgogne and the darkness at noon of La Chanson de Roland. However, 
they are also familiar enough in other forms of literature, including contemporary 
chronicles and the poetry of other periods, so it is important to give attention to a 
device which, though not unknown in classical l i t e r a t~ re ,~~  is more familiar to the 
~ h a ~ o n s  degeste as a genre. 

This is the device of what we might call the 'editorial aside'. Quite often, we find 
the poet will interrupt his action in Order to address himself direct to the listener 
about what is to happen, By this means he can heighten present tension by antici- 
pating future action. When, for example, we are already a short way through the 
Song of Roland and the ill-omened council of Charlemagne begins, the poet fore- 
tells something of the unhappy f'ture ahead in an aside: 'Ganelon came there who 
Pater] rnade the betrayal and then begins the council which turns to such i11'.75 

70 CCCIII, 4641-6. 
7 1  Freeman, Normun Conquest, III, pp. 696-9. 
72 Vilhelrn Kii, 'Hliaskjalf og seiahjallr', ArchWför Nord& Filologi 75, P. 88 - a reference I owe to the 

kindness of Mrs I! Dronke. 
73 Freeman, JVormun Conquest, I, p. 453. 
74 For example, Professor Erwin Panofsky has most kindly drawn my attention to Aeneid I, 7 12 and 

to the description of the ShieId of Aeneas which, Jike a ~ictorial 'editorialaside' foretells the future 
of the Roman Empire up to the time of Vergil's writing. 

75 Lines 178-9: 'Guenes i uint, ki la trahnfit .  
Des ore cumencet le cmdl que mdprist'. 



Most chansom degeste provide a few example of this 'editorial a ~ i d e ' . ~ ~  
Now I would suggest that we can find two examples of this device of the chansom 

degestein the Bayeux Tapestry itself The first is the depiction of the future Norman 
invasion which is shown very simply in the border when Harold, after his coro- 
nation, listens to the news about the comet (pl. 14). This is, in effect, a pictorial aside 
in which the artist foretells the future disaster that will face Harold as a result of his 
disloyal action in receiving the crown that rightly belongs to another. Compare with 
this the editorial asides of the epic Raoul de Cambrai which prophesy the calamitous 
future when Gibouin accepts the fief which rightly belongs to another: 'and 
Gibouin on his side acted like a felon when he desired the land of another as his fief. 
It caused him aftenvards to die a shameful death'77 and 'Now, if God . . . prevent it 
not, a fief is about to be given and bestowed as a result of which many a knight will 
lie prone in death',78 In chamow like Rmul de Cambrai, we find the editorial aside used 
not only to anticipate a particular event but also the whole rnotivation of the plot. I 
would suggest that we find this also in the Bayeux Tapestry, Here, I am thinking of 
the fable scenes which follow in a sequence in the lower border and which Dr 
H. Chefneux has shown were taken from an Anglo-Saxon collection of fables now 
only known to us through the twelfth-century French translation of Marie de 
F r a n ~ e . ~ ~  I am aware, of Course, that some of the borders of the Tapestry contak 
purely decorative figures. But some scenes of the borders are clearly associated wit .  
the main narrative and are meant to be 'read' in conjunction with it - for example, 
the gory details of the carnage below the narrative account of the Battle of 
Hastings (pls 2 1-3), the eels and the fish below the quicksands from which Harold 
rescues the Norman knights in the Breton campaign and which comment: on their 
poisonous and aqueous nature (p1.8) and, again, the premonition of invasion below 
the Scene of Harold enthroned which we have just discussed (pl. 14). For at least two 
reasons we must place the sequence of fable scenes in the latter category We maY 
note that they accompany Harold when, after leaving the saintly presence of King 
Edward and the religious atmosphere of Bosharn, he embarks from England on bis 
path to pefidy and treason in Normandy, But what is particular significant about 
them, when we read the collection as a whole80 is that they have all been selected to 

76 Professor D. H. Green, to whom I am considerably indebtedfor general discussions of Points rahed 
in<this, article, has drawn my attention to the fact that there is a close parallel to these 'editorlal 
asides in the Miiistätter Exodus where the 'anticipatory formulas' are (as in the Bayeux Tapestr~) 
particularly connected with the idea of feudal loyalty. 

77 X, 136-9: 'Et Gibrouin r&t moltgrant outrage 
@ant auhui terre vost aooirpar barnage 
Ais enf i  mors a duel et a hontake'. 

78 W.1, 110-21: Se Dex n'enpense qi de l'aipuefrst vin 
Tex onnor est donnez et traiz afin 
Dont mainsjans hom en giront mort souvinJ. 

79 H. Cheveneux, 'Les fables dans la Tapisserie de Bayeux' Rommia 60 (1934)' pp. 1-35 and 153-94- 
For the more abbreviated fables, see now Leon Hermann, Les fable$ antiques de la bmd&e de B Y ~ G  
Conection Latomus LXIx (Brussels, 1964). 

80 Kark Warnke, Die Fabeln der Marie de France (Halle, 1968), and pp. xlvi-vii and 327-8 for their 
Anglo-Saxon origin. 
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point the same kind of moral. I t  is, indeed, the very moral of the main narrative - 
the moral of treachery and betrayal. One tells of how the wolf is made king in the 
lion's a b ~ e n c e . ~ ~  Fearing that the wolf's appetite is stronger than his allegiance, the 
lion makes him swear an oath (in which relics are referred to)*2 that he will never eat 
flesh. This the wolf does but with every intention of perjury. And, indeed, by 
various subterfuges culminating in sheer brute force, he finally does succeed in 
eating up all the lion's subjects, thus breaking his oath and his allegiance to the real 
king. Another portrays the lion who this time breaks his word and betrays his 
companions and, instead of sharing the quarry they have together caught with the 
cow, sheep and goat, he takes the four quarters for hirnself - the first three by guile, 
the fourth by sheer f o r ~ e . ~ ~  We find the goat who asks the wolf to give his life a short 
reprieve so that he can say mass, but who immediately betrays his word and calls to 
the shepherd and dogs from the h i l l t ~ p . ~ ~  We see the pregnant bitch who obtains 
the house of her companion on the pretext that she must have a place in which to 
give birth to her litter but who breaks her word by refusing to release it after her 
delivery;85 the wolf who refuses to give the crane the promised payment for remov- 
ing the bone from its throat;86 the fox who by lies and guile steals the cheese from 
the c r o ~ , ~ ~  the wolf full of deception to the lamb on the riverE8 and the frog who 
offers the mouse a home across the water but who betrays it.89 

Particular parallels with Sie Harold story are not far to seek - animals who, Iike 
Harold break their ward arid their faith, animals who, like Harold, seek what does 
not belong to them, animals who, like Harold, at Hastings, will ultimately offer 
brute resistance. They are brutal, they are covetous, they are perjurers. But what 
characterizes them all is that they are betrayers. This, of Course, is the essence of 
the main narrative of the Tapestry. In fact, Sie very 'editorial aside' device of the 
Chanson tradition is here used to foretell the time so dear to the epic poets - the 
theme of treachery and betrayal. 

From all this, one may be justified, perhaps, in suggesting that - whether the 
association be conscious or unconscious - there is sorne consonance between the 
Bayewr Tapestry and the c h ~ o n  degeste. Both base their stories on events of actual 
history: both seek the Same form of entertainment and think in similar terms of 
motivation and of characterization: both reflect similar attitudes of mind and even 
use similar technical devices. Both in fact, represent the secular art of the mme 
feudal sociev. 

This is not without significance both from the ~articular point of view of the 
date of the Tapestry arid from the more general point of view of its place in the 
contemporary cultural context. 

If the Tapestry was not specifcally intended for Bayeux Cathedral, then it is no 
longer necessary to assume that it was made before the date of its consecration in 

81 Warnke, XXIX. 86 Warnke, VII. 
82 Ibid., line 31 87 Warnke, m. 
83 Warnke, XI. 88 Warnke, 11. 
84 Warnke, XCIII. 89 Warnke, IU. 
85 Warnke, WI. 



1077. The terminus ante q u a  is the death of Odo in 1097. It is not entirely impossible 
that it was made as a pit?cejust$cative after William's death and Odo's release from 
irnprisonment in 1087, but it would clearly be historically more plausible to place it 
before Odo's arrest in 1083 when he was at the height of his power. 

Finally, in the general contemporary context, it merges with new clairns to dis- 
tinction and even to uniqueness. It not only shows an association with contempor- 
ary secular poetry unparalleled in the period but is, in fact, the only important 
monument of secular narrative art that has come down to us from the eleventh 
century. 



The Authority and Interpretation of the Bayeux Tapestry 

N. F! BROOKS and the late H. E. WALKER1 

The Bayeux Tapestry is a major work of art as well as a major historical source for 
a crucial episode of European history. Herein has lain its great interest for his- 
torians and antiquarians ever since its rediscovery by Lancelot and Montfaucon in 
the early eighteenth century This huge embroidered frieze or strip-cartoon is the 
only surviving work of its kind; and such is the vigour and quality of its design that 
it dominates our conception of what Normans and Englishmen of the eleventh 
century looked like. I t  can even survive being repeatedly ransacked by modern poli- 
tical cartoonists and poster artists. But the qualities that make the Tapestry (it would 
be pedantic to call it anything else) fascinating and popular also make it difficult for 
historians and archaeologists to use. It is not easy to establish the authority and pro- 
venance of a unique, anonymous and undated work; nor can we determine whether 
its pictorial narrative is in any way dependent upon extant written sources until the 
interpretation of crucial scenes is settled. But similar dimculties also arise in inter- 
preting the Tapestr~: the inscriptions above each scene are necessarily very short 
and often imprecise, whilst the significance of apparent visual parallels with works 
in different media - manuscript illumination, wall-painting, sculpture and carving 
- must remain uncertain un& the Tapestry can be accurately dated and located. 

The authority and interpretation of the Tapestry are therefore closely inter- 
related. There is a danger of a circular argument in which neither the interpretation 
nor the authority are independently established. If we are to understand the con- 
ventions and purPoses of the designer and embroiderers of the Tapestry we must 
begin with intensive shidy of the Tapestry itself And although we can now do this 

1 Walker, who was formerly senior History master at Winchester College and who died in 1964, 
made a iifetirne study of the through using it for teaching purposes, but never worked 
bis ideas for publication. This Paper js based On a lecture that he deiivered to the Winchyter HIS- 
torical hsociation in 1962, On conclusions that we evolved in correspondence and dxscussions over 
a number of years and on my own subsequent research into the problems that our discussions pro- 
voked. For much help in the interpretation of the Tapestry, I am also indebted to another of H. E. 
Walker's pupiis, Professor C. N. L. Brooke. For any errors and for the form in which the argument 
is presented I am aione responsible. 



N IT Brooks and H. E. Wake 

with the aid of several excellent modern photographic reproductionsy2 we still lack 
a full critical edition. In particular we need to know which figures in the Tapestry 
are in original medieval wools and which are the work of nineteenth-century re- 
storers. Since photographic reproductions obscure ihe dxerences in the wools it is 
still necessary for the scholar to travel to Bayeux. This is also particularly necessary 
since the pages of a book break the sequence and flow of the scenes of the Tapestry 
that are often crucial for their elucidation. As with manuscripts then, we must study 
the original itself, and not rely on facsirniles alone. 

It may be best to begin therefore by reminding ourselves of some basic facts 
about the Tapestry and the conventions imposed by the limitations of its technique. 
The Tapestry is a huge ernbroidery - some 230 feet long and 20 inches high (70.34 
metres by 50 cm.) - worked in coloured wools on a linen ground. Its technique is 
simple: the great masses of colour are covered by couch and laid work and the out- 
line in stem or outline stitch. The back-ground is left blank, as are men's faces arid 
hands. The eight different wools in Sie Tapestry are used carefully, but their pur- 
Pose is decorative, not to be realistic. Thus men's hair may be blue or green as weil 
as more natural red or brown. Horses are green, blue, yellow, red - in fact whatever 
colour provides variety and contrast. For the Same reason Sie off-side legs of the 
horses are picked out in a different colour from the rest of their bodies. This decor- 
ative use of colour is one of the most important points to grasp about Sie Tapestry. 
It is for instance perfectly possible for the Same man or the same horse to appear in 
consecutive scenes in utterly different colours.3 This can make the problem of iden- 
tif*g figures a little difficult, and it is always necessary to think back beyond the 
colour to the original outline drawing of the artist/designer. 

We will probably never know how many embroiderers worked on the Tapestry. 
Occasionally it is possible to point to a figure worked in two different directions - 
possibly by two different workers.4 Changes in the colour of the wo01 used are not 
significant - they may only mean that one colour has temporarily run out. But we 
can learn something of how the Tapestry was produced. A close examination 
Shows, as S. Bertrand has explained, that it was made in eight separate pieces.5 
These pieces are of uneven length which is one of several hints that the Tapestry 
Workshop was experimenting as it proceeded with the work. The first two pieces are 
each 0x1- 13.5 metres lang, but each of the next five pieces are only about half as 

2 IheBayeux Zpestry, ed. Sir Frank Stenton, 2nd ed. London 1965 (hereafter cited as B q .  Thiswork 
is accompanied by a number of excelient critical studies. Important additional information maY be 
found in S. Bertrand, La Zpisserie de Bayw (La Pierre-qui-Vire, 1966). There is a fuii colour rePro- 
duction in L. Thorpe, 7he Baym i'äpestry and theNorman Inumion (London, 1973); and there are some 
colour plates in C. Gibbs-Srnith, TheBayeux i'äpestg (london, 1973). 

3 E.g. the horses of Williarn's rnessengers in BI; pls 12 and 13, and Harold in BT, pls 7 and 8- 
4 BT, colour pl. XIII. 
5 Bertrand, Zjisserie, 24-5. The joins are not easily visible on modern reproductions. They occurin 

the fouowing places: (i) B'I; pl. 17, extreme left, irnrnediately before the forrnalized trees. (;)BK 
pl. 33, between the words Et and hic of the inscription Et hic deJUnch est. (iii) B7, pl. 41 extreme rlght. 
(iv) BI; pi. 48, after mhktraverunt ministri. (V) B?; pl. 54, imrnediately before adprelium. (vi) BT, 62, 
between Anghrum arid exerdtum. (vii) BT, pl. 69, between Hjc arid Franci. 
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long, varying from 6.6 metres to 8.35 metres. The last piece, which is of Course 
damaged and incomplete at the end, now measures only 5.25 metres which sug- 
gests that from 1.35 to 3 metres may have been lost from the end of this piece. The 
eight pieces of the Tapestry would seem to have been embroidered separately and 
then joined up. Some of the pieces even have distinctive treatment of the plants and 
animals in the border, perhaps indicating that different embroiderers or different 
teams of embroiderers, worked each p i e ~ e . ~  

It would also seem that the workshop which produced the Tapestry had never 
made so large a work before, for the early joins of the separate pieces are not well 
done, so that the border in one piece is not at the Same height as that of the adjoin- 
ing piece.' Later the work was better managed and subsequent joins are difficult to 
detect, because the first few feet of each piece were left unembroidered until after 
the join had been made. There are other indications that the workshop was learning 
as it proceeded: for instance in its portrayal of coats of mail. The earliest attempts 
to represent the mailed 'hauberks' of the Norman knights try to be too realistic and 
the effect is fussy and unconvincing. Later after various experiments with square 
and diamond patterns (pls 9, 16), a consistent technique is achieved by portraying 
mail as a series of rather large contiguous circles (pls 20-1).8 In these ways we can 
begin to get a picture of the tapestry workshop: the eight pieces of linen being 
worked - probably in turn - by a team of embroiderers; despite a few signs of care- 
lessness and misunderstandings by the embroiderers,g the work is of remarkably 
consistent quality and this implies careful control; it would also seem from the joins 
and from the treatment of the mail that the workshop had never made a tapestry of 
this type or length before. 

The artist who was responsible for the design of the Tapestry must have been 
provided with a narrative of the conquest, and from this he produced his desies 
and probably also the explanatory inscriptions. That this narrative was written arid 
not derived orally from eye-witnesses is suggested by one scene,1° where the artist 
appears to have misunderstood his narrative. In the Tapestry William is shown 
attacking Sie Breton town of Dol, and his enemy, Conan of Bnttmy esca~ing down 

6 'I'hus the first two pieces alternate trefoi]s arid animals in the botder, but the third piece (from B q  
PI* 33) ornits the trefoils and substitutes twirly foliage and vines. The artist, rather than the em- 
broiderers, may have been responsible for this; more probably attributable to the embroiderers 1s 
the different treatment of the inscription: very dark blue wo01 is consistently used in the first four 
pieces, thereafter alternating colours (from Et hic ep&coplcs cibutn etpotum benedicit, B z  49). The 
previous inscription, Hicjcerwztprandium, was added after the pieces had been joined. 

7 at the first join in the top border (B?; pl. 17, extreme left). 
8 BTpl. 21 (too detailed), 24-5, 26, 27, 28 (Squares, diamonds and circles), 40 (diamonds and 

Squares); contiguous circles consistent from pls 54-5. 
9 A common rnistake in the embroidering is the mis-colouring of l eg  so that they belong to the 

wrang bodies, e.g. BT, pl. 14 where the legs of William's messengers are confused, as are those of 
the crowds at Harold's coronation @h 34-5). There are also a good many figures which have not 
been properly filled in, e.g. B q  33, leg of man about to pick up the corpse, pl. 34, leg of noble 
pointing to sword of state; pl. 35, top ~f sword of messengers; pl. 42, leg of horse below W?.telm 
du$; pl. 62, ground left udilled beneath leading Norman horsemen. 

10 B T  ph 23-4. 
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a (conveniently bent) rope. In fact we learn frorn the nearly contemporary and more 
detailed account in William of Poitiersl 1 that Conan was never inside Dol at all, but 
was besieging it when William's relieving army appeared. T h e  designer of the 
Tapestry has made an error, but it should be noticed that there is no rnistake in the 
inscription which simply states, Vmmnt ad DoL et ConanvfUga v d i t  - which is perfectly 
accurate. 

Human and animal figures in the Tapestry are nearly always shown in profile but 
occasionally full-face. The Tapestry is intended to be viewed from a distance, and 
the figures have therefore to be large and clear. Perspective is almost never 
attempted, for small figures in the background would be indistinct.12 Within these 
limitations, irnposed by his medium, there can be no doubt that the designer was an 
artist of genius. He captures brilliantly, for instance, the crucial stage in the bat& 
when the Norman cavalry charges were being bloodily repulsed with great 1 0 s  of 
life on both sides (pls 21, 23).13 He portrays the straining, tumbling and terrified 
horses and men with an economy of line and a sense of composition that makes the 
whole lively and memorable. Few artists of any age have been able to portray horses 
SO assuredly and so vividly. The designer of the Tapestry was an artist of the first 
order who portrayed the story he was commissioned to tell with accuracy, economY 
and power. What then was this story? 

The Tapestry'records the events of the years 1064-6, ~~Irninat ing in the battle of 
Hastings. As portrayed, it is a tale with a moral: Sie Story of the Sure retribution that 
meets the man who is disloyal and who breaks his oath. Harold the greatest noble- 
n ~ a n  in England (fix Anglmum), the trusted confidant of the pious king, Edward 
Confessor (pl. l), is portrayed going on a diplomatic rnission across Sie Channel, arid 
taking suitable gifts - hounds and hawks - with him. On  landiig he was arrested by 
Count Guy of Ponthieu (pl. 3), but released on the orders of Duke William. Harold's 
indebtedness to William is further increased when, after campaigning with William 
in Brittany, he receives arms from William, and thereby becornes his rnan.14 FinaU~ 
the theme of Harold's obligation to William reaches its peak in the scene where 
Harold swears an oath to Wiliam - which he did not keep (pl. 10). Swears it more- 
over at Bayeux with one hand on a great reliquary with the sacred relics of the 
church, the other hand on the altar with the host laid out plain for all to See - though 
twentieth-century historians have missed it. 

Thereafter the Tapestry moves swiftly Harold On his return to England is 
crowned king immediately on Edward's death (pls 12-1 3). Harold's disloyalty, arid 
above all his perjury, are proclaimed by God in the form of Halley's cornet, and the 
Tapestr~ makes use of the border to show the fleet of Duke William that is to be 

1 1 Gesta Guillelmi, 1 10. 
12 Exceptions are BT, pl. 21, where Mont St Michel is shown in the background, and BI; pls 4Ze3 

where sorne ships of the Norman fleet are shown in the background. 
13 BI;  DIS 66-7 

, . 
14 For the interpretation of this scene, See N. P. Brooks, 'Arm, Status and warfare in late-Saxen 

England', Ethelred the Unready, BBritish Archaeological Repoa 59 (1979), 92-3. 
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God's means of bringing retribution to the terrified king (pl. 14).15 The artist's 
depiction of the king anxiously hearing the news of the comet - a far cry from the 
magnificent figure sitting in majesty at his coronation in Sie previous scene but one 
- is particularly brilliant. William's invasion and the fall of Harold at Hastings 
follow in their inevitable Course. 

Thus stated the Bayeux Tapestry has much in common with the other early 
Norman accounts of the conquest of England, namely with William of Jumikgesl6 
and William of Poitiers. Like them it reflects a version of Sie events of the years 
1064-6 that was current among and acceptable to Sie Norman ruling class. Three 
recent investigations, those of Drögereit, Körner and Werckrneister, have concluded 
that the designer of the Tapestry actually knew William of Poitiers' work;I7 but it 
cannot be said that their arguments carry conviction. The verbal parallels between 
Poitiers and the inscriptions are unimpressive. Moreover whilst there is no doubt 
that the Tapestry depicts some scenes that are described by Poitiers, it also depicts 
episodes that only occur in other written works, and it diverges at times from William 
of Poitiers' account on both major and minor points of fact and interpretation.18 It 
is always dficult to determine the relationship of a work of art and a written ac- 
Count, but there seems no good reason for excluding the probability that, where the 
Tapestry has episodes in common with the Norman written accounts, it is indepen- 
dently depicting events that were well known in the entourage of Duke William and 
his vassals. 

It is equally difficult to establish the relationship of the Tapestry to works of art 
in different media. 0. K. Werckmeister has recently argued that the designer of the 
Tapestry knew the triumphal column of Trajan in Rome (and perhaps also that of 
Marcus Aurelius).~g Trajan's column like the Tapestry depicts the equipping of 
horses, the shipping of troops, river crossings and battle scenes, but in Sie form of a 
sculpted frieze spiralling up the column. Though there are faint visual correspon- 
dences between certain scenes in the two works, it is difficult to accept that these ex- 
ceed what could be expectedfrom the similarity of their subjects and the lirnitations 
of pictorial narrative in frieze or Strip form. Two scenes in the column are of par- 
ticular importance, since they have been said to have been misunderstood or misre- 
membered by the designer of the Tapestry: two workmen are shown in the 

sl; pl. 35. 
Jumieges, 132-6. I have omitted the Garnen whose identification as the work of Bishop GUY of 
Amiens remains controversial. See R. H. C. Davis, 'The Carmen de Hastingae Proelio', EHR 93 
(1978), 2 4 1 6  1. In a forthcoming study Professor D. D. R. Owen has shown that the Carmen makes 
extensive use of the Chanson de Roland. 
R. Drögereit, 'Bemerkungen zum Bayern-Teppich', Mitta'lungm des Öste~reiChhZrchen Institursfur Ge- 
schichtsforschung 70 (1962), 261-76; S. Körner, ne Battle of Hdngs: England and Eurobe 1035-66 
(Lund, 1964): 100-5; 0. K. Werck-m$ster, 'The politicd ideology of the Bayeux Tapestry', Studi 
Medievali, 3rd ser. 17/2 (1976), 535-95, especi&y 548-54. Körner's Position is not very clear: he 
rejects the idea that the Tapestry is an independent source from the sarne milieu as the other Nor- 
man accounts, but concludes only that 'the Tapestry proves to be especidy dependent on the 
tradition which the Poitiers chronicle reproduces'. 
Below, pp. 68-9, 72-4,79,90-1 and above, p. 66. 
Werckmeister, 'Political Ideology', 535-48, and PIS I-VI, 



Tapestry apparently fighting with spades when ordered to dig the castle at Hastings. 
This could conceivably derive from a misunderstanding of the column's depiction 
of pairs of workrnen constructing a fort. But the Tapestry artist may have been 
depicting an episode known to him or to his Patron; in which case there is no need 
to assume any misunderstanding or knowledge of the column. Even less convincing 
is the suggested parallel between the triple-arched building used to terminate a 
scene in the Tapestry where William's newly constructed ships were tethered and 
the single arch standing in the water at the embarkation scene on Trajan's colurnn. 
The parallels then are tenuous in the extreme. Moreover the Roman columns must 
have been as difficult to view then as they are today without the aid of photographs. 
As solitary survivors of forms of secuZur pictorial narrative it is tempting but hazard- 
ous to conjecture that the columns had a direct or indirect influence on the Tapestv 
To go on to suggest that the designer of the Tapestr~ used Sie columns because he 
recognized that he had a comparable political and ideological purpose in mind is to 
heap conjecture upon conjecture. 

A more fruitful approach to understanding the Tapestry lies in identifying the dis- 
tinctive features of its account of the Norman conquest of England. For both in de- 
tails and in the treatment of major themes and personalities, the Bayeux Tapestry 
has features that are unique. Most striking is the important part played by Bishop 
0 d 0  of Bayeux, the half-brother of William the Conqueror. Odo, an arnbitious, 
acquisitive and arrogant baron-prelate whom William had in the end to crush, plays 
a Part in the Tapestry far greater than any other account credits him with. He even 
appears to suggest the plan for the invasion of England W. 15),20 and at the crucial 
moment in the battle,21 when panic spread in the Norrnan arrny at the rumour of 
William's death, it is Odo carrying a mace who is shown rallying the lads (pl. 24.). 
That the Tapestry was in some way connected with Odo is confirmed by the fact 
that, apart from the major historical figures (Harold, Edward, William, Ode, 
Robe% Eustace, Guy) and the mysterious Blfgyva, only three persons are singled 
out by name in the Tapestry - Turold, Wadard and Vital. They occur in no 
account of the Norman conquest, and there is nothing in their actions depicted in 
the Tapestry to indicate why they should be named. There rnust have been some 
reason for either the Sponsor of the work, or the designer, or the embroiderers to 
mention them by name. In fact it can be shown b a t  men bearing these narnes were 
all tenants of Odo in England, with the buk of their lands in Kent where Ode was 
earl.22 Vital's English lands were restricted to eastern Kent and it is significant that 

20 BT, pl. 37. 
2 1 BT, pl. 68.Od0 is also depicted blessing the food in pl. 49 and counseiling William at Hastings in 

pl. 50. He may also be the armed figure with the mace behind William in pls 55-6. 
22 Turold is a c o m o n  Norrnan name compared with Vital and the othewise unique Wadard. But 

a Turold 'of Rochester' was one of Odo's most powerful tenants arid was heavily involved in the 
trial at Penenden Heath. See J. Le Patourel, 'The Reports of the Trial on Penende* Heath', in 
Studies in Medieual Hi~toy presented to E M. Powicke, ed. R. W. Hunt, W. A. Pantin and R. W. Southern 
(Oxford ?948), 2'424. It seerns unnecessary to foUow Sir Frank Stenton in avoiding identifying this 
vassal wth the messenger of the Tapestry (BT, 24, n. 2), for this is the only Turold who can be 
associated with a Wadard and Vital. By 1086 Turold had been succeeded by his son Ralf. In 



Z i e  Auth* and Interpretation of the Bymx l ä p e s t ~  

he was known as Vital of Canterb~ry.2~ In the absence of a Domesday Book for 
Normandy we cannot prove whether all three were also tenants of Odo there. But 
Vital certainly held properties in Caen from Odo, and is found in Normandy before 
the conquest in association with kt'adard. Turold, since the name is common can- 
not be identified so certainly in Normandy; but his son Ralf lost his England lands 
and joined Odo in Normandy after Odo's unsuccessful rising against William 
Rufus in 1088.24 

With the special prominence given to Odo of Bayeux and his three tenants 
belongs the placing at Bayeux of the oath which Harold swore to Duke William on 
holy relics @1. 10). This oath was the Crux of the Norman claim to the English 
throne and of William's grievance against Harold. Yet William of Poitiers locates 
the oath at BonneviIle, whilst Orderic Vitalis amends this to Rouen.25 If we ask who 
would comrnission such a huge embroidery of the Norman conquest of England 
starring the role of the relics of Bayeux, of Bishop Odo and of his three tenants, the 
obvious and widely accepted answer is Odo himself. But the possibility that it was 
rather one of his immediate successors should not be overlooked. Certainly the 
Tapestry would seem to have been made for a Bayeux audience at a time when 
Turold, Wadard and Vital were either still alive or at least still fondly remembered. 

In 1476 when we have our first record of it, the Tapestry was displayed each year 
in the nave of Bayeux Cathedral during the feast and octave of the r e l i c ~ . ~ ~  It was 
presurnably precisely because it was only show71-1 for a short period each year and 
was not Part of the permanent furnishings of the cathedral that the Tapestry has 

Domesday Ralf fitz Turold held Hartley, Addington, Witenamers, Eccles, Miiton, Luddesdown, 
Stockbury, PVateringbury, Little Wrotharn and Ockley from Odo in Kent (Domesday Book, i. fols. 
6r-8~); he also held from Odo a comparable number of estates in Essex, several of which are said 
to have been 'seized' (p~aeoccl@avit) or 'invaded' (huasit) by Turold (Domesday Book, ii. fols. 6r-25~); 
some of them are later known to have owed castleguard at Rochester (J. H. Round, 'Castle 
Guard', Archaeological~ournaI 59 (1902), 152 and n. 1). Wadard held lands from Odo at Farning- 
ham, Maplescombe, Nursted, Buchvell, Combe and Wye - all in Kent - as weli as sorne dwellings 
in Dover (Domesd~ Book, i. fols. 6r, 7v, 10v); he also held land at Northbourne and Mongeham from 
St Augustine's at Canterbury (Dontsd~ Book, i. €01. 12v); outside Kent he held from Odo a 
considerable lordship in Surrey, Dorset, Oxfordshire, Warwicbhire and Lincolnshire (Domesdg 
Book, i. fols. 32r, 77r, 15.5~-156v, 238r, 342r-343v), which later formed the core of the barony of 
Arsic or Cogges and owed castleguard a t  Dover (I. J. Sanders, Eng1bh Baronies (Oxford, 1960), pp. 
36-7). Vital held land in Kent at Stourmouth and at Westgate in Canterbury from the archbishop, 
a t  SifRington and Swalecliffe from Odo, and at Preston from St Augustine's (DomesdqBook, i. fols. 
Sv, 7r, IOr and 12v). He was one of the knights of the archbishop; see D. C. DougIas, Daesdq 
Monachomm (London, 1944), 105. 
Vital was known as Etali~ de CanteOire when together with Randf de Colurnbels he was charged 
with plundenng the urban gild of its lands around Canterbury. See A. Bdard, An 1 lth Centup In- 
quwtion of St Augwhine's, Crmterbur_v, British Acaday Records of Social und Economic HFtov, % ii. 10, 
quoted by W. Urry, 'The Normans in Canterbury', Cariterbury Archaeological SOCZE~,  Occasional 
Papers 2 (1959), 10 ff,, who has couected the evidence for Wadard's and Vital's Kentish holdings 
and sho~vn that Odo and bis tenants bad no less than 94 dwellings in Cankrbury. 
D. R. Bates, 'The Character and Career of Odo, Bishop of Bayew', Speculum 50 (1975), 1-20 at 
11. For Wadard and Vital in Normmdy, see H. Prentout, 'Essai d'identification des personnages 
inconnus de Ia tapiccerie de Bayern', Reuue Histon'pue 176 (1935), 14-23 (repr. as Ch. 4 above). 
Gesta Guillelmi, 1024 ,  Orderic ii, 134-6. 
S. Bertrand, 'History of the Tapestry', in BI; 88. 
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been preserved at all and in such an astonishingly intact and unfaded condition. It 
may welI be that the Tapestry was comrnissioned by Odo for the festival of the relics 
of his church, perhaps at the time of the dedication of the cathedral in 1077; but 
since neither the original length of the Tapestry nor the dimensions of Odo's roma- 
nesque cathedral are known we cannot know how the Tapestry would have fitted. 

In 1966 Professor C. R. Dodwell denied that the Tapestry could have been de- 
signed for a church at all.27 He argued that the Tapestry reflects the same secular 
taste and the same dramatic conventions as the chansons degeste of the twelfdi century. 
But his argument implies a clear contrast between the secular and ecclesiastical 
ethic that cannot be said to have existed in the essentially pre-Gregorian world of 
Odo of Bayeux. Nor does the depiction in the border of naked men and women in 
explicitly sexual postures (pl. 7) exclude the Tapestry's having been commissioned 
for the cathedral. The figures are certainly intended to hint at familiar stories which 
are now largely lost to us. But they did not prevent the Tapestry being displayed in 
the cathedral during the octave of Sie relics in Sie fifteenth century and they are 
mild in comparison with some romanesque carving on churches. Nor are they in- 
consistent with what Orderic Vitalis tells us about Odo as a voluptuary.** We must 
therefore leave Open the question of whether the Tapestry was commissioned for 
Bayeux Cathedral or for the bishop's hall in his palace. All that is certain is that it 
was preserved because of its connection with the cathedral and with the relics of 
Bayeux. 

The dating of the Tapestry is dependent upon the location of the worksho~ 
where it was made. If Odo commissioned the work in England, it could scarcely be 
hter than his imprisonment by Williarn in 1082. For his release at Rouen in 1087 
was quickly followed by his rebellion against William Rufus in 1088 arid bis 
enforced return to Normandy.29 But if the Tapestry were made in Normandy, it 
could also have been commissioned between 1088/9 and his death in 1097. An 
even later date would be possible if one of his successors had ordered it from 
Norman workshop; the terminus ante q u a  would then be provided by those early 
melfth-cenbry Anglo-Norman writers who seern to depend upon the 'Tapesw30 

The case for the English origin of the Tapestry workshop rests in part On the 
extensive and close links between the Tapestry arid late Saxen rnanuscript illumi- 
nat-011 adduced by the late Sir Francis Wormald in his famous chapter on the style 
arid design of the Tapestry.31 His conclusion that whilst certainty is not possible 
'Canterbury would be a good candidate' for the location of the workshop was 
s u ~ ~ o r t e d  by numerous parallels with Canterbury manuscripts. Canterbury was 
also, of Course, the chief town and ecclesiastical centre in Odo's earldom; it was Sie 

27 C. R. Dodwell, 'The Bayeux Tapestry and the French Secular Epic', Burlington ~ a g a z h ~  log 
(1966), 549-60 (repr. as Ch. 7 above). 

28 Orderic, ii. 202; iv. 98-100, 116. 
29 For Ode's career See Bates, 'Odo', where however the whitewashing of Odo is taken toofar. 
30 For the relationship of Williarn of Malrnesbury's GeJta R~gum to the Tapestry, See below None 

Odo s immediate successors at Bayeux are known to have had Kentish connections. 
31 BT, pp. 25-36. 
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preeminent centre in Western Europe for large scale works of pictonal narrative 
and it was also Vital's home. But Wormald recognized the limits of the argument 
from style, even when corroborated in this way For Norman manuscript illumi- 
nation of the late eleventh century is heavily influenced by late Saxon art,32 and 
since we do not have eleventh-century illuminated manuscripts from Bayeux, we 
cannot be certain what were the artistic abilities and tastes of Odo's own cat'hedral 
clergy. 

Nor does the English origin of the collection of fables depicted in the borders of 
the Tapestry provide any Sure gUlde to the Tapestry's provenance. For this collec- 
tion 'of Alfred' (Alueredz) was certainly available to Marie de France in the twelfth 
c e n t ~ r y ~ ~  and may already have crossed the channel by the eleventh. More conclu- 
sive arguments derive from the inscriptions. A word of caution is needed here, how- 
ever. The authority of the spelling of some crucial names such as AT HEmmGA- 

C E Q S m  and GY- still needs to be established, for different readings are given in 
Montfaucon's engraving and the inscriptions have been extensively r e s t ~ r e d . ~ ~  
Nonetheless the exhaustive investigations of M. Förster and R. Lepelley have 
shown that the lettering and spelling of the Tapestry inscriptions normally follow 
English forms.35 They refiect the influence both of vernacular English and to a 
lesser extent of vernacular French - a mixture that one finds in post-conquest 
England rather than Normand~ Individual Englishmen did of Course settle in Nor- 
mandy, but comparison with Orderic Vitalis strongly confirms the Englishness of 
the milieu of the Tapestry's Latin inscriptions. 

If an English provenance for the Tapestry is more likely than a Norman one, 
then this in turn argues for a date between 1066 and 1082 when Odo was earl in 
Kent and in political favour. It also suggests that we should look more closely at the 
claims of Canterbury as the design and workshop centre. For that may be the best 
explanation of some surprising details in the Tapestry's depiction of events. On 
certain issues crucial for the interpretation of the years from 1064 to 1066 the 
Tapestry abandons the Norman version and appears to be following traditions h a t  
are found in some of the English sources - particularly on the question of King 
Edward's views and policy On the succession to the English throne. 

32 C. R. Dodweii, Ihe Canterbury $chool of &n,ination (Cambndge, 19541, i 15-18;J. J. G. Alexander, 
Noman filumination at Mont St Michel 966-11 00 (Oxford, 1970), 59-66,704, 1 10-13, 1 18-21, 
237-9; E Avril, 'Notes sur quelques manuscrits benedictins normands du xic et du xi? siecles', 
Mdhnges d'archdologie et dJhktoire 76 (1964)' 491-525; 77 (1965), 204-48. The surviving Norman 
figural art of this date, however, is primarily decorative, concentrathg above aii on the decorated 
initial. I t  seems that Norman artists seldom adopted the fuil Page illustration and did not under- 
take pictond narrative - the disthctive achievernents of the late-Saxon arti~t. 

33 H. Chefneux, 'Les fable dans la Tapisserie de Bayern', Romania 60 (1934),1-35,153-94. 
34 B. de Montfaucon, Les Monummt.r de la Monarchiejan~ake, ii ü(Pa 1730), pl. vi, 24 where the in- 

scription reads A* HESTENG* CJWSTRA; ibid., PI. viii, 28, where Gyrth's name is Spelt GVRD. 
35 M. Förster, 'Zur Geschichte des Reliquienl<ultus in Altengland', Sitzwigsberichte der Byerischm Aka- 

demie der m~~Chay fen ,  Phil-bist. Abt. (1943), Hft 8,16-19; R. Lepeiiey, 'Contnbution al'etude des 
inscriptions de la Tapisserie de Bayeux', Annales deNormandie 14 (1964), 313-41 (repr. as Ch. 6 
above). 
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The opening scenes of the Tapestry depicting Harold's journey to and from 
Normandy have been subject to very different interpretations; for the inscription 
does not make clear why Harold went to Normandy, that is whether he was sent by 
Edward to confirm the succession to William as the other Norman sources assert. 
But as Freeman saw long ago, the chronicle account which stands closest to the 
Tapestry's treatment here is the Hhtoria Novorum which was written soon after 1 1 10 
by Eadmer, an English monk of Canterbury.S6 Eadrner states that Harold had per- 
suaded a reluctant King Edward to allow him to go to Normandy to recover his 
brother Wulfnoth and his nephew Hakon who were being held as hostages by 
William. When Harold returns to England having sworn the fateful oath to William, 
Eadmer makes him go to Edward, who says 'Did I not tell you that I knew William, 
and that your going might bring untold calamity upon this K i n g d ~ r n ? ' ~ ~  The 
Tapestry certainly gives no hint (as it could easily have done) that the purpose of 
Harold's journey was to recover his kinsmen from William, but it captures the Scene 
of Harold's return to King Edward brilliantly (pl. 1 1). Harold is shown in an aston- 
ishingly but deliberately contorted stance: his head is bent low, his neck stretched 
out, his shoulders remarkably hunched, his hands raised in a vain attempt at explan- 
ation. The Tapestry is not here depicting the return of a man who has successfully 
accomplished the mission on which the king had sent: hirn - as the Norman versions 
would require. The aged king receives Harold with one admonitory finger raised, 
and as Freeman saw, the whole scene makes sense only in terms of the tradition, 
which Eadmer alone records, that Edward had disapproved of Harold's journey. 
This may also have been the reason for the slight ambiguity of Sie opening Scene in 
the Tapestry @1. 1). The scene is carefully composed with the king's index finger 
touching h a t  of Harold. It is likely that the artist intended Edward to be understood 
as giving instructions to Harold for in late-Saxon pictorial narrative this arrangement 
of hands is used to show a master instructing his servant.38 What were Edward's in- 
smctions? TO a Norman audience and to the lord who cornmissioned the TapesW' 
there could have been no doubt that Edward was shown sending Harold to confirm 
the designation of William as the heir to the English throne. But the brief inscription 
(as restored in the nineteenth century39) does not even state, as with sorne reorganiz- 
ation it could easily have done, that Edward was sending Harold to Normandy. Since 
the depiction of Harold's return fits Eadmer's Story, it would therefore also have 
been possible to interpret the opening scene as depicting Edward warning Harold 
against hisjourney. The Tapestry, then, seerns to have one message for its Norman 
audience, but also to hint at a version known to the Canterbury writer, Eadmer. 

36 Eadmer, 6-8. It should also be noted that like the Tapestry Eadmer's whole account js centered On 

Harold, not on William iike the Norman sourCes. 
37 Eadmer, 8. 
38 BL, Cotton Claudius B. iv. fol. 65; l& Old English llustrated Hexateuch (Early Eng. ~~ in FasWni1e, 

XmI), ed. C. R. Dodweii and 2 Clemoes (Copenhagen 1974). 
39 Montfaucon, M m m t s ,  i (Paris, 1729), pl. xxxv where the inscription reads REX.. .RD with the 

last letter uncertain. However the enlarged Version in pls -vi and xxxvii suggests tbat the 
restoration was correct. 
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There is another scene of great historical importance where the Tapestry more 
clearly follows a tradition that is specifically English rather than Norman. The 
Norman chroniclers state h a t  on Edward's death Harold irnmediately seized the 
throne, though William of Poitiers later shows that he was aware of Harold's claim 
to have been designated by the dying King Ed~ard.~O The English accounts Stress 
the legality of Harold's accession. The Tapestry represents Edward on his death- 
bed surrounded by his leading subjects in the upper scene, and down beneath the 
shrouded corpse is about to be carned away (pl. 12). The curious arrangement of 
these most important scenes, one above the other, may derive from a contemporary 
manuscript since we find the same arrangement in late-Saxon drawings and 
carvings of death and of nativity scenes." One English work, the Vita Eadwardi 
which was written before 1075, describes the death of Edward in terms that are re- 
markably rerniniscent of the Bayeux Tapestry. The T'ita states: 'When he (Edward) 
was sick unto death, his men stood and wept bitterly . . . Then he addressed his last 
words to the queen who WIW. Sitting at his je t ,  in this wise, "May God be gracious to this 
my wife for the zealous solicitude of her service . . ." And stretching fo th  /LW. hand to his 
govfl?~fl hm brot/zer Harold, he said, " I  commend this wornan and all t i~e  kiigdom to 
your protection.') '42 

The parallel between the L$ and the Tapestry - in the position of the queen at 
the king's feet, and in Edward's gesture of designation by stretching out and 
touching Harold ~ 6 t h  his finger tips - cannot be a coincidence. The Tapestry is 
illustrating the Same Scene that the chronicler describes. We do not know whether 
the Vita Eadwardi or the Tapestry is the earlier, and we have no means of determin- 
ing whether one sourCe is derived directly or indirectly from the other, or whether 
they share a comrnon sourCe. What we do know is that the author of ihe Kta had 
some connections with Canterbury: he had certainly spent some length of time 
there and, as the most recent editor has suggested, he may have been writing at 
Canterbuq.43 

The visit of Harold to Normandy and Edward's own wishes about who was to be 
bis successor were vital elements in William's claim to the English throne. It is 
remarkable to find the Bayew. Tapestry departing at all frorn the straightfon4lard 
Norman version of these events. Since the Tapestry's inscriptions are so shidiously 
non-committal for these scenes, it is unlikely that the divergence would be apparent 
to a Norman audience, But there can be no doubt that the artist who designed the 
scenes of Harold reporting back to Edward from Normandy and of Edward's 
death-bed was familiar with, arid was hinting at, English versions of these events, 

40 Gesta Guillelmi, 146, 1 72-4. 
41 An English ivory of the late-tenth century representirig the Nativity with the virgin reclining on a 

Sofa-bed much like that of the Confessor and with the infant Christ down beneath in his swaddlin~ 
clothes much like the shrouded corpse of Edward in the Tapestry, is iLlustrated by D. Talbot Rice, 
Englkh Art 871-1 100 (Oxford, 1952), pl. 37. 

42 Vita Eadwardi, 79. 
43 Vita Eadwnrdi, xli-xiix, especially xliv. 
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versions moreover that are extant only in Eadmer's Historia flovorum and in the Vita 
Eadwardi, works that are closely connected with C a n t e r b ~ r y . ~ ~  

It  may be possible to locate the Tapestry's designer even more precisely The bulk 
of the evidence from manuscript illumination adduced by Wormald points to the 
monastery of St Augustine's at Canterbury rather than to the cathedral monastery 
of Christ Church. Moreover it was at St Augustine's in the years irnrnediately be- 
fore the conquest that there were artists devising a highly original cycle of narrative 
pictures to illustrate the Old English paraphrase of the first seven books of the Bible. 
Professor Dodwell has recently emphasized the numerous links between this manu- 
script and the Tapestry.h5 Much more decisive, however, are two scenes in the Tap- 
estry where distinctive errors seem to point very clearly to St Augustine's models. 
Wormald drew attention to the first, the figure among the Norman foragers who 
appears to be carrying a coil of rope. This drawing seems to be copied from a St- 
Augustine's manuscript whose artist misunderstood the portrayal of figures of 
Labour carrying a heavy burden on his shoulders in illustrated versions of the 
Psyhomachia of Prudentius.46 

The second remarkable Scene in the Tapestry is the meal with Odo blessing the 
food on the eve of the battle of Hastings (pl. 18). The shape of the table is extra- 
ordinary: it rises from the floor and descends to it again in a somewhat irregular 
semi-circle in a manner that defies gravity and perspective. It is not the sort of table 
that the designer of the Tapestry would himself invent. In fact, as Laura Hibbard 
Loomis long ago dem~nstrated:~ there can be no doubt that the artist was copying 
a representation of the Last Supper showing both the Institution of the Eucharist 
and the Indication of the Betrayal by Judas. The table is Set with bread and fish, as 
is normal in representations of the Last Supper; Bishop Odo, blessing the food, is in 
the classic position of Christ saying 'This is my body'; the kneeling servant in front 
of the table is in exactly the position in which Judas is frequently portrayed in 
medieval illumination, The dependence of the Tapestry On the Last Supper Scene 
is apparent if we compare an illumination frorn a north French gospel book of the 
second half of the twelfth centuq4* In particular Sie posture of Judas, grasping 
dish and kneeling before the table is reminiscent of the servitor before the table in 
the Tapestry. The shape of the table is also sirnilar, though in this case the ends of h e  
table are clear and could not have given rise to the bungled table of the Tapestry. 

44 (i) Edward rex, Ubi Harold dwc Anglorum et sui milites equitant ad Boshmn, Ecclesia, Hic Harold mure na@ht,  
Et velis vento@lenis umit in terra Widonis comih (BT, pls 1-6). (ii) Hit E a d w a r d ~  rex in lecto dloguiturjdeles, 
E t  Hic de@tus est. Hic dedmnt Haroldo coronam re@, Hic residet Harold rexhglorum, Stigant archie@c@m 
(BT pis 3349. 

45 C. R ~odweh ,  'Uoriginalitk iconographique de plusieurs illustrations anglo-saronnes de l'Ancien 
Testament', Cahiers de ciuilisation nddilnale 14 (197 1)) 31 9-28, especially 325-8. 

46 BI; p. 32 and figs. 14,15. 
47 L. H. Loomis, 'The table of the Last Supper in religious and secular iconography', Art Studies 

(AmncanJournal cf Archaeology) 5 (1927), 71-90. For the iconography of the Last Supper, See A. 
Dobbert, 'Das Abendmahl Christi in der bildenden Kunst', Reper&umJf Kunrgeschichte, xiii-xviii 
(1890-5)) and L. Rkau, Icunogra$hie de IYrt ChrBtim (Paris, 1957)) U, pt. ii, 406-26. 

48 New York, Pierpont Morgan Library, M 44, fol. 6v. 
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The type of table shown here is known as the sigrna-shaped table, and derives from 
the Byzantine iconographical tradition. But in the Byzantine tradition Christ is 
seated on the extreme left, not centrally as is normal in Western manuscripts and as 
Odo in the Bayeux Tapestry. 

In the ~ e s t e r n  iconographical scheme, the shape of the table - from the late 
eleventh century at least - is the long rectangular trestle-table made familiar to 
modern eyes in Leonardo's farnous painting of the Last Supper. But for our pur- 
poses it is important to note that the rectangular table is very rare in feast scenes be- 
fore the end of the eleventh century. Until then tables that are round or oval are far 
more c ~ m r n o n . ~ ~  And it is from St Augustine's that the closest parallel to the meal 
scene in the Bayeux Tapestry is to be found, namely in the famous skth-century St 
Aupustine's Gospels, which were kept on the altar at St Augustine's, Canterbury50 and 
which had an important influence on Canterbury manuscript illurnination both in 
the eighth and in the twelfth centuries.51 The representation of the Last Supper in 
this gospel-book is one miniature from a scheme of twelve arranged on one page, in 
separate panels and depicting the life and passion of Christ. The table should be 
noted first of all; a round table is intended, but the frame cuts off the front half. 
Here surely is the origin of that extraordinary table in the Bayeux Tapestry. Notice 
too the position of Christ - one hand holding a round piece of bread, the other 
raised in benediction - which is exactly that of Odo in the Tapestry Notice the way 
in which several of the eight apostles shown have one arm fonvard in front of their 
neighbour and are touching the bread on the table. In the Tapestry's depiction of 
the meal at Hastings we meet a table similarly cut off by the bottom border and also 
without legs, we find Odo in the same central position and with an identical gesture, 
and the men each with one arm sbilarly pushed fonvard and their hands touching 
the bread or fish on Sie table. The borrowing is clear. Mrs Loomis, indeed, was of 
the opinion that the designer of the Tapestry actually had St Augustine's Gospels 
before him when he drew the Scene of the meal at Hastings. It is however possible 
that he was rather using a copy in which a Judas had been introduced to the Last 
Supper in front of the table in the manner of the little servitor in the Tapestry. 

Two famous cycles of Old and New Testament scenes were produced at Ganter- 
bury in the twelfth century with a format that is derived from the Si AugusEineJs 
Gosfielr; one stands as a preface to the Paris Psalter (C. 1 1 70-1 200)) the other now sur- 
vives as four detached leaves but ~robably originally ~refaced either the Eadwine 
Psalter (C. 1 1 47) or its immediate exemplar. Both cycles include a Last Supper with 

49 See for exarnple the feast Scene in BL, Cotton Tiberius C. vi reproduced by E Wormald 'An 
austrated English Psalter of the 1 lth Century', Wdpole Sone0 38 (1960-2), pl. 1. Comparable 
scenes are found in the late Saxen ~al~ndars ,  BL, Cotton Julius A. vi. and Tibenus B. 

50 F. lVorrnaid, Ihe Miniatures in th Go@els of StAugustke, Co@lw Christi College, MS 286 (Cambridge, 
1954), pl. I. 
J- ):J. G. Alexander, Insular Manuscriip& f jn the 6th to the 9th Centug Suruy of MSS llwninated in the 
Bnhf~  hles, i (London 1978), passim; DadweU, Cmterbury Illumination, 98-102. C. F. Lewine, 
'Vulpes Fossa HabentY, ArtBullem 56 (1 974,488-504 suggests that the iconographical influence of 
the StAupline's Gospels on the weIfth-century Psalters may have been exaggerated. 
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Judas shown before the table,52 like the servant in the Bayeux Tapestry; but in both 
manuscripts the long and straight table and other details derive from more recent 
iconographical fashion. Pre-conquest English depictions of the Last Supper do not 
survive to establish whether an exact model existed for the Hastings meal scene, 
combining the cut-off round table, the Institution of the Eucharist and a Judas 
placed in front of the table. The suggestion that an English biblical cycle might 
once have prefaced the Utrecht Psalter or the late Anglo-Saxon copy of it rnade at 
Canterbury remains itself highly conjectural.53 We cannot therefore point to the 
actual manuscript used by the designer of the Tapestry with any confidence. But 
the fact that the St Augustine's Gospels stand so much closer to the Tapestry than 
representations of the Last Supper in Carolingian, Ottonian, Byzantine or Roma- 
nesque biblical illustration is unlikely to be a coincidence. It  suggests that the 
designer of the Tapestry would be most likely to find his model for this remarkable 
scene in England and at Canterbury, probably at St Augustine's itself. 

There are also more general historicai reasons for regarding St Augustine's as 
much the most probable house in his earldorn for Odo to approach to design and 
supervise the production of a major embroidery. From the time of the trial at 
Penenden Heath in 1072 the cathedral comrnunity at  Christ Church and the church 
of Rochester were involved in prolonged litigation to recover a great number of 
estates from the hands of Odo and of his tenants - amongst them Turold and bis 
son Ralf 54 It is possible that Christ Church writers at the end of the eleventh century 
may sometimes have taken the easy Course of blarning the disgraced Odo for usur- 
pations that in reality had been perpetrated by Earl Godwin and his sons. But itwas 
from Ode that they were seeking to recover them, and everything that we know of 
the intensity of local loyalties aroused by post-conquest land disputes makes it 
unlikely that Odo and his tenants would seek to procure an embroidery celebrating 
their role in the Norman conquest from Christ Church, the house with which they 
were in dispute. But this objection does not apply to St Augustine's, which was not 
involved in the Penenden litigation and which was itself so often a rival of the cath- 
edral comrnunity in the post-conquest decades. Odo indeed made a series of bene- 
factions with the king's cooperation to St Augustine's during the years from 1072 to 
1078; one of the royal writs confirming and facilitating these grants was actually 
issued on the occasion of the dedication of Bayeux Cathedral.55 Odo continued tQ 
enjoy a good reputation at St Augustine's despite his irnprisonment from 1082 to 
1087 and despite the confiscation of his estates following his leadership of the rising 

52 Dodweii, Canterbury Illumination, pls 66, 67; there is a convenient authoritative survey of the re- 
lationship of these manuscripts and their exemplars in C. M. Kadmann, ~omanes~ue MrmuscriPfi 
1066-1 190, Suni-y of MSS Illuminated in the British Isles, iii (London, 1975), 93-5. 

53 Dodweii, Canterbury Illumination, 101-2. 
54 The best recent accounts of this litigation are E R. H. Du Boulay, ne hrdsh$ of Canterbury 

(London, 1966), 36-42 and D. R. Bates, 'The Land Pleas of Wi1lia.m 1% reign: Penenden Heath re- 
visited' BIHR 5 1 (1978), 1-19. 

55 Thomas of Elmham, Hhtoria monasterii S. Agwtuli Cm&a&sY; ed. C. Hardwick, RS (London, 
1858), 351-4; Regesta RegumAnglo-Normannorum 1066-1154, i, ed. H. W. C. Davis (Oxford, 19131, 
no. 98 (dated in dedicacione Baiocenn), and cf, nos. 66,88,99, 175. 
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of 1088 against William Rufus in favour of Robert Curthose. In an account of the 
life and posthumous miracles of Abbot Hadrian, written at St Augustine's in the 
1090s, the monk Goscelin described how Odo had given the community excellent 
and successful advice about how they should move the heavy sarcophagus without 
disturbing Hadrian's bones. A few years later a St Augustine's monk who compiled 
a martyrology for his house saw fit to include the obit of Odo episcopus Baiocemis 
amongst a select few benefactors to be comrnem~rated.~~ St Augustine's then, alone 
among the major Kentish houses, remembered Odo with gratitude. 

There would therefore seem to be rather stronger evidence than has hitherto 
been realized for connecting the Tapestry with Canterbury and in particular with 
St Augustine's. Individually none of it amounts to proof that the Tapestry was 
made there, but cumulatively the evidence is strong, and may be briefly set out: 

(1) English provenance is indicated by the inscriptions. 
(2) Canterbury was the chief town of Odo's earldom, and he held most exten- 

sive properties there. 
(3) Turold, Wadard and Vital all held lands from Odo in Kent, and Vital was 

specifically known as Vital of Canterbury 
(4) Where the Tapestry remarkably departs from the Norman version of the 

events of 1064-6 it appears to be following traditions that are only found 
elsewhere in chronicles connected with Canterbury. 

(5) Canterbury was the outstanding centre of late Anglo-Saxon drawing, espe- 
cially notable for the skill of its artists in pictorial narrative. Professor Wor- 
mald demonstrated many of the stylistic sirnilarities between the Bayeux 
Tapestry and Canterbury manuscripts of Sie period 1000-75. 

(6) One figure in the Tapestry, the rope-carrying Norman forager, was copied 
from a mistaken figure in a late Saxon Prudentius from St Augustine's; whilst 
the meal scene at Hastings was derived, probably indiectly, from the Last 
Supper in the famous St Augustine's Gospeh. 

(7) St Augustine's, in stark contrast to the other Kentish houses, enjoyed good 
relations with Odo and his tenants. He was their major post-conquest bene- 
factor during the very years that Bayeux Cathedral was being completed. 

It would be difficult to account for all Siese points except on the assumption that the 
Tapestry was designed in Kent, at Canterbury and at the monastery of St Augus- 
tine's. In that hause there were both the skilled artists and the manuscripts which 
could provide the exemplars for many of the scenes in the Tapestry. If then we ac- 
cept that the Bayeux Tapestry was designed by a monk or dependant of St Augus- 
tine's, it must surely be dated before Odo's rising of 1088, and in all probabili~ 
before his imprisonment in 1082. Werckmeister's sugge~t ion~~ that the Tapestry 

56 BL, Cotton Viteflius C. xü. fol. 114"; Goscelin, Libellus de Advmtu Beati Adriani abbuh in A~nglimn 
ejusque virtutibus (BL, Cotton Vespasian B. xx. fol. 243~). 

57 StudiMedieuaii 1 7/2 ( 1  976)' 586-9. 
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may have been produced at the request of Odo's three tenants during the period 
1082-6 in an attempt to rehabilitate the bishop is unconvincing. Nothing suggests 
that Turold, Wadard and Vital were such important lords that they could com- 
mission so magnificent and vast a work. Moreover to attribute to the imprisoned 
bishop such an exaggeratedly prominent role in the Norman conquest would but 
have added another to the list of Odo's crimes. 

This discussion of the manufacture, provenance and date of the Tapestry helps 
us to understand its value and lirnitation as an historical source. We can well com- 
prehend that an Engilshman at St Augustine's might rnisunderstand his information 
about Conan's flight from Dol. It is also unlikely that the English community had 
ever had to depict a cavalry battle before, since the English fought on foot and the 
workshop seems to have experirnented with the depiction of mailed hauberks before 
settling on a satisfactory method. How does this affect the Tapestry's usefulness as a 
source for eleventh-century weapons, armour and battle tactics? The designer would 
have needed to take advice on how the Normans rode into battle; he is unlikely to 
have had any model or precedent at St Augustine's for the methods of using the 
lance or spear. The Tapestry shows some Norman cavalry couching their lances, 
some throwing them and some thrusting them overhand (pls 20-3), and this mixture 
of methods is confirmed in contemporary continental manuscript i l luminat i~n .~~ 
On the other hand it may well be that the ignorante of the English designer of Nor- 
man warfare was responsible for one of the Tapestry's most remarkable mistakes. 

The Tapestry shows Norman knights and English soldiers wearing identical 
mailed hauberks or byrnies. The hauberk is depicted as a close fitting garment with 
short sleeves and legs each of which ends in coloured bands - apparently some 
material sewn over the end of the mail to minimize wear and chafing. When the 
Wnies are shown, as on some of the English infantry in such a way that the inside 
of the leg can be seen, the mail is shown continuing all the way round the leg as a 
trouser. When mail-coats are depicted being carried to the Norman fleet, they are 
depicted again as mail combinations (pl. 16) although when the dead are shom 
bei% saipped, some unlacing has evidently been done, for the hauberks can appar- 
endy be pulled Off in one Piece (pl. 26).59 Scholars are agreed that Norman knights 
could not have worn trousered hauberks, both because of the damage arid 
discomfort to horse and rider and because the testimony of continental sculpture 
arid manuscript illumination uniformly points to skirted hauberks.eO Why then 
shouldthe English designer of the Tapestry have repeatedly and consistently d r a m  
the c0at.s of mail in this impossible form? How could such a brilliant artist make 
such mistake? What does such a mistake tell us about the authority of the TapesW 
as a somce for armour and warfare in the eleventh cenhry? 

58 D.J. A. Ross, 'L'originalitk de Turoldus: le maniement de Ia lance9, Caltiers de CiViliSation Mdihale 
6 (1963)' 127-38. 

59 BK pk71, 72. 
60 See the manuscripts cited and reproduced by Ross, 'L'originalitk', pp. 134-5, arid by 

'Arms, Status and warfare in late-Saxon England'. 
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In fact it would seem that the English designer of the Tapestry has drawn Anglo- 
Saxon mail on both English and Norman soldiers. For a late-Saxon frieze fragment 
from the pre-Conquest cathedral at Winchester depicts a warrior whose mail fits 
closely all around the upper leg exactly as depicted in the Tapestry.61 Anglo-Saxon 
mail, then, could apparently be represented somewhat differently from that of the 
tenth- and eleventh-century continental knight. The difference corresponds to their 
different battle tactics. The English, though they rode to battle, were accustomed to 
fight on foot and, unlike the mounted warrior, therefore needed protection for the 
groin and inside leg.62 That the English artist of the Tapestry should have failed to 
observe that the Norman hauberks differed from the English is a comprehensible 
error. What is inadmissible is that he should have drawn nearly 200 mailed figures 
with trousered hauberks if these were unknown in the eleventh century and if this 
superb artist had intended drawing skirted hauberks. 

The conclusion would seem to result that the Tapestry is a more dependable 
source for the armour and weapons of the English than of the Normans. This in- 
deed would be in line with the mistake of the Tapestry over Conan's flight from 
Dol. But it has further implications. William of Poitiers rnentions that the Norman 
footrnen were armed with arrows and bolts (sagittis . . . Z~alistzS);~~ whilst the poetic 
accounts of the bade, the Carmm de Hastingut Proelio and Baudri of Bourgueil both 
distinguish the Norman bowmen and their arrows from the crossbowmen and their 
bolts.G4 The relationship of these three detailed accounts of the battle remains dis- 
puted, and historians have tended to minimize or to ignore their suggestion that 
crossbows played a significant role in the battle. The absence of any crossbows in 
the Tapestry has seemed decisive.65 But the analogy of the hauberks may suggest 
that the English designer simply drew the Norman archers with the short bows that 
were known to him. Once again it may be dangerous to use the Tapestry as a guide 
to how the Normans fought the battle. 

The basic task of Sie designer of the Tapestry was to show events that took place 
at various times over a period of at least two and a half years in pictorial form in a 
continuous 'strip-cartoon' or frieze. He achieves this end by dividing the action into 
scenes, each of which has an explanatory inscription above. The scenes are often 
separated from each other by convenient buildings or trees; but in Sie battle scenes 

61 M. Biddle, 'Excavations a t  Winchester 1965: 4th Interim Report', Antiquaies Journal 46 (1966), 
329-32 and pl. LXII. 

62 T h e  need was certainly known to the author of the Carrna (32, 11.517-18) who, however, was 
certainly not an eye-witness of the battle. In a highly imaginative account he describes William 
cutting through the groin of an Englishmanwho had unhorsed him and spjlling his entrails on the 
floor. 

63 Gesta Guillelmi, 184. 
64 Baudri of Bourgueil, Carrnen, cxcvi (Adelae Comitissae) in Les Oeuvrespolinques de Baudn deBou~uei1, 

ed. J? Abrahams, Paris 1926, pp. 409-12; Carm@~, pp. 227-8,381-2,409-12. 
65 Morton and Muntz (Carmen, 115) suggest that the Norman archer shown weanng a hauberk (BZ 

pl. 61) rnay have been intended to distinguish the better arrned archer (i.e. a crossbo~man) from 
the bulk of the Norman archers. But the artist makes no distinction between the b o ~ s  and 9 is 
hazardous to conjectwe why or how one archer should have acquired body armour. 



he often dispenses with these divisions altogether, with the result that the inscriptions 
are then the only guide to the artist's concept of what comprised one scene. But the 
artist was in no way bound by the concept of a single scene, and he did not observe 
the unity of time. The designer was able to combine great rapidity of action with a 
wealth of accurate detail. One of his methods of achieving this was to combine two 
or three consecutive actions in the Same picture. Thus under the inscription Hic 
Harold mure nauigavit we find one of Harold's companions descending the steps from 
his first-floor dining-hall at Bosham, others wading out to the ship with their hose 
and shoes removed and carrying hounds and hawks, whilst aboard the ship some 
are already punting the boat off the beach, whilst others are even rowing it away.@ 
The crowning of Har0ld,6~ as Professor Brooke has reminded me, provides another 
exarnple @I. 13). The scene - clearly designed by someone who knew the coronation 
ordo - represents a conflation of three quite distinct stages in the ceremony On the 
left the sword of state is offered to the king; in the centre the king sits crowned in 
majesty holding the orb and sceptre; and on the right Archbishop Stigand with a 
maniple in his hand either displays the king to the acclamation of the people on the 
extreme right or, less probably, is surnrnoning them to homage. Typically the artist 
has made for continuity with the next scene by making some of the people point to 
the sky, where in the next 'scene' Halley's comet is visible @1. 14)). 

It is evident frorn these two examples that the artist did not regard a imgle scene 
as picturing a single moment in time, like a modern photograph. The  designer is 
also quite capable of rearranging the order of events in order to achieve the re- 
quired drarnatic effect. The scenes of Edward the Confessor's death and funeral 
provide a case in point (pls 1 1-12).'j8 Edward died and was buried in the recently 
consecrated Westminster Abbey on 5 January 1066. On  the next day, the 6th) 
Harold was crowned king. The Norman sources agree on the indecent haste of the 
proceedings.69 The Tapestry conveys the close connection between the death of 
Edward and Harold's accession by illustrating them next to each other - at the cost 
of reversing the natural order of the two previous scenes. Thus we are shown 
Edward's corpse being carried to Westrninster in funeral procession before we are 
shown Edward's death. The purpose of this device seems to have only been realized 
in recent year~.~O It is surely in order that the death scene and the scene where 
Harold is offered Sie crown should be juxtaposed. Had the funeral scenes followed 
the death of King Edward in the Tapestry, Harold's accession to the throne would 
have appeared widely separated from the death of Sie Confessor. The designer of 
the Tapestry emphasizes the connection of the death-bed designation of Harold 
with his elevation to the throne by making one of the nobles point back to the 
death-scene with one hand, whilst he holds out the crown to Harold with the other. 

66 BT, pl. 5. 
67 BT, pl. 34, For this scene and its interpretation, see C. N. L. Brooke, Saxon andJVorman 

(London, 1963), p. 42. 
68 BI; pls 32-3. 
69 Gesta Cuillelrni, 146; Jurnieges, 132-3. 
70 Brooke, Saxon fings, 39; R. Drögereit, 'Bemerkungen', 264 and n. 41. 
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It is in overriding the restrictions of his medium in these ways that the artist 
shows his ability. He divides the action into separate xenes, each with its explan- 
atory inscription, but is able to show a number of consecutive events in one 'scene', 
and is constantly linking one scene to another by a significant geshire of a hand or 
foot. The chronological order of events imposes the sequence of depiction, but in 
order to achieve a desired effect the artist is willing to invert the chronological order 
of certain ~cenes.~'  All the designer's abilities were needed to the fu11 in order to 
portray the battle of Hastings itself (pl. 23). Notice fist  of al172 how the artist coped 
with the problem of depicting the Norrnan frontal cavalry attack up Battle hill 
against the English infantry drawn up on the ridge. He did not have the space to 
show horsemen charging up the hill and the Englishmen on the top, for he required 
the whole height of the Tapestry to show each single horseman distinctly. A lesser 
artist would have been defeated by the problem and the battle scenes would have 
degenerated into confusion. But the Tapestry solves it by showing the English 
'shield-wall' in the centre and the Norman frontal charge coming in from both sides. 
It is a highly effective solution to a difficult artistic problem, and all the more im- 
pressive because it is unlikely that any English artist had ever had to portray a cavalry 
charge against an infantry position before. It  is precisely when it is more original 
that the Tapestry is rnost satisfactory. 

The scene showing the death of Harold @I. 26)73 bears an obvious relationship 
to the battle scene in pl. 23. The Norman knights are breaking through the English 
shield-wall on the left of the picture, but on the right the line holds. The Norman 
cavalry, as previously, are shown coming in from right and left, because the artist 
cannot show a frontal attack. It is important to emphasize that the artist is only 
representing one cavalry attack here - an attack which was successful in one place, 
but resisted in another - because one modern historian has suggested that this 
scene is composed of three separate and distinct s c e n e ~ . ~ ~  But to cut the picture up 
arbitrarily in this manner makes nonsense of the inscription (Hic Harold rex intefectus 
est) which cannot be cut up, and also utterly destroys the whole composition of the 
Norman cavalry charge against the English shield-wall. 

The inscription is carefully arranged. It begins with the ward Hit above a 
Norman knight riding up to the English line. The name Harold comes exactly above 

7 1 The earlier 'reversed' scenes (BT, pls 12,13,14) where William's messengers arrive at Beaurain @I. 
12) before they are shown on their way (pl. 13), and before William is shown sending them (pl. 141, 
seem to have been a simple means of cutting out one scene. The artist has avoided showing the 
news of Harold's arrest being brought to William. There is no difficulty in comprehending these 
reversed scenes when one Sees the Tapestry itself, rather than photographs divided by the separate 
pages of a book. 

72 BI; pls 62-3. 
73 B q  7 1-2. The cutting of this Scene into two in modern reproductions is particularly unfortunate. 
74 C. H. Gibbs-Smith, 'The Death of Harold at the Battle of Hastings', HZrtoy %dq 10 (1960), 

188-9 1. He divides the Scene into (i) 'the fight-for-the-standards scene' (&). (ii) Norman horseman 
striking down an Englishman (Harold). (iii) group of defending Englishmen facing right 'with 
which we are not concerned'. 



the figure pulling an arrow out of his f a ~ e . ~ 5  The intgectus est is written in two lines 
rather than continuing along the top (for which there is space) in order to indicate 
that the figure being cut down by a Norman knight is Harold. Until 1957 it had 
been generally understood that the arrow-in-the-eye figure was also Harold. But 
since C. Gibbs-Smith's detailed commentary on the Tapestry, there has been 
widespread acceptance of his view that the Tapestry shows Harold being hacked 
down by a Norman horseman and that the figure with an arrow in his head is 
simply one of Harold's 'headquarters staffY.76 Since the argurnent is a complicated 
one, it is as well to quote it in full from Gibbs-Smith's exposition: 

Harold is shown hacked down by a Norman knight and killed. There are a 
number of reasons for concluding that Harold is not shown in the last plate be- 
ing hit in the eye by an arrow - or that he was so hit in reality: (1) The first men- 
tion of the arrow-in-the-eye was made long after the battle between 1099 and 
1102 by Baudri of Bourgueil in a Poem where he speaks of a contemporary 
embroidery; his description of the battle depicted there may well derive kom 
Sie Bayeux Tapestry itself; thus a misreading of the Tapestry may have started 
the arrow tradition. (2) In the Tapestry apart kom the isolated word Hic, the 
inscription Harold rex interfectus est starts above the arrow in the eye figure and 
ends above the falling figure: it is an invariable rule in the Tapestry (and in 
most mediaeval illumination) that every violent death is indicated by a falling, 
bent or prostrate figure - a condition properly fulfilled by the falling English- 
men. (3) In no illustrational convention does a single named individual take a 
secondary place in any action; and here we find two Englishmen, one of them 
overlapping each end of the Norman and his horse, one being struck down in 
front, one standing up wounded at the back. It has sometirnes been said that 
both figures are Harold, seen first being shot in the eye and then having 
wrenched the arrow out, being hacked down by a Norman. This theory is 
quite untenable: in no Part of the Tapestry, nor in any other comparable work, 
is the same individual introduced twice within the span of a horse, or for that 
matter twice in the same section of the story . . . There can be no doubt that . . . 
Sie falling Englishman . . . is Harold. The arrow-in-Sie-eye-man is plainly one 
of the 'Headquarters staff' around the dragon ~tandards .~~ 

I t  is convenient to consider this argument, which has since been twice restated with 
minor alterations, under two heads: (1) that Baudri of Bourgueil saw the Tapestry, 
misunderstood it, and that subsequent writers have taken the arrow-in-the-eye 

75 Whenever possible the inscriptions are arranged so that the name Comes directly above or im- 
mediately by the relevant figure: of the 53 persons named in the Tapestry, only 14 do not come 
beneath or adjacent to their names, and in the battle scenes every named figure seems to be 
portrayed beneath or by his name. For the identification of Gyrth and Leofwine, See below. 

76 R. J. Adam, A Conquest of England (London, 1965), 129; H. Loyn, 2 7 ~  Norman Conquest (London, 
1965), 95; E Barlow, Mlliam Iand the Norman Conquest (London, 1966), 78; R. Aüen Brown, l l e  
Nomzam and the Xorman Conquest (London, 1969) 173 n. 154. D. C. Douglas, Mlliam the Conqueror 
(London, 1964), P. 201, n. 4 avoids committing himself on the manner of Harold's death. C. H. 
Lemmon, 'The Campaign of 1066': in ThXorman Conquest: its setting and impact, ed. C.  Chevalier 
(London, 1966), 1 10 and D. J. A. Matthew, ?7ie florman Cimquest (London, 1966), 84, accept the 
arrow in the eye without comment. 

77 BT, 188. 
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story from Baudri's misunderstanding. (2) that within the canons of medieval 
illurnination in general, and of the Tapestry in particular, it is not possible for the 
arrow-in-the-eye figure to be Harold because (a) he is not 'falling, bent, or prostrate' 
as a dying figure should be, (b) he is of secondary importance,78 (C) duplication of a 
single figure in one scene is not possible. 

In fact every Stage of these 'wo arguments can be shown to be either highly 
doubtfd or else demonstrably false. But before considering them in detail a word of 
caution is necessary, The scene of the death of HaroId is not in its present form the 
work of the designer of the Tapestry, but of a nineteenth-century restorer. Early in 
the nineteenth century the ends of the Tapestry were badly damaged by the winch 
on which it was wound and unwound. In 1842 the Tapestry was restored in machine- 
spun wools whose dyes are distinct from the original medieval embroidery. Enough 
of the inscription of the scene of the killing of Harold is in original wools to show 
that it has been correctly restored; but the figures have been almost entirely renewed. 
Only the head and shoulders of the arrow-in-the-eye figure is original; the arrow 
and most of the body are restoration. The Norman horseman chopping down the 
dying king is also mostly in modern wools; whilst of the falling figure only some of 
the head (but not the moustache) and a little of the mail have survived intact. 

But this does not mean that the scene as we have it today is an invention of the 
nineteenth century A very meticulous copy of the Tapestry in pen and ink and in 
water-colour was made some years before the restorations of 1842.79 It confirms 
the grouping and the gestures of all the main figures, though it also shows that some 
crucial details, such as the arrow-in-the-eye, and the moustache of the falling king, 
were then no longer visible. Fortunately the scene is also arranged in the same way, 
but including the arrow-in-the-eye in early engravings of the Tapestry published by 
Montfaucon (1 729), Stothard (18 19) and Sansonetti (1838).*O There can therefore be 
no doubt that the main elements of the scene are authentic, but it would be unwise 
to rely on details like moustaches and beards. Montfaucon is notoriously unreliable 
upon such details,*l and Stothard's engravings showed much that did not actually 
survive in 1819.82 Stothard was able to 'reconstruct' the original state of the 
Tapestry in his engravings by tracing the needle-holes in the linen and by noticing 

78 Gibbs-Smith places particular weight on the insignificance of the arrow-in-the-eye figure in 
HWtory T u d q  10 (1 960), 189-91. The point js dropped, however, in his latest restatement of the 
theory in Gibbs-Smith, Bpeux %es@ (London, 1973), 15. 

79 The water-colour, once the property of Charlotte Yonge, the novelist (1823-1901), is now in the 
library of Mount Holyoke College, South Hadley, Massachusetts, U.S.A. I am grateful to the 
librat-ian for providing inforrnation about its condition and for perrnission to reproduce it. 

80 Montfaucon, Monuments, ii, pl. ix; C. A. Stothard, 'The Bayeux Tapestry', Vetusta Monuments, vi 
(1 8 19), pl. xvi (31); A. Jubinal, La la@sen't deByeux . . . desSii2s qravkspar RSrmsoneh (Pans, 1838), 
pl. 23. 

8 1 There is an urgent need for a detailed cornparison of Montfaucon's engravings wjth the Tapestry 
in its present state. Many details in the Tapestry today are not in Montfaucon; what needs to be 
established is how many of these details are in original wool, and how many are restorations of a 
later date. 

82 Stothard's description of how in his engravings he had 'restored' darnaged sections of the Tap- 
estry is to be foundin Archaeologiu 19 (1821), 184-91; repr. as Ch. 1 above. 
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minute traces of wo01 that still remained. The restorations of 1842 were directly 
based on Stothard's 'reconstructed' engravings. Although Charles Dawson asserted 
in 1907 that the restorations were fraudulent in intent, because of the divergences 
between the restored Tapestry and Montfaucon's engra~ings,~3 the charge should 
not be taken seriously. Dawson was a notable Hastings antiquary, but in recent 
years he has been recognized as the probable perpetrator of that most successful 
'restoration', the skull of the so-called Piltdown Man; he also produced other less 
well known forgeries - stamped tiles planted at the Saxon shore fort at Pevensey and 
forged antiquarian maps of Sussex.84To such an intrepid fabricator of archaeologi- 
cal evidence the charge of fraud came easily, if paradoxically There is in fact no 
reason to doubt that Stothard's engravings were an honest and accurate work, for 
they are largely corroborated by Sansonetti's comparably careful work in 1838. But 
we should not exclude the possibility that his reconstruction of details may have 
been influenced by his presuppositions.85 Since Stothard was in no doubt that both 
the arrow-in-the-eye figure and the falling Englishman were Harold, he may have 
been more willing to interpret one or two needle-holes as a moustache in both 
figures than he would have been, had he been convinced that only one was Harold. 

With possible reservations about details alone, we may therefore accept the scene 
of the death of Harold in its present form as reliable; we can now consider what 
sources there are for the arrow-in-Sie-eye story apart from the disputed scene in the 
Bayeux Tapestry, and whether they are likely to be based on a rnisunderstanding of 
the Tapestry, as the modern interpretation requires. 

The Poem of Baudri, abbot of Bourgueil, addressed to Adele, countess of Blois, 
the daughter of the Conqueror, was written between 1099 and 1102. It is an imagi- 
native tour-de-force intended to secure the author a reward.86 His vision of Adele's 
chamber includes a hanging depicting William's conquest of England, worked in 
siiks and in goId and silver threads and decorated with pearls and jewels. There can 
be no certainty whether the Bayeux Tapestry provided Baudri with the idea of a 
conquest embroidery. We need to remember that although the Tapestry is unique 
today, it was made at a time when embroidered hangings were a normal means of 
decorating an important hall, chamber or church. After a most painstaking and 
thorough discussion of every detail of resemblance and disagreement between the 
Tapestry and the irnaginary decoration described by Baudri, Miss P: A. Abrahams 

83 C. Dawson, 7 l e  RestoraCion of the Bpeux Zpesty (iondon, 1907). 
84 J. S. Weiner, 7le Filtdozm Foqey (London, 1955),p&m and especiaiiy 169-88; D. E! S. Peacock, 

'Forged brick-stamps from Pevensey', Antiqui~ 47 (1973), 138-40; E! B. S. Andrews, 'A fictitious 
purported historical rnap', SussexArchaeological Collections 112 (1974)' 165-7. 

85 Stothard (Archaeologia 19, 190) had no doubt that dupiication of a leading character in one scene 
was cornmon in the Tapestry, and even thought that Harold was shown three times in the death 
scene: p. 5 above. 

86 hs Oeuvres Poitiques de Baudri de Bourgueil, ed. E! Abrahams (Paris, 1926), no. cxcvi (Adelae Comihsae), 
196-253. The accompanying Poem in which Baudri reminds the Countess that he has rendered 
her name imrnortal, and that she had prornised him a cope, is no. cxcvii, 253-5. 
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concluded that Baudri probably did not know the Tape~t ry .~~ Any theory h a t  de- 
pends upon the assumption that Baudri knew the Bayeux Tapestry is therefore 
founded upon unsure ground. 

Even if for the purposes of argument we were to allow that Baudri saw the 
Ta~estry, we would need compelling reasons to suppose that we are today in a 
better position to understand the only surviving embroidery of its age and type 
than the abbot of Bourgueil. He, after all would have Seen it at most only 35 years 
after it was made, at a time when such works were common and the conventions 
they used well known. We may conclude either that Baudri is an independent 
source for the tradition that Harold was killed by an arrow, or that if he had seen the 
Tapestry he provides the earliest evidence for how the Tapestry was understood. 
Even if we supposed that Baudri had nonetheless misunderstood the Tapestry, it is 
unlikely that he is the source for the later development of the arrow-in-the-eye 
story. Baudri's poems were of topical interest only and have survived in only one 
manuscript. Baudri's editor was unable to find any evidence that any contemporary 
or later medieval writer or Poet used his works.88 Moreover later writers, William of 
Malmesbury (C. 1 125)) Henry of Huntingdon (C. 1 130) and Wace (C. 1 160) have the 
arrow-in-the-eye story in a far fuller version than that given by Baudri. Baudri 
simply states that Harold was killed by a chance fatal arrow (Pdorat Hairaldum casu 
letalis arundo; 1s bellijnis, is  quoque causafiit) without indicating where the arrow 
struck.89 But Malmesbury and Huntingdon are much closer to the scene in the 
Bayeux Tapestry: they describe how Harold was shot through the brain or in the 
eye, and how Norman horsemen then broke through and finally dispatched the 
dying king.gO Thek accounts show that by Sie frrst half of the twelfth century the 
arrow-in-the-eye tradition was current in England in a form that unlike Baudri's 
account allowed a part in the killing of the king both to the Norman archers and to 
the knights. Their accounts may of Course derive directly or indirectly from the 
Tapestry; but there would then be further evidence of how the Tapestry was under- 
stood at an early date. 

William of Malmesbury's account of Harold's death is particularly important. 
His Statement that Harold was struck by a lethal arrow (lethali arundine ictus) echoes 
Baudri's phrase and may suggest that Miss Abrahams underestimated Baudri's 
influence. But William's description of Harold being pierced by the arrow through 
the brain (violato cmebro) and of a Norman knight then breaking through arid stfing 
the prostrate Harold on the thigh with his sword could not derive from Baudri; rather it 
is so close to the Tapestry as to suggest that William bad seen the Tapestry itself at 

87 B ~ d n  de Bourgutil, 241-7, nn. 52 and 61. 
88 Baudn de Bourputil, il,ii-xliv. But Baudri did visit Worcester @. 360). 
89 Baudri de Bourgutil, 209,ll.  4614.  
90 Degestis regun, 303: 'at ubi sagittae violato cerebro procubuit, fuga Anglorum perennis in nocte fuit 

... QuaproPter, u t  dixi, eminus lethali arundine ictus mortem implevit. Iacentis femur unius 
rnilitum gladio proccidit . . .'; Henry of Huntingdon, HistoriaA~lomm, ed. T. Arnold, RS (London, 
1879)) 203: Interea totus imber sagittariorum cecidit circa regem Haroldum; et ipse in oculo 
percussum corruit. Erumpens autem multitudo equitum regem vulneratum interfecit.' 



Bayeux, or just conceivably had used at Canterbury either the Tapestry designer's 
sketches or perhaps even the account that the designer followed. For there are a 
number of other places where William's account of the conquest agrees with the 
Tapestry against the testimony of other sources. Thus William not only follows the 
Tapestry in mentioning that Harold took ship from Bosharn before his fateful jour- 
ney to Normandy, but also rejects William of Poitiers' chronology in favour of that 
of the Tapestry in placing the Breton campaign before Harold's oath to William.gl 
If William of Malmesbury did know the Tapestry (or its source at Canterbury), 
then it is apparent that he understood both the arrow-in-the-eye figure and the fall- 
ing Englishrnan to be Harold. But if he did not see the Tapestry, then his account 
shows that the story that Harold was shot by an arrow in the head and then struck 
on the thigh by a Norman knight was current in England at least by 11 25. This 
would be important because William had access to English traditions that have not 
survived in any other written sources.92 In view of the parallel between Malmes- 
bury's description and the death of Harold in the Tapestry, it would be difficult t~ 
deny that the Tapestry is depicting the same story. 

Finally Wace's account must be considered, despite its late date, because he was 
a canon of Bayeux and drew heavily on the Tapestry for his description of the Nor- 
man C o n q u e ~ t . ~ ~  Wace conflated several different accounts of the conquest, and 
William of Malmesbury was amongst the authors he used.94 But if attention is paid 
to its sources, the Roman de Rou can be an invaluable indication of how the Tapestry 
was understood at Bayeux. Though Wace separates the two events by a Passage of 
some length, he describes Harold being hit by an arrow below the right eye, and 
later being cut down by Norman knights.95 Wace's account may well be influenced 
by William of Malmesbury here, but he is following the Tapestry in locating the 

91 Degestkregum, 279. 
92 In particular the tradition that Harold was on a pleasure cruise in the channel, rather than on a 

diplornatic mission to Norrnandy, when he was shipwrecked on the Ponthieu coast . .. a story for 
which he claimed the authority of 'alii secretioG consilii co1?sAz', Degesh regum, 2 79. 

93 Wace, Le roman de Rou, ed. A. J. Holden, 3 vols. (Paris, 1970-3). A convenient companson of Wace 
and the Tapestry which shows how much information they have in common is to be found in A. 
Marignan, La rapissene de Bayeux (Paris, 1902), 1-36. Marignan's commentary, however, suffers 
from his belief that the Tapestry used Wace rather than vice-versa. 

94 That Wace knew Wiiiiam of Malmesbury's Gesta Regurn was proved from other parts of the Poem 
by J. H. Round, 'Wace and his authorities', EHR 8 (1893), 677-83. See also Wace, ed. Holden, Ei. 
108-10,156-61. 

95 Wace, ed. Holden, ii. 189,2 13-14: 
1 1.3161-6 Issi avint qu'une saete 

qui devers Ie ciel ert chaete, 
fen Heraut desus I'oil dreit, 
que I'un des oilz li a toleit' 
e Heraut I'a par air traite 
getee l'a, mais ainz l'out fraite. 

1 1.8805-7 Heraut a I'estendard esteit, 
a son poeir se deffendeit, 
mak mult esteit de l'oil grevez. 
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arrow-wound beibw the right 9 e g 6  rather than William, who only informs the reader 
that Sie arrow wound entered the brain. Thus Wace's account may be taken to con- 
firm that the interpretation of the arrow-in-the-eye figure as HaroId was natural to 
a medieval spectator. 

Three conclusions emerge from this survey of the sources: 

(1) Baudri of Bourgueil is very unlikely to have been the source of the tradition 
that Harold was shot in the eye by an arrow. 

(2) If Baudri, Malmesbury or Huntingdong7 used the Tapestry, then together 
with Wace they indicate how the Tapestry was understood at Bayeux by 
men more used to the conventions of embroidery narratives than we can be 
today. 

(3) If on the other hand they did not use the Tapestry, then they provide inde- 
pendent though late evidence for the story that Harold was shot by an arrow. 

The  modern theory that the Tapestry's arrow-in-the-eye figure cannot be 
Harold, and that this tradition has arisen from a misunderstanding of the Tapestry, 
therefore meets great difficulties. The question must now be asked whether the 
arguments based on the Tapestry itself are sufficient to overrule them. Little 
attention need be paid to the rule that Gibbs-Smith postulated that violent deaths 
in the Tapestry are always shown by falling, bent or prostrate figures, for this begs 
the whole question of the interpretation of this and other death-scenes. More 
important is his general rule that neither in the Tapestry nor in any comparable 
work does any figure ever appear twice within the same scene. Nothing could be 
further from the truth. We have already seen how the designer of the Tapestry 

11. 881 1-18 Vint un arme par la bataille 
Heraut feri sor la ventailie 
a terre le fist trebuchier; 
a CO qu'il se volt redrecier 
un chevalier le rebati 
qui en la coisse le feri 
en la coisse parrni le gros 
Ja plaie fu desi en 1'0s 

96 The Tapestry ( B z  pl. 72) shows the arrow-in-the-eye figure in profile, so that only the left eye can 
be seen. The arrow as it was restored in 1842 passes out of sight behind the nasal of the helmet 
exactly level with the eye. Slight variations in the angle and point of irnpact of the arrow in the 
engravings of Montfaucon, Stothard and Sansonnetti are more likely to reflect the iirnits of the 
engravers' accuracy as Werckmeicter has argued (S~udiMedievali 1 7 0  (1976), 560-1, n. 132) than 
an attempt by the restorers to make the Tapestry fit the arrow-in-the-eye tradition as Gibbs-Smith, 
Baryeux %$es@, 15 ff. asserts. 

97 G. H. White 'The Death of Harold', in nie Complete Peerage, xii, pt. i (London 1953)' appendix L, 
44-7, and pt. 9 (1959)' appendk K, 44 and R. Drögereit ([Bemerkwlgen], 284) assume that Henry of 
Huntingdon's account of Harold's death is dependent upon the Bayeux Tapestry, White's 
argurnent is dimcult to foliow, since he accepts that the Tapestry does not show Harold being shot 
in the eye (pt. ii, 434) .  Apart from the death of Harold there is nothing in Huntingdon that in- 
dicates dependence upon the Tapestrj. His account rnay rather reflect what was believed about 
Harold's death in England C. 1130. 
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could include two or more consecutive events \&hin a single ' s ~ e n e ' ; ~ ~  for the same 
reasons medieval artists often found it useful to depict the Same individual twice in 
one scene. Duplication is in fact a very cornmon device in pictorial narrative both in 
late antique and in medieval illumination.99 It is moreover very commonly used in 
the major works of pictorial narrative produced at Canterbury both before and 
after the Norman conquest. 

Duplication was for example a standard technique of the artists at St Augustine's 
who illustrated the Old English paraphrase of the Heptateuch in the years shortly 
before the Norman conquest. When it was necessary to show Jacob bowing to the 
ground seven times before Esau and then embracing him (Genesis 33.1-3.), Jacob 
was depicted as six separate identically dressed prostrate figures in one picture; in 
the nextJacob is shown bowing for the seventh time and then embracing Es~u.~OO 
When the artist wished to show [pl. 161 Lot seated before the gates of Sodom and 
prostratinghirnself before the two angels (Genesis 19.1-2), it was natural for him to 
show Lot twice in the same picture, once seated before Sodom and once prostrating 
hirnself before the angels.'O' The duplication even extends to Lot's staff which he 
holds when seated, but has stuck into the ground when he makes his obeisance to 
the angels. Another famous late-Saxon manuscript that was probably produced at 
Canterbury, the so-called C ~ d m o n  manuscript, repeatedly duplicates leading 
figures within a single picture in order to add to the interest of the Genesis illus- 
trations. '02 In illustrations of New Testament scenes from Canterbury, duplication 
is already found in the sixth-century St Augmtine's Gospeh,I03 and after the conquest 
in the four detached leaves from a Canterbury psalter of the mid-twelfth century,lo4 
and in the Paris Psalter.105 These examples suffice to show that the Canterbury artists 
who produced the major extant works of medieval pictorial narrative were accus- 
tomed to duplicate leading figures within a single scene as a means of saving space, 
of making one illustration do where two would othenvise be necessary. I t  was a 
standard device which lent Pace and drama to the depiction. 

It remains to be shown whether the designer of the Bayeux Tapestry also made 
use of duplication in his enormous narrative of the Norman conquest. We cannot 

98 See above. 
99 K. Weitzrnann, ~lustrutions in Roll and Codex (Studies in M ~ ~ t ~ c r i p t  dlumination, ii) (Princebn, 1947); 

0. Pächt, Ihe RZre of Picto~alJVarrohve in Twecfth-Century England (Oxford, 1962). 
100 BL, Cotton Claudiuc B. iv, fok. 5 0 4  51r: Ihe O.E. Illz1shatedH~teuch, ed. Clernoes and Dod~vek 

27. 
101 fiid., fol. 18. 
102 Oxford, Bodleian Library, MS Junius I 1: 'T2e Cedmon Manuscript, ed. Sir I. Gollancz (Oxford, 

1927), 41,44, 60,66. 
103 Cambridge, Corpus Christi CoUege, MS 186, fol. 125 depicts the Agony in the Garden showing 

Christ both praying and speaking to the disciples saying 'Sleep now and take your rest' (Wormald, 
Gospels of St Augustine, pl. iv, 3). 

104 The scene of Christ Calming the Waters shows Christ asleep in the boat and agajn standing up 
calming the waves (London, BL, Add. MS 37472, fol. Iv. Reproduced in Dodweli, Canterbu~ 
ZZlwnUlatiot~, pl. 66). 

105 Paris, BN, MS ~ G i n  8846, fol. 3 (reproduced in Dodwell, Canterbury Illumin&n, pl. 67) shows the 
Devil twice in the scenes depicting the temptations on the Temple and on the mountain. 
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hope to achieve the Same degree of certainty that is possible with biblical illumi- 
nations, since we do not have the text that the designer of the Tapestry was follow- 
ing. But there are a number of scenes where duplication appears highly likely. Just 
before the battle of Hastings, English and Norman scouts are shown observing the 
movements of the rival armies.lo6 The English scout, one of the very few mailed 
figures in the Tapestry shown wearing a belt, seems to be shown twice: first watch- 
ing the Norman army over the brow of the hill, and then reporting back to Harold 
with his arm pointing back to what he has just Seen. The inscription (Iste nun& 
Haroldum regm de exerntu Wilehi du&) makes it clear that only one scout is involved 
by its use of the Singular and by placing the word htejust above the figure on the 
watch. The duplication of the belt confirms that only one scout is depicted. 
Another probable example of duplication occurs in the scene showing the death of 
Harold's brothers, Leofwine and Gyrth (pl. 22).107 The Norman cavalry, as usual, 
are depicted coming in from the left and right of the picture. Leofiine and Gyrth 
are distinguished by being rather larger than the neighbouring figures, and they 
stand irnmediately by their names. Leofwine wields a two-handed English axe as a 
Norman knight thrusts a spear between his shoulders; Gyrth, a magnificent mous- 
tached figure with a huge round shield, is pierced in the face by a Norman lance 
whilst he attempts to counter with his own spear. These are heroic deaths indeed,Io8 
but what is significant for our purposes is that both appear to be shown twice over: 
Leofwine cartwheeling over backwards, and Gyrth down in the border with the 
lance driven right through his face. Further to the right another Englishman also 
seems to be shown twice, first wielding an axe as he receives a spear in the chest and 
then twisting and falling backwards as he tries to pul1 the spear out of his chest. 
There is no need to suggest that the designer of the Tapestry had developed any 
conscious theory of duplication; rather that, like the artist who drew Lot and the 
angels at Sodom, it was convenient to show two Stages of a process, both the mortal 
wound being delivered and the dying figure falling to the ground. It was the easiest 
and most vivid way of depicting the death of an important figure in a fittingly 
heroic and prolonged manner. 

Much the most obvious example of duplication in the Tapestry, however, occurs 
in the scene showing Sie death of Harold (pl. 26). The dragon standard of Wessex 
is shown alongside the arrow-in-the-eye figure, but the standard and the standard- 
bearer are shown a second time tumbling to the ground. We cannot suppose, as 
does C. Gibbs-Smith,log that there were two dragon Standards, carried (if we can 
rely on this detail) by identical white-bearded twins. Medieval armies had a number 
of different banners, and at Hastings William of Poitiers tells of a different English 

107 B$ 64-5. 
108 Gibbs-Smith, true to his rule that violent deaths rnust be shown bent falling or prostrate, will not 

d o w  these two figures to be Leofwine or Gyrth; he chooses instead the jackknifed and cart- 
wheeling figures (BT, 187). 

109 Br, 188. 
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standard in the form of a fighting man.1l0 But we never hear of two or more stan- 
dards of the same type in a single battle. Henry .of Huntingdon refers to the dragon 
standard of Wessex at the battles of Beorhford (752) and Ashingdon (1016).11' 
Whether or not he had any reliable authority for the presence of the dragon stan- 
dard at these battles, it is sufficient for our purPoses that he conceives of one dragon 
standard only. Widukind of Corvey describes how the continental Saxons also had 
a dragon standard carried before them in battle, and an early tenth-century manu- 
script from St Gall, the Psalterium Aureum depicts Joab setting forth to make war on 
the Syrians and Amrnonites with a dragon standard, just like that in the Tapestry, 
carried before him.1'2 In the ninth century and later we hear of a raven banner 
carried before a number of Danish armies,"3 but never of more than one raven 
banner at a time. Such standards served to identifjr the commanders of armies. TO 
have two could only cause confusion. That the Bayeux Tapestry depicts the dragon 
standard twice, rather than two dragon standards, is even confirmed by William of 
Malmesbury and by Wace who describe Harold standing by the standard, where of 
Course the Tapestry shows the arrow-in-the-eye figure.114 Here then we have a clear 
example of duplication in the very same Scene as the death of Harold. 

There can therefore be no theoretical objection to the arrow-in-the-eye fiwre 
being Harold. Duplication was a common device of medieval artists at Canterbury 
and elsewhere; it was widely used by the designer of the Tapestry in particular. 
Moreover it is difficult to see how the duplication of Harold in the death Scene 
could have been rnade more explicit. The falling Englishman being cut down by the 
Norman knight has the inscription unnaturally squeezed up immediately above 
him. The arrow-in-the-eye figure is next to the standard where both William of 
Malmesbury and Wace understood Harold to be standing. The designer of the 
Tapestry has also indicated that the arrow-in-the-eye figure is Harold by arran@ng 
the inscription so h a t  the name Harold Comes exactly above, and contrary to what 
Gibbs-Smith has written about this figure being 'insignificant . . . not pictoriall~ 
singled out in any way.. . fourth and last, and quite undistinguished in any respect', 
in a 'routine' group of figures,115 the arrow-in-the-eye figure is in fact larger arid 
more dignified than any of his companions, and is in the centre of the whole Scene 
(pl. 26). 

Detailed examination of the Tapestry's depiction of the death of Harold there- 
fore confirms that the old interpretation was correct. The story of Harold's death 
commencing with the arrow-wound in the eye is one of the best-known traditions 

11 0 Gesta Guillelvri, 224. He is foiiowed by Degesh regum, ii.302. 
11 1 Huntingdon, 121,183. 
112 St Gden, Stiftsbibliothek, MS 22, p. 140, reproduced in A. Merton, Die Buchmalera'in Sankt Gallen 

(kipzig, 1923), pl.xxix. i; Widukind, Res Cestae Saxonicae 1, ch. ii. 
113 References to the raven banner are conveniently assembled by A. Campbell (ed.), Encomium 

Emae Reginae, Camden Soc., 3rd ser. Wrii (London, 1949), 96-7. 
1 14 Degesh regurn, ii. 302: 'Rex ipse pedes juxta vexiiium stabat cum fratribus'; for Wace, see above, P. 

28 n. 95. 
1 15 Gibbs-Smith, in History Zdq 10 (1 960), 190-1. 
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of English history, and it is not one that needs to be jettisoned. The Tapestry artist 
designed the scene with great skül. He repeated the motif of the cavalry charge up 
Battle hill; he used the familiar device of duplication to show two stages in the 
slaying of the king in a particularly dramatic form by placing it in the very cenwe of 
the scene; and he organized the inscription and positioned the standard-bearer so 
that the interpretation would be clear. The evidence of Baudri, Malmesbury, 
Huntingdon and Wace confirms the traditional interpretation of the Tapestry and 
gives no support for the view that a rnistaken interpretation of the Tapestry lies be- 
hind the arrow-in-the-eye tradition. On the contrary the Tapestry must be recog- 
nized as the earliest and most authoritative and explicit account of how Harold met 
his death. For William of Jumieges simply states that Harold fell covered with 
mortal wounds, whilst William of Poitiers knew nothing at all of the manner of his 
death, though he does tell us that after the battle Harold's body, destitute of every 
badge of rank was identified, not indeed from his face, but from certain distinctive 
emblems.1l6 If this is anything more than the eulogist's elaboration of his own and 
Jurnieges' ignorance, it would fit well enough with Sie tradition that Harold was 
severely wounded by an arrow in the eye, which could indeed have made his face 
unrecognizable. 

The fact that the accounts that lie closest to Sie Tapestry's depiction of the death 
of Harold are those of William of Malmesbury and Henry of Huntingdon suggests 
that here as elsewhere in the Tapestry the details of the depiction may derive from 
English rather than Norman tradition. We cannot tell whether the elaborations of 
Malmesbury and Huntingdon's accounts were already known to the designer of the 
Tapestry or whether they are derived and developed from it. But an English artist 
from St. Augustine's designing an embroidery for Odo of Bayeux before 1082 was 
in a good position to know how Harold had been killed. The only other detailed 
account of Harold's death, that of the Carmen de Ha.stztzngae Proelio, has a very different 
story. It tells in suspicious detail how four narned Norman knights, seemingly 
including and led by William himself rode through the remnant of the English line 
and cut down the king.117 Even if the poem's attribution to Guy of Amiens were to 
be reestablished, its account of the killing of Harold would in no way exclude that 
of the Tapestry. The Tapestry does not have room to show more than one knight 
cutting Harold down; and the Carrnen3 ignorance of the arrow is of no more signifi- 
cance than its ignorance of English topography, of Leotwine, arid of details 
known to the designer of the Tapestry 

When care is taken to understand the conventions and lirnitations of its design 
and technique and to distinguish the nineteenth-century restorations from the 
original work, the Tapestry can take its place as a major authority for the events of 
the Norman conquest. I t  is an early and well-placed source with access both to 

116 Jumieges, 135; Gesta Guillelmi, 204: 'Ipse carens omni decore, quibusdam signis, nequaquam 
facie, recognitus est'. 

117 Carmen, 34.4. The inspiration of the Carmen's account is argued by Professor Owen in his forth- 
coming study to be the execution of Ganelon in the Chanson de Rolmd. 



English and Norman traditions, and its information is presented to us through the 
eyes of an artist of outstanding accomplishment. This does not mean that its ac- 
count is in any way objective or even free from'error. Its depiction of Conan at Dol, 
of English byrnies on Norman knights, perhaps of English bows in the hands of the 
Norman archers, and of the problematic oath Scene at Bayeux warn us to use its 
evidence with caution. But when we have narrowed down its provenance and date 
and understood its design, we can interpret individual scenes and assess their 
historical value with greater confidence. 



Towards an Interpretation of the Bayeux Tapestry* 

Broadly speaking, historians approach the Bayeux Tapestry in one of two ways: it 
offers evidence upon which they can draw for the study of a wide range of political, 
military, social, and other topics; it is also a document of the first importance for an 
understanding of Anglo-Norman history which must be considered as a unity and 
in its own right. This paper adopts the latter approach. It does so very tentatively, 
for despite intensive study the Tapestry remains a puzzling document, both as a 
whole and in its details. Moreover, the present observer, at least, seldom Comes back 
to it without noticing something new to compel him to refine or to change his 
current opinions. We are always learning about it, so perhaps a way fonvard with its 
interpretation is for those professionally interested to set forth for discussion some- 
thing of what they see in it. There is, no doubt, a danger of subjectivity But at least, 
discussion may serve to weed out supposed perceptions that are idiosyncratic or 
extravagant, and to focus attention upon those that are fruitful and constructive. So 
I am bold to say something about what I currently see in the Tapestry as a whole, 
and I shall place especial emphasis upon a feature that has not to my knowledge re- 
ceived systematic attention: the gestures with the hands of the human figures who 
are displayed. 

*Unless othenvise stated, references are to Stenton's edition of the Bayeux Tapestry (Bq. Other edi- 
tions are referred to as foliows: Bertrand, BT= S. Bertrand, Lu Iapissene de Bgeux et la rnanit?re de uivre 
au onzihe dcle (La Pierre-qui-Vire, 1966); Parisse, BT= M. Parisse, La %&sene de Bgeux. Un docu- 
mmtaire du X$ sijcle (Bayeux, 1983); Wilson, BT= D. M. Wilson, ThByeux Eepes~ (London, 1985). I 
wodd particularly acknowledge my gratitude to Professors M. Biddle, R. H. C. Davis, K. J. Leyser, 
and M. Parisse for stimulating discussions about the Tapestry; they are in no way responsible for 
mistakes and misjudgements in what foilows. Above aü, I am deeply grateful to Mrne Michele Coic, 
Bibliothkcaire-Conservateur of the Tapestry, for making a study-visit to Bayeux so useful and enjoy- 
able. I shouid also add that this paper does not take account of the as yet unpublished results of the 
scientific exarnination of the Tapestry at the time of its rehanging in 1982-3. As regards the date of 
the Tapestry, I concur in the conclusions of Wihon, BT, 212. 

1 F. Garnier, h g a g e  de &nage au moym @e. Sigriijication et symbolique (Paris, 1982) refers o d y  to 
manuscript iüurnination. Comparisons with figural sculpture and metalwork ~vould be rnore likely 
to be helpful. Analogies on Trajan7s coiumn are not convincing: 0. K Werckmejster, 'The Political 
Ideology of the Bayeux Tapestry', Studi medieudi 3rd ser. 17/2 (1975), 535-95; the Bernwardsäule 
and bronze doors at Hildesheim Cathedral, and similar early eleventh-century items, might weli be 
rnore relevant. 



By way of introduction, I wish to comment on two points which are themselves 
familiar but about which a little more may usefully be said. The first is the promi- 
nence accorded to William the Conqueror's half-brother Bishop Odo of Bayeux, 
for Sie Tapestry underlines him perhaps even more than is generally appreciated. 
The narned appearance of two and perhaps three of his Kentish tenants - Turold, 
Wadard, and Vital: like his connections with Saint Augustine's, Canterburx3 are 
familiar enough. As events develop in the Tapestry, his importance is foreshadowed 
when Bayeux, and particularly its castle, figures prominently in Duke William's pro- 
gress with Harold, earl of Wessex, to the oath-taking which is the climax of the first 
portion of the Tapestry (pl. 10)) whether or not Harold's oath is understood to have 
been taken at or near Bayeux4 

It is after news of Harold's coronation as king of England reached Normandy 
that Odo himself appears four times. When William orders the building of ships 
(pl. 15), the unnamed, tonsured figure who sits to his left is certainly he, for no other 
cleric was so close to the centre of events. His role is accentuated: if he sits behind 
William, he also sits higher; he is made the rnore obtrusive by his Superior place to 
William in the sequence of four heads, rising from the viewer's left to right, that 
comprises Sie group of figures. It is Odo's left hand, not William's, that gestures 
towards the busy preparation of the fleet. It is to him, rather than to Williarn, that 
the shipwright appears to look for his instructions. Then, when the Norman host has 
arrived in England, Odo - it is sufficient to describe him as episcopus - presides at 
dinner, blessing the food and drink (pl. 18); the similarities with Christ's place at the 

2 References to Ralph, son of Turold, as Odo's tenant occur in Domesday Book i. 6a, 7bcd, 8 4  9a 
(Kent), ii. 24a, 25ab (Essex); the last reference includes Turold. Wadard is Odo's tenant in i. la, 6b, 
7c, 10c (Kent), 32a (Surrey), 66b (Wilts), 77b (Dorset), 155d, 156abc (Oxon), 238d (Warwicks), 
342abcd (Lincs). Circa 1079 a Wadard miles became a tenant of St Augustine's, Canterbury: 
W. Thorne, Chronica de rebusgesh abbatum S. Augwtini Cantuariae, vii, 5, in R. Twysden, Historiae&li- 
canae scr$tores X (London, 1652), 1789. See also A. Ballard, An Eleventh-century Inquistion of St 
Aupstine's, Canterbuiy (London, 1920), 2 1-2; in addition aVitalis 'de Canterbire' is Odo's tenant: 10, 
18, and a Vitalis is the abbot's tenant: 19. Two, at  least, of the named figures seem to relate to St 
Augustine's as weli as to Bishop Odo. Turold's standing might imply that, in scene 12, he must be 
the second messenger, not the holder of the horses. But the latter's bearded appearance is not un1i.e 
the unexplained figure who half obscures Duke Wiiiiam at Od05 dinner (49); can this privileged 
figure also be Turold? (The s m d  man in scene 12 is probably not a dwarf; the embroiderers cannot 
show perspective.) 

3 N. P. Brooks and H. E. Walker, 'The Authority and Interpretation of the Bayeux Tapestry', 
PfoceedUzgs of the Battle Conjirence on Anglo-Norman Studies 1 (1 979), 1-34 at 15-18; repr. as Ch. 8 above. 

4 Written sources place the oath-taking at BonneviUe-sur-Touques near Pont l'Eveque, near which 
W i b m  had a residence: Gesta Guillelmi i. 42, 102-7; and Rouen: Ordenc iii. 1 1, ii. 134-7. As is 
pointed out by Parisse, BI;  51-2, 138, the Tapestry is not without ambiguity. If the captions on 
either side of Bayeux (28-9) are read together, so that Ubi refers back to Bagim, the oath was taken 
in or near the city. But if the m i i s  disjunctive (cf. 1, 11, 12,19) and refers to the new scene (29), the 
oath may not have been so taken. (The lack of a double point after Ba& (28) is not conclusive: cf. 
6, 13, 16, 18, etc.) Some features suggest that the oath may not have been taken near Bayeux: 
W i m  seems to by-pass it (28, cf. 23, 24); Harold stand on a cobbled surface indicating an out- 
door event that could have happened anywhere (29); the composition of the scene (29), with its 
closely integrated sequence of Wiüiam sitting apparently indoors, Harold swearing outdoors, and 
Harold's embarkation for England, implies a rapid transit from inland Bayeux to the sea in the 
Course of which Bonneviiie would be a plausible place for the oath-taking. 
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Last Supper in a tradition of manuscript illumination that begins with StAugusiineYs 
Gospels is familiar.5 The accentuation of Odo's role is again self-evident; William, 
apparently, sits unnamed and half-concealed on his right. There immediately 
follows William's council of war (pl. 18), to which the figure on Odo's left at dinner 
emphaticall~ points. Inside a building, Willian sits, holding upright in his lefc hand 
the sword which he indicates with his right and which will be the instrument of vic- 
tory To his right sits Bishop Odo, who alone in this scene is given his title. His right 
hand corroborates William's gesture. On William's lcft sits his other half-brother, 
Robert, count of Mortain, who unsheaths his sword in William's Support. It is re- 
markable that the three brothers share a Single bench; except that he sits in the 
middle, William has no pre-eminence. There seems to be deliberate emphasis upon 
his half-brothers' part in the enterprise of England. 

Odo's final appearance is at a critical point in the Battle of Hastings (pl. 24). He 
is on horseback and at full gallop. In his right hand he brandishes a staff (baculum) to 
which the caption specifically refers.6 By his presence and example he encourages 
(confortat) the young warriors bueros). His words have the desired effect: whereas the 
horseman immediately to his right, with his lance reversed and shouldered rather 
than in fighting position, is fleeing the battle, those who come next redouble their 
efforts. Odo's baculum and his decisive encouragement demand comparison with 
the scene in which Duke William, mounted upon a stationary warhorse, exhorts his 
knights to do battle viriIiter et sapimtu. In his right hand, the duke, too, holds a staff 
(baculum), not brandished but resting on his shoulder; it seems to have been a habi- 
tual outdoor syrnbol of his authority The Tapestry shows Bishop Ode eliciting in 
action the manfulness and martial skill that William has called for in words. AS he 
did so, he held a like syrnbol of authority 

In the Tapestry, Bishop Odo's high standing in relation to his half-brother the 
duke is no less clearly depicted than his closeness and serviceability, arid at one 
Point Robert of Mortain is brought into Sie family picture. The public for which 
the Tapestry was intended was to be left in no doubt about the role of the Gon- 
queror's kin.7 

5 Brooks and Walker, 'Authority and Interpretation', 13-17 (pp. 74-76 above). 
6 Baculum is translated 'staff, not 'rnace2 b e c a ~ e  the two should be distinguished. In the Tapestry, the 

daculum is a syrnbol of authority rather than an offensive weapon (21,56,59, 68). It is a slightly 
ta~ering, wooden baton, sometimes with s m d  lateral ~rojections; the use of baculum for a bishop's 
Pastoral staff should be remembered: Whon, BT, 225. Odo seems sidariy to appear notwith a 
sword (for there is no crossguard) but ~ i t h  a staff, held to his shoulder and decorated near h ~ s  hand 
with a broad riband, in bis equestrian, armoured likeness on the obverse of a seal depicted in Sir 
Chkt~ph~Natton's ~ o o k  of~eah, eds. L. C. Loyd arid D. M. Stenton (Oxford, 1950)' no. 43 1,301 and 
PI. vm. For Odo's alleged refusai to cary weapons See Gesta Guillelmi ii. 37,242-3. The term'mace' 
is best reserved for an offensive weapon of similar size to the baculum but with a heavy head. W a y  
carries a mace when proceeding to -inent. hostilities, but a baculwi when sseröng h~ leadership. 
A mace can be thrown, and it js a weapon of pedites. It should be distjnguished from a huntsman's 
headless club. As a translation of baculum, 'wand' has littie to commend it. 

7 Cf. the Iarge contribution of ships that Robert of Morhin (120) and Odo of Bayeux (100) are now 
h o w n  to have made to the Conquerorls fleet: C. W. Hollister, 'The Greater Domesday Tenants-in- 
Chief' in Domesday $tudies, ed. J. C. Holt (Woodbridge, 1987)' 2 19-48, at 221-2,242-3. 



H. E. J. Cowdry 

My second introductory point is that the Tapestry is above all the story of three 
kings, or at least of three men whom we think of as kings: Edward the Confessor, 
Harold and William.8 They overshadow everything else, including Odo of Bayeux 
with his four appearances. They indicate a focus upon kings and lay leaders that 
makes such factors as papal interest in the Norman Conquest quite irrelevant. 
Edward appears only at the beginning when, in his palace and with crown and 
sceptre to declare his regality, he admonishes Harold before his journey to France 
@1. l), and in the middle when, crowned, he receives Harold on his return (pl. 1 I), 
just before the highly concentrated scenes of his burial, death-bed, and death @1. 
12). As for Harold, from the start he is more often than not at the forefront of events. 
He is at once distinguished by the title dux Aqlorum to which he and his riding com- 
panion point by way of emphasis (pl. 1) - perhaps as an editorial comment upon his 
true standing, or perhaps to foreshadow his leadership of the English host in the 
fateful battle to come. However this may be, he is dux until he returns to England 
and receives the crown. Then, he is forthwith exhibited in regality, wearing the 
crown and holding the sceptre and orb: Hic residet Harold rex Anghum (pl. 13). Rex he 
rernains until the very moment of his death in battle. It is Open for us to speculate 
that the lost end-scenes of the Tapestry culminated in a depiction of William's 
regality at his coronation on Christrnas Day 1066; this would have balanced the 
regal depictions of Edward (pl. 1) and Harold (pl. 13), and it would have made up 
for the low-key Set piece of William sharing a bench with his half-brothers before 
the battle (pl. 18). Be that as it rnay, as we have the Tapestry, William is dux through- 
out; and at no point is there a foreshadowing of regality, as there so easily might 
have been at the outset, by showing Edward's promise of the crown to him. A refer- 
ence to it at the end may have been emphatic but it is likely to have been brief, for 
there is reason for thinking that not more than some 2m have been lost of a Tapestry 
that is now about 68.38m long.9 Given the Norman view that William became rex 
only at his coronation,lo the Tapestry's reticence about William's regality is under- 
standable. But the effect that is produced is a marked accentuation of Harold. 

Harold, indeed, is highly conspicuous throughout the Tapestry. Some crude but 
telling points bring this home. In Stenton's edition Harold is there from scene 1 and 
he dies in the penultimate remaining scene (72: pl. 26); William first appears in scene 
14 (pl. 7) and finally in scene 68 (pl. 25) when he merely raises his helmet and flour- 
ishes his baculum to dispel a rumour that he has been killed. As Stenton presents his 
seventy-three scenes, there are certain or probable representations of Harold in 

8 Parisse, BT, 44-50,53-61; Wilson, BT, 14-17. 
9 The Tapestry is rnade up of eight strips of unequal length which were carefdy sewn together. 

The last three complete strips measure 6.60m, 7.05m, and 7.15m; 5.25m of the final strip survives. 
The suggestion that some 2m of the final strip may be lost assumes it to have been of approxi- 
rnately the Same length as its three predecessors: Bertrand, B q  23-5; Parisse, BT, 141; Wilson, 
BI, 12,228 n. 5. 

10 G. Garnett, 'Coronation and Propaganda: some implications of the Norman Claim to the Throne 
of England in 1066', T M  5th ser. 36 (1 986), 91-1 16. 
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twenty-six but of William only in twentyll And in the Latin captions, up to the 
appearance of the comet (scenes 1-35) Harold's name figures fourteen times to 
William's ten; thereafter William's appears nine times to Har01d'~ seven. Harold is 
very prominent indeed among the three kings with whorn the Tapestry is concerned. 

We do not know whether William the Conqueror ever Set eyes upon the Tapestry; 
we may reasonably wonder whether, if he did, he was pleased by what he saw. 
Especiall~ after Odo of Bayeux's fall from favour in 1082 he would hardly have wel- 
comed the depiction of the Conquest as something of a consortium of himself with 
his half-brothers. A king so insistent as he upon his regality would not have warmed 
to an emphasis upon that of Edward and Harold but to reticence with regard to his 
own." Whatever the origins of the Tapestry, it was not designed with William's 
sensibilities in view, or, probably, for regular or occasional display in a royal context, 
whether in Normandy or in England. 

So much by way of introduction about some of Sie persons in the Tapestry; I now 
turn to the story. It rnay be divided into three portions of unequal length. The first 
follows Harold's adventures from his disrnissal to France by Edward the Confessor 
@1. 1) to his return adAnglicam tcram (pl. 1 1). The second, sharply defined as a unity 
by a tower and a tree such as often serve in the Tapestry for 'pun~tuation',~~ and 
placed a little before the mid-point of the Tapestry, is much more concisely, even 
densely, presented: it Covers events from Edward's reception of Harold to the ap- 
pearance of the comet (pls 1 1-14). Finally Comes the much more spacious depiction 
of the preparations for and the events of the invasion of England up to the Battle of 
Hastings (pls 15-26). I shall say something about each of these portions in turn. 

The first centres upon Harold; everything leads up to the critical Scene of his 
oath-taking to William (pl. 10), imrnediately after which he returns by ship to 
England. It is well known that the Tapestry reverses the order of events in William 
of Poitiers, according to whom the oath-taking occurred before the Breton ex- 
pedition.14 Here as elsewhere in the Tapestry, it is the substance not sequence of 
events that matters; their order and the intervals between them can be freely over- 
ridden in order to bring out what is deemed to be of lasting and fundamental 
importance. Evenb aw given significance, not as they fit into the stov as a true and 
accurate historical progression or to achieve consistency in the presentation of Per- 
sonality and character, but as the designer wishes them at any juncture to strike the 
observer. In order to impress it upon hirn, the oath-t&ng is not only emphasised by 
being placed last amongst the events in France; the Scene itself is also carefu11y 

11 Of the three kings, Edward is shown in scenes 1, 31-3; Harold in 1-8, 10, 11, 15, 17, 18,21, 22, 
27-31,33-5,58,71, 72; Wjiiiarn in 14, 16-18,21,26-9,37,42,43,49-51,53,55,56,59,68. 

12 One needs refer onlv to the account of the crown-wearings in ASCmo 1087 (1086), 164, or to the 
tone of the Gesta ~u~llelmi. 

13 Parjsse, B'I, 59. Trees provide punctuation in scenes 2-3,9-10, 11-12, 14, l7, s5, 36, 53, 57-8, 
58-9, 73, as do towersin 17-18, 19,31,52. 

14 Gesto Guillelmi, i. 43, 102-7. 



presented. Two figures to Williarn's left and one to Harold's right gesture upwards 
towards the word sacrammtum in the caption, while under William's solemn gaze 
and as directed by his right index finger Harold takes his oath upon two reliquaries: 
his left hand touches a portable reliquary, and his right touches another placed 
upon an altar. l 5  It is imprinted on our memory that Harold took his oath with both 
hands - his left as well as his right. 

According to Stenton, the events depicted in the first portion of the Tapestry are 
'designed to show that, before the oath was required from him, Harold was already 
bound to Duke William by many different forms of obligation - that of a captive to 
his deliverer, a guest to his host, a soldier to his commander, and a vassal to bis 
10rd."~ This is true, but there is more to be said. For if we consider the main story in 
this portion, disregarding the margins, it may reasonably be read as presenting 
Harold in a wholly favourable light in his own Person and conduct. l 7  He appears as 
a confidant of the old king (pl. l), and as Dux Anglomm who travels to the continent 
with a retinue appropnate for a high-born magnate. At Bosham he attends to bis 
religious duties and feasts nobly in his manor-house (pl. 2). In  France, he is a valiant 
warrior who accompanies Duke Williarn on his campaign against Count Conan 11 
of Brittany (pl. 9)) on the way to which he distinwishes hirnself by rescuing two 
Normans from the quicksands near Mont Saint-Michel ('1, 8). At the end of the 
campaign William honours Harold by giving him arms; Harold's debt is made the 
more manifest because, until he rides to the Battle of Hastings, it is only here that 
he wears a hauberk; even on campaign in Brittany he conspicuously does not do so 
(pl. 8). William and Harold return to Normandy together, and Harold takes his oath 
to the duke honourably (pl. 10). D. M. Wilson has observed that 'there is no real 
condemnation of Harold in the Tapestry as a whole'.l8 Perhaps we may go further: 
SO far as the main story in the first portion of the Tapestry is concerned, Harold is, 
and when William arms hirn he is declared to be, chevaliersancpeur et sanr reproche. 

This raises one of the most teasing questions in Sie interpretation of the Tapestr~: 
what are we to make of the possible comment on the main story which occurs in the 
upper and lower margins? So far as the &st portion of the Tapestry is concerned, 
discussion must centre upon particular animal and human figures, and upon 
citations from fables. As regards particular figures, the enigmatic Elfgyva incident 
(pl. 7 )  suggests that marginal comment may sornetimes be specifically relevant to 
the interpretation of the main story: the sirnilarity of geshre between the clerk arid 
the nude male in the lower margin confirms the sexual nature of the transgression 

15 Harold does not swear his oath upon a eucharistic host; aU the round objects are ornaments either 
of the reliquary or of the altar frontal. At least one set of relics, probably that in the portable refi- 
quary, seerns to have been William's own: see Gesta Guillelmi, ii. 14, 180-3. 

16 BX9-10. 
17 A possibly unfavourable comrnent on Harold rnay be implicit in his somewhat hunched postUre 

when talking with Count Guy of Ponthieu (pl. 4). But it need express no more than Harold's 
situation as an involuntary detainee. 

18 Wilson, BI; 203. 



concerned.lg In a sirnilar way, marginal figures under Harold sometimes make us 
wonder whether they do not convey a warning that he is not the model knight that 
he seems to be. Thus, while he and his companions pray devoutly, two birds of 
uncertain species are locked in combat; the two companions kneel but the birds' 
heads grovel in the dust (pl. 2).*O When Harald feasts nobly two crafty wolves lick 
their paws so that they may hunt more stealthily (pl. 2). When Guy of Ponthieu 
apprehends Haroid, a brutal and lawless-looking hunting scene seems to parody the 
noble hunting entourage with which Harold Set out (pl. 3). As Guy takes him to 
Duke William he rides honourably, but an obscene Sketch in the margin seems to 
insist upon his notorious luxuria @I. 6). More generally, from the threatened dog- 
fight beneath King Edward's dismissal of Harold (pl. 1) pairs of animals or birds, 
often in confrontational poses, help to create an atmosphere of insecurity and 
sublirninal tension that contrasts with Sie favourable, even heroic, presentation of 
Harold in the main story 

Much the Same may be said of the fables.21 It is likely that Sie designer of Sie 
Tapestry was familiar with a lost Middle English collection of fables identical with, 
or similar, to that which Marie de France a cenhiry later translated into Fren~h;*~ a 
Latin collection in Oxford, Bodleian Library, MS Rawlinson G. 1 1 1 (SC 14836)) 
may also stand close to it.23 Almost all the fables in the Tapestry occur in the 

19 In this most puzzling incident, it is just possible that the tower is that of a church with its double 
doors, approached by steps, shut against the clerk. His right foot leaving the steps would then 
highlight the canonical penalty for his fornication. The Eifgyfa incident is associated by the 
'punctuating' towers with a scene in William's palace where he sits formally, aad the three leading 
figures point towards the lovers (pl. 7). W i a m  legislated in 1064 against clericai incontinence at 
the synod of Lisieux: canons 2-3, L. Delisle, 'Canons du Conciie tenu A Lisieux en 1064',Joumd 
dessavants(l901), 516-21 at 517. 

20 For the beast and birds of the Tapestry see W. B. Yapp, 'Animals in Medievai Art: the Bayeux 
Tapestry as an Example',Journal of Medieual Histoiy 13 (1 987), 15-73. 

2 1 The starting-point for a study of the fables in the Tapestry remains H. Chefneux, 'Les fables dans 
la tapisserie de Bayeux', Romania 60 (1 934), 1-35,153-9% Yapp, 'Animals in Medievai art', 34-40, 
is very useful. Assessments of the value of the fables for interpreting the Tapestry have tended to 
polarise between the excessive and the dismissive. L. Herrmann, 'La fables antiques de la brode- 
rie de Bayeux', Collection Latomw 69 (Brussels-Berchem, 19641, goes much too far and is often fanci- 
ful. He errs in concentrating upon Phaedrus' version of AEsop, although it was known and copied 
in early medieval Europe (Phedre, Fahles, ed. and trans. A. Brenot (Paris, 1924), pp. xi-xiii); not d 
of the fables in the Tapestry occur in Phaedrus. Assessments in BI; 27-8 @Y E Wormdd) and in 
Wiison, B7; 51,209,229, n. 51, are underestimates; Parisse, B1; 127-32, is alive to the purpose of 
the fables but uses Phaedrus. The best discussion is C. R. DodweU, 'The Bayeux Tapestry and the 
French Secdar Epic', 7heBUr1irgtonMag&e 108 (1966), 549-60 at 559; repr as Ch. 7 above; but 
it is by no means certain that Marie de France's morahations were current a CentV before she 
wrote. 

22 K, Warnke, & Beln  der Maie de hce'(Halle, 1898). For the English tradition she followed 

See xivi-xlvii, 327-8. 
23 L. Hervieux, &s Fabulistes 1atin.s d@uÜ k sidde d'AugustejusquJd lafn du M y n  Age, 5 vols (Paris, 

189349), 11, 653-713. Interlineated Latin and vernacular glosses in two collectiom of fables that 
comprise the late eleventh-century manuscript point to its use ar a schoolbook. 



margins of the fu'st portion.24 In the lower margin, and precisely below events from 
Harold's embarkation at Bosham to his Setting foot on French soil, there is an unin- 
terrupted sequence of seven fables - Sie Crow and the Fox, the Wolf and the Lamb, 
the Pregnant Bitch, the Wolf and the Crane, the Wolf who Reigned, the Mouse and 
the Frog, and the Wolf and the Goat. The predominant theme is the hidden danger 
presented to the unwary by the crafty and deceitful. There is no question of specific 
references from the margin to events above in the rnain story. But the message seems 
clear: fair appearances like those of Harold are deceptive. The warning is, surely, 
heightened and confirmed when two of the fables - the Wolf and the Crane, and 
the Crow and the Fox - recur in the upper margin as Harold returns to English soil 
(pl. 11). They are well chosen to point up Harold's situation: the wolf mocks the 
crane for a benefit lately conferred (we recall William's recent generosity to Harold 
in giving him arms); proud of what he has just stolen (we recall that Harold is about 
to seize the crown), the black-feathered crow sits aloft eager for flattery (we shall 
soon see Harold in false regality) but the fox cuts him down to s ie .  

Many of the figures, and some of the fables, in the margins sirnply provide 
decoration and animation; it would be perverse to claim that they do more. But, in 
the first portion of the Tapestry, some figures, and most of the fables, serve to call 
into question the fair-seeming Harold of the main story. Things are not as they 
seem. There is a cryptic reminder that Harold's fine appearance conceals an inner 
man who is flawed and false. 

In the second portion of the Tapestry what has hitherto been cryptic about 
Harold breaks through into the main story, Harold cornes to King Edward @I. 11). 
But whereas in the Tapestry so far great men who have been received by another 
have stood honourably inside the hosts' palaces, Harold is now left outside.25 He is 
unarmed, and his figure is bowed and distorted. Perhaps prefiguratively of 
something to come for which we must watch, he gestures to the enthroned king with 
an accentuated left hand to which his right seems to point, No longer is he chevalifl 

24 The fables that, in Chefneux's table, 28, figure rnost clearly and significantly in the Tapestry are as 
follows. References are to the editions cited in nn. 22-3, and are by nurnber of the poem arid by 
pages. 

Rawlulson G. 111, Marie de France, 
Wble BT ed. Hem'mx ed. Warnke 
The Crow and the Fox 4-5,20,31 xii, 664-5 Si, 47-9 

The Wolf and the Lamb 5 ii, 655 ii, 8-10 
The Pregnant Bitch 5,59 viii, 660 iii, 29-32 
The Wolf and the Crane 6,30 vii, 659 vii, 26-8 
The Wolf who Reigned 6-7 xxxiv, 695-7 xxix, 96-1 04 
The Mouse and the Frog 7 iii, 656 iii, 11-17 
The Wolf and the Goat 7-8,61 xciii, 299-303 
The Lion and the Ass Hunting 10 xi, 40-3 
The Swaiiow and the Birds 11-12 xvi, 670-1 xvi, 61-3 

25 A point weli made by Parisse, BT, 63. 
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sanspeur et sans reproche: he is an Outcast, devoid of honour; his hunched and twisted 
- - 

figure announces his moral pervertedness much as does that of Shakespeare's 
Richard 111. 
BY com~arjson G t h  the spaciousness of the first and third portions of the Tap- 

estry, the second is densely compressed. The time-scale is foreshortened. Harold 
seems to come straight from his oath in Normandy to Edward at Westminster at the 
time of the completion and consecration of the church on 28 December 1065; for 
the buildmg inside which the king sits adjoins an abbey church to which Sle final 
touch of a weathercock is being added, while God's right hand confers conse- 
cration. In fact, Harold had long since returned - at the very latest by 1 August 
1 065.26 At the end of the sequence, the compact transition within a single complex 
of buildings from Harold's assurnption of the crown to the sighting of the comet 
(pls 13-14) makes it hard to remember that, far from being at maxirnum brightness 
On 5-6 January when Edward died and Harold was crowned, the cornet was not 
Seen until April and reached full brightness in England only after 24 A~ri1.2~ 

Not only are events compressed, no doubt to bring out their true bearingon each 
other, but at a critical pokt  their order is reversed: Edward's body is borne to burial 
before he makes his death-bed address to hisJideles and then dies (pl. 12).28 This 
reversal is anything but incompetent or simplistic; it is intentional and sophisti- 
cated. The draftsmanship is superb. Rather unusually in Sie Tapestry, there is strong 
movement from the viewer's right to left as the royal bier, followed by the chanting 
Westminster monks, proceeds outdoors to the abbey; birds and beasts in the 
margins confirm the backwards movement. But the Aow of events conthues: only 
the narrowest of gaps separates the hindmost rnonk from the palace where Edward 
lies dying; rnovement to the right is resumed by the pitch of the buildings and by 
human gestures and faces. Thus, what happened at Edward's death-bed is shown, ( 
without interruption by his burial, to be the momentous event from which the 
future directly and inevitably develops. 

To Edward's death-bed we may now turn @I. 1 2).29 The details are certainl~ not 
self-explanatory, arid the caption, Hic Eadzvardus 7ex in hto all~~uiturjdeles, does not 
help greatly; although fiere seems to be irony in the wordjdeh. However, f is widel~ 
recognized that the drm&personoe, at least, can be identified from the description 0f 

the royal death-bed the fita which was written before 1075 while EdiSl, 

26 The Chronicle is blank for 1064. For 1065, ASC, 137-40. 
27 ASC CD texts, 140. For a survey ~f references to the comet, See E. A. Freeman, I h e  Hirlov of the 

Nomrni Conquest ofEngIand, 6 V&, 2nd anCl 3rd ed. (Odord, 1870-7), m, 645-50, and additional 
references in G. Meyer von Knonau, J&bg&er du Deutschen RDduJ Unter Htkruh R d  H V ,  
7 vols (Leipzip, 1890-1909), I, 522-4. There is also some information in Lancaster-Brown, 
Hdlv &d iz's &met (Toole, 1985), 1 13. 

28 For an  eariier deEberate reversal of events, See scenes 11-15, and on the Tapestry's technique of 
narration, Parisse, B'I; 7 6 7 .  

29 For further discussion of this Scene arid its contemporary background see H. E. J. Cowdre~ 
'Death-bed Testaments9, forthcoming in fihchtmgm im Miuaalter, Intwnationaler Kongres der 
Monuments Germanjae Histonca, München, 15-18 September (Schriften der Monuments Ger- 
maniae Historica 33, i-vi), vol. IV: 



Edward's queen and Harold's sister, was still alive, and which was bitterly hostile to 
Stigand, in 1066 the archbishop of Canterbury.30 The figures are thus, from the 
left, Edith, Harold, Stigand, and (to the king's right) the royal Steward Robert 
fitzWimarch.31 All five make expressive gestures with their hands and upon these 
gestures I would like to venture some very tentative cornrnent. 

Edith may provide the key. At first sight her left hand uses her veil to wipe her 
tears, while her right hand indicates the dying husband who is the reason for her 
grief That may be all. But her left hand is accentuated by the six black lines on the 
forearm which her veil shrouds from her companions; her finger points to, rather 
than past, her forearm. It seems to direct the observer to pay attention to the left 
hand - the Symbol of the adverse, baleful, and perverted. We recall the somewhat 
sirnilar disposition of Harold's hands as he returns to Edward (pl. 1 I), and also the 
fact that Harold swore to William with both hands (pl. 10); his left hand, as well as 
his right, sanctioned his oath. A confident interpretation of the death-bed Scene is 
not possible. But, given the hints that hands are significant, it is remarkable that the 
king, who is crowned, extends his right hand to touch Harold's; there was sirnilar 
contact at the beginning of the Tapestry (pl. I), when Harold Set out for France with 
a purpose not made clear but probably connected with Edward's earlier promise 
that Duke William should be his heir. What Edward then confirmed he holds to 
now, as he makes a death-bed disposition that his laid-out body below (pl. 12) serves 
to hallow: Harold is to be the executor of Edward's continuing purpose that 
William shall be his heir. Robert fitzwimarch, as he Supports the king, points to the 
two right hands with his left as though casting doubt on Harold's probity. He does 
so with reason, for with strikingly identical gestures Harold and Stigand raise 
emphasised left hands towards Edward's crown. A possible interpretation is that, On 
the side of what should be, Edward confirms his earlier promise that the crown 
should pass to William and, with his right hand, renews his long-standing com- 
mission to Harold to bring this about; but that, on the side of falsity, Harold 
handedly conspires with Stigand to seize the crown for himself 

A marked ernphasis upon the left hand seerns to continue.32 It is with Sie left band 
that the crown is given to Harold; the lack of a subject and the plural verb in the 
caption, Hic dederunt Haroldo coronam regk serve to dissociate the gift from Edward's 

30 Vita Edwardi, ii, 20,75-9. The likely date of Book ii is 1067: xxv-xxx. See E. John, 'Edward the 
Confessor and the Norman Succession', EHR 94 (1979), 241-67, esp. 264-7. 

31 Since the Tapestry does not show consistency in depicting individuals, there seems to be n0 
obstacle against taking ali the clerical figures in scenes 3 3 4  as representing Stigand. The changes 
in presentation seem intended to present him to the observer in different lights: the unshaven 
Stigand who hears the king's testament is deceitful; the bowed figure by the king's corpse who 
gestures upwards to the testarnent and downwards to the dead king, echoing the curved stance of 
the superior depiction, is exhibiting formal piety; the Stigand who stands upright beside the 
crowned Harold reflects his flawed regal$ 

32 It must be aiiowed that, in a Tapestry that is f d  of dynamic movement from the viewer's left to 
fight, t k  emphasis on the left hand often serves simply to sustain the movement in scenes where 
lts slgnlficance may be anything but perjorative. But nowhere eise in the Tapestry does the 
emphasis figure so strongly and frequently as in the second Portion. 
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intention @I. 13). We are forthwith shown Harold resplendent in regality: & reidet 
HarourexA%'brum (34). This scene should probably not be understood as depicting 
the Stages of Harold's coronation on 6 January 1066, but as an icon of bis killg- 
s h i ~ . ~ ~  Crowned and holding the orb and sceptre, he looks the very image of a Eng. 
He  sits foursquare upon a throne that is rigidly rectangular, while the embroiderers 
have taken exceptional pains to make the palace perpendicular. In both margins 
are lions, royal beasts, to add to the appearance of regality. But we should watch the 
left hands. Harold's swordbearer holds the sword of state upright - but in his left 
hand. More interesting still is Stzgant archiepiscopus, arrayed in his pontificals: in his 
left hand is a maniple which is so emphatic that it calls for explanation. Its contem- 
porary meaning is illustrated by the prayer of the clerk who assumed it: Da, Domine, 
uirtutem manibus meis ad abstergendam m n m  m m h  immundam ('Give strength, Lord, to 
my hands to wipe away every unclean blerni~h').~~ But for the Vita Edwardi as for 
current Norman propaganda, Stigand's own hands were indelibly stained. The 
maniple looks like biting irony; a like irony may also pervade Harold's stiff regality. 

In any case, the regality was short-lived. In an adjacent antechamber, five 
watchers, three with upwards-extended left hands (pl. 141, grope with them towards 
a fate that is clearly indicated by the left hands of, it seems, the Same men who, from 
another antechamber of the Same building, wonder at the comet (35). 

Under its baleful influence there is presented another image of Harold which in- 
vites comparison with his recent regality, now unmasked as the falsehood that it is 
(pl. 14). Once again, Harold sits crowned, enthroned, and in a palace; but all is 
declared to be lost. Harold rex Anglorum is simply Harold. His slender and powerless 
body slurnps towards the comet; even his moustache has gone. For the confidently 
proclaimed orb and sceptre, there is substituted a limply held lance. The Sw01-d- 
bearer retains the sword of state in his left hand, but it is reversed and only the lower 
half has bcen embroidered. As for Stigand, he has vanished. Harold's throne, 
formerly so rectangular, slews over and its back looks broken. The palace in which 
he pretended to regality was as straight as a plumbline; this one totters to the right. 
Everything, in fact, is wonky arid askew. By a final, brilliant touch, five ghostly ships 
in the lower margin foreshadow what is in store for Harold. The band of God 
blessed Edwardys werk (pl. 14); the comet sets a curse upon Harold. In those five 
ships, the rest of the Tapestry is implicit. 

Helped by the dramatic unity and fomard movement that the TapestIY through- 
out maintains, the few dense scenes of the second portion hold the key to the whole 
Tapestry and control our overall reaction to it. In them the fal~eness that alwa~s 

33 This view is advanced in xriew of the defiberately contrasting depictions of Harold's regFty that 
are offered in pis 13 arid 14, arid perhaps of an intended contrast with the low-key deprmn of 
Duke Wiüiarn in pl. 18. U. pl. 13 is dissociated frorn the event of Hamldys coronation, there is no 
necessary contradiction with Florence of Worcwteh statement that H ~ o l d  was crowned by Arch- 
bkhop Aldred York: Florence, i. 224 (alhough William af Poitiers names Stigand: Gesta GuiIIeItni 
ii. 1'30, 146,220). 

34 J. A. Jungman, Mksanini S w i a .  ~ f i ~ ~ ~ ~ & c h t  Erklärungderriim2rchen Messe, 2 vot, 4th ed. (Viana, 
1958), I, 369. 



lurked in the fair-seeming Harold becomes plain for all to see. In them his kingship 
is weighed and found wanting. And they foreshadow the nemesis that awaits Harold 
in the rest of the st01-y~~ 

A remarkable feature of its third portion is how little this nernesis and the reasons 
for it are alluded to, and how much depends upon the vivid memory that the 
second portion has impressed upon our minds. It is as if story-telling for its own 
sake takes over. It has to, for everyone knew that Harold still had it in him to be the 
victor of Stamford Bridge. So let us consider the depiction of Harold himself. 
Despite the emptying of his regality under the influence of the comet @1.14), in the 
third portion he is rex u n d  his death. His death-scene (p1.26) is particularly remark- 
able. I find convincing the argument of N. E Brooks and H. E. Walker that the death 
is duplicated: Harold receives an arrow in the eye, and then he is hacked at by the 
sword of a Norman knight as he falls helplessly to the ground.36 But the cardinal 
point made is that he dies manfully, 'with harness on his back'. The vast, charging 
Norman on the black horse confirms that rnilitary opposition is now overwhelming. 
Harold's straits are made clear: the stripping and disarming of English corpses 
begins in the lower margin to show that the battle is lost (pl. 26); the English dragon- 
standard lies on the ground, its bearer kiled. Yet even here there is a remarkable 
tauch. Brooks and Walker have convincingly argued that the English had only one 
dragon-~tandard.~~ We should notice how, just before Harold's death, another 
Englishman has seized it and defiantly holds it aloft, while a companion defends 
Harold against the charging fiormans. Only then Comes Harold's arrow-wound in 
the eye, as he stands honourably and heroically embattled. 

There is dishonour at Harold's death, but not among the English; it shames the 
Normans who frame the Scene in which Harold receives the fatal arrow. After it, a 
mounted Norman, his head bowed to betoken his disgrace, hacks at  a dying Harold 
who is prostrate, disarmed, and defenseless (pl. 26). William of Malmesbury, who 
perhaps knew the Tapestry, commented that William branded the knight with 
ignominy and stripped him of his knighthood.38 This incident is paired to the leftof 
the charging Norman on the black horse, when another Norman s h a r n e f ~ l l ~  
beheads a stnpped and defenseless Englishrnan with his own s ~ o r d . ~ ~  Harold dies 
nobly in a gallant English last stand; he is in no way arraigned now for his p e r j u ~ ,  
while Norman knights are shamed for besrnirching their knighthood. It would be 

35 Fora cornparable view of Harold as 'Caliidavi veniens ad regnurn, ideoque passus in eo detrimen- 
turn', see Hermann, Miracula Sancti Edmundi, 34 in Ungedruclde Anglo-normannische ~eschichlsguellen' 
ed. E Liebermann (Strassburg, 1879 ), 246. Hermann wrote after 1095. 

36 For the possibility that the fallen Harold rnay originally have been depicted with the arrow still i~ 
bis eye, see D. Bernstein, 'The Blinding of Harold and the Meaning of the Bayeux TapestrY' 
Angle-Normm Studies5 (1 982), 4064,  at45-6'64; but there is a note of caution in Wilson, B I ,  20°. 

37 32-3. 
38 ?fgestis 7 e g m ,  iii, 2434, ii, 303-4. Wiliiam's cornrnent about the Battle of Hastings that 'Emicdt 

lbl v ~ t u s  amborum ducurn' and his comparison of Harold and his opponent are valuable as a 
Standard of reference for the Tapestry. 

39 It should be observed that the Norman's sword is sheathed. A beheading in the lower rnargin adds 
ernphasis to the incident. 
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no sur~rise if the lost ending of the Tapestry included some such Scene as Wzliam 
allowing Harold's mother to give him honourable b~ri~l.40 

The PurPose of the third Portion of the Tapestry is not to moralise by placarding 
Elarold as a wicked man who pays the price for perjury; it is to tell a story of hard- 
fought warfare, for the most Part honourably waged by both sides. If fiere is a 
message, it is that fighting men shoüld likewise do a good professional job. For large 
tracts - between the giving of orders for building a fleet and the departure of the 
Norman hast from Hastings town, and between Duke William's address before the 
battle and the final Norman victory - the story is unbroken by 'punctuation' by 
trees or towers. The logistic near-miracle of building, arming and victualling a fleet 
is depicted in loving detail, but simply and directly Ignoring William's transfer of 
his fleet from Sie Dives to the Somme, Sie Tapestry moves at once to a magnificent 
tableau, to be fully appreciated only by viewing the original, of a sea crowded with 
ships that break into the upper margin as they sail to Pevensey for disembarkation 
(PI. 17). Then a vivid sequence of scenes depicts, straightforwardly and undidacti- 
cally, the varied activities of the camp: foraging, feasting, a council of war, castle- 
building (pls 18-1 9). Next, in a scene clearly punctuated by Sie town-gate of Hast- 
ings and a clump of trees, William is presented simply as Sie Norman general in the 
battle to come. It is a remarkable depiction. William is the military leader of his 
hast as he stands in hauberk and with sword, holding his lance with its gonfanon, 
and pointing to the battle that the direct observer can see stretching ahead in scenes 
to come. Not only is there no inkling of future regality, but the ddse is identified 
only by the two pendants at the back of his helmet and by his magnificent warhorse 
with its prodig-ious masculinity.41 Even the caption Hic milites exierunt de Hestmga 
alludes, not to the duke, but to the next scene after the 'punchiation'. 

The caption is extended with great dramatic effect in Sie sequel, as the Norman 
cavalry sets out from Hastins and gathers speed as if already charging in battle. In 
 WO splendidly consasted scenes, William and Harold seek intelligente about each 
other's armies. William sits on horseback still and composed. He has a worthy 
Opponent in Kuig Harold, for he still is; it is a far cry fr0m Eirlier dereliction 

of his regality and swength. AS if straight frorn his victory at Starnford Bridge, he 
advances filly armed arid On horseback. With his moustache restored, he points 
with Lord Kitchener-l&e urgency to the new enemy whom he advances to engage- 
There may be *plicit criticism of bis wer-readiness to rush into an engagement; 
there is none of his royal rank or moral conduct. 

The narrative at once passes to the Battle of Hasfings. It rePaYs examination in 
great detail; I can now select only a few points. The batile begins under the langest 
arid most majestic caption of the Tapestry as we now have it: Hk Wilbzm dux 
quitur ~ t a ~  utprepmrmt se ViriIiter et sapimtn adprelium conha A ~ b m m  omciihun. 

40 D e g e s h  regum, iii, 247, ii, 306-7. 
41 For the d ~ k e , ~  pendanb cf, sccnes 21, 27. h the horse's marcdnity a scherzo on Wiliiam's iater 

exhortation to his knjghk utpr@araredic ziditer.. . adprelim (60-l)? ~ n d  do the nude scenes in the 
UPper margin of the advancing Norrnan army in scene 54 express s i m h  satire? 
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In Stenton's edition, the caption extends over four scenes. As in Sie previous scenes, 
William is mounted; but, unlike the impetuous Harold, he once more stands still 
arid composed. His exhortation that his knights fight viriliter et sapientm can be in- 
vested with biblical and sacral overtones of holy war,42 but it probably should not: 
he simply urges them to fight manfully and professionally Below the caption, by the 
Same visual device of accelerating motion that was used as the host left Hastings, 
the battle array of knights supported by archers gains momentum until it encoun- 
ters the English shield wall @I. 2 1). Thus far we have been invited to notice William's 
control of his army, the speed with which his initial exhortation was put into effect, 
and the standard of Courage and training that he expected Norman knights to dis- 
play. For the rest, the Tapestry will be concerned with the vicissitudes of battle - the 
fog of war. It disguises neither English resilience nor Norman setbacks, and in the 
context of battle William's men are (as in the Anglo-Saxon Chronicle) Fra& not 
proudly self-styled Normanni. S~rp r i s ing l~  after Bishop O ~ O ' S  decisive intervention 
and Duke William's rather desperate gesture of raising his helmet to show that he is 
still alive (pls 24-5)) William does not appear again to lead his forces to victory. If 
the Normans gradually gain the upper hand, from the deaths of Harold's brothers 
Leofwine and Gyrth (pl. 22) through the slaying of his companions, to his own 
death (pl. 26) whereafter the English flee, it is nowhere disguised that, like another 
Anglo-French engagement many centuries later, the Battle of Hastings was 'a 
damned close-run thing'. The story is all. So far as the depiction of the battle is con- 
cerned, no providence or fate ordains its conclusion. For such an  interpretation we 
must, as we are undoubtedly meant to, recall the second portion of Sie Tapestry - 
a powerful memory, but a long way back. 

My final point about the presentation of the battle is how marginal comment 
insists that it was a 'damned close-run thing', and what an unexpected twist this 
commentary gives to the st01-y.~~ Until the initial Norman cavalry charge met, arid 
failed to break, the English shield-wall (pl. 21), it is doubtful whether, in the third 
portion of the Tapestry, either margin comments directly or otherwise upon the 
substance of Sie main story As always the margins provide anirnation, vitality, arid 
a unif*g power, but nothing more. After the two sides engage at close quarters, 
however, the lower margin never ceases to comment upon the battle 
Comment begins with the many dead warriors still in their hauberks and with 
discarded weapons and shields; we infer that there are many casualties, and that Sie 
fighting is too intense and dire for spoils. Then, suddenly, from Bishop Odo's inter- 
vention to rally the wavering Normans and Duke William's raising of his helmet 
(PIS 24-5)) the lower margin becomes filled with archers - nineteen in unbroken 

42 Viriliter Josh. 1 :  18, 1 Macc. 2: 64, 6: 31; cf. the prayer for a warrior before battle, Domhe 
mn$otm, rex regum in London, British Library, MS Cotton Nero A. 11, fols 1 lv-12y and Cotton 
Galba A. xiv, fois 3r-6r7 with its petition, 'ut ... bene pugnare viriiiterque agere valeam': A Pfe-  
Conquest English %er-Book, ed. B.  J .  Muir, HBS 103 (1988)' nos 6'11-12, pp. 21'29-30. 

43 1x1 the following paragraph I arn conscious of a particular debt to a conversation with Kar1 kyseL 
44 No doubt the significant comment, here as elsewhere, is concentrated in the lower margin for the 

convenience of the observer. 
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succession arid two further pairs. Their effective deployment at this carries 
the im~ortant implication that William is still in tactical conhol of the batj-le, They 
tirelessly discharge relays 0f arrOwS that are eventuaily replenished from free-stand- 
ing Containers; the last pair of archers seems to take aim at Harold himself. Only 
when Harold and his companions fall does the margin turn to the Stripping arid 
s~oliation of corpses, as a proclamation that the Normans have at last wen Sie day, 

From the margin, the archers give the story this unexpected twist: now, they 
really mattered. The first Part of the bade belonged to Sie cavalq who had also 
monopolised the scenes of ernbarkation and crossing. Up to Odo's intervention, the 
Tapestry shows only four Norman archers, advancing before the Norman host as 
battle begins. When the English shield-wall holds, only a few arrows have rather 
indecisively become embedded in the shields (pl. 21). The later stages of the battle, 
as Sie Tapestry presents them, tell a very different story. After Odo intervenes, the 
cavalry rally and press on; but it is the archers who turn the tide of Sie battle. A pro- 
minently displa~ed Englishrnan falls from the main story amongst the archers in the 
margin with an arrow in his face. As Harold's bodyguards resist and fall, arrows 
pepper their shields @1. 26). Finally, it is to an arrow that Harold succumbs while a 
Norman knight disgraces himself (pl. 26). Norman knights are still in the battle, but 
at the end of the day they fight singly to consolidate a victory that the archers are 
critical in securing. Whoever designed the Tapestry saw to it that the Norman 
archers had due credit. 

What do these reflections suggest about the date, purpose, and original location 
of the Bayew; Tapestry? Perhaps the Problem of its date can be clarified just a little. 
It has long been recognised that Edward's death-bed scene in the Tapestry @I. 12) 
has much in common with that in the Eta Ed~ardi,~5 whether through direct read- 
ing or dependence on a common sourCe or tradition. A feature of the Eta's account 
is the obscurity and a m b i p i ~  in which the dying king's intentions for his kingdom 
are wrapped. He commits Queen Edith to Harold, who is described as her protec- 
tor (m&m) and brother: 'Hanc, inquit, cum omni regno tutandam tibi commendo'. 
He also commends to Harold bis servants frorn overseas, asking that they may be 
allowed either to ai-tach themselves by fealty to Harold's protection and service or 
else to have safe conduct home. There is no clear statement about on what terms 01- 

for how long Edward committed the kingdom to Harold, albough the transfer 0f 

his servants' suggests durabiliv, Any earlier promise of the ki*gdom to 
William is ignored. By conüast with this obscurih: die Bayeux T ~ P ~ s @ Y  Seems de- 
signed to display the events of the death-bed much more clearl~ by showing how 
with bis right band Harold received Edward's charge to implement fhe king's earlier 
grant of the crown to William, while with his left hand he plotted Stigand to 
seize the crown for himself: Since it is so much clearer, this Version of events is likely 
to be later, hough not necessarily much later than the Eta 06 at VerY latest, 1075. 
But it seems to predate the dissemination in England of the stoV hat, On death- 
bed, Edward himself disregarded his earlier promise to Wdliam) arid b~ verba 
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nouissima designated Har01d;~~ of this, the Tapestry, I hink, shows no knowledge. 
Thus, a date for the Tapestry soon after 1075 is acceptable. 

As regards its purpose, the quality of the story-telling makes attractive a com- 
parison with English heroic poetry and French chamom degeste.47 For example, such 
a comparison helps to explain the favourable presentation of Harold: comparing 
him with Ganelon in the Chanson de Roland, C. R. Dodwell notes that the epic villain 
is never weak or feeble; 'he is handsome and vigorous and always courageo~s ' .~~ Yet 
the epic tradition does not explain the different views of Harold taken in the differ- 
ent portions of the Tapestry. The Tapestry is powerful enough as a work of art to 
create a narrative form of its own, which must be interpreted in its own way. It is 
also irnportant that it was concerned with a historical, not a fictitious character; a 
recent hero, not a long dead one. Perhaps an eye was directed to Harold's persisting 
reputation as a noble exemplar. The Vita Eadwardi shows how, even C. 1075, his 
memory was cherished. 'For strengt. of mind and body', it declares, 'he stood out 
among the people like another Judas Maccabeus. The friend of his race arid 
country, he kept most diligently to his father's ways and followed in his footsteps, by 
showing patience and mercy and by his courtesy to men of good will. But it was 
with the fearsome countenance of the lion that this righteous champion threatened 
the disorderlx Siieves, or r0bbe1-s.'~~ Given the currency of so favourable a view, the 
Tapestry may be designed to perform two contrasting but not altogether incom- 
patible purposes, diiected to a partly English public: one was to show that Harold 
had not been all that he purported to be but bore a tarnished irnage, while the 0 t h  
was to honour what was truly heroic in his mernory amongst Englishmen for whom 
he was the victor at Stamford Bridge as well as the vanquished at Hastings. Upon 
such Englishmen, it should be rernembered, the Normans partly depended for d i -  
tary 2nd other service. The Tapestry is generally acknowledged to have been made 
in England; there may be respects in which it was also made for England. 

It seems to have had in view a mixed and secular audience of fighting men - no 
doubt Normans first but English as well, pedites as well as rnilites;50 it is designed to 
raise morale and promote loyalty among, as well as simply to entertain, a broad 

46 ASCE text anno 1066, 140; Gesta Guillelmi, U, 11, 25, 172-4, 206-7; Worcester i, 224; Eadmer, 8. 
Wr the legal background See esp. M. M. Sheehan, W;il ul Medimd England (Toronto, 19631, 
5-106, and A. Williams, 'Some Notes and Considerations on Problems connected with the 
English Royal Succession 860-1066', Anglo-flormrm Studies 1 (1979), 144-67 at 165-7. 

47 See esp. Dodwell, 549-60 (pp. 47-62 above); S. A. Brown, 'The Bayeux Tapestry and the Song of 
Roland', Ol@t 6 (1979), 339-50, and 'The Bayeux Tapestry: History or Propaganda?' in ne 
Anglo-Saxm: Sythesis und Achievemat, eds. J. D. Woods and D. A. E. Pelteret (Waterloo, Ont., 19851, 
11-25. 

48 557 @. 56 above). 
49 i. 530-1, cited by Wilson, BT, 16; the translation is mine. The danger of a cultus of a king 

in battle is iiiustrated by the German anti-king Rudolf of Swabia, kaed in 1080: See esp, H. 
Sciurie, 'Die Merseburger Grabplatte König Rudolfs von Schwaben und die Bewertung des 
Herrschers im 11. Jahrhundert, Jahrbuchjfir Geschichte des Feudalklls 6 (1982), 17343. 

50 Cf the instruction given in the household of Hugh of Avranches, earl of Chester: Orderic vi, 2, Ci, 
216-7. 
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spectrum of Anglo-Norman society. Much of it depicu its members' life-siyle, and 
the warfare that was their business and delight Its message that knights shodd fight 
oiriliter et sapimq its preparedness to show up Norman lapses and to acknowledge 
English valour, and its frankness about the military effectiveness of knights and 
archers at the Battle of Hastings, suggest an audience largely drawn from military 
households and establishments in England where French and English rubbed 
shoulders. Odo of Bayeux's conspicuous appearances point to his patronage and 
direction. Odo's interests may also explain artistic borrowings from Saint Augus- 
tine's, Canterbury, a house where English-born monks were tenacious of Sieir 
aspirations.5' 

Where was the Tapestry intended to be displayed? A starting-point for discussion 
is the matter of observation that it is designed for close viewing; it is best Seen at a 
distance of two or three adult paces, and at about eye level. One rnust, therefore, 
postulate buildings large enough to permit the close viewing of a work some 70 
metres in length; moreover, its placing at a height of some 2 metres must not unac- 
ceptably impede human circulation. Many features of the Tapestry render attractive 
the hypothesis that it was meant for display in secular building~.~2 But unspecific 
assertions hat ,  in the 1070s and 1080s, and so before the construction of Westmin- 
Ster Hall and the Hall of the Exchequer at Caen, there were secular halls of suffi- 
cient size, excite scepticism,53 particularly if the royal halls at Winchester and 
Gloucester, the dimensions of which are unknown, are excepted on the grounds 
that the Tapestry's restrained treatment of William I makes it unliiely to have been 
intended for royal occasions during his lifetime.54 If display in secular halls is pro- 
posed, the onus rests with its advocates to establish that there were suitable examples 
and to produce measurements. Such exarnples seem hard to find. 

Meanwhile it is necessary to think of ecclesiastical buildings. We know that dis- 
play in them was feasible and acceptable, for an inventory of the treasures of Bayeux 
Cathedral in 1476 records that the Tapestry was then exhibited annually on the 

5 1 Cf. the resistance of what seems to be a party of English monks to the election in 1087 of Abbot 
Guy, whom Archbishop Lanfranc of Canterbury and Bishop Odo of Bayeux are said to have CO- 

operated to instaii: Actabjanh in Ti of the Saxen Chronicles Parallel, ed. C. Plummer after J. Earle, 
2vols (Oxford, 1892-9), 1,290-1. 

52 Dodweii, 549-50 @P. 47-50 above); Wilson, BK 203. Dodwell supposes a hall about 85 feet by 35 
feet. 

53 See, e.g., the diagrams in Histoy of the Kutg's Works, I-E Th Middle Ages, eds. R. A. Brown, H. 
M. Colvin, and A. J. Taylor (London, 1963), I, 44. 

54 The Same consideration suggesis scepticism about the relevante of the tapestryshowjng the battle 
of .Hastings which, according to the Poet Baudri of Bourgueii, the Conqueror's daughter Adele, 
Countess of Blois, kept in her chamber: and especidy about whether Baudri's description of it can 
be used to attempt a reconstruction of the Bayeux Tapestry's lost ending: Parisse, 87; 36-40. 
P a r k  proposes that Ad&le's tapestry, which he estimates to have been some 12m long, extracted 
from the Bayeux Tapestry the evenb afler the appearanse of the comet that were most flattenng 
to her father. It seems wise to keep an  Open mind about a relationship that can neither be proved 
nor djsproved. For Baudrils Poem See 0 s  Oeuvrespoltiques de Baudn deBour&fZ (1046-I?@, ed. 
Abrahams (Paris, 1926), no. cxcvi, h e s  207-572,202-11; Baldricu BugJtMu~, Camma, ed. K. 
Hilbert (Heidelberg, 1979), no. 134, h e s  207-572,154-64, presenb a better ta t .  



feast and in the octave of the Cathedral's relics.55 Some four hundred years earlier 
there were certainly English as well as Norman ecclesiastical buildings, either com- 
plete or in building, where it could sirnilarly have been shown. The church at Saint 
Augustine's, Canterbury, as begun by Abbot Scotland (1070-87) and completed by 
Abbot Guy (1087-93), is but one of a number.56 Given its dimensions, the Tapestry 
would have been an inconvenient object to display in one such place for very long; 
if at the best height for viewing it could well have impeded liturgical and general 
circulation. But, folded rather than rolled, it would have been readily p ~ r t a b l e . ~ ~  We 
may, perhaps, envisage that it was intended to be taken round ecclesiastical build- 
ings in England and perhaps Normandy for brief periods of public display. It may 
have been accompanied by guides and interpreters to offer an approved commen- 
tary, perhaps in the vernacular, upon its by no means self-evident detail.S8 As things 
turned out, Odo's fall from favour in 1082 may have sooner or later led to its trans- 
fer to Bayeux with his chattels for Storage that was permanent and seldom disturbed. 
That would account for its preservation in such fine and unfaded condition. But, 
since we have no information whatever before 1476, we cannot proceed beyond 
guesswork. 

55 B I ,  88; facsimile in Bertrand, BT, 18-19. Of Odo's cathedral, consecratedin 1077, only the crypt 
and the facade towers survive; they suggest that the building would have been large enough for at 
least the occasional display of the Tapestry, though there is no direct evidence about when the 
custom recorded in 1476 began. 

56 A. Clapham, ~ t ~ u ~ t ~ z e ' s ~ ~ b ~  Canterbu?v, Kent (London, 1955), 4-5,7-2 1. Plan at the end. 
57 Parisse, BI; 50-1. 
58 The guides may have been important, for it cannot be assumed that the Tapestry's audience was 

a i i  that 'sophisticated' or 'knowledgeable': Wilson, BI; 18. If, as is not unlikely, Henry of Hunting- 
don had Seen the Tapestry, his staternent that, as Wiiiiam harangued his troops before the battle, 
they impatiently hurled themselves against the enemy and left the duke talking to himself, 
ludicrously misunderstood scenes 59-61: Huntingdon, vi.30,202. 



The Bayeux Tapestry: a stripped narrative 
for their eyes and ears* 

RICHARD BRILLIANT 

The Bayeux ~ a ~ e s t r ~  a masterpiece of medieval narrative art, tells the highly 
politicized story of Sie contested accession to the English crown, held by Edward 
the Confessor. The historical narrative begins in 1064, while Edward was still king 
@1. I), and ends in 1066, when Harold, formerly the earl of Wessex, and the dom- 
estic claimant, lost his life and the crown to the foreigner, William, duke of Nor- 
mandy, at the Battle of Hastings (fig. 1; pl. 26). There is some scholarly agreement 
that the Tapestry was made in England not long after 1066, possibly at Canterbury, 
and even more that the work was done at the behest of Norman Patrons, perhaps 
even for Odo, William's half-brother, and artfully composed to present the Norman 
side of the story. Yet, there is very little agreement over how the Tapestry was origi- 
nally displayed, although a secular rather than an ecclesiastical environment seems 
likely. Almost no attention has been paid to Sie way this magnificent artwork was 
Seen by Normans, or English, or both.' 

I. The I'mal Lh'splay, or what Anglo-.,Vorman eyes mkht have seen 

The Tapestry is a multicoloured embroidered strip of linen, almost 231 feet long 
and 20 inches high. Like the enormous scholarly bibliography it has elicited, the 
Tapestry is materially incornplete and its narrative lacks closure. The Tapestry now 

* For Kurt Weitzmann. 
1 The bibliography on the Bayeux Tapestry is huge but very little bears on the issues discussed here. 

I have made use of the following: F. M. Stenton (ed.), 2 e  Bayeux i'äpestry 2nd ed. (London, 1965); 
C. H. Gibbs-Smith, Th Baym (London, 1973); D. M. Wilson, 2eBayew 1aPestry (London, 
1985); D. J. Bernstein, Ihe Mystre7y ,#zeBayeu Iapestry (London, 1986); S. A. Brown, 7ize Bayeux 
zflestry: history und bibliogra. (Woodbridge, 1988);J. B. McNulty, The 8arratiue Art of the Bayeux 
zflesn;y, W S  Studies in the Middle Ages, no. 13 (New York, 1989); 0. K. Werckmeister, 'The Poli- 
tical Ideology of the Bayeux Tapestry', Studimedimali, 3rd der., 1712 (1976), PP. 536-94. 
An early version of this article was delivered in the Robert Branner Forum for Medieval Art, 

'Story and Image in Medieval Art', held at Columbia University, 8 April 1989. I am grateful for the 
Stimulus offered by the invitation to participate in the Branner Forum, which led, in turn, to t p  re- 
production of the Bayeux Tapestry at one-seventh scale and to the close consideration of its display. 
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A Stripped Narratiuefor the-ir Eys aild Ears 

terminates in a tattered remnant, showing the English in flight after the Batde of 

Hastin@, but the original ending has been lost, thus depriving the visuai narrative 
of a fitting, well-embroidered conclusion, comparable to the formal, elegant begin- 
ning of the Tapestry arid its history (figs 1,2a). Hundreds of human and animal 
fi gures, oRen placed in well-defined architectural or landscape settings, are carefully 
arranged by Scene and episode (tables I, IV) in a manner recalling the helical reliefs 
of Trajan's Column in Rome, especially in the reiterated presence of the principal 
protagonists of the historical drama, Harold and William (fig. 1; table IIb).2 Unlike 
that ancient monument, the Tapestry retains its brilliant colours - reds, blues, greens, 
yellows - enhancing the visual distinction of each element of the composition. In 
addition, the Tapestry bears an extensive, if simple, Latin inscription, similarly em- 
broidered in coloured letters, usually more than an inch high and thus easily read at 
some distance, even in poor light (figs 2-4; table Iv.3 

In view of the care bestowed on the design of the Tapestry and on its execution, 
the unwieldy size and weight of the material, and the political significance of its 
narrative message, the Tapestry must have been intended for public display and for 
display in its entirety Only then would the complexity and subtlety of its organis- 
ation have made visual and narrative sense, only then would the closure of the 
historical narrative have been readily apparent. 

David Bernstein and Shirley Brown have recently come out in favour of a secu- 
lar setting for the Tapestry, placed along the walls of some great baronial hall, above 
the entrances.4 There is fragrnentary evidence for the existente of such halls in the 
eleventh and twelfth centuries, sficiently large and lofcy to permit the hanging of 
a very long, colourful tapestry to delight and edify a company of notables assembled, 
perhaps at table, for some ceremonial occasion. These halls difTer in dimension and 
plan, but characteristically they have an oblong shape with a length to width ratio of 
from about two to almost four to ~ n e . ~  There is no reason to believe that such an in- 
stallation of the Tapestry had to be permanent, since it could be fairly easily taken 
down, folded into some chest, and stored. 

2 See S.  Settis, La Colonna Eazana (Turin, 1988), pp. 86-255. 
3 According to my eye doctor, Dr Milton Zaret, to ~ f l l o m  I showed photographs of the Tapestry and 

colour reproductions at scale, coloured letters an inch high should be visible from forty to fifty feet 
awav, even in poor light. AndNorman eyes were ~robably not much weakened by reading, and they 
had n o  TV 

4 Bernstein, % Mystq of theBym wes@, pp. 105-7, fig. 65; Brown, TlleBgtu Tieslv, pp. 34,35. 
[Cf. also Ch. 7 above.] 

5 As a non-medievalist I thougllt it would be easy to find out from the recognised authonties how one 
entered a great hall and where the high table would be ~laced; it was not, dthough many were 
asked, and one Professor Peter Ferguson was especidy helpful. But see M. Wood, Tl~eEt~~lish Medi- 

Houe (London, 1965), PP. 13-34, esp. PP. 13,20, and 35-48 on the aisied h d ,  including West- 
minster; T. Tatton-Brown, 'The Great Hall of the Archbishop's Palace', 7 h e  B&h Ar~haeological 
fhsocialion Conference Transactiom$r 1979, KMedieual Art ailddrchitectilre at Cmte~buty before 1220 (1 982), 
P P  112-19 on the late eleventh-century great haii atid its thirteenth-century remodelling; F! A. 
Faulkner, 'Sorne Medieval AKhiepiscopd Palaces', ;rhaArchaeologicalJouml 127 (1 970), pp. 13046, 
esp. on Croyden, pp. 133 ft Severd of these h a b  are large enough to hold the Bayern Tapestry but 
the site of their entrances js both md ~f ten  asymmetricdy placed on the side or on the end. 
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The Bayeux Tapestry itself cannot now be handled. In order to determine how 
the Tapestry might h a ~ ~ e  been hung and what the assernbled Anglo-Norman com- 
pany might have seen, I recreated a reduced version of the whole at one-seventh 
scale; in a series of trials I attempted to arrange the Tapestry along the walls of an 
oblong hall, rnuch longer than it is wide, placing the beginning, Episode I, Scene 1 
(fig. 2a) at a corner, because that seemed to make the most sense visually and con- 
ceptually (cf. fig, 1). It soon became apparent that Scenes 15-32 possessed a distinct 
unity and irnportance (table I), in effect constituting the dense textual and icono- 
graphic core of the narrative Programme. The focalising prorninence of this unit of 
formal, highly confected narrative would be rnost evident if this extended section of 
the Tapestry were placed in the centre of one of Sie long walls of the hall (figs 3a-b, 
4a). Once this was established, the Corners fell properly into place as points of trans- 
ition in the narrative: II.S/III. 10 (Harold to Norrnandy, captured by Guy), IX.38/ 
X.39 (Normans ship war supplies, William leaves for England), and X.46/XI.47 
(end of the Norman invasion, the beginning of war). In  turn, Sie loosely extended 
visual narrative of the Battle of Hastings (Episode =I) occupied the other long side 
of the hall, opposite the densely narrated core (figs 1, 4b), as if Harold's infidelity 
led inevitably to his defeat. 

However, the flight of the EngIish after the Battle of Hastings (Episode XII, 
Scene 65) does not effectively conclude the historical narrative, nor does it take the 
Tapestry to the fourth corner in its present fragmentary condition. Given the ap- 
parent integrity of Sie narrative and the tendentious nature of Sie historical record 
that concludes with the elevation of William as King of England, it seemed to me 
that a concluding episode was warranted; Episode XIII, Scenes 66, 67, as recon- 
structed, first presents William's triumphal Passage frorn Hastings to London and, 
last, his subsequent coronation at Westminster (fig. 2 ~ ) .  Then the Bayeux Tapestrj 
would end with William at Westrninster, thereby completing the entire narrative 
Programme in the very place in which it began (fig. 2a, I. I) but with a new, Norman 
occupant of the English throne. Based on calculations determined by the present 
dimension of the Tapestry and the relative length of its episodes (table IVd), this 
conjectural restoration of Episode XI11 would add some 6.5 feet for a total length of 
about 237 or 238 feet.6 Thus, the Tapestry would have required a hall with an 
interior perimeter of that length, about 93 feet long and slightly less than 26 feet 
wide. The reconstruction of the Tapestry's layout, presented here (fig. I), does not 
follow the exact plan of any surviving hall of the period - but then, few survive; nor 
do I argue that such a hall must have been built specifically to house the Tapestry, 
although that is possible. I suggest, instead, that since the Tapestry was made to be 

6 The reconstruction of the Tapestry was partly based on the iiiustrations in Gibbs-Smith, Ihe Ba~vw 
Zpestry, and on the coloured fold-out provided at Bayeux, both at one-seventh scale; the resuIting 
scrol, some 33 feet long, was then analysed to produce the episodic and scenic divisions indicated 
in fig. 1, and the whole arranged in an oblong format to uncover the probable arrangement of the 
Tapestry discussed in the article. The reconstruction of XIII.67 (fig. 2c) is based on VIiI.31 (fig. 44  
with an appropriate change in the inscription. My thanks to Sheiiey Smith Keiiam for her fine 
drawings. 
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d i s ~ l a ~ e d  in its entkty, and since an oblong hall seems to have been the most likely 
site for its display, then the narrative logic of the Tapestry's composition should 
pro perl^ come into play in laying out such a hall, because the Tapestr). must have 
been designed with an eye to Sie way it would be hung and to the comprehen~ibilit~ 
of its narrative. Therefore, it seemed reasonable to posit both the existente of this 
hypothetical hall as the fist site of the Tapestry's display, inasmuch as a hall of this 
kind would fall within the range of Anglo-Norman halls of the period insofar as 
they are known, and its length to width ratio of about 3.5: 1. 

Because the actual site of the intended display of the Bayew Tapestry is un- 
known and the archaeological record for such baronial halls in Anglo-Norman 
architecture is so incomplete, one cannot be sure whether the principal entrance 
would have been on the long or on the short side, or whether it would have fallen in 
the middle of either. I have reconstructed the plan of the great hall with possible 
entrances on the short end, Side C, the usual location in later medieval buildings, 
and also on the middle of the long side, Side D (fig. 1). A location of the main en- 
trance into'the hall on the long side would be more consistent with the strong visual 
enframement of the narrative core, especially because two siigular scenes, Scenes 
15 and 32, lie just about equidistant from an entrance below XII.57, the Battle of 
Hastings. Both Scenes 15 and 32 constitute emphatic visual and thematic stops in 
the narrative flow (figs 3a, 4a; table IV). Scene 15 @1. 7)) the Blfgyva motif, has 
recently been interpreted as a negative gloss, on Harold's claim as a legitimate heir 
to the English throne;7 Scene 32, the vision of Halley's Comet, irnmediately follow- 
ing Harold's investiture as king (fig 4a; pl. 14)) has long been understood as a bad 
Omen. Thus, Harold and William, once peacefully associated in friendship, go their 
separate ways after Edward's death, divided by ambition and honour, but Harold is 
doomed.* The signs of his unwortniness in both the human, genealogical realm 
(Scene 15) and in the heavens above (Scene 32) are there for all to see. 

The stretch of the Tapestry from Scene 15 to 32 would have rnade an impressive, 
formal backdrop for the high table of the master of the house. However, it is not 
easy to state with any certainty where such a high table might have been ~laced, 
even ternporarily, although in later medieval practice the high table was ~laced near 
an end, parallel to one of the short sides (fig. 1). If the high table had been set near 
Side A, its noble occupants would have been in easy viewing range of William's 
rescue of Harold (111.10-1 4; pls 6-7) on their left and of Harold's defeat arid death 
~11.62-5; pl. 26) On their right. Furthermore, William's triumph arid subsequent 
coronation (XII.66, 67) would have been at the lord's preferred right side, just 
where it belonged. 

7 J. B. McNdty, 'The Lady Aelfgyva in the Bayeux Tapestry', Speculum 55.4 (1980), pp. 659-68. 
8 The reverse chronological order representing the death and burial of Edward (VII.27-9) that mns 

Counter to the temporal flow of events has troubled many observers (fig. 4a; pls 11-12). However, 
this asymrnetrical treatment of time emphasises effects rather than causes and serves to situate 
Harold's assumption of the crown as an unnatural, fatal action at the end of a process beginning 
with Scene 26 and ending at Scene 32. 
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the important elevent&- arid twelfth-century accounts of the conflict between Harold 
arid William are both pro-Norman and long, their language prolix and a d u l a t o ~  
Twical of this genre are the Gesta Cuillelmi ducis Normannorum ei regü A n g h m  by 
William of Poitiers, C. 107 1, and the Historia eccbsiustica (of England and ~ormandy)  
of Ordericus Vitalis, probably written in Sie second quarter of the twelfSi cenhiry. 
Ordericus Vitalis' Historia is especially learned, long, and extremely tedious; in 
Book 111, chapters 11 and 14 he provides an extensive account of the political back- 
ground, a partisan view of Harold's usurpation of the English crown, and a con- 
centrated narrative of the invasion of England, the Battle of Hastings, and 
William's triumphal march to London where he was crowned on 25 December 1066 
(cf. fig. 2c).l3 But his text lacks energy and has none of the pageantry visualised in 
the Tapestry 

A similar, or more poetic, posture was adopted by Robert Wace in his Roman de 
Rou et des Ducs deNormandie begun about 1160.14 Wace's father was at Hastings and 
perhaps that parental connection with the great event encouraged the poet to take 
about 4,000 lines to move from Edward and Harold to William's coronation as 
et dus in London (III, 1. 9016), the same ground traversed by the Bayeux Tapestry 
with greater economy Despite the flatness of its trajectory, the Roman de Rou has its 
moments, especially in the lively conversations between the principals and their as- 
sociates, in the vivid account of the fierce fighting at Hastings (III, 11. 801 1-8884), 
and in Harold's terrible death (111, 11.1 8830-8856). These conversations have Sie2 
visual counterpart in the Tapestry (figs 2a, Zb, 3a, 4a) as do the fierce bade  scenes 
(fig. 4b), but Wace, like the designer of Sie Tapestry, devotes less than half of bis 
artistic effort to the Battle of Hastings. 

Quite different in character and emphasis is the fiery Carmen de Hmtingae Proelio, 
written by Guy, bishop of Amiens, within a year or two of 1066.15 This Norman 

Poem glorifies men at war caught up in the heat of battle in a manner remini- 
scent of the Anglo-Saxon poetic tradition preserved in the Old English Poem known 
as n e B a &  ?fMauon, probably composed by one of the participants in the battle, 
fought in 991 .I6 At Maldon, as at Hastings in 1066, the English were defeated On 
their home ground by invading Norsemen, but not without a stmggle. Of interest 
here is the rich beatment of the battle motif in the Anglo-Norman poetic traditions 
of the eleventh c e n h ~ ,  a textual model that could be successfully transferred to an 
equall~ vi\id, fully visualised medium, the Bayern Tapestry. This transfer would 
have been facilitatedb~ the audience's familiarity with both the hold poetic tradition 

Ordericus Vital&, ne Ecclesiashcal Histov oj. England andNorman&, trans. T. Forester (London' 
1853)' 1, PP. 458-65'480-91; h t i n  text edited by M. Chibnd (Oxford MedievalTexts, 1969); 
A. C. Danto, S I ß y r ß h  und fiowledge (New York 1985), pp. 112 B on hjstory and chronicle. 
H. AnderSen (ed.), Mahtre Mioce'r Romun de Rou et deshw deNormandie (Heilbronn, 1877). 
C. Morton arid H. MuntZ, 7hc Carmen de Harkngae Proelio @ G% BGh* J Amim (Oxford, 1 72)) 
W - m ,  tran~lation arid text pp. 2-53; R. H. C .  Davis, 'The Carmen de Hastingu Pmdio', Eng1h11 
Hkohal R"ew 93 (1978)) PP. 241-61; L. J. Engels 61 al., 'The Carmai de Har&goc Aoelio: a dk- 
cw"On', pr~ceedks d fieBdtLe Co@rence on &glo-&iorman Shdk 2 (1980), PP. 1-20, nn. 165-7. 
M. Atmder) Th Earli@tE%lhh Poems: U bilin~uol rdibon 1970), pp. 159-81, l% B ~ ~ ~ e  d 
Maldon. 



A Str$ped JVi2rratiuefor their Eyes und Ears 

and the fierce reality of battle. This does not mean, however, that either of these 
poems or any written account necessarily constituted a pnor text for which the images 
of the Tapestry served as an illustration. Instead, the simple inscription, consisiing 
of declarative or demonstrative Statements (table II), could refer ambivalently to an 
external textual tradition and to the images that contained it, both readily access- 
ible to an audience whose memories of the Norman Conquest were still very fresh. 

An especially important poetic treatrnent of William's triumph over Harold is 
embedded in Baudri de Bourgueil's poem, Adeh Comihsae, lines 207-578, written 
about 1099.17 This elegant Latin poem, full of classical allusions and rhetorical 
devices, complements the other contemporary or near-contemporary accounts of 
the c m s  belli, of the Battle of Hastings and death of Harold, and of William's final 
establishment as duke and king. However, the significant relationship of this Poem 
to the Bayeux Tapestry lies in the very indirectness of its historical narrative, inas- 
much as the Poet has adopted the ekphrastic technique of describing not the events 
themselves but, rather, their representation on a wonderful tapestry (mirabile vehm) 
surrounding the bed of his lady, the Countess Adele, to whom the Poem is dedicated. 
Whether or not Baudri actually based his poetic account on the Bayeux Tapestry or 
on another version of the same events, or whether he indulged in an imaginative 
vision (11. 83/4) which he extended to other tapestries in the countess's great house 
(11. 97 K), there is ample evidence for the existente of large pictorial textiles in the 
eleventh century, even if nothing quite like the Bayeux Tapestry has survived. l8 

In Baudri's poem, the narrative imagery of the tapestry in Countess Adele's bed- 
room represents a reduction of the historical account as well as a translation of 
medium from text to image. His poetic conceit also represents the reversal of that 
process, that is, the poet's extensive retranslation of the tapestry's images into the 
slow-developing language of Court poetry. Thus, the Poem consciously 0ffers to the 
reader or to the listener the spoken narrative of a visual narrative,lg as if Baudri's 
voice accompanied a leisurely Passage along the richly embroidered tapestry, inter- 
preting its images, reading aloud the inscriptions, and narrating expansively the 
great history manifested therein. 

In short, the brilliance and beauty of the Tapestry was so great 
you might say that they excelled the splendour of Phoebus. 
Moreover, you could reckon by reading the script of the titles 
that new and true stories are contained in ihe hanging.20 

oeuwespoitiques de Baudn' de Bourgueil(1046-1130), ed. P. Abrahams Paris, 1926), pp. 203-1 1, n. 
61, pp. 243-7; S. A. Brown, i % & y ~  Zfiestry, pp. 167-77, trans. by M. W. Herren, based on the 
newly edited Latin text of K. Hilbert (Editiones Heidelbergenses 19, Heidelberg, 197% pp. 154- 
64; see 0. K. Werckrneister, 'Political Ideology', pp. 554 K [Cf. also Ch. 1 1 below.] 

18 Bernstein, Myswy ofheBayew  wes^, PP. 90-2; P. de Palol, 'Une broderie catalane d'kpoque 
romane: La genese de Gkrone', C&ers archkologlques 8 (1 956)' pp. 1 75-2 15: 9 (1 957)' PP. 2 1 9-5 1, 
dated 1050-1 100; see F. P. Pickering, Literaure mdArt in the Mzddle Ages (Cord Gables, 1970)' PP. 
147-55, 'Pictorid tapestries2, es*. On the fourteenth-century ta~estries at Wienhausen represent- 
ing the story of Tristan and Isolde. 

l 9  SeeJ. M. Blanchard, 'The Eye of the Beholder: On the semiotic status of paranarrative', Semiotica 
2 (1978), pp. 235-68, esp. pp. 236 ff. on ekphrasis based on tapestries. 

20 Adelae Cornib~oe, U. 231-4.) trans. by Herren in Brown, IheBayem %estu, P. 168. 
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but Wace's inclusion of it in his account is not incidental, because it bes~eaks an 
appreciation of the heroic model consolidated in the romance of Roland at 
Roncevaux. With that story Tallifer incited the Normans to emulate Roland and 
his companions in the Service of their king; with that story, Wate stimulated the 
reader's mind to contemplate William's glorious deed, supported by a fitting 
paragon from the world of early chivalric romance.23 What makes this paragon so 
effective is the power of Song to create a common phonic. space for the singer, the 
hero, and the audience.24 And memory bridges the gap between past and present, 
between present and future, the memory preserved in Song, in texts, in images. 

The relationship between the Song of Roland and narrative versions of the Gon- 
quest, including the Bayeux Tapestq have Iong been recognised.Z5 However, it is 
the Song of Roland itself and not the representation of his heroic epos in Romanesque 
artZ6 that bears a close affinity to the Tapestry. Both the Song and the Tapestry are 
distinguished by the prominence of their heroic protagonists, the centrality of 
battle in the ensemble, the significance of portents, Sie emphasis on b e t r a ~ a l , ~ ~  an 
editorialising of events in the form of marginal glosses and asides (fig. 3a), frequent 
set speeches, the presence of animals, especially in a syrnbolic mode, and a narrative 
structure dominated by the hero's journey through space and time into d a n g e ~ . ~ ~  

Many of these elements also appear, somewhat reduced, in Sie story of Rodrigo 
Diaz of Bivar, better known as E1 Cid, who died in 1099. The Poaa de Mio Cid re- 
lates historic events in the last two decades of the eleventh century and was prob- 
ably composed in the latter part of the twelfth.29 However, the oldest surviving copY 
of the Poema, made in 1307 after an older, lost manuscript, contains 3,730 Verses, 
comprising a vocabulary of only 1,200 words, further reduced in variety by the 
dmndance of personal name~.~O This brief, dense, and evocative Poem of the Cid's 
history accomplishes rnuch with little, concentrating its effects in a direct form of 
expression that resembles the character and organisation of the Bayeux Tapestry 

23 See H.E. Keiler, 'Changes in Old French Epic Poetry and Changes in the Taste of its ~ u d i e n c ~ ' ,  
in H. Schoiier (ed.), n i e  Ejic in  Medieual Sociep: aesthetic und moral values (Tübingen, 1977), PPn 
150-77. 

24 After E. Vance, Marvelloiu Signals:poetics und sign theoiy in the Middle Ages (Lincoln, 1986), 56-85. 
25 C. R. Dodwefl, 'The Bayeux Tapestry and the French Secular Epic', Th Burlington Magazhe  log 

(1966), pp. 549-60 (repr. as Ch. 7 below), also opts for a secular location, pp. 549, 550; A. 
Brown, 'The Bayeux Tapestry and the Song of Roland', Olfmt 6 (1979), pp. 339-50. 

26 See R. Lejeune and J. Stiennon, La !&ende de Roland d m  I'art du M ~ e n  Age 2 vok (Brussek, 1966)) I, 
PP. 19-134, citing French, Italian, and German examples. 

27 E.g. in the Song of Roland U. 520-7 16, the treachery of Ganelon; G. J. Brault, sang of ~ 0 l a n d I I :  
Oxford ?ext andEnglish Translation (üniversity Park, 1978): pp. 35-47; see K. L. Schwartz, 'Shapes of 
Evil in Medieval Epics. a phiiosophical analysis', in Schofler (ed.), i?ie Epic h Medieval Sone& PP* 
37-63> esp. on the Cid, pp. 47 E., on Roland, pp. 5 1 ff: 

28 See E. A Heinemann, 'Network of Narrative Detab: the motif of the journey in the C h ~ o m  de 
Gute', in fkhofler (ed.), R e  Epic in Medieval Sociep, pp. 178-92. 

29 C. Smith (ed.), Poema de Mio Cid (Odord, 1972), dated 1207; L. B Simpson, T h e  Pocm yf the 
(Berkeley, 1970), dated 1140, folloiving R. M. P i d 4  J. J. Duggan, n i e  Cunior de M i o  ~ i n ~ o e b  
c n h n  its economic midsocid contexi (Carnbridge, 1989), dated C. 1200; R Fletcher, T h c  @es?TorE1 
Gd p e w  York, 1990), last quarter of the twelfthcentury; etc. 

30 Simpson, 7-he Poem of t l l e  Cid, p. xi. 
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(fig. 1; tables I, 11, IVb) in its power to expand the imagination of an audience. And 
like the Bayeux Tapestry, Sie Poema de M o  Cid narrates a secular history, even if the 
protagonists are Christian. 

Although the visual narrative in the Tapestry adopts many of the features of the 
Chansons de Geste and of medieval romance, it is not a rornance itself. In Frederic 

Jameson's view, romance as a genre demands a metaphorical mode, a form in 
which 'Sie world-view of world reveals it~elf' .~' Even if one were to accept David 
Bernstein's allegorical interpretation of the narrative based upon the biblical 
concept that Harold suffers divine retribution because of his 'tran~gression',~2 the 
essential structure of the Tapestry's narrative is historical, emphatically secular, and 
determinedly political, rather explicitly so. William, the conqueror, is no Roland, 
no Tristan, principall~ because he triurnphs in the world and remains in and of the 
world.33 

The Song of Roland is much more historical drama than history, although both the 
80%' and the Tapestry responded to a commemorative intention. In Roland the con- 
flict arises between Christian France and Moslem Spain, or between two distinct 
religio-geogra~hical realrns and states of being; in the Tapestry, the conflict re- 
mains personal and dynastic, having a practical, political dimension that involves 
not the nature of kingship as an abstraction, but its rightful possession. Further- 
more, Sie Battle of Hastings, as represented in the Tapestry, is an extraordinarily 
violent event (fig. 4b; pls 21-6) that resolves the human conflict begun earlier (fig. 
3b).34 Unlike Roncevaux, however, Hastings constitutes the culminating but not the 
conclusive event in the narrative, although the battle leads to that subsequent event, 
the coronation of Williarn (fig. 2c) at the end (fig. 

At the end of what: of the Tapestry as a whole, of its central frieze, of its.varied 
borders, or of its Latin text? Indeed, the Bayeux Tapestry consists of four strips, 
three of them continuously mnning from the beginning and usually quite separate, 
although not necessarily functionall~ or iconographically independent. Of these 
three figured strips, the central frieze is by far the largest, the most elaborately com- 
posed, and it bears the weight of the narrative In this central frieze, 
explicit divisions and well-marked changes in visual rhythrn make discrete temporal 
and/or spatial distinctions, the smaller bracketed units quickly cornprehended as 
scenes, the larger units more slowly followed as episodes (fig. 1; table Ia, Ib). The 
border strips lack scenic division, although they too are divided into simple units by 

31 EJameson, 'Magical Narratives: romance as genre', 3Vew Literay Histov 7 (1975), PP. 135-63, esP- 
135-42, quotation afler Heidegger. 

32 Bernstein, Mystey o j  th B y m  Iqpestyy, pp. 166-91. 
33 SeeJ. Duggan, 'Medieval epic as popular hjstoriography: ap~ropnation of historical knowledge in 

the vernaculm epic' in littgrahre hhtoriographigue des otigiiies 4 1500 1: Partie historigue, eds. H. 
Gumbrecht et d,, Grundriss der romanischen Literatur des Mittelalter 11 (1986)' 285-31 1. 

34 See E. Vance, 'Roland and the Poetics of Memory' in J. V H~arari (ed.), lex~ualStrate~zacperspectives 
hpost-smc&ralzjt C&i& (Ithaca, 19791, pp. 374-403, esp. on the intrusion of writing into the01-d 
text, pp. 399 K 

35 The restored inscription in m. 67 (fig. 2c) is not included in the 1ist.s. 
36 See E. Goffman, Frame Analyszk (New York, 19741, p. 10. 
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shofl )ines, or accents (table III), except when the action of the central frieze in- 
mdes upon them (e.g. Scene 61, fig. 3c; Scenes 28,32, fig. 4a; Scenes 57958, fig. 4.b). 
The interaction among the three strips has occupied the attention of much of Sie 
recent scholarship on the Tapestry, especially M ~ N u l t y , ~ ~  but the relationship be- 
tween the marginal glosses (the borders) and the central, narrative frieze could bear 
even closer analysis because of its effect on Sie linear flow of the narrative. That flow 
is frequently interrupted by the enfiamement or bracketing of particular important 
features (e.g. Scenes 15-16, fig. 3a), while other modifications of the sequencing of 
activity are produced by design complications (e.g. Scenes 26-32, fig. 4a). All of these 
features contribute to the exchange between narrative flow and narrative stops 
(table IV), or between relay and anchorage, that articulates the narrative, gives 
significant pause to the eye and the mind, and yet maintains the continuous move- 
ment of the Tapestry's narrative towards its conc l~s ion .~~  

The fourth strip is not a strip at all in the sense of the others. Composed of 
coloured letters rather than figures, its existente as a strip is established by the dis- 
tinctive symbolic character of a Latin inscription, presented for the most part in 
short declarative sentences or demonstrative affirmations (table 11). This strip lacks 
the discrete special integrity of the other three: it is discontinuous and varies con- 
siderably in density from scene to scene (table IV). The central figured frieze con- 
tains the entire inscription, with the exception of a few textual intrusions into the 
upper border that are visually and iconographically significant (e.g. Scene 61, fig. 
3c; Scenes 28, 32, fig. 4a). The inscription appears close to the events described 
pictorially and usually at the upper edge of the frame where the background is clear 
of impedirnents to its legibility (figs 2-4). As a stip of language, it comprises approxi- 
mately 378 words; about ninety of them include the repeated names of Harold, 
William, Edward, and Odo, or the frequently employed locatives, hic and ubi, while 
the remainder of the text shows several instances of et and many place names. In 
effect, therefore, this strip of text constitutes a very reduced, ~ n d e r s t a t e d , ~ ~  or 
'stripped-down' chronicle of marginal, but not insignificant, importance, apparently 
subordinated visually and functionall~ to the larger figural imagery of the Tapestry. 

Still, the letters, about an inch high, are quite large enough to have been read at 
a distance by literate persons in the audience (fig, 1). Alternative13 the text could 
have been read aloud by some literate person to the members of h a t  audience who 
hcked that skill but who could see this inscribed text in the visual context of the 
Sames of the Tapestry and knew, or were made to know, the connection between 
wordand image as the narrative unfolded. It is important to emphasise the intimste 
connection between text and image in the cornposition of the T a p e s ~  They exist 
in clOse ~ h ~ s i c a l  arid denotative association, establishing an intense mutuaiity of 

37 McNulty, Ihe flav&'veArt of th Bayeux Zpesty Master, pp. 24-58. 
38 GoKmann, F7me Anabir, PP. 10'40-5; see also S. Ringbom. 'Some Pictorial Conventions for the 

Recounting of Thoughts and Experiences in late Medieval Art' in F. G. Anderson et 01. (eds), 
MedmaL Iconograp& andNarra$ve (Odense, 1980)' esp. pp. 41 R. 

39 'Understated' is McNulty7s term, in n ieur ra iv t  zjes& Mater, p p  1-3,59 
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reference to persons, places, and actions (tables 11, IV), all fixed within the scenic 
unit as the primary container of a comprehensible slice of activity set in the larger 
strip of continuous narrative.40 Whether the text functions as an amiIla to the work 
or as its foundation depends in Part on the qualifications of the audience. In either 
case, it is a problem in cognition, comparable to the role of inscriptions in paintings, 
especially in the Middle Ages. Such inscriptions have been defined by Mieczyslaw 
Wallis as 'semantic enclaves', or 'hat part of a work of art which consists of signs of 
a different kind or from a different System than the signs of which the rnain body of 
that work consists. Different kinds of signs are, e.g., conventional signs versus iconic 
signs. Different systems are, e.g., different systems of ethnic spoken languages or 
different systems of writing . . . In the case of paintings we find semantic enclaves in 
the form of music Scores, maps, coats-of-arms, inscriptions . . . When defining in- 
scriptions in paintings as semantic enclaves I wish to emphasise that these enclaves 
are autonomous entities within those paintings in which they occur, that they have 
a different semantic structure and speak a different "language" . . . In order properly 
to interpret the iconic signs that occur in a painting we need certain knowledge of 
visible objects and we must be familiar with artistic conventions current in a given 
culture area and in a given epoch. In order properly to interpret an inscription . . . we 
need the knowledge of two systems of conventional signs: the writing in question, 
arid, at least to some extent, the ethnic language in question. A Person who looks at 
the painting may therefore sometimes be able to interpret its iconic signs without 
being able to interpret the inscriptions in it. That is why semantic enclaves in the 
form of inscriptions in paintings usually appeal to a narrower circle of spectators 
than do the iconic signs that occur in those paintings.'*' 

Formally, the relative density of the inscription both established and responded 
to the static or dynamic nature of the action or Situation depicted. The former often 
required a greater degree of explanation than the latter, especially when the visual 
record tried to show how some complex event, not readily translatable into images, 
has transpired (e.& Scenes 26-30; fig. 4a).42 Perhaps, the very agglutination of words 
in certain scenes endows them with greater ceremonial importance, literally forcing 
a langer visual and mental engagement with the contents of such a scene or even a 
full, reflective stop in the narrative (fig. 4; tables IIb, IV). When the principal narra- 
tive Personae are both represented and named (table IIb), the design heightens 
their noticeability as foci, or punctuation points, in the Course of the narrative, 
articulates the historical discourse in terms of its protagonists, and establishes a 
hierarchy of meaning in the continuous, but uneven, Passage of the eye from one 
Scene to another.43 

40 Goffman, Frame Ana&sls, p. 247. 
41 M. Wallis, '1n~cri~tio.s in Paintings', Serniotica 9/ 1 ( 1  973), P P  1-28> 4~0""" PP* '-2. 
42 See L. Stern, 'Narrative versus Description in Historiography', fiteraty H'Jtov 2' ( lgg0)9 PP. 

555-67. 
43 &er A.-M. Basy, texte a. l>illmtrafian: POU' une semiobgie des ktapes', Smiotica 11 (1974)' 

PP. 297-334. 
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The complex relationships of words and images affect the Tapestry's design 
throughout. They also call into question the very process of the Ta~estry's recep- 
tion by its audience and the intertextuality of its composition, especially in the light 
of Wallis's on the nature of inscriptions in paintings: whether in- 
dividual members of the audience primarily saw or read the narrative, whether the 
Latin text served as an amillu or as a foundation, whether prior knowledge deter- 
mined the priority or particularity of either medium, or whether there was some 
mitigating factor that enhanced rather than lirnited the congmity of image and text 
and made their simultaneous perception possible. 

Images and words occur in the Same visual space in the Tapestry, but that does 
not irnply the necessary identification of the visual with the mental space. Their 
coexistence in the total message involves the complementarity or redundancy of 
the iconic and the linguistic, joined in a syntagrnatic r e l a t i ~ n s h i p ~ ~  that can 
emphasise separation and dependency at different places in the Tapestry. The 
colourfd irnages constitute a grand, expansive code, while the limited, even bald 
text is prirnarily denotative. Given the great preponderance of image over text, the 
inscription appears to be a subordinated participant in an  artwork dominated by 
pictures. Then Sie distinction between 'seeing' and 'reading' the Bayeux Tapestry 
has to be examined, especially in the context of late eleventh-century society when 
reading was an uncommon skill and Latin an uncommon possession. So  put the 
question another way, were the pictures 'text-substitutes' for a largely illiterate, 
mixed audience that smnehow had either prior or immediate access to the Story being 
told, sufficient to understand what they saw? If the group rnemory was weak, then 
some agency was required to make this splendid, but mute, pictorial narrative 
intelligible to the public assembled in the great hall (fig. 

The connection between seeing and knowing must have been accomplished by 
ward of mouth in the form of an oral text, keyed by the words of the inscription but 
not restricted by them. Gregory the Great's famous dictum, that 'pictures are the 
books of the illiterate', stimulated remarkable responses in medieval art as well as 
among medievalists, most recently Michael Camille.46 The Tapestry is obviously no 
book; its audience is not a reader at a desk but a sizeable viewing audience, grouped 
together in a public hall and enjoying the cornmon experience of a public artwork. 
Even the literate members of the audience $poke usually in the vernacular, not in 
Latin, however simple (table 11). The experience of reading was certainly not 
normative in the eleventh century and the language of written texts - Latin - was 
not the lan@age of daily speech. The iconic language of the Tapestry would have 

44 The concept developed by M. Rio, 'Images and Words', flew Literay Histoy 7 (1976), PP. 505-12. 
45 The issue is raised by L. G. Duggan, 'Was Art redy the "Book of the miterate"?', Word arid l m q e  

5 (1989), pp. 227-51, esp. 228,243 ff 
46 M. C a d e ,  'Seeing and Reading: some virual implications of medieval literacy and Üliteacy', 

Hdoy 8 (1985), p p  26-49; for a discussion of the artktic response see 0. Pächt, n i e  =e d Ac- 
t o d  Narrative in Twelful Centuv England (Oxford, 1962), esp. pp. 5-1 1 on hglo-Saxon narrative, 
including the Bayeux Tapestry; and Bernstein, Mystey gi. the B ~ e u x  Epesty, pp. 60-100; also 
Duggan, '"Book of the Iiiiterate"'. 
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to have been translated into common speech in order to make it comprehensible; 
then, 'seeing and reading' by a mixed audience would have needed at least one 
literate, well-spoken interlocutor who could have bridged the gap between the 
literate and the illiterate, between those who already knew and those who wanted to 
know the Story, behveen the brief Latin keys to a complicated history and the pre- 
sentation of an extended narrative in the vernacular Ianguage that seemed most 
appropriate for the o c ~ a s i o n . ~ ~  Guy of Arniens acknowledged the importance of 
addressing a crowd in its own language, or languages, when he Set the finale of his 
Latin Song of the Bank  of Hastings: 'Thereupon a certain Norman bishop, mounting 
the dais, addressed such words as these to the renowned men of France: "If the king 
presented please you, declare it to us, for it is fitting that this be done by your free 
choice." The people thus addressed consented; the clergy and also the Witan 
applauded, intimating by their hands what they were unable to say Aftenvards a 
speech was delivered by the metropolitan; this set forth the Same thing in the 
English tonfie.'48 

The ~rafaccorn~anirnent of the Bayeux Tapestry has left no transcnption, un- 
like the sound-track of a foreign-language film that complements or competes with 
the printed captions in the audience's language, Set at the bottom of the picture 
frame, often with little visual sensitivity. Although cinematic adaptation reverses the 
relationship between the inscription and local speech, implied by the Tapestry, 
anyone who has Seen and listened to such a film must acknowledge the tension be- 
tween the voluminous spoken language of Sie actors and the synopic brevity of the 
captions, as if the latter were but a sign of Sie narrative space in the original.4g Like 
the film's captions, the Latin text of the Tapestry functioned as a sign of a larger 
discourse that was tied to the full presentation of the artwork to the public. 

Here one should consider the similarities between the Bayeux Tapestry and 
comparable visual narratives developed in the ancient artistic traditions of India 
and China. For the modern inhabitants of India and Pakistan tbe public recitation 
of secular, heroic stories, remains popular despite the encroachrnent of locally 
made motion pictures that Share many of Sieir features. The recitation is accom- 
panied by an elaborate picture cycle, painted in bright colours on large panels or 
~ 1 0 t h ~  containing many scenes, shown to the audience while the speaker or singer 
chants the words of a well-known tale, pointing to the individual scenes as he goes 
along. The length of his oral narrative is very flexible, depending on the speaker's 
energ)l and ability, arid On the warmth and generosity of his audien~e.~' 

Howeve? it is not necessary to go so far away from the Norman environment to 
find wen ~10ser parallels, expecially in the Exultet Rolls of southern Italy, dating 

47 See E H. Bäuml, 'Varieties arid Consequencies of Medieval Literacy and Illiteracy', Speculunz 55 
(1980), PP. 237-65; CamiUe, 'Seeing arid Reading', pp. 32 ff; Duggan, "'Boo~ of the Illiterate'", 
PP. 249-5 1; J. Ong, The Technologi~kg o j  the Mrd (London, 1982), PP. 3649.  

48 Trans. by Morton and Muntz, Carrnen de Ha.stin.goe Proelio, p. 53, 81 1-18. 

49 See S. Heath, 'Narrative Spate' in &estiots o j  Cinema (Bloomington, 1981), PP. 19-75. 
50 See V H. Mair, md Pe$7tnoi,ce: Cf1&e fihre Recitah'on md iti iiidinn Genek @onolulu, 

1988), pp. 1-37, 11 1-31; cf, C a d e ,  'Seeing and Reading', pp. 27 ff, 'Ex  rm'. 
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from the late tenth to the twelfth cent~ry.5~ In them, the biblical text was written 
large for a clerical reader and still larger illustrations were shown to the assembled 
congregation in church, as the scroll was unrolled, passing over the lectern into the 
sight of the crowd. These Rolls involved two distinct audiences: the text faced the 
reader, while the illustrations faced in the opposite direction so that they appeared 
progressively 'right-side-up' for the audience. The two systems of narration were 
complementary, but even here one must imagine that the clerical reader could or 
would extend the narrative, perhaps by some bit of homiletic sermonising. Indeed, 
the congregation would not have been able to verify Sie reader's adherence to the 
written t e ~ t . ~ 2  

When the written word is embedded in a large pictorial cycle, intended for public 
display, it need not constrain the reader's irnagination. Because of the brevity of the 
Tapestry's synoptic text, the reader or interlocutor would have been allowed, even 
encouraged, to improvise in public, stirnulated by the vivid pictures, by his memory, 
and by the audience's enthusiasm.53 In doing so, he would have become a performer, 
liberated by the text but not completely so, because that text, inscribed in tall, 
coloured letters on the fabric of the Tapestry, could also have been read at a distance 
by the literate or semi-literate members of the au~lience.5~ Perhaps it is at this con- 
junction of seeing, reading, speaking, and listening that Sie Bayeux Tapestry would 
have come most quickly to life, its vivid imagery actualised by performance. Still, this 
performance would have been governed by Sie reality of the Tapestry's physical 
presence and its salient visual properties, tying the speaker's words to the visual 
images, to the order of the narrative contained therein, and to the dominating pre- 
sences of the principal characters in this hi&& v i A . 5 5  

By its very nature the oral performance is ephemeral. Traces of its existente sur- 
vive in the Tapes- in the frequent repetition of names (table IIb), in the emphasis 
upon present, often violent actions, in its well-defined spaces, in its closeness to the 
facts of human life and death (figs 4a, 4b), and in the very explicit representation of 
details of costume, weapons, and architecture.56 Even more powerfully evocative of 
an oral performance is that sense of the present so natural to speech, especially to 
dramatic story-telling, preserved in the simple diction of the Latin inscription (table 
IZ). This strong sense of the historical present, invigorated by linguistic imrnediacy, 
raises the level of the visual drama at certain intense moments. Perhaps the most 
powerful instance of this intensification of the visual and emotional experience of 

5 1 M. Avery, 7he Exultet Rolls of South ItaEy (Cambridge and Princeton, 1927, 1936). 
52 Cf.J. Bdogh, 'Voces paginarum', Philologw 82 (1926), pp. 202-40, on the difference in antiquit~ 

between reciting aloud what is read (out) and what is written. 
53 Bäurnl, 'Medieval Literacy and Uteracy', pp. 2411-8. 
54 See B. Stock, fiteningjör the 7xt: an the uses of b ) m t  (Baltimore, 1990), F. 19-23, on the relation 

between oral and written traditions in the eleventh century and the nse in the number of Users of 
texts. 

55 In the sense of M? her, 7 3 e  Act of Reading: a thory of aesthecic response (Baltimore, 1978)' pp. 118-25, 
135-51. 

56 IVoted by R. Finnegan, Oral Poe$: its nature, si,,@cance, and social context (Cambridge, 1977), PP. 
16-28,52-8; Ong, Oral@ and literacy, pp. 3 1-77. 
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the T a p e s ~  appears in Scene 6 1 (fig. 3c; pl. 25): there, William reveals hhself to bis 
men to allay their fears in a time of great danger and his abrupt act is accompanied 
by the arresting words in the present tense, Hic est Dux Wilelmus. The spectator be- 
holds William, as do William's men; through the interlocutor, the spectator can also 
hear William's voice raised in a great shout. At this point in the narrative, at this 
place in the Tapestry, Sie transcendent present seems to demand a voice to achieve 
its most complete reali~ation.~~ 

Speech, that is, the performer's speech, need not always be triggered by the words 
of the inscription. In fact, the infrequency of words in the long battle sequence 
(Scenes 47-65; table IIa) suggests that, although historical, the battle itself consti- 
tutes such a set piece of heroic narrative that the speaker could freely improvise be- 
cause his audience would know full well what battles and battle Songs were like.58 
They had this knowledge in part because heroic battle poetry, such as irhe Battle of 
Maldon, was deeply rooted in their culture and because batties formed such an im- 
portant feature of the chancons degeste, particularly in the Song of Roland. 

The similarity between the Tapestry and the Song of Roland, noted by scholars, 
rests on more than the sharing of common rnotifs, or on the importance of place, or 
on the central role of protagonists in conflict, or on the use of certain verbal/visual 
formulae.59 Both the Song of Roland and the Tapestry were performance pieces, one 
offered by ajongleur who was probably illiterate," and the other by a literate 
interlocutor. Furthermore, both works emphasise the immediate concrete situation 
not simply by the vivid construction of their scenes but verbally as well. The author 
of the Song of Roland - who ever that might have been - employed the expression, 
as/ais vos/vus or as 1RT uus many times in the Poem to heighten the direct immediacy 
of his narrative. The chantingjonghr could have emphasised these scenic moments 
by drawing his audience's attention to the approach of an important figure, hoping 
to fix that Person in the listener's visualisation of the scene.'jl Surely, the counterpart 
to the poet's 'you See' in the Bayeux Tapestry is the much repeated word, Hic, which 
appears as ofcen as the names of William and Harold combined (tables IIb, Wa). 
Hic engages the viewer, shortening the distance between past and present time, and 
thereby functions as a linguistic device to focus the mental participation of the 
spectator. But in the visual context of the Tapestry Hic is also powerfully dernon- 
strative (e.g. Scene 61; fig. 3c), drawing the spectator's eye to the place indicated, 
especially if the interlocutor pointed directly at Sie Tapestry. 

57 Other exam~les of this sense of the present are provided by Scenes 2 (fig. 2a), 12 (fig. 2b), 32 (fig. 
44, and ~ ~ 5 3 , 5 4 .  
See I? H. Bäuml, 'Medievai Texts and the Two Theories of Oral-Formulaic Composition: a 
proposai for a third theory', New Literay Histoy 16 (1984,), pp. 3 1 4 9 .  
J. J. Duggan, The Song gf Rolmd:fanulaic sple andpoetic cr@ (Berkeley, 1973); Finnegan, Oral Pot'@, 
PP. 67-73; Mair, PaVlting arid Pe@rmance, p. 128;J. Opland, Saxon Oral Poew: a gf traditionr 
(New Haven, 1980)) pp. 74-96, 172-83. 
G.J. Brault, 7% Song ofRolandI(1978), pp. 112-13. 
Brault, Song of RolandI, 11,263,413,889, 1183, 1889, 1989,2009,3403, arid P. 113. 
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Hic locks oral and d t t e n  language together in the visual field, at least for a signi- 
ficant mornent.62 Because there are so many Hics in the Course of the Tapestry, each 
one assumes the property of a narrative stop whose duration or importance is also 
affected by the saliency of the Scene in which the word occurs (e.g. Scenes 26-32; fig. 
4a; table IVa-d). The viewer can almost pin-point the more important scenes by 
following the Hics around the great hall (fig. 1)) especially when the Hic coincides 
with the presence of Harold or William or Edward. As the interlocutor, or raconteur, 
was encouraged to linger at these places, so too was the viewer who followed his lead. 

As the story-teller punctuated his tale with the demonstrative or locative Hic, he 
might have found that the intervals between Hics required further modulation, 
affecting the rhythms of his discourse. W e n  thejonghr chanted his song, rhythm 
was essential, although no Chanson degeste survives with its full rnusical notation. It is 
known, however, that long poems like the Song of Rohnd were divided into sections 
called laises, each with its own melodic formula.63 In long poems, just as in long 
pictorial narratives, the rhythm had to be varied to maintain the audience's interest, 
to preserve the speaker's voice, and to distinguish the important elements in the 
recitation from the rest. Accent or cantillation signs were developed as a form of 
pre- or early musical notation to provide the cantor with suggestions of rhythm or 
pitch to aid in his de l i~ery .~~ By the ninth or tenth century ekphonetic or lectionary 
systems were in use to facilitate the cantillation of texts; these cantillation signs took 
the form of acute or obtuse lies, of simple baseless triangles, or dots placed over 
each line of text.65 

The Bayeux Tapestry has such lines, not set over the words of the inscription 
specifically but in ihe upper and lower borders. These lines occur singly or in pair% 
often parallel; the lines are Set at acute or obtuse angles, and sometimes form 100se 
triangles (figs 2-4). Altogether these lines fall into irregular rhythmic patterns, often 
visually complementary to the composition or iconography of the central frieze 
(table III), but their very irregularity makes it unlikely that the primary function of 
these lines is decorative. Instead they appear to serve as a kind of notation, imposed 
on the narrative fiow of the pictorial cycle for the benefit of the eye, imparting a 
distinctive rhythm to its Passage. These same short accent marks could also have 
served the interlocutor's voice, especially a story-teller already trained to respond to 
the super-linear notations in contemporary texts, so marked because they were 
meant to be read, or sung, aloud. 

62 Ong, Oraiity and fiteracy, pp. 12,7 1-2. 
63 I. Parker, 'Chanson de geste', in B J V e w  GroveDictionay ofM& andMwUS2&m, ed. S. Sadie, 20 vols 

(London, 1980): W, PP. 145, 146; J. Stevens, Words and Mwic in the Middle Ages: song, narrative, dmce 
and drarna 1050-1350 (Cambridge, 1986), pp. 199-234; J. Chailley, 'Etudes musicales sur la 
Chanson de geste et Ses origines', Rem de musicologie 27 (1 94a), PP. 1-27. 

64 C. Parrish, The JVotdon of Medieval Mwic (New York, 1957), pp. 42 ff.; J. CaldweU, ~edieval 
(Bloomington, 1978), PP. 103 fE, 128, 129; G. Reese, Mzlsic in the Middle Ages (New York, 1940), PP. 
198-230, esp. PP. 206 ff. - - -. 

65 G. Engberg, 'Ekphonetic Notation', inNew GroveDictionay, ed. Sadie, VI, pp. 99-103, with several 
illustrations; Stevens, Words and Music in the Middle Ages, pp. 439 ff.; L. Treitler, 'Reading arid 
Shging: O n  the genesis of occidental music-writing5, Ea$ Mu& Hhto? 4 (1 984), PP. 135-208, esP. 
pp. 152-78,190 fT 
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The colourful strands that make up the Bayeux Tapestry compare with the many 
lines of communication this splendid artwork used to reach the public. One may 
first consider the Tapestry as an intertextual work, incorporating oral and written 
records of Anglo-Norman history as the basis of its visual narrative, a tale subse- 
quently expanded and enriched by repeated public presentation and by the appear- 
ance in the eleventh and twelfth centuries of new texts interpreting and embellish- 
ing this history. That the audiences for the Tapestry and for these new texts - Latin 
poems of great length - were the same, seems incontrovertible. 

Short declarative statements constitute the body of the restricted text ha t  accom- 
panies the pictorial cycle and served as a legible guide to the interpretation of the 
voiceless irnages by any close reader. These Same statements provided a key to the 
elaboration of the ensemble of text and image when orally presented to an attentive 
public. This productive correspondence of text and voice, in effect, extended the 
linguistic dirnension of the narrative so that the story heard by an audience became 
the equivalent of the story Seen, adding much to die substance of each medium of 
expression.66 

At a deeper level of analysis, the cornmunication network operates on double 
]ines, offering descriptive and narrative systems, both subjected to marginal glosses 
in the upper and lower strips. These two systems of discourse either run separately 
or interact along the four Strips that together comprise the Bayeux Tapestry; they 
incorporate diverse Codes representational and syrnbolic, connected vertically and 
horizontally in such a way that their apparent correlation depends on the continuing 
dominante not only of the central Strip but also of the prominently named prhci- 
 als, primary agents of the actions depicted (table IV).67 Within the narrative 
matrk, however, Scenes 15 arid 32 (figs 1, 3a, 4a) interrupt the linear flow of the 
narrative because their vertical extension @"es them special saliency These two 
scenes are visibly exuaneous to the linear flow of the narrative except as 'asides', 
Pregnant c~mmentar ie~  On the Course of events and indicators of an underlyhg: 
ar@ment about the legitimacy of the contestants for the English In fact, 
the Tapestry's tendentious narrative is informed by a political agenda impbng that 
the unfolding historical process was justified. A similarly informed viewer c o ~ l d  
have so interpreted the pictorial record rather easily, especially if the posited 
arrangement of the Tapestry (fig. I) fair17 captures the designer's origind infention 
to teil a great story, to teil it weil arid forcefully, to delight an audience, arid to ex- 
plain to that audience how the Anglo-Norman world had changed." 

66 P Zumthor, 'The To;t arid the Voice', fi&ary H2rt0~ 16 (1984), .),P. 57-92, eSF* PP. 86-90. 
67 See A. J. Geima<, Du Sem: simiotigue~ (Paris, 1970), PP. 39-44; Blanchard, 'EYe of the 

Beholder' . 
Ringbom, Medieval Iconograp@ andflarrative, pp. 41 ff 

69 Note P A. Roth, ?Ioiu Narrativ= Explain', Soda1 Reieanli 56 (1980):~~. 449-78; cf 
B. 

Phüoiophy md H&>icd undns~oi,d~f mew York, 1964), p. 64, who 
that f0flowing is 'a 

teleologically guided form of attention'. 



Some truths are not self-evident, even when those truths are commonly held. 
The Bayeux Tapestry is a very, very long piece of embroidered textile whose his- 
toriated frieze weaves together space and time materially and visually. Despite the 
bookish attitude of several scholars about the nature of its imagery, the Tapestry is 
not a book to be held close to the eye of a reader and to be seen, or read, in small 
isolated bits; despite its continuous pictorial structure, the Tapestry is unlike a motion 
picture whose rapidly changing images seem to pass before the stationary observer 
but actually remain fked within the Same oblong frame.70 The  Tapestry did not 
move but hung in place on four walls; its images did not move but Sie public eye 
could move from one colourful scene to another in those large sections of the Tap- 
estry that could be taken in with a single look. The directional flow of scene to scene 
and their progressive cohesion into episodes were the products of an overriding 
design that guided the eye towards the viewer's right along the continuum of the 
narrative from the bepinning to the end. That rightward shift was aided by the 
reading order of the inscription and abetted by the voice of the interlocutor, pitched 
to respond to Sie gesture of his pointing finger at the many Hics strewn along the 
narrative pathway. The passage of the great events along the body of the Tapesw 
took place in narrative time; the passage of the viewer's eye from place to place in 
the Tapestry took up the viewer's time and the Tapestry's space. That very measure 
of narrative time passing coincided with the visual passage over the Tapestry's 
spacial fabrication of time, thus uniting narrative and experiential time in the act of 
perception. 

However long the Tapestry, that long is the historic tale. The viewer's eye tra- 
verses the length of the Tapestry in step wirh the journeys of the two protagonists, 
Harold and William, who also stopped from time to time and from place to place On 
the Course of their destiny. The spacial form of the Bayeux Tapestry establishes the 
perceptual basis for the audience's sense of narrative time, of a beginning and an 
ending that coincides exacdy with the pictorial medium itself.71 It therefore fulfils 
Barthes' dictum that, 'the form of narrative is essentially characterised by two 

\ powers: that of distending its signs over the length of the story and that of inserdng 
unforeseeable expansion into these distortions.'72 The entire fabric of the Tapestry 
holds a rich crop of narrative and diegetic signs, ready to be harvested by the canny, 
attentive viewer. Along the narrative track, however, the principal strip also exhibits 
several stretches of great importance that concentrate Sie viewer's experience of 
the story. 

70 But see A. Prah-Perochon, 'Le film anime de la Tapisserie de Bayeux', StanSord French Review 113 
(19771, DD. 339-65. ,, A , 

7 1 ~ o r  the Special properties of time, its relation to rnernory and narrative See R. Arnheim, 'Spate as 
an Image of Time', in K. Krocher and W. WaKng (eds), Images of RommtiGin (New Haven, 1978)' 
pp. 1-12; W.J. T. Mitchel, 'Spacial Form in Literature: toward a general theory', Chtical Inquiry 6 
(1980), PP. 539-67, esp. PP. 548 ff.; S. Heath, 'Narrative Space' in his Qu~uestim of Cvlema (19811, 
pp  19-75, esp- PP. 38 ff.; Bäuml, 'Medieval Literacy and Iiiiteracy', p. 248. 

72 R. Barthes, Image, Mm'c, Zxt, trans. S. Heath (New York, 1977), p. 11 7. 
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The greatest visual expansion of the narrative occurs in the extended represen- 
tation of the Battle of Hastings (Episode XII; fig. 4b; pls 20-6)) indicative of the im- 
portance of heroic action; yet, within the context of the battle, William's uncovering 
stops that action abruptly, if momentarily, because in the end the narrative is his 
story (Scene 61; fig. 3c). Another focalisation of attention involves William's gift of 
arms to Harold, followed by the oath of fealty in visual proof of the justness of 
Williarn7s cause (Episode V; fig. 3b). A sirnilar concentration of effects for political 
ends shapes the heavily inscribed depiction of Edward's death and burial (Episodes 
VI, VII; fig. 4a; pl. 12); the reversal of chronological order, unique in the narrative 
flow, exposes the tendentious political argument underlying the narrative as a 
whole. And always, the sign of greater emphasis, the signal of intense concentration, 
is Hic, a common fixing device in many medieval texts. 

Hic, so often repeated in the Tapestry7s inscription (table IIb), is a sign of immed- 
iacy, of the nuncpraesans, uniting beholder and immanent representation, as if the 
latter were actually pre~ent .7~ Hic keis the oral performance of the transparent 
interlocutor, marking his dual role as a respondent to the narrative and as a mediator 
between the narrative spectacle and the a ~ d i e n c e . ~ ~  Hic connects place and time, 
thus articulating the objective 'here-and-now' points in the pictorial narrative. 
When the 'here' of Hic is transposed to the 'there7, visible at the other side of the 
great hall (fig I), the viewer could understand that both past and present in the 
TapestryYs narrative were present at once.75 Hic Opens the gates of memory. 

Arid therefore God, who so loves man that he wishes to provide hirn with all 
h a t  he needs, has given to man a power and force of the soul that is called 
memory This memory has two doors, sight and hearing, and to each of these 
doors there is a path by which one can reach them; these paths are painting 
and speech. Painting serves for the eye, Speech for the ear. And the manner in 
which one may make one's way to the house of memory, both by painting and 
by speech, is thus made clear: the rnemory, guardian of the treasure won by 
man's senses through the excellence of the irnagination, makes what is past 
seem as if it were present. And to this same end, one can come either by paint- 
ing or by speech. For when one Sees a story painted, whether a story of Troy or 
of some other thing, one Sees the deeds of Sie brave rnen who were there in 
Past times as if they were present. And so it is with speech. For when one hears 
a tale read, one perceives the wondrous deeds as if one were to see them taking 
place. And since what is past is made present by those two means, h a t  is by 
painting and Speech, therefore it is clear that by these two things one Can come 
to remembrance.'76 

73 Noted by H. Kessler, 'J)iction in the "Bibles of the Illiterate" ', in WorldArt: themes of uni0 diveri0 
11) Ach of the Tweniyskth International Congress in the History of Art, ed. I. Iavin (Universi~ 
Park, 1989), pp. 297-304, esp. p. 300. 

74 See Z-thor, Essai depobtiqipug midjJuab (Paris, 1972), pp. 286 429-66, arid esPe PP. 242, 243. 
75 After E. Husserl, fi pbommology of Intemal-Xme Consciomess, trans. J. S. Churcha CBloomlng- 

ton, 1964)' pp. 22 ff., 33,102 ff. 
76 From an early fourteenthientury rniniahre auskating Richard de ~ournivd's Lc Bedaire d'mours, 

Pa&, Bibliotheque nationale, MS fr. 195 1, fol. I; V A. Kolve, C/UUC~ a d  h ß g e ~  ?fNavak~e: the 
frstjve Canterbury i'äles (Stanford, 1984), p. 25 and n. 27, P. 381- 





The Adelae Comitzksae of Baudri of Bourgueil 
and the Bayeux Tapestry 

SHIRLEY ANN BROM'N and hlICHAEL W. HERREN* 

One of the ongoing issues in Bayeux Tapestry studies is the relationship between the 
embroidery and the 'Adelae Comitissae', a Poem written by Baudri of Bourgueil. 
Baudri is one of those literary figures bridging the eleventh and twelfth centuries 
whose writings have remained fairly inaccessibie except to scholars of medieval 
Latin literature.1 The available information about Baudri Comes largely from his 
own writings, namely his Poems and Iti~arium.2 There are also scattered references 

* This article was CO-authored in the truest sense. The authors are iisted in alphabeticalorder. 
Leopold Deiisle, 'Notes sur les poesies de Baudri, abbe de Bourgueil', Ron~ania 1 (1872), 23-50; 
Henri Pasquier, Unpoete l a h  d lafin du Xle siiclt: Baud~i, dbti de Bourgueil, archedque de Dol (Paris, 1878); 
Max Manitius, Gesclzichte der lateinischa Literatur des Mittelalters (Munich, 1931) 111, 885-96; Otto 
Schumann, 'Baudri von Bourgueii als Dichter', Studien zur Luieinischen Dichtwg des Mittelalters: Elzren- 
gabt'& Strecker zwn 4 S@tenzber 1931 (Dresden, 1939); repr. K. Langosch, h4ittellatanLjcheDichi%ng 
@armStadt, 1969), 3 3 W 2 ;  &J Oeu2lvrespoitiques de Baudn' de Bauweil 1046-1130, ed. Phyllis Abra- 
hams Paris, 1926); E J. E. Raby, A HLjtoy of Secular Latitl Poetp d th Middle Ages 2nd edn (Oxford, 
1957) 1, 337-48; Kar1 Forstner, 'Das Traurngedicht Baudris von Bourgueil (Carmen 37)', Mitiel- 
1aekhhesJahrbuch 6 (1 970), 45-57; N. Bartolomucci, 'Note lessicali al Carme CXCVI di Baldrico 
di Bourgueil', Gzontale italim~o dzlfilolo&z 7 (1976), 192-96; Sabine Schuelper, 'Ovid aus der Sicht des 
Balderich von Bourgueil, dargesteilt anhand des Briefwechsels Florus-Ovid', MittellateUIWchs Jdr- 
buch 14. (1979), 93-1 18; Jean-Yves Tilliette, .Culture classique et humanisme monastique: Les 
Poemes de Baudri de Bourgueil', La fittdrature mgeviile midit'vale: Actes du colhque de samedi 22 MVS 
1980 (Angers, 1981), 77-88; idem, f&tor@e etpoitique c/zez lespo?tes la tk  rnidihaux: reckerches surBaudn' 
de Bourgueil (These de 36me cycle dactylographiee; Universitk de Paris N; 1981); id., 'La Chambre 
de la Comtesse Adele: Savoir scientifique et technique littkraire dans le C. CXCVI de Baudri de 
Bourgueii', Romania 102 (1 98 I), 145-7 1; Peter Dronke, 'Personal Poetry by Women: the eleventh 
arid twelfth centuries' in bis Wotn@! W&rs t/leMiddle.Ag~: a cntical stuh of t ex~jom Perpetua to Mar- 

Porete (Cambridge, 1Q84), 84-106; Gerald Bond, '"Iocus Arnoris": the poetry of Baudri of 
BourgueiI and the formation of the Ovidian subculture', Traditio 42 (1986), 14.3-93. 

2 The poems were collected jnto a manusc"pt of 152 leaves probably by the md-twelfth century..h 
the seventeenth century this manuscript: appeared in the collection of Alexandre Petau frorn which 
Andre Duschesne transcribed a selection, several of which were published in 1641 in Hhtonm Frm1- 
corum scnptores coaetwa, 25 1-77. The published poems were reprinted in Migne, Pattoloba btina 
166, cols 1181-1208; the other copies are in the Bibliothkque nationale, Colection Duschesne, nos 
20 and 49. In 1650 the rnanuscript was among those sold by Petau to Queen Christinaof S~veden, 
who gave it to the Vatican. The rnanuscript was sent, upon demand, to Paris in 1.797 but was 
returned to the Vatican in 1815 it resumed its position as Biblioteca Apostol~ca Vaticana, 
Reg. lat. 135 1 in ehe couection of the Queen of Sweden. For a discussion of a new1y-discovered 
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to him by contemporary writers such as Orderic Vitalis and Hildebert of Lavardin, 
bishop of Le Mans, then archbishop of Tours.3 A number of letters written to him 
as weil as some charters dealing tvith his administration of the monastery of Bour- 
gueil have survived.4 

Baudri was born in 1046 at Meung and studied in nearby Orleans, then possibly 
at Angers and Cluny. He entered the Benedictine monastery at Bourgueil at an un- 
known date and became its abbot in 1078. He failed in his candidacy for the 
bishopric of Orleans in 1096, but was appointed to the newly created archbishopric 
of Dol in Brittany in 1 107. It would appear that Baudri was a less-than-distinguished 
ecclesiastic, spending much of his time away from his See. In his Itinerarium he re- 
veals his disdain for the Bretons - a condition which drove hirn to travel in England 
and Normandy. He journeyed on at least three occasions to Rome. Baudri died at a 
ripe old age in 11 30 and was buried at P r e a ~ x . ~  

Baudri, perhaps, enjoyed more success as a writer. He left a fairly large collection 
of occasional poems, several saints' lives, an account of the translation of the head 
of St Valentine martyr, a history of the First Crusade entitled Hieroshitae historia, 
the Itinerarium, written in the form of a letter to Sie monks of Fkcamp outlining his 
travels through England and Normandy, and a treatise entitled De scuto et gladio S. 
Michaelis. Apart from the poems, Baudri's work has scarcely been studied. Only the 
Poems have been critically edited, while the other writings remain buried in the 
Patrologia Latina. One of the saints' lives, the L@ of St Samon, and the De scuto rernain 
unpublished.6 It is noteworthy that very little has been written on Baudri's treat- 
ment of the First Crusade, especially in view of Sie fact that he was a contemporary 
of the event and came from the region where it was launched. 

If historians have largely neglected Baudri's prose, medieval Latinists have 
certainly made a good beginning in the study of his poetical writings. There are 
three modern editions of the poems: the first, by Phyllis Abrahams appeared in 
1926; a second, relatively little-known edition of 1936 by M. T Razzoli; a third by 
Karlheinz Hibert, completed in 1979,7 

The first of two poems which Baudri addressed to Adele, Countess of Blois and 
daughter of WiIliam the Conqueror, is best known for the rather lengthy section 

fragment (s. xiv) see Patrick Gauthier Dalchk and Jean-Yves Tilliette, 'Un nouveau docurnent la 
tradition du Poeme de Baudri de Bourgueil a la comtesse Adele', Biblioth2gue de 1'Ecole des Chartes 144 
(1986)) 241-57. The Iherarium was published in Migne, PL 166, cols 1173-82. 

3 Orderic Vitaiis, Historia ecclesiastica, X, 20 (ed. M. Chibnall, V, 324-5); Epistolae Hildeberti Ceno- 
manensis Ecclesiae Episcopi, 11. xxxv (19), Migne, PL 17 1, cols 258D-259A. 

4 See Manitius, Literatur des Mittelalters, IiI, 883 E; Oeuvlespo4tiques, ed. Abrahams, xx-xxii. 
5 For summanes of Baudri's liie see Manitius, Literatur des Mittelalters, In, 883-98; Oeuwespoitiques, ed. 

Abrahams,=-xxü; but most recently, Bond, "'Iocm Amoris"', 145-9. 
6 See Michael Lapidge and Richard Sharpe, A Bibliography of Celtic-Latin Literatur6 (Dublin, 1985)) 

234-6. 
7 Oeuvres Podaques, ed. Abrahams; M. T. Razzoli, L epWtole metriche di Baldencus Burgulieruis (Milan, 

1936); Baldncus Burgulianlcs, Car~nina ed. Karlheinz Hilbert (Heidelberg, 1979). There is general 
agreement that Phyilis Abrahams' edition was highly unsatisfactory: it is marred by errors of tran- 
scription and the failure to correct even the most obvious errors in the principal manuscript, Vat. 
Reg. lat. 1351. 
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which purports to describe a tapestry in her possession which depicts the events cul- 
minating in her father's being crowned King of England on Chrismas Day, 1066.8 
What has heightened interest in Baudri's Poem is not so much that he incorporated 
a Battle of Hastings narrative into it, as the fact that he says he is describing a pic- 
torial wall hanging decorated with these scenes. Historians and art historians alike 
have leapt upon Baudri's words, in the hope that they have Cast some light on the 
early history of the Bayeux Tapestry, one of the most famous works of art of the 
Middle Ages. This textile depicts episodes from the Story of the Norman invasion of 
England and has been considered as an historical source for the Norman Conquest.9 

The reason for this scholarly interest is evident when it is remembered that the 
first trustworthy, documented reference to the Bayeux Tapestry occurs in the 1476 
Inventory of the Treasure of Bayeux Cathedral, Item 262. Since scholars now 
generally agree that the Bayeux Tapestry was produced during the 1070s or 1080s, 
this leaves an uncomfortable four hundred-year gap in the record of its known 
whereabouts. 10 - 

Baudri's Poem has been attributed to the years between 1099 and 1 102.l It has 
been used by some historians as evidence that Sie Bayeux Tapestq was in existente 
by Sie time the Poem was composed and it has also been suggested that Baudri was 

8 The poem was first published in its entirety in Lkopold Delisle, 'Poeme adressk a Adele, fiUe de 
G d a u m e  le Conquerant par Baudri, abbk de Bourgueil', Memoires de la Son'iti des Anhquaires de Nor- 
m d i e  3rd ser. 8 (187 l), 187-224. The Poem appears as no. CXCVIin Abrahams, 196-253; and as 
no. 134 in Hilbert, 154-64. There is a separate edition of the Poem in N. Bartolomucci, 'L' epistola 
CXCVI di Baldenco di Bourgueii: testo critico', Annali dellaFacolta di lettere ejilosajia, Ban 22 (1979)' 
5-52. There is a partial translation of no. CXCVI (1 34) by M. W. Herren in S. A. Brown, TzeBqeux 

history und bibliograbhy (Woodbridge, 1988), 167-77. A fuii translation of this Poem by 
M. Herren is published in ??leJoumal ofMedieval Latin 5 (1995). Poem CXCW (135 in Hilbert) is a 
fouow-up to the longer poern and reminds Adele of Baudri's request for compensation. 

9 Since many of the articles have been written in response to published suggestions, the foiiowing list 
has been arranged chronologicaJiy: Delisle, 'Notes sur les poksies', 41-2; A. Marignan, La %PU-sene 
de Bgeux: itude archiologique et critique (Paris, 1902)' xiv-xxi; M. Lanore, 'La Tapisserie de Bayeux', 
Bibliotheque de I'Ecole des Chartes 64 (1903)) 83-93, esp. 88; J. Steenstrup, Die Buyeux-Epete: einLtztfadm 
f i r  Besucher des nationalhU-toriscl~m Museums im Schlosse Frederiksborg (Copenhagen, 1905), 4434;  Ph. 
Lauer, 'Le Poeme de Baudri de Bourgueil adresse a Adele, fille de Guillaume le Conqukrant, et ia 
date de la Tapisserie de Bayeux', Milange d'Histoire ofirts d M. CharlesBemont (Paris, 1913), 43-58; H. 
Prentout, 'La Conquete de l'hgleterre par les Normands - Les Sources -La Tapisserie de Bayeux', 

bimensuelle des cours et cmferences 2nd ser. 23/2 (192 1-2) 16-29, 193-200, 302-12, esp. 31 1-12; 
Abrahams, 244-7; S. Turgis, &eMathiide et la %&serie de Bqeux mis and Caen, 192% 88; E. 
Maclagan, 'TheBa_yeux ir,pe.r~ (London, 1943), 18; C. H. Gibbs-Smith, 'The Death of Haroldat the 
Battle of Hastings9, Hktop %dy 10,11960), 188-91; R. Drogereit, 'Bemerkungen zum Bayeux- 
Teppich', Mitteilmgm des Inrtituhfir Osterreichische Geschichtsforschwp 70 (1962), 257-93, esp. 293; S. 
Bertrand, La %pisseRe de et la m ~ l i ~ r e  de uivre au otlzihe dcle (La Pierre.-qui-yre? 196% 40-6; 
0. K. Werkmeister, 'The Political Ideology of the Bayeux Tapestq', Studz Medtaialz 1712 (19761, 
535-95, esp. 554-63; N. P. Brooks arid H. E. Walker, 'The Authority and Interpretation of the 
Bayewr Tapestrf, PraceedUlgs of t h  Battle ConSerencejr Ango-Normm Studies 1 (197% 1-34, esp. 26-8 
[repr. above as ch. 81; M. Parisse, T h e  Bayern Epesty (Paris, 198% 3640; D.J. Bernstein, 
Mystery of the Byeux i'apesty (London, 1986), 90. 

10 For the controversy wer the dating of the Bayern Tapestry See S. A. Brown, 'Bayern Tapestry', 
26-31; also her, 'The Bayeux Tapestry: why Eustace, 0 d 0  and William?', Ado-Norman h'tudies l 2  
(1989), 8-28. 

1 1 Oeuvre~polti~ues, ed. Abrahams, 232. 
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using the embroidery as one of his sources. '2 Others, particularly literary scholars, 
have a rped  b a t  Baudri's highly developed literary style and ironic technique leave 
many of his factual assertions Open to doubt and have concluded that the poem is 
of limited value in Bayeux Tapestry studies. l 3  

There are really two questions that interest the historian and the art historian: (1) 
Did Baudri himself have direct experience of the Bayeux Tapestry? (2) If so, did he 
See it in the chamber of Adele, countess of Blois? 

To answer the first question, it will be necessary to determine if elements of 
Baudri's account of Adele's Conquest hanging can be explained only by reference to 
the Bayeux Tapestry, assuming, independently of Baudri's Poem that this work of 
art already existed and was theoretically available to him. In this attempt to answer 
the question as definitively as possible, Baudri's words will be compared closely to 
parallel scenes in the Bayeux Tapestry and also to the accompanying tituli. The 
similarities of individual scenes as well as the ordering of the scenes will be taken 
into account.14 It will be necessary to examine other parts of Baudri's poern as weil 
as what is known of Baudri's methods and poetical techniques. 

The section of the Adelae Comitissae which purports to describe what is usually 
referred to as a tapestry depicting the Norman Conquest comprises 337 lines (W. 

235-572) of the total of 1,367. Baudri constantly uses the word uelum to refer to this 
object, a word which refers to a wall hanglng of any material and technique and 
does not necessarily have to be understood as a tapestry. Baudri claims that Adele's 
hanging is made of precious materials: gold, silver, and silk (W, 21 1-12), studded 
here and there with bright gems and pearls (W. 229-30), the whole exhibiting a 
technique unsurpassed even by the mythical skills of Pallas and Arachne (vv. 
2 17-28). This should alert the reader imrnediately that Baudri is not providing a 
factual description of the Bayeux Tapestry with its much humbler materials. AS is 
weil known, the $0-called Bayeux Tapestry is actually an embroidery of wo01 on a 
linen carrier. Baudri has signalled that the hanging which he is describing is part of 
a very luxurious interior and reflects the courtly love of gold and glitter. 

Baudri then proceeds to describe the 'new and true stories' which were depicted 
onthehanging, sa)ing that they were all accornpanied by titles (W, 233-34). l 5  Tituli 
i*deed p l a ~  an important role in the Bayeux Tapestry, for although cursory, they are 
essential for an identification of people and places, and for an understanding of 
what is being depicted. On the embroidery, people and places are identified by single 
epithets, such as Willelmus, Harold, Zrold,  Ecclesia, Ba*; actions are introduced 

12 Lauer, 'Poeme', 57-8; Gibbs-Smith, 'Death of Harold', 188; Werkmeister, 'Political Ideoloa", 
561; Parisse, Bayeux Epestry, 40, among others. 

13 Marignan, Tapisserie de Baymx, xxi; Prentout, 'Conquete de l'hgleterre', 3 11-12; Omwespok~ques, 
ed. Abrahams, 247; Bernstein, Mystery, 90; Bond, '"Iocus Amoris"', 181; Tilliette, 'Chambre 
d'Adele', 153, among others. 

14 Mthough several scholars have compared the poem's account of Adele's textile with the Bayern 
Tapespy, none so far has published a full analysic in which the sequence and details of the 
embroidery's scenes are compared to Baudri's version. 

15 Porro recenseres titulorum scnpta legend0 / In uelo ueras hbtonaaque nouai. jHibert, 155). 
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by Hic, while Ubi introduces actions associated with a particular location just 
mentioned. l6 

Ihudn launches into his narrative about William of Normandy, stwting with a 
short reference t0 the difficulties the young duke overcame while establishing, arid 
then maintaining, his control over the duchy (vv. 235-42). He continues with a 
lengthy description of the comet of Spring 1066 and the people's dumbfounded re- 
action to it (W. 243-59). The real narrative gets underway with a councii called by 
William, where, in Sie first of several great speeches, William explains why his allies 
have been gathered and what he expects from them - Support for his invasion of 
England (W. 260-328). 

By inserting full-fledged speeches into his narrative, Baudri has moved away very 
quickly from describing a visual narrative depicted on an art object to writing in a 
literary mode. The speeches pul1 the reader into the Story in a rnanner very different 
from the less dramatic effects of medieval pictorial narrative which must rely on de- 
picted gesture and disposition of figures. Baudn takes advantage of the emotion- 
heightening possibilities inherent in reported Speech. 

When Baudri returns to the description of Adele's wall hanging, the building of 
William's Beet follows, with emphasis on the all-out effort put into the enterprise 
which results in three thousand ships, all filled quickly with cavalry and horses (W. 

329-56).17 The cross-Channel sailing is immediate and uneventfiul, although in the 
Poem, much is made of the grief and wailing issuing from the farnilies and friends 
who remained at home in Normandy (W. 357-86). In Baudri's narrative, the Duke, 
upon reaching England's shore, promises to rescue the country from the hands of 
the usurping perjnrer (W. 387-94). Contrary to the delays indicated in the Bayeux 
Tapestry, in the Poem the fighting between the Anglo-Saxons and the French 
begins almost immediately The first clash occurs when the invaders encounter the 
famous Anglo-Saxon shield wall. In the poetical battle, the feigned flight which 
drew off English stragglers to the slaughter is quickly passed over, SO that much 
more attention can be paid to a more central issue - the rout of the PJ~rn~ans. T0 
counteract this potential disaster, William removes his helmet and takes the oppor- 
tunity to harangue bis fleeing men. The fighting resumes with Duke William at its 
head, Harold is killed by an arrow, and the demoralised, leaderless English flee (W. 

395-494). Baudri's Poem continues, describing the continuation of the Norman 
campaign until the capitulation of the city, probably London, arid William's acce~t- 
ance by Sie inhabitants as their king (W. 495-556). 

Let us now closely compare Baudri's ~oetical images and the visual images On 

the Bayeux Tapesq, starting with the first correspondence, the aPPearance of the 

l 6  Pace Parisse, Byew xpesty) 5 3 - 4  arid 138, who thi& Hit and Ubi are mereb undifferentiated 
'bardic Signals' to the Tapestry's observer. 
Thk of Course may be poeticd exaggeration. The ship list written c. 1070 indicated 776 ship; were 
given by the rnagnates, but in the second section it indicates the total nurnber was 1000; lt was 
aPP:rentiy a u p e n t e d  by many more &ips given by men accordpg to their rneans. VViUiam of 
Jumisges placed the number at 3000. See Elirabeth van Hau&, The Ship List of william the 
Conqueror', ~nglo-~~orman Studies10 (1 987)) 159-83, esp. 169-70. 
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comet. The Bayeux Tapestry incorporates a comet with a red tail in the upper bor- 
der, to which a group of men are pointing in agitated surprise or wonder (pl. 14). 
The caption reads: 'Isti rnirant stellam'. In Baudri's Latin text, the comet is descnbed 
as a s t e h  (V. 245) as well as caetes (V. 243), and miratur (V. 251) is also used. Baudri 
then proceeds at some length to represent popular astonishment (W. 25 1-58). At W. 

255-6 he says: 

A younger generation seeks answers from its elders, 
and inquisitive boys hang on the lips of old men.18 

On the Bayeux Tapestry, the small figure in the group, who has established eye- 
contact with the solitary tall figure, looks as if he is seeking instruction. Even though 
the 1066 appearance of Halley's comet occurs in other sources, the correspondence 
between Baudri's words and Sie Bayeux Tapestry's images explains Baudri's comet 
Passage rnuch better than any Iiterary source. The closest written source is the Car- 
men de Hastingaeproelio at W. 125-6: 'And blazing from heaven the strearning hair of 
a comet proclaimed to the English foreordained destruction'.lg But its author has 
transposed the appearance of the comet to the landing in England and does not 
mention popular reaction. William of Jumikges (VII, 13) mentions the comet as a 
star with three tails; William of Poitiers does not mention the comet, 

Baudri appears, at fist, to omit the next section shown on the Bayeux Tapestry 
for he proceeds immediately to describe William's war council at W. 261-2: 

William himself, sitting in an exalted place, 
orders the Court to sit, as was proper according to c u ~ t o r n . ~ ~  

In the corresponding Tapestry scene (pl. 15) we see William seated in the middle on 
a double lion throne; to the right and slightly behind is his half-brother, Bishop Ode 
of Bayeux, also seated; to the left is a standing figure who appears to be an excited 
messenger; to the right of Odo is another standing figure with a tool in his band. 
The setting seems to be a palace. The titulus reads, 'Hic Willelm Dux iussit naves 
edificare'. 

In Baudri's text, William launches into a long speech in which he outlines bis 
Claims to England, based doubly upon consanguinity and the promise of the 
English h g  klward brought by his legates. He then says at W. 28 1-2: 

A certain perjurer was also sent to us 
to usurp the crown that is our due.Z1 

This desire to justify the decision to invade England is in line with the accepted 
interpretation of the fist third of the Bayeu Tapestry which depicts die voyage of 
Harold Godwineson to Normand~ in 1064, culminating in his swearing to support 

18 APatribu~ reJPonsa petit sibi iunior etas /Atque rogando pendet ab ore puer. (Hilber4 
155-6). 

19 ~ u i m h  de Hmtingue Proelio o/ Gy Bkh@ ofAmim, e d  C. Morton and H. Munk (Odord, 197% 19. 
20 Ipseloco residens Guillelmus in ediciori / Quo decuit proCeres more redere iubct. (Hiibert, 156). 
2 1 Quidam periums quod nos diadema deceret / Usurpat nobis rnissur et ipse fuit. (Hiibertiert, 156)* 
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Williarn's claim to the English throne (pls 1-10). William then calls on his legates 
who have just returned from England to speak, and these confirm what William has 
said. At the end of the speech William's Court immediately ratifies the decision to 
build ships. In lines 335-9 the summoning of craftsmen is reported. 

This entire Passage in Baudri is best explained with reference to the sections of 
the Bayeux Tapes t r~  immediately preceding the council scene which depict the 
crowning of Harold and the voyage of an English ship to Normandy, presurnably 
to reIay the message of Harold's coronation (pls 13-14). The Tapestry depicts a 
legate excitedly relaying the news to William at the war council, where Odo repre- 
sents the councillors, and the decision is taken to build ships, as reported in the 
caption (pl. 15). A craftsman stands waiting to execute the royal command. The 
chain of events represented by Baudri and the speed with which things occur reflect 
exactly the Same chain of events seen in the Tapestry. Indeed, the Tapestry is the 
only known source, pictorial or literary, that can explain precisely the concatenation 
of events in Baudri's poem. 

Baudri next describes the building and the fitting of the ships in some detail in 
W. 341-6: 

Bilge-holds, oars, sailyards, cross-banks, yardropes, 
and other items of use are fitted by everyone. 
Forests are cut down - the ash, the oak, and the ilex fall; 
the pine is uprooted by the trunk. 
The aged fir is hauled down from the steep mountains; 
labour gives value to all t ree~. '~  

The Bayeux Tapestry also depicts the building and outfitting of the ships in some 
considerable detail. We see the chopping down of trees, the lopping of branches 
and a figure who is planing a stripped log that has been wedged into the 'V' of a 
tree. Next we see groups of craftsmen working on the interior of two boats, possibly 
installing benches. 

Although the correspondences between poem and artefact are not precise - 
Baudri gives more details - both agree in relating the cutting of trees and the build- 
ing of the ships. Again, no other source can explain the appearance of this section 
in Baudri. The actual building of the ships is not described in the Carmen. William of 
Jumieges (VII, 14) and William of Poitiers (II, 2) likewise pass over the construction 
of the ships, saying only that a fleet was prepared. 

One  detail of the sailing raises the question of whether Baudri employed the 
Tapestry or the Carmen de Hartingae Proelio as his source. Baudri writes at W. 353-4: 

Moreover, fiere were separate ships for the infantry; 
some ships carried the cavalry; others, the h o r ~ e s . ~ ~  

22 Sentinas, remos, antemnas, transtra, cherucos / Et reliquos usus omnis adaptat ho'mo. / Cedytur  
silue cadit ornus, quercus et ilex / Deque suo pinus stipite diripitur / Aduehiturque senex abies a 
montibus altis / Cunctis arboribus fecit opus precium. (Hilbert, 158). 

23 Has preter turbe fuerat sua cimba pedestri / Altera fert dominos, altera nauis equos. (Hilbert, 
158). 
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In the Carmm at W. 84-5 we find: 

. . . the most Part forced the knights' horses aboard 
the ships, the rest hurried to stow their arms. 

In the large section on the sailing, the Bayeux Tapestry depicts three classes of ships: 
large ones carrying a rnixture of horses and men, other large ones carrying only 
rnen and their arrns (represented by the shields), and small ones in the background 
carrying only rnen (pl. 17). At the end of the scene in the Tapestry there is the titu- 
lus, 'Hic exeunt caballi'. 

A possible - and we think plausible - reading of the Tapestry here is that the 
horses and rnen in some of the large ships are the war horses and their grooms; the 
men's status as grooms is shown in the final scene of the crossing, where a horse is 
led off by the bridle, not ridden by a knight. The rnen with shields in the other large 
ships .are the cavalry; the rnen in the small boats might well be the infantry, specifi- 
cally the archers, who are depicted later on; the smaller boats would represent their 
lower status, rather than being an attempt at perspective or functioning as mere 
space fillers, as is the usual Suggestion. At all events, the Tapestry presents a tri- 
partite division of ships, corresponding to Baudri's tripartite division. The Carmen 
poet, on the other hand, refers only to the stowing of arms and the boarding of the 
horses; there is no mention of separate ships with different functions. Again, it seems 
virtually certain that Baudri's depiction of the crossing can be ascribed to a reading 
of the Bayeux Tapestry. 

I 

f 
One final scene of the crossing demands our attention: the landing itself. Baudri 

writes at W. 38 1-4: 

And now the steersman watches the wind and the stars, 
and the rnen irnmediately fall to their tasks. 
Turning the folds of their sails, they veer into Sie wind. 
At length their oars fall silent and they gain the shore.Z4 

Surely these lines can be based on a plausible reading of the Tapestry. Sailyards are 
being turned, and it looks as though the sails are at a wide angle to the path of the 
ships. The lookouts are looking out intently, and there is a great flurry of activity 
No literary source available to Baudri described the landing in this way. 

At the end of the section on the crossing (W. 385-6)) Baudri's Latin text says: 

Naves et proceres procerumque uocabula uelum 
Illud habet uelum si tarnen illud erat. 

In our first translation we were misled by the word uelum, taking it for a synonym of 
carbasa in line 383, hence a word for 'sail'. It is much more plausible, however, that 

24 Iamque gubernator uentos et sidera spectat / Incumbuntque suo iugitur officio. / Obliquando 
sinus in uentos carbasa uertunt / Tandem tranquiiio remige littus habent. (Hilbert, 159). 
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Baudri is once again talking about the wall hanging, for which uelum is his usual 
word. What the line therefore rneans is this: 

This hanging contains ships and leaders and names of 
leaders, if however, this hanging existed.25 

For the moment we shall leave aside the problem of the 'if'-clause and concentrate 
on the main statement. It is impossible to identify the leaders of individual ships in 
the Bayeux Tapestry. Each Crew consists of a helmsman to manage the mdder, some 
of whom also manoeuvre the sail-yard, while at the opposite end of the boat there 
is a lookout. But the word proceres irnplies more than nautical captains; it would 
mean something like the commanders of a body of men. The tituli of the Bayeux 
Tapestry frequently identify the leaders and important men on both sides of the 
conflict, like Odo of Bayeux, Robert of Mortain, Eustace of Boulogne, Harold 
Godwineson and his brothers Leofwine and Gyrth, among others. Once more we 
seem to have a correspondence between Baudri and the Bayeux Tapestry. 

I n  Baudri's poem, as in William of Jumikges, there is no preamble between the 
landing of the French in England and the onset of the fighting. In the other sources 
- the Carmm, William of Poitiers and the Bayeux Tapestry - there are descriptions 
of messengers, spies, meals, and fortification building. 

In  the battle section of the poem, Baudri refers specifically to three events which 
had been depicted on the Bayeux Tapestry: the attack on the English shield wall 
(W. 405-16), Williarn's lifting his helmet to prove to his troops that he is still alive 
(W. 429-32), and the death of Harold, (W. 463-4). The first two events are rnen- 
tioned in too many of the sources to allow for a nexus solely between the Tapestry 
and Baudri's poern. In fact, there are very close correspondences between Baudri's 
version of the initial encounter between the French and the English and that found 
in the Carmen, such as the statement in both that the Anglo-Saxon defenders stood 
so tightly packed that the dead could not fall (Carmm, W. 415-16). The Bayeux 
Tapestry image gives the same impression (pl. 2 1). 

The incident of Sie Norman rout and William baring his face is found in all the 
Norman sources as well as the Bayeux Tapestry, but there are noticeable daerences 
in the personages involved (pls 24-5). In the Tapestry, Odo of Bayeux and Eustace 
of Boulogne are given irnportant roles in this incident, probably for reasons having 
to do with the purpose for which the Bayeux Tapestry was ~ r e a t e d . * ~  In Baudri's 
version, WilIiam is the sole her0 and the Poet takes the opportunity to Put a roushg 
speech into his mouth (W, 433-48). The Duke asserts that he is still alive and well 
and that victory is almost within reach. They should remember past Norrnan vic- 
tories and the possibility of gain. Besides, where would they flee, for the ships are far 
from shore and there is neither refuge nor escape f0r thcm. They r ~ u s t  all fight or 

25 T h e  previous translation was 'Commanders and orders hold ships and saiis in check / that is, if 
the ships realiy had sails'. 

26 Brown, 'Eustace, Odo, Wiüiam'. 
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perish! This closely echoes the parallel speecli written by the author of the Caimen 
de Hastiugze Proelio (V\! 444-64). 

According to Baudri's vision tlie fighting resumed Mth an increased viciousness 
and both sides suffered terrible losses. At lines 459-60 he wrote: 

Victory without injury is granted to neither side, 
and the dry earth runs with the blood of the ~lain.*~ 

The analagous Bayeux Tapestry caption reads, 'Hic ceciderunt simul Angli et 
Franci in proelio', as the carnage spreads into the borders of the fabric 0.1.23). This 
is a common theme in the various versions of the battle. 

However, it can be argued that Baudri used the Bayeux Tapestry und no othersource 
for his description of Harold's death (pl. 26). Baudri wntes (W. 473-4): 

A shaft pierces Harold with deadly doom; 
he is t h e  end of the war: he was also its cause.** 

Baudri was the first writer to describe the death of Harold in this way. ~ o t h  William 
of Jumikges and William of Poitiers stated merely that Harold was killed near the 
end of the day The author of the Carmm (W. 533-50) depicts Harold's slaughter in 
close combat at the hands of four knights, including William. In fact, the Tapestry 
can be read as being in agreement with this version.29 However, the presence of the 
caption 'Haroldus Rex interfectus est' with Haroldz~s written directl~ over a foot Sol- 
dier with an arrow in his face undoubtedly gave rise to the long and ~opular  tradition, 

\ initiated by Baudri, h a t  Harold was killed by an arrow.30 More probably, Harold is 
the figure whose leg is being hewn off by a mounted knight. In any event, a mis- 
reading of the Tapestry Scene and tlie caption is the only explanation - apart fiom 
oral tradition that cannot be confirmed - why Baudri describes the death of Harold 
in the manner he does. 

This is where the Bayeux Tapestry now ends, but the Poem continues. Baudri 
describes in lengthy and gory detail how the blood-roused Normans pursue arid 
slaughter the hapless English, so that future war will be avoided. Only nightfall 
mercifully puts an end to the carnage and allows the vanquished to crawl away into 
hiding or to die. At daybreak, William pressed his fighters fonvard with another 
speech, in which he indicates they had best strike while the English were still dis- 
organised and the cities and towns vulnerable. It was their only chance for a quick 
victor~ arid the establishment of peace. The fighting Progresses to the city walls - 
~ r e s u m a b l ~  London - for which the English had rallied the only people left within 
- girls, old men and boys. In a moment of magnanimity to allow the inhabitants to 
save face, w l i a m  0ffe1-s terms of peace, which are irnmediately accepted and the 

27 Indemnis neutri cedet uictoria parti / Arida cesorum gleba cruore fluit. (Hilbert, 161). 
28 Perforat Hairaldum casu letalis arundo / Is beb finis, js quoque Causa fuit. (Hilbert, 16 1). 
29 Brown, 'Eustace, Odo and Wiiliam', 17-18. 
30 The further embeiiishment that the arrow pierced Harold's eye first appeared in William of 

Malmesbury's Gesta Re~um, C .  1125. Gibbs-Smith, 'Death of Harold', 188, was incorrect when he 
claimed that Baudri was the first to say that Harold l~ad  been killed by an arrow in the eye. 
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gates are opened to hirn with rejoicing. William is proclaimed King, as had been 
announced by the Star trailing blood. 

Baudri ends this section of the Poem by taking his reader out of the mode of 
battle poetry and returning to his claim that he had Seen all this indicated on the 
hanging in Adele's chamber. H e  wrote (W. 561-4): 

The wealth of the king, his glory, his wars and triumphs - 
each couid be Seen and read on the tapestry 
I would believe that the figures were real and alive, 
if flesh and sensation were not wanting in the irnages31 

He reiterates the reference to the tituli that he had made in lines 233-4 when he be- 
gan to describe the hanging. H e  now says (W. 565-6): 

Letters pointed out the events and each of the figures in such a way 
that whoever sees them can read them, if he knows h o ~ . ~ ~  

This is an intriguing Statement for it wouId seern to indicate that Baudri was indeed 
famiIiar with the format of the Bayeux Tapestry and the functioning of the text it 
contains. 

Perhaps to tease Sie baited reader further, Baudri then includes the following (W. 

567-8): 
If you could believe that this weaving really existed, 
you would read true thiilgs on it, 0 writing  aper.^^ 

And so Baudri casts doubt upon the veracity of his own words. What can be made 
of this, almost nine hundred years later? 

I t  is now possible to summarise the evidence that would indicate that Baudri had 
had direct contact with the Bayeux Tapestry. 

1. The poet describes a wall hanging of the Norman Conquest that is supplied 
with tituli that point out events and the leading individuals, even though he himself 
does not name them. 

2. Baudri's account of the events in his tapestry follows the exact order found on 
the Bayeux Tapestry allowing for items omitted and the section at the end of the 
Poem, which the lost portion of the Tapestry might be expected to have contained 
in some abbreviated fashion. 

3. Baudri's narrative includes details of the Conquest known only from the Bayeux 
Tapestry. Especially close are the details of the appearance of the comet and the re- 
action of the people; William's council of war; the cutting of the forest and the 
building of the ships; the tripartite classification of the ships; the actions of the Crew 
during the landing; and the death of Harold. 

31 Regis diuitie, sua gloria, beUa, triumPhi / In uelo poterant singula uisa legi. / Ueras crediderim 
uiuasque fuisse figuras, / Ni caro, ni sensus deesset imaginibus. (Hilbert, 164). 

32 Littera signabat sie res et quasque figuras, / Ut quisquis uideat, si sapit, ipsa legat. (I-Iilbert, 164). 
33 Hec quoque, si credas, hec uere uela fuisse / In uelis uere, cartula nostra, legas. Pdbert, 164). 



Tliis evidence supports the notion that Baudri had studied with pasticular care the 
scenes of the Tapestry from tlle appearance of ,the comet to the landing in England. 

The contradictory evidence should also be set out. 

1. Baudri describes a tapestry made of gold, silver, and silk threads and studded 
with gems and pearls. The Bayeux Tapestry is made of wo01 on a linen base and 
contains no gems or pearls. 

2. Baudri's described artefact mentions only William and Harold by name. The 
Bayeux Tapestry names numerous individuals on both sides of the conflict. 

3. Baudri undercuts his claims with remarks such as (v. 386): 'If however this hang- 
ing existed'; or (v. 567): 'If you believe this weaving really existed'. 

These objections can be disposed of: 

1. Baudri's description of a luxury tapestry can be explained by two factors: (1) his 
desire to enhance his description of the chamber of his would-be Patron and bis 
claim to describe objects worthy of her beauty (W. 567-72); (2) his reliance on a 
literary source. Baudri borrows his description frorn Ovid, Metamorphoses W, which 
depicts a tapestry with gold and silver threads and also portrays the weaving contest 
of Pallas and Arachne, a theme which finds a reverberation in Baudri's poem in 
W. 21 7-27. 

1 2. In reading the 337 lines which Baudri dedicated to his description of the Gon- 
quest Tapestry in Adele's bedchamber, we can quickly see that he has set out delib- 
erately to cseate a panegyric to her father in the form of a narrative. William is die 
sole hero of the story, and its true focus. Baudri's intent seems to be to draw a por- 
trait of William as a legitimate ruler of England and Norrnandy It was not his pri- 
mary concern to recreate events which had occurred sorne thirty-five years earlier, 
shortly before Adele herself was born, and when Baudn was twenty-five years old. 

3. Baudri casts doubt on the tapestry he depicts precisely because it is an imagin- 
ary tapestry - one that is very like, but also different from, the Bayeux Tapestry. 
Baudri expects that Adele, his ideal reader, has a close acquaintance with the details 
of the Bayeux Tapestry and would be amused by his literary tapestry which, while 
embellishing and editing the real object, remains strikingly like the original. 

An answer to the question of whether or not Baudri had Seen the Bayeux 
Tapestry can now be advanced. Evidence indicates that Baudri had indeed Seen 
that ernbroidery and had studied it carefully He edits its narrative to make it focus 
on William, the father of Adele, to whorn he is offering a lengthy panegyric. He fills 
out the narrative of the Conquest with borrowings from other accounts, particu- 
larly the Carmen de Hastingm Proelio and Wiliam of Poitiers. However, references to 
the narrative and format of the Bayeux Tapestry are unmistakable, and only a 
hypothesis allowing for Baudri's close knowledge of the famous artefact can account 
for the structure and details of tliis section of his poem, 
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It is here that Ive ~rould  ask our readers to consult their own experiences of viec\,- 
ing the Bayeux Tapestry in situ rather than through a reproduction. We believe that 
all would agree that because the Tapestry is very long and exceptionally detailed, 
viewer fatigue sets in at some stage before everything is seen. It is also impossible to 
devote the sarne level of attention to all parts of the visual narrative. If one wishes 
to retain visual details, then one must study a portion of the Tapestry on one day, 
and return on another to take up a new section. It seems to us that Baudri studied 
two sections of the Bayeux Tapestry in detail: from the appearance of the comet 
(pl. 14) to the landing at Pevensey, and from the first battle encounter (pl. 2 1) to the 
death of Harold (p1.26). He  was at least generally familiar with the rest. 

The  second question - did Baudri see the Bayeux Tapestry in Adele's chamber?- 
can be disposed of somewhat more easily The Poet begins this section of the Poem 
by telling us that he is going to describe a wonderful hanging that surrounds Adele's 
bed. The actual Bayeux Tapestry, which is incomplete at the right end, still measures 
an impressive seventy metres in length. The suggestion that it was used as a bed 
hanging can be disposed of without controversy The Bayeux Tapestry is a very large 
object, suitable for a great hall, and far too bigfor a private chamber, especially one 
which, according to Baudri's account, was already crowded with other tapestries. 
One could invoke the theory that Adele had cornrnissioned a miniature of the actual 
Bayeux Tapestry, perhaps ordering up a luxury copy.34 But there is no evidence to 
Support this idea and there is no indication tllat it was a practice in this period to 
cornmission copies of secular-subject embroideries. 

If Baudri's Poem cannot be used as a witness to the exact location of the Bayeux 
Tapestry at the time that the poem was written, it can be used as proof that the 
embroidery was in existente by then. The dating of the poem becomes crucial at 
this point. Baudri rnakes a reference to Adele's married state which implies that her 
husband is absent, but living (W. 61-6): 

Her probity and chaste heart adorn her, 
SO too her noble offspring and the love of her husband. 
There are many men, whose manners and  character 
and good looks would comrnend them to girls, 
who rnight have tempted her; but what would it profit to try? 
She keeps inviolable the bond of her marriage bed.35 

Stephen of Blois johed the First Crusade and was in the Holy Land between 1096 
arid 1099. After a short stay at home, he returned to the East in 1 101 and was killed 
there in 1 102. Abrahams favoured a date of C. 1 100 for the composition of the poem. 

Since the Bayeux Tapestry is not referred to in any other sources found so far, it 
must be assurned that i t  was not available to a general public and probably not 

34 Parisse, Bayeux Xifiesty, 37. 
35 Hanc morum probitas, hanc castum pectus honestat, / Nobilis hanc soboles ornat arnorque uiri. 

Sunt tarnen et multi, quos commendare puellis / Et decus et ~robitas et sua forrna queat, / Hanc 
qui tenlptassent sed quid temptasse iuuarrt? / Seruat pacta sui non uiolanda thori. (Hilbert, 
150-1). 



exhibited in Bayeux Cathedral at this early date, as is commonly held today. There 
is no hard evidence that the ernbroidery was originally meant for Bayeux Cathedral 
even though its connection with Odo, bishop of Bayeux, is no longer disputed, 
since he seems so inextricably intenvoven into the narrative it relates. Nobod~r has 
uncovered any evidence that it was ever in the actual possession of either Williarn 
the Conqueror or his wife Matilda, although this may have been its intended 
de~tination.~~ 

If the Tapestry was designed, sewn, and stitched in England, as internal evi- 
dence would indicate, then it obviously found its way across the Channel sometime 
before 1476, possibly shortly after it was completed. For Baudri to have Seen it 
before composing the Adelae Comitzrsae, it would have had to be on the Continent 
before 1 100, for there is no indication that Baudri visited England before t l ~ a t . ~ ~  One 
possibility is that the Tapestry may have come back with Odo of Bayeux, the man 
who was probably responsible for its creation, when he was finally expelled from 
England in 1088 by William Rufus. It is possible that the Bayeux Tapestry remained 
in Odo's possession until his death during the winter of 1096-7. Baudri may have 
seen the Tapestry somewhere in Bayeux, which is not too far from Bourgueil. But 
there is no evidence in his written works that he was in contact with Odo of Bayern. 
There are several persons named Odo addressed or mentioned by Baudri in bis 
Poems, but none of these, apparently, is the Bishop of Bayeux.38 It can be hazarded 
that if he were familiar with so powerful a man, Baudri would have either written to 
him or at least mentioned him. 

1 Wherever it was in Northern France, and however it was exhibited, Baudri bad 
enjoyed leisurely access to the Bayeux Tapestry and was able to use it as a sourCe 
when he composed his long poern to William's daughter Adele. In the light of 
Baudri's writing, we cannot disregard tlie possibility that by 1100 the Bayeux 
T a ~ e s t ~  bad found its way into Adele's possession, although certainly not into her 
bedroom. 

The plain fact which emerges from the Poem is that it is very unlikely that Baudri 
had ever met Adele in Person, much less visited her in her chamber. He  tells us as 
much in lines 83-6: 

Scarcely did I see her, yet I recall having seen her, 
just as I remember the dreams I have seen. 
In the same way I often recall having seen a new moon: 
either I just caught a glirnpse of it or believe that I did.3g 

36 Its size and long, narrow format made the Bayeux Tapestry an awkward object to exhibit or trudle 
from one place to another. The amazingly intact condition of the embroidery today attests to the 
fact that it has not been exposed to handling and exhibition conditions during most of its existente. 

37 Baudri did visit England, but it was after he became Archbishop of Dol in 11 07, as attested in bis 
1tinaa~u.m. 

38 See Abrahams' index, 386. 
39 Vix ideo uidi uidiise tarnen reminiscor, / Ut reminiscor ego somnia uisa rnichi. / Sic me Sept 

nouam lunam uidkse recordor / Uel, curn uix uideo meue videre puto, Wilbert, 15 I). 



T?ze Adelae Comitissae of Baudm of Boz~rgue-il 

It appears that Baudri, unprompted, sent his panegyric to Adele with a plea for 
patronage: he asks for a capka or tunica as a sign of her favour (V. 1358). At the very 
end of the poem (\X 1367-8) he tells Adele that he lias sent a messenger to recite his 
libelhm, but is prepared to come in Person, if only she would bid him. 

The plea for patronage and a private audience caps a long panegyric that praises 
the daughter of William by praising her surroundings, namely the objects in her 
chamber. Everything in her room, mentioned by Baudri, reflects her learning, her 
piety and her connection to her father. The waIls are covered in tapestries with 
scenes from the Bible and from pagan mythology. The central tapestry, of Course, is 
the one portraying her father's conquest. The ceiling is bedecked with the signs of 
the zodiac and other constellations as well as the planets - all purporting to demon- 
strate her avid interest in astronomy. The floor contains a map of the known world 
- oceans, rivers, mountains, nations and races - all clairning to prove Adele's deep 
knowledge of geography O n  the bedposts are carved Philosophy - at the head - and 
the seven liberal arts - at the foot. It would seem that there is no science or art that 
Adele has not mastered. Behind the hyperbole and poetic licence hides an honest 
rogue. Baudri tells us in several places that he has invented much in the pursuit of 
patronage. At the end of the section on the Conquest Tapestry, Baudri says franMy 
(W. 567-72): 

If you could believe that this weaving really existed 
you cvould read true things on it, 0 writing paper. 
But you rnight also say: 'What he wrote ought to hwe been; 
a subject like this was becoming to his goddess. 
He wrote by arranging matters cvhich behoved 
the beauty of his Lady - and they are worthy of her'.40 

Arid near the very end of the poem (W. 1353-4) the Same sentiment is repeated: 

Verily so great a charnber befits so great a countess, 
but I sang of more than what was, as was fittir~g.~~ 

Arid finally, an Open admission of his jesting character (W. 1343-7): 

While I labour over these matters, Adele, I trifle; 
with my Verses I have painted a lovely chamber for you. 
AS for you, requite us with somethhg worthy of our fable; 
consider how much our fable is ~ o r t h . ~ '  

40 Hec quoque, si credm, hec uere uela fuisse / In uere, cartuia nostra, iegas / Sin autem, d k ~  

'quod scripsit, debuit esse / Hanc diuam talis rnateries decuit. / Ipse coaptando, que ~om~enlant 
speciei Istius domine, scripsit et ista decent'. (Hilbert, 164). 

41 Nempe decet talem talis thalamus comitissam / At plus, quod decuit, quam quod cecini. 

W b e r t ,  184). 
42 Dum tibi desudo, dum Sudans, Adela, nugor, / Depimi pulchrum carminibus thalamm. / Tu 

uero nostre fabelk digna repende / Er Pensa, yan t i  fabula constiterit. (Hilbert, 184). 



In another poem, Baudn stresses the fictional quality of his Poems: 'I utter words in 
many rolcs and describe myself non1 as rejoicing, now as sorrowing; and speaking 
like a young man "I hate" or "I love sornething or other" . . . but it's not true, I make 
it all 

Thus, Baudri probably never saw Adele, he certainly was never in her chamber, 
and therefore he did not See a tapestry of any kind in that location. His Poem is 
largely a skilful fiction designed to gain him an introduction to Adele. That  he failed 
in this attempt is shown by the Poem immediately following in Sie collection, where 
Baudri repeats his plea. But Baudri had Seen the Bayeux Tapestry T h e  imagined 
tapestry in his Poem is, we believe, demonstrably based upon first-hand knowledge 
of the famous artefact. T h e  pleasure to be derived from Baudri's Poem by 
sophisticated contemporaries, including Adele, was, in large part, the pleasure of 
recognition. 

The  idea of recognition leads to a literary matter, namely the question of the 
poem7s genre. I t  is perfectly apparent that the Adelae Comitissae is a panegyric. There 
are several examples of medieval panegyric which achieve their airn by reference to 
works of art or buildings associated with the ruler or magnate addressed. Among 
these are Ermoldus Nigellus' Poem to Louis the Pious that describes a series of fres- 
coes in the emperor7s palace and church at Ingelheim.44Another example is Walah- 
frid Strabo's Poem to the same emperor on the statue of Theodoric placed in a 
courtyard before the pala~e.4~ A third is John Scottus' Poem to Charles the Bald on 
the church of St Mary built by Charles at Compikgne to serve as a royal c h a ~ e l . ~ ~  

In all three cases there is documentary or archaeological-cum-art historical 
evidence to show that the objects or buildings described actually exicted. This fact 
seems to indicate that poets did not strain their Patrons' credulity by referring to an 
object or building associated witli the Patron which was imaginary. Baudri, 
therefore, adopted the conventions of earlier Latin panegyric iz large flart. AdEle, 
who is described by Baudri as a reader of books and patroness of poets, would have 
Seen through Baudri's hyperbole and recognised the reference to an object bearing 
her family's history as factually based. 

43 See Abrahams, Poem CXZNII, W. 35-9; Hilbert, Poem 85; trans. Bond, "'Iocus Amoris"', 177, n. 
10 1. The Latin text js as foiiows. 

Quod uero tanquam de certis scriptito rebus / Et quod personis impono 
uocabula multis / Et modo gaudentem, modo me describo dolentem / Aut 
puerile loquens uel amo uel quidlibet odi, / Crede michi: non uera loquor 
magis omnia fingo. (Hilbert, 89). 

44 ''In honorem Hludovici Liber W, W. 179-282, ed. Dltrnmler, Monumenta Cermaniae Hwtorica: Poet&' 
Lahi  Ami Carolini II (Berlin, 1884),63-6. See also W. Lammers, 'Ein karolingisches Bildprogramm 
in der Aula regia von.Ingelheim', Kstiga rnediaevalia aweteiMlte zur mittelalterlichen ~istoriographze, 
Landes- w d  Grchengeschzchte (Wiesbaden, 1979), 2 19-83. 

45 M. W. Herren, 'The "De imagine Tetrici" of Walahfrid Strabo: edition and translation', 55% 
Journal of Medieual Lahn 1 ( 1  99 I), 1 18-39; earlier edition Poetae Latini D, ed. Dümmler, 370-78. 

46 Ruhe Sidereae', ed. and trans. M. W. Herren in Iohannh S d  En'ugCnae C0rmina, Scriptorec 
Hiberniae 12 Publin, 1993), 1 16-21; earlier edition Partas Lahrii 111 ed. L. Traube perlin, 1896)' 
550-2. 



T h e  Adelae Comitissae of Baud~i of Bou~aeil 

Recently, literary scholars have made much of the innovative qualities of Baudri's 
poetry, especially his 'courtliness', and the ironic character of his poetry Cast in the 
Ovidian r n o ~ l d . ~ ~  However, in writing a major panegyric work with its plea for 
patronage, Baudri remained steadfastly in the Carolingian tradition of objectivity 
when dealing with an artefact that held close and powerful association for the 
potential patron. We must therefore disagree with the conclusion of Jean-Yves 
Tilliette in his othenvise irnportant and perceptive study of Baudri's poem: 'I1 est 
donc vain de chercher dans ce poerne la moindre indication arch6ologique prkcise; 
c'est une Oeuvre littkraire, faite de mots, et qui doit d'abord etre ktudike comme 
telle.'48 The case is more cornplicated. 

47 Dronke, 'Personal Poetry'; Bond, ' "Iocus Arnoris" '. 
48 Tilliette, 'Chambre &Adele7, 153. 

Postscript. After our paper bad gone to press, we became aware of the important new b ~ o k  by Chrjstine 
Ratkowitsch, Desc$tio picbrae: Die limi.rche finktz'on der Beschreibung von Kitwerkm der latanmhm 
Grossdichtwg des 12. Jahrhunderb (Kenna, 199 I), which devotes more than a hundred pages (1 7-127) to 
an interpretation of Baudri's Poem. This wo& shouid certainly be consulted for its literary insights, 
chjefly those regarding the poem2s structure and purpose. However, Ratkowitsch did not 
UnderCake the close comparison of image arid test that we have ~resented here, and we do not believe 
that there is anything in her werk tliat would challei~ce or weaken our conclusion. 





The Origin, Art, and Message of the Bayeux Tapestry 

RICHARD GAMESON 

The Bayeux Tapestry is simultaneously one of the most informative and enigrnatic 
artefacts of Sie early rniddle ages.1 It was designed to convey a vast amount of in- 
formation, and it still does. The great size of the work (which is more than 68 metres 
lang in its present, incomplete state) indicates h a t  it was intended to cornmunicate 
in a public rather than a private context, and to reach a large rather than a small 
number of people. It is easy to grasp, at least superficially, what the Tapestry is 
about. Yet many of the issues that are central to a balanced understanding of the 
work - in particular where it was made, why, and what exactly it says - are not so 
clear. They continue to be debated, sometimes quite heatedly 

One point of which we can be fairly certain, ironically, is that the answers to rnany 
of the questions that now exercise us - who made it, for what purpose, and where 
and how was it displa~ed -will have been common knowledge to virtually everyone 
who saw it in the late eleventh cenhiry This simple fact is central to understanding 
the work today - or at least to understanding what it was not designed to tell us. We 
rnight speculate that information about the Patron and possib1y also the designer 
was originally incorporated at the end of the lost final section of the Tapestry Such 
would be consonant with contemporary practices, for ~lentiful patrons and some 
craftsmen were commemorated in inscriptions on their works (and this includes 

1 The Standard modern 'edition' remains E M. Stenton (ed.), T2eBgeux %$es@: a comprehensive SUWV 

2nd ed. (London, 1965). The standard old edition was E R. Fowkes, l leBgewc %es@: a histo?~ md 
descrifition (london, 1875) bere cited from the edition of 191 31. Of the numerous pubhhed repro- 
ductions, undoubtedly the best in terms of the quality of the photographs is D. M. Wjkon, n e  
BVeux ZÜpestry (London, 1985), d i c h ,  however, unfortunately fragments the work into tiny 
sections. The most useful reproduction for assessing the Tapestry as a whole is the one-seventh scale 
fold-out Version available from Bayeux itself. Other readily available f d  reproductions accom- 
~ a n i e d  by useful discussions include: E. Maclagan, ?7ze Bayeux %pesst.Cy Pondon, 1943); S. Bertrand, 
La %bsene de Bayern et la rnanihe de h e  au ot~ieme siicle (La Pierre-quirvire, 1966); L. Thorpe, T2e 
BYW ZÜpestry and tr4eJVorman .lnu&on (London, 1973); C.  H. Gibbs-Smth, Re B g e w  %@@J (Lon- 
don, 1973); M. Parisse, B a y m  Z j e s ~  (Paris, 1983); D. J. Bernstein, i'ize M y ~ t q  af the BVW 
%fies@ @ndon, 1986); arid W. Grape, n e  Bayeux %fies@: monwnmt to a JVorman tiumkh munich, 
1994). For a comprehensive annotated bibliography to 1986 see S. A. Brown, Ihe Bayewc T@&&: 
f1jsto~ and OibliograpCy (Woodbridge, 1988). 



textiles), and we even liave a few portraits of rnonastic scribes and ill~minators.~ 
However; it is equally likely that tl~is was not the case; and as tlle end has well and 
truly vanished, the speculation ultirnately gets us nowhere. In the absence of other 
documentation, such light as may be shed on these issues must come from analysis 
of the artefact itself. And here the one paradoxical fact mentioned earlier is dkectly 
relevant: what survives was not designed to tell its audience who the patron was or 
where it was made. The only way the modern student can approach these issues, 
therefore, is by intelligent reading between the lines - scouring the work for infor- 
mation it was not intended to provide. 

On  the other hand, there can be little doubt that the Bayeux Tapestry was de- 
signed to convey some general messages, and that they are there still. If we cannot 
see them, we are looking in Sie wrong place, in the wrong way, or perhaps we are 
just looking too hard. 

As with all things, what exactly you see in the Bayeux Tapestry and the return 
you get from the experience depends upon how you look and what you bring to it in 
the first place. It is a mark of the work's greatness that so many people get so much 
out of it when looking with twentieth-century eyes. The patron and designer would, 
no doubt, have been flattered to know how compelling their imagery remains after 
nine hundred years, and how effectively they have wooed modern beholders to re- 
gard it in terms of technology and modes of depiction, especially cinematography, 
which lay eight hundred years in the future.3 I do not want to debate the pros arid 
cons of such approaches; suffice to say that I wish to look at it, as far as possible, 
with eleventh-century eyes. 

Now there are considerable problems here. The specific mental and visual 
'baggage' of an eleventh-century beholder is, of Course, irrecoverable. This is both 
because of uncertainty concerning the context and nature of &e experience, arid 
because of the certainty that the viewer in question was a protean charactec HOW 
tlle beholder interpreted and responded to certain scenes in the Tapestry depended 
upon his assumptions, not to mention his race - as remains true today. The scenes of 
the Norman troops ravaging in England before the Battle of Hastings, which include 
the motif of a woman and child fleeing their burning house, provide a case to con- 
sider @I. For the Norman or pro-Norman beholder, pillaging and devastation 

2 Elfflad, the Patron of the extant stole and maniple of Bishop Frithestan of Winchester was com- 
mernorated in an inscription (see The Relics of St Cuthbert, ed. C. E Battiscombe (Oxford, 195% PP. 
375-432); an inscription on one hanging at Augsburgrecorded both the patrons and the craftsmen, 
while another at the same place had depictions of the four donors each identified by inscripbons 
(see 0. Lehmann-Brockhaus, SchnJ?quellen zur &nsgescIichte des 11. und 12. ~ahrhundertsfir~mficgafl~, 
Lothringen und Italien 2 vols (Berlin, 1938), I, nos 2597 and 2595). See further in general J. J. G. Alex- 
ander, Mediaial Illuminators and their Methods of Wmk (New Haven and London, 1992), pp. 9-12; arid 
R. G. Gameson, 'i%e Role qf h i n  the Laie Anglo-Saxon Church (Oxford, 1995), pp. 76-95. 

3 E.g. G. Noxen, 'The Bayeux Tapestry',Journal of the Son'ety of Cinematolo& 7 (1967-8), 29-35; A. 
Prah-Pkrochon, 'Le film animk de la tapissene de Bayeux', Stan$rd French Rariew 1 (1 977)) 339-65; 
and Parisse, Byeux lä$estry,passim. 

4 Wihon, B% %Pest% ph 50-1. Cornment: Fowke, Boyau Zpts~,  pp. 112-13. The view that thb 
is derived from Trajan's column has litde to recommend it, despite its similarity to a motif 
depicted. 



Tfze Origin, ATZ, und Message of the Bgyez~x läpesty  

were inevitable parts of a successful campaign; arid, revealingly, such events were 
actually celebratcd by the poet of the na-ontemporary Carnzen deNa~~ti?gaep~oeiio: 
'Your [William's] people invaded the land, laid it waste and incinerated it. This was 
not to be wondered at, since the stupid people had denied you as king; thereby they 
perished justly and went to oblivion.'5 For the Anglo-Saxon or pro-Anglo-Saxon 
beholder, however, these scenes and above all the motif of the woman and child will 
have been rich in pathos, and to that extent seem to be a positively anti-Norman 
touch. Harold Godwineson going to church in Bosham before his momentous ex- 
pedition to Normandy is another instance @I. 2).6 For the Anglo-Saxon beholder, 
the Scene demonstrates the Earl's pious nature; indeed some modern writers have 
commented on the apparent emphasis that is thereby laid on Harold's good charac- 
ter. For the Norman, on the other hand, it represents man before the fall; and it 
might even have been perceived to allude to the hypocrisy of Harold and his family, 
who were known for appropriating church lands.7 The extended depictions of the 
Normans building ships and their invasion fleet in fulI sag provide a final example 
(pls 15-17).* For the Angle-Saxon beholder, these are sinister moments; for the 
Norman, triumphant ones. Moreover for Odo, bishop of Bayeux, they may have 
had a particular personal resonance since we know that he had made a substantial 
contribution to the fleet.9 

It is thus very difficult to generalise concerning the responses that these and 
other scenes may ha\ie evoked in contemporaries. There were probably as many 
reactions as there were viewers - though I do not agree \vith those commentators 
who believe the Tapestry contained one message for Normans, and another for 
Anglo-Saxons.1° Much the Same appiies to the borders of the work, with their 
menagerie of birds and beasts, sometimes illustrating recognisable fables. IVfodern 

5 Carmeti de Hasti~gne Pro~lio of G p  Bishop dAnzisns, ed. C. Rilorton and H. Muntz (Oxford, 1972), 
U. 146-8 (p. 10): '[tua gens] invadit terram; vastat et igne cremat / Nec mirum, regem quia te plebs 
stulta negabat; / Ergo perit iuste, vadit et ad nichilum'. The status of this work, which was im- 
~ u g n e d  by R. H. C. Davis ('The Carmen de HmtUigae Proelio', English Hbtorical Review 93 (197% 
241-61) and has since been fiercely debated, receives knowIedgeable and balanced treatment 
from E. M. C. van Houts, 'Latin Poetry arid the Anglo-Norman Court 1066-1 135: irhe Carmen de 
Hmhgae Proelio', Journal of Medied Hhry 15 (1989), 39-62, who upholds iis very early date and 
its connection with Guy of Amiens, arid redises that it is poetry. The analysis of E Barlow, 'The 
camen de Ha~hgae Proelio' repr. in bis The Norman Conquest and Beyond (London, 1982)' 182-222, 
remains valuable. One can, incidentaUy, compare Ruodlieb, 111, 25-6, ed. C. W. Grocock (War- 
hnster, 1985), pp. 42-3. 

6 Wilson, Bayew Iitpestry, pl. 3. Comment: Fowke, Bayeux %.es@, p. 30. 
7 A. WiKams, 'Land arid Power in the Eleventh Century: the estates of Harold Godwinson', &lo- 

.%man Studies 3 (1980), 171-87 and 230-34, at 181+ R. Fleming, Kings and Lords h Conquest 
E ~ l a n d  (Cambridge, 1991), 79-86; R. Eales, 'An Introduction to the Kent Domesday' in 
f i  Kmt Domesday, ed. A. W&ams arid G. Martin (London, 1992), pp. 39-41. For a tabulaon of 
Jbrold.'~ lands according to Domesday Book See F! A. Clarke, irhe Eng12rh Nobilig under Edward the 
Co?$essor (Oxford, 1994), pp. 169-9 1. 

8 Wilson, Baym Eapestry, pis 35-44. 
9 C. W. Hofister, 'The Greater Domesday Tenants-in-Chief' in Domesday Studie$, ed.J. C. Holt 

rWoodbridge, 1987), pp. 2 19-48 at 22 1-2. 
10 l3.g R. D. Wissolii<, 'The Sa>ion Statemeiit: code in the Bayeus Tapestry', Annuale Mediaeuale 19 

(1979), 69-97; and Bernstein, n/Qstc.,y of tfir Bvtu.~ ZPPSQ, p p  114-95. 



opinion differs widely concerning die extent to 1~11ich these decorative images in the 
upper and lower rnargins can be interpreted as a cornmentary on the scenes dley 
frame,ll and it seerns likely that this has always been the case. While some eleventli- 
century beholders rnay have had the time, knowledge and inclination to draw 
parallels between certain beasts or fables and the nearby historical narrative, others 
probably did not. 

Nevertheless we can, I think, make some headway with the issue of the eleventh- 
century beholder. We rnay not unfairly categorise eleventh-century viewers as 
belonging to one of two broad groups; and we can reasonably assurne that the 
Tapestry will have in some sense catered for both. O n  the one hand, there was the 
comparatively uninforrned beholder, the person who rnay not have known too much 
about the events depicted, or rnay not have had a refined iconographic vocabulary; 
and who rnay only have Seen the work on a couple of occasions or for a short period 
of time. On the other hand, there was the better informed, visually sophisticated be- 
holder; and the person who rnay have had the opportunity to See Sie work repeatedly 
and to scrutinise every detail. As anyone who has atternpted to study the Tapestry in 
situ in Bayeux will know, it is actually very dimcult to combine these two approaches, 
The work is too vast and too rich for the serious student to be able to sustain a high 
level of concentration throughout. Even today, one either studies details, or 'runs' 
with the flow of the stoq Ideally, the Patron and designer had to satisfy bot11 Wes 
of viewer: providing sufficiently bold and blatant images for the uninformed, wi.vith 
sumcient nuance, subtlety and accuracy for the knowledgeable. One of the faliacies 
of some Bayeux Tapestry scholarship is to believe tliat we can place ourselves in the 
position of the well informed beholder. Armed with our modern works of 
reference, it is easy to forget tliat, while we can be familiar with a far wider selection 
of works in general than our medieval predecessors, we cannot know the spectrum 
of art possessed by a given place in any detail, nor its immediate cultural context. 
We have lost most of the large scale artworks of the period, not to mention its pre- 
suppositions and beliefs. By and large, we are likely to have rnore success if we try 
approach the work from the point of view of the hypothetical eleventh-century 
general beholder. I do not fool myself that we can recreate this elusive character: it 
isjust that our own state of unknowing makes us more to h h .  

There is also another, more positive reason for following such a Course. Much of 
the art that survives from before the twelfth century is of smalI scale, and it is 
reasonably interpreted in relation to a restricted circle of beholders. It  is all the 
more important, therefore, to take advantage of the Bayeux Tapestry, a unique 

11 Cf. Fowke, Bayeux %fies@,fiassim; Parisse, Bayern liipe~ty, pp. 127-32; H. E. J. Cowdrey, 'Towards 
an Interpretation of the Bayeux Tapestry', Anglo-JVo~man &'tudies 10 (1988)' 49-65 (repr. as Ch. 9 
above); C. Hicks, 'The Borders of the Bayeux Tapestry', Enplmd in the Eleuenth Century, ed. 
(Stamford, 1992)' 251-65 (particularly negative); and Grape, Bayern westu,  pp. 42-4. R~nda- 
mental On the fahles depicted is H. Chefneux, 'Les fables dans la Tapisserie de Bayeux', Romania 
60 (1934)' 1-35 and 153-94. For comment on the representation of the animals see B. Y~PP, 
'himals in Medieval Art: the Bayeux Ta~estry as an esample', Joitrnal h4eilieual HisfoV 1 3 
(1987), 15-73. 
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early medieval monumental ivork, as a rare opportunir). for ~ i n g  to reconsbuct 
something of the perspectives and points of view of a wider public. 

Proceeding with this in rnind, I shall take a broad look at six principal themes. 
These are: the origin of die Tapestry; die depiction of secular und sacred in it, par- 
ticularl~ in relation to Odo of Bayeux; the inscriptions; the visual language, especially 
the techniques of pictorial narrative; the historicity of the work; and last but by no 
means least, its overarching message. Much of what I have to say may be familiar to 
some readers, and may strike others as blatantly obvious. I can only plead that my 
focus is old rather than new views; and that what is blatantly obvious is generally true. 

As a last prelirninary, it would undoubtedly be helpful to summarise my assump- 
tions concerning the date and circumstances of production of Sie Tapests; two 
cmcially irnportant areas where fact is lacking and certainty impossible. We can be 
confident that the Tapestry was executed after 1066 (!), while the style makes it 
highly unlikely that it is much later than C. 1 100. Between these two fairly secure outer 
limits we have only inference and hypothesis to guide us. Like many other commen- 
tators, I believe the content and nature of the work strongly favour production near 
to, rather than further from, the events it depicts.12 Its numerous 'local' details, its 
attention to figures of seemingiy minor significance, not to mention the character of 
the main story itself, undoubtedl~ make best sense in the years immediately after 
1066. If the hypothesised and widely accepted connection with Odo of Bayeux is 
correct, as seems likely, then this favours the period before his fall and imprisonment 
in 1082. l 3  Circurnstantial evidente concerning the designer on the one band (to be 
presented in due course), and the consecration of Bayeux Cathedral on tlie other, 
points to 1072 x 77 as the most likely time iwithin tliis period for work to have begun. 

There is no specific information concerning the circumstances of ~roduction, arid 
although we can assume that time was of the essence, we have no idea how lang it 
took to design and make the work.14 Mle can be confident, given tlle scale of the 
artefact, that many hands were involved in embroidering it; while the homogeneit~ 
of conception points to one principal designer, if not necessanly to a Single d e s j ~ e x  
O n  the other hand, there is not a shred of evidence concerning the location of the 
embroideiy workshop or workshops responsible,15 and speculation On the is 

Cf.) inter alios, E. A. Freeman, 'The Authoriq of the Bayeux Tapestry' in his T?ze&man Conquest 6 
vols (Oxford, 1867-79)) EI, 563-75, esp. 570-2 (repr. as Ch. 2 above). 
The Suggestion that the werk was CO-issioned in 108 1/2 by Odo for Williarn as.an attempt to 
regain his favour (S. A. Brown, 'The Bayeux Tapestry: Why Eustace, ?do and WFam?', hglo- 
Norman Studies 12 (1 990)) 7-28) seems highly irn~robable given that the magery unlikel~ to have 
endeared Odo to Wifiam - not to rnention the practical difficulties of organising its rnanufacture 
from impnsonment in Rauen. 

l4  The fact h a t  thirty-five members of ihe Leck Ernbroidery Society codd embroider a f d  
reproduction between 1885 arid 1886 is of 1itt.k help here, given that we do not know how many 
hands were involved in the productjon of the original, nor how much time was aiiotted to it on a 
daily basis. Moreover, it is Self-evident that the creation of such a work de nouo was more 
demanding and would take longer than simply replicating it. 

15 If one workshop seempn'mafa&e rnore fikely 0- the scaie of the work 
might be held to favoiir multiple if time were felt to be of the essence. Our ignorance 
of the practical details of elcverith-centiiry ncedle-~vosk ateliess leaves the question insoluble. 
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pointless. We do not know from what sources the designer worked - whether from 
written texts, a series of consultations with the patron, from other conversations, 
from other images, or (perhaps rnost likely) frbm sorne combination of all these. 
The hypothesis of a single, underlying text seems to me to reflect modern thinking 
rather than eleventh-century reality, and I have yet to See compelling evidence for 
its existence.16 We do not know how closely the patron supervised the designer, nor 
how closely the designer oversaw the embroiderers. Nor do we even know whether 
the Same Person was responsible for devising both the inscriptions and the imagery 
It is, however, quite clear that considerable time and effort was devoted to designing 
the work as a whole, and that its words and irnages are intimately interwoven (a 
point discussed further below). There are, rnoreover, certain clues which shed light 
on the affiliations of the principal designer. The broad question of the work's 
origin, and the connections of the principal designer are my first main theme. 

I must spend rather longer on this subject than if I had been writing a few years ago. 
There has long been a Consensus of opinion that the Bayeux Tapestry was made in 
EngIand, which, after Francis Wormald's serninal essay of 1 957,17 turned into d- 
most universal agreement. This, however, changed dramatically in 1994 with 
publication of Wolfgang Grape's rnonograph on the Tapestry.18 Grape vigorously 
refuted the theory of English origin in favour of Normandy - in particular, 
Bayeux.lg His publishers, Messrs Prestel, felt this to be sufficient-ly exciting (not to 
mention marketable) to be worth flagging in a preface of their own (p. 21). Grape, 
we are told, 'in a brilliantly argued exposition, as vivid as a historical novel . . . estab- 
lishes that the Bayeux Tapestry originated in Bayeux itself '. 

Before we ask whether Grape has really proved his case, it is worth making a 
couple of general historiographical observations, First, although numerous scholars 
have assented to Wormald's cautious conclusions, very few have had much to add to 

16 E.g. S. Bertrand, 'Etude surla Tapisserie de Bayeux', Annales deNormandie 10 (1960), 197-206 (repr* 
Ch. 5 above);N. P: Brooks and H. E. Walker, 'The Authonty and Interpretation of the Bayeux 

Tapestry', Proceedhgs of .h Bdtle Conjrence>r Anglo-Normm Studies 1 (1979), 1-34 and 191-9 (repr. 
as Ch. 8 above); B. Bachrach, 'Sorne Observations on the Bayeux Tapestry', Cithara 27 (1987), 
1-28. The most persuasive of these is Brooks and Walker; however their 'evidence' is Open to 
alternative interpretation: see p. 204 below. It is above all the inscriptions that encourage this line 
of thought. However there is no reason to believe they predated the imagery, as opposed to being 
developed in tandem with it. In my opinion, the attempts to m&e them into a narrative text only 
underline how unlikely this is to have been their origin. 

17 E Wormdd, 'Style arid Design' in Stenton (ed.), Bayw Zfiestp, 25-36; repr. in Francis Wormdd, 
Collected Wihgs  1;. studies in medieual artJlom the $th to  the me&h centuies, ed. J. J .  G. Alexander, TJa 
Brown, andJoan Gibbs (London, 1984), 139-49 and 181-2. 

18 Gra~e ,  ZPestty; he reaches his conclusion on the subject at P. 54. E. Freeman, 'The 
Identity of iELfgiva in the Bayeux Tapestry', Annales de Normandie 41 (1991), 117-34, esp. 130-4, 
had already offered alternative views on the questions of the Tapectrfs osgin and patron; how- 
ever, as they are whofly unsubstantiated, they need not detain us, 

19 This is by no means a new view: cf, e.g., C. J. Laffetay, flotice h&riqus desc+tive sur la Qi.ss8ie dite 
de la Reine ~athilde, exjosled laBibliotlit?qut dt~apwl (Bayeux, 1873); and Fowke, Bymx 'inpcsw, P. Z3. 
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bis evidente," arid some have built on them incautiously Grape has rightlypointed 
to the ~omplacency of scholarship in this area. Secondly, as Wormald stressed, 
there was a close relationship between EngIish and Norman art in the eleventh cen- 
tu% and this hevitably problematises the task of attributing an unlocalised work to 

one side of the C%annel as opposed to the other, purely on grounds of appearance. 
This is particularly so in relation to an artefact which is unique. His conclusion was 
that an English origin was more likely than a Norman one; however some subse- 
quent writers have gone further, analysing the Tapestry as if it were in some sense 
cEnglish'.21 Grape has reacted against this, asserting that it is aItogetlier Norman. 
But is this the right way to approach the question? 1s it meaningful to try to decide 
whether die work is English ur Norman? I suggest it is not. The Bayeux Tapestry re- 
flects the interpenetration of Anglo-Saxon and Norman culture, and it should be 
understood in these terms. In his zeal to refute the extravagant view of its 'English- 
ness' and locate it in an exclusively Norrnan context, Grape has himself denied the 
essential Anglo-Norman, bi-cultural nature of Sie work. 

Grape has set the art of Sie Bayeux Tapestry in a broad context, using a wide 
range of analogues from early medieval Europe as a whole. He has not, I think, 
proved his own case for manufacture at Bayeux; however he has highlighted the 
weakness of some of the arguments for English workrnanship. The fact that the 
Patron of the work was a Norman is hardly in doubt, and Grape, like most scholars, 
believes Odo  of Bayeux to be the prime candidate. The evidence for the afl3iations 
of the designer and embroiderers, On the ot,her hand, must now be looked at afresh. 
Let US, then, review t,he main points in favour of Englisli involvement in the produc- 
tion of the Tapestq, arid assess h e  challenge that has been rnounted against them. 

First, there is the well-attested fact that England had a flourishing tradition of 
needlework in tlle Anglo-Saxen period, as indeed in later centurie~.'~ Such workin- 
cluded at least one piece which uras in some sense narrative. This was the hanging 
(now unfortunately lost) that depicted the deeds of Eildorman Byrhtnoth 0f 

Byrhtnoth is prbcipally famous today for his tragic death at the Battle of 
Maldon in 99 1,24 but what shown On his hanging is ~nknown. Various e a r * ~  
fkqqnents survive from Scandinavia, attesting to the üse of pictorial, even 

20 Probably the rnost substantial additions from an art historical perspective yere those of C. R. 
Dodweu, pointing to the correspondences between the Tapestry and detah in the 9strated Old 
Enghh Hexateuch, British Librar): Cotton Claudius B. iv: 'L'orignalitk iconographique de plu- 
ders a ~ s t r s t i o n s  ang~o-raxonnes de l'Ancien Termeot', Cofiiia d.? ci~ili~ation midihde 14 (19711, 
319-28. The most importanr discusiion from a hirtoricd perrpecti~e is Brooks and Wafier, 
luthority and Interpretation'. 

wissolik. 'The Saxon Statement3: Berilstein, iws'sy of thr8vc11.y @es@', PP. 114-95; 
Bachrach, i~bservations7. 

22 See C R. Dodwell, Art: ,18up~rqr&c (Manchester, 1982), PP. 129-69; alldj more 

g e n e r d ~ ,  A. G. Christie, EiIS~~hM~dievalEmdroidsry (Oxford, 1938). 
23 LzberEli&, ed. E. 0. Camden Society 3rd series 92 (Lolidon, 1962), 11, 63 (p 136): '% 

Wippe Prithnothi] . , . cortinam gesti~ viri sui inte*am atque depicbm in memorlam probihm 
b u k  ecclesie donavjt'. See fuurtber M. Budny, 'The Byrhtnoth Tapestv or Embroiderf in D. 

Scragg (ed.), 7-he Bath of M&nAD 991 (Oxford, 1991), 263-78. 
24 See Scrag-g. (ed.), Battle of Maldon, p~~Sit72. 
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designs on textiles there.T5 But although it is theoretically possible that this tradition 
was exported to Normandy, there is no concrete evidence that such was the case. 
And since the only northern examples with even distant visual connections to the 
Bayeux Tapestry come from Scandinavia itself and certainly postdate it, the light 
they shed on its place of origin is negligible. Docurnentary references attest to the 
countless textiles of early medieval Europe as a whole which have perished; however 
no specifically Norman tradition of embroidery can be adduced to counterbalance 
the undoubtedly flourishing English one; and the centres in France which were par- 
ticularly known for textile work in the eleventh and twelfth centuries, namely Poitiers 
and Lirnoges,*6 are a long way from the Duchy Moreover, it is clear that the Nor- 
mans admired English textiles. William of Poitiers, the eleventh-century Norman 
historian, declared & propos of the rich gifts that Duke William presented to Nor- 
mandy after the Conquest, that 'the women of the English race excel in embroidery 
and cloth of gold';*7 while Matilda, the wrife of William the Conqueror, bequeathed 
to the Abbaye aux Dames, Caen, a chasuble that had been made for her at Win- 
chester by an Anglo-Saxon ernbroideress and 'another robe now being embroidered 
in England' (along with other treasures).28 Thus primafacie a wholly outstanding 
eleventh-century embroidery is more likely to have been made in England than in 
Normandy Grape cannot gainsay this fact, and simply ignores it. 

Secondly, there is the circumstance that a couple of the spellings in the inscrip- 
tions (the language of most of which is racially undiagnostic) follow English rather 
than Norman or French conventions.29 Moreover, there are a few features that seem 
to be specifically Anglo-Saxon, namely the use of the tironian et, Sie eth in one 
personal name (Gyrth: pl. 22),30 the ash in another (Elfgyva: pl. 7),31 and the spell- 
ing of caslra as ~eas t ra~~ and Edward as Eaclwarcl (pl. 12).33 By themselves these do not 
point conclusively to England (particularly given that there is also one ward, 

25 Notably the twelfth-century fragrnents from R@n and Baldishol: respectively Oslo, Universitetets 
Oldsaksamling, and Oslo, Kunstindustrirnuseet (Wiison, Bqeux 'Ezpesty, figs 3 and 4; Stenton (ed.), 
Bq" Züpestry, figs 22 and 24). The Old Norse 'Second' or ' 0 1 8  Lay of Guthriin, which perhaps 
%tes from as early as the tenth century, describes Thora, Hbkon's daughter, in Denmark anbrold- 
ermg a narrative tapestry which depicted sailing and martial scenes: Ihe Poetic Edda, trans. L. M. 
Hohnder, 2nd ed. (Austin, Texas, 1962), pp. 27 1-2. 

26 See Bertrand, lqPissetie de Bayeux, pp. 39-40. 
27 William of Poitiers, Gesfa Guillelmi clucis Noi~ormannorum et regj Anglorum, 11, 42: Guillaume de Poitißr+ 

Histare de Guillaume le Conqudrant, ed. R. Foreville (Paris, 1962), PP. 256-8: Anglicae nationis fern'- 
nae multum acu et auri textura . . . valent'. 

28 L s  actes de Guillaume le Conqubrant et de la Reine Mathiide pour les abbayes caennaises, ed. L. bfusset, 
Memoires de la societ6 des antiquaires de Normandie 37 (1967), no. 16 @P. 11 2-13). 

29 See further R. Lepelley, 'Contribution a 1'Ctude des inscriptions de  la  Tapisserie de Bayeud, 
AnnaleJdeflormdie 14. (1964), 3 13-2 1 (repr. as Ch. 6 above). 

30 Probably rather than certainly original, the current Cross stroke being a restoration. wjlson, Ba3w 
lapestq, pl. 64. 

31 Ibid.,pl. 17. 
32 Ibid., pls 49-50. 
33 W ,  ~b 29 arid 3 0  It UEdw?~d in p b  1 and 28 (but note that the beginning of the word On thefiist 

Occasion does not appear In Montfaucon's reproduction, arid the spelling is not necessarll~ 
therefore, original). 
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parabolant, with strong French connections: pl. 4); however they are more likely in an 
~ n ~ l o - S a x o n  context ihan in a Norman one. Grape can only minimise their signi- 
ficance, and suggest they might reflect an Anglo-Saxon written source, or an Angle- 
Saxon presence in Normandy 

Thirdlx there is the fundamental artistic point h a t  the creation of such a complei 
and successful visual narrative presupposed a context in which pictorial narrative 
was flourishing. Faute de mieux we are largeiy dependent on manuscript art for our 
information here. Various pictorial cycles were produced in northern French and 
Flemish scriptoria during the eleventh century. One can point, for example, to the 
historiations of the Odbert Psalter of C. 999; the miniatures in the Saint Vaast Bible 
dating from C. 1040; the scenes in the Sacramentary of Saint Denis, also from Saint 
Vaast of C. 1050; the illustrated Life of St Omer produced c. 1070; the Life of St 
Amand made between C. 1070 and c. 11 10; and the Life and Miracles of St Quentin 
of c. 1100.34 But whatever weight we place on such works (which are a far cry from 
the Bayeux Tapestry), it is an inescapable fact that Saint Bertin, Saint Omer, Saint 
Amand, Saint Quentin and Saint Vaast are not in Normandy, and never were. This 
is not to deny that N o r m a n d ~  interacted with northern France and Flanders in the 
eleventh century; nevertheless these books do not in any respect comprise evidence 
for pictorial art in the Duchy, 

From Normandy itself we have four main relevant works. These are: the Sacra- 
mentary of Mont Saint-Michel, which contains a series of hieratic images illustrat- 
ing specific feasts and which dates from the 1050s or 6 0 ~ ; ~ ~  the giant Bible of 
Jumieges containing historiated initials, which dates from the fourth quarter of the 

34 Boulogne, Bibliotheque municipale, 20: J. Porcher, A,fanu.rcri~s dfieiiltures du uiie au xiie sit?cles (Paris, 
I 

1954), no. 11 1; R. Kahsnitz, 'Der christologische Zyklus im Odbert-Psalter', <atschn$Jitr h t -  
geschicf~e 5 1 (1988) 33-125. 

Arras, Bibliotheque municipale (now 'hiiediathdque'), 559: A. Bouterny, 'Une bible enlurninke 
de Saint-Vaast a Arras', Scr$to?iun 4 (1950), 67-81; S. Schulten, 'Die Buchmalerei des XI. Jahr- 
hunderts im Kloster Saint Vaast in Arras', Münchener Jahrbuch der Bildenden ICunst 7 (1956), 
49-90, a t  5 1-7 with cat. 3. 

Paris, Bibliothdque nationale, lat. 9436: Porcher, iMa7luscnts dphtures, no. 239; Schulten, 
'Buchmalerei', pp. 66-72 with tat. 17; D. Gaborit-Chopin, et al., Le trlsor de SaitltDmis (Paris, 1991), 
no. 14. 

Vdenciennes, Bibliotheque rnunicipale, 502: Porcher, Manuscrifs dpeitltures, no. 159; B. abou-el- 
Haj, 'Consecration and Investiture in the Life of Saint Amand', Art Bulletin 61 (1979), 342-58; C. 
Deremble, 'L'eniuminure' in H. Oursel et Rom1 (La Pierre-qui-vire, 199% 259-340 at 
30 1-2; and B. Abo*-el-Haj, 'T&e Mediecal c ~ l t  $ S&ts:formatio~c a~id h&ormatio!ü (Cambridge, 
1995), 85-106 and 156-9. 

Saint Omer, Bibfioth&-pe rnunicipde, 698: Porcher, Ma?lwrnts dphtures, no. 118; Deremble, 
'L'~nhrninure', pp. 293-7; A. Boinet, 'Un rnanuscrit i pejnture de la bibliothkque de Saint- 
Omer', B~l le t i i tArc~oLo~~u~ du comitt! des trmatcs histonques(l9@4), 415-30. 

Saint (&Uen&, Tresor de la Basaque, cn: Porcher, Manuscrib dpantunf, no. 1801 Deremble, 
'~enluminure' ,  pp. 3 13-14. 

35 York, Pierpont Morgan Librar): M 641 (ivith Rauen, Bibliothdque rnunicipde, Mrn. 15, 
~ u p p l .  ms 11 6): J. J. G. Alexander, Nortnon Iliw~i>r,oliori at Mon l  Sailit-~Lficllui (Oxford, 197% pp. 
127-72. 



eleventli c e n h i ~ y ; ~ ~  the Saint Ouen Augustine, dating from the end of the c e n t ~ r y , ~ ~  
and the Prkaux copy of Gregory's Aloralia of C. 1100,38 both of which are likewise 
decorated with historiations. These can be no doubt that this is altogether less im- 
pressive, not to mention chronologically later, than the showing from soutliern 
England. Here around the millenium we find the production of several fully or 
nearly hlly illustrated copies of Prudentius' Psychoma~hia,3~ and more inventively an 
elaborately illustrated codex of vernacular biblical ~ o e t r ~ 4 O  In the fist  quarter of 
Sie eleventh century we can point to the Sacramentary of Robert of Jumikges, 
whose text is interspersed with narrative and hieratic images.41 In the second quar- 
ter of the cenhiry we find the production (in multiple copies incidentally) of a ver- 
nacular Hexateuch with over 400 narrative scenes, the rnost densely illustrated 
surviving book to that date;42 while from the third quarter there is the Tiberius 
Psalter with an extensive, self-contained prefatory cycle of full-page i r n a g e ~ . ~ ~  In 
the fourth quarter there are the intermittent pictorial initials in Durham Cathedral 
Library, B. 11. 16;44 while at the end of the century we find the illustrated life of St 
C~ thbe r t ?~  and the initials in Sie passional, British Library, Arundel 9146 - to men- 
tion only the highlights. Three of the volumes mentioned, we may note in passing, 
the Hexateuch, Durham B. 11. 16, and Arundel91, are certainly or probably from 
Saint Augustine's Abbey, Canterbury Once again, in so far as surviving material is 
an adequate guide, England would seem to have been a far more favourable context 
for the production of an ambitious narrative tapestry than Normandy 

This leads on to the fourth point. Grape's contention is that the Bayeux Tapestry 
was made in Normandy, most probably at Bayeux. But die developrnent of pictorial 

36 Rouen, Bibliothkque municipaie, A. 6: E Avril, iVlonuscnts nornzands ~i-xiviierne si2cle.r (Rouen, 1975), 
no. 20; Z h o r s  des abbyes tiorrna~ides (Rouen and Caen, 1979), no. 136. 

37 Rouen, Bibliothkque municipaie, A. 85 (Augustine, hi a n ~ i ~ e l i u m  S. Ioh<uinis): Avrii, i ida?iuscnt~ nur- 
mands, no. 33. 

38 Rouen, Bibliothique municipale, A. 123: &d., no. 58, 
39 London, British Library, Add. MS 24199; Cotton Cleopatra C. viii; Cambridge, Corpus Christi 

College, 23: E. Temple, Anglo-Saxon Manucripts 900-1066@ndon, 1976), cats 49,51,48, and 58. 
40 Oxford, Bodleian Library, Junius 11: Ibid., cat. 58; facsimile: f i e  Cgdmon Manuscript of Biblical 

Poety, ed. I. Gollancz (Oxford, 1927). The problems that beset ik production suggest that this was 
a first auempt at combining text and images in this way: See further H. Broderick, 'On the Method 
of Illustration in MS Junius 11 and the Relationship of the Drawings to the Text', Scriptonum 37 
(19831, 161-77. 

41 ~ o u e n ,  Bibliothhque municipale, Y. 6: ?& Missal of Roben -fjumiiges, ed, H. A. Wilson, H e n ~  
b-adshaw Society 1 1 CLondon, 1896); Temple, Anglo-Saxon Manuscnfits, cat. 72. 

42 British Library, Cotton Claudius B. iv: Temple, Angle-Smn Manm$ts, cat. 86; I h e  Old Enghh 
nl~trated Hexateuch, ed. C. R. Dodweli and P. Clemoes, Early Engkh Manuscripts in Facsimile 18 
(Copenhagen, 1974). 

43 Britkh ~ i b r a k  ~ o k o n  Tiberius C. vi: Temple, Anglo-Smn MmllScipts, cat. 98; F Wormald, 'An 
English Eleventh-Century Psalter with Pictures', Wabole Socieg 38 (1 962), 1-13; repr. in Wormald, 
Collected Wrihes 1, 123-37. 

44 R. A. B. ~yn&, 'hrhum CathedralMonucrifits (Oxford, 1939), no. 35 with pl. 24. 
45 Oxford, University College, 165: C. M. Kauffmann, Romanesque Manurckfits (London, 1975), nO. 

26; M. Baker, 'Medieval Illustrations of Bede's Life of St Cuthbert', Journal of the Warbarg und 
Courtauld Institutes 41 (1 978), 16-40. 

46 British Library, Arundel9 1: Icauffmann, Romn~iesque h.inrlwcr$fs, cat, 17. 
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art there seems to have been predominantly a phenomenon of the late eleventh 
century. Most Norman books dating from before C. 1066 have minimal pictorial 
matter, rnuch of it of a low quality In the last third of the eleventh cenhiry and the 
early twelfkh century we find an increasing range of irnagery used in books, but it is 
still lirnited in quantity and restricted in context. The decoration of the masterpieces 
of this phase of Norman illumination, such as the Jumikges Bible and Gospels, the 
Carilef Bible, the copy of Jerome's commentary on Isaiah illuminated by Hugo 
Pictor, and the Prkaux Gospels,47 is confined to author portraits and historiated 
initials. Nor is there rnuch in the Corpus of Norman sculpture from the eleventh 
century to alter this picture, for figural subjects are extremely rareq4* Bayeux does 
seem to have been in the vanguard of Norman artistic activity - the best available 
sculptors were employed on the cathedral which was consecrated in 1077,49 and the 
highly talented Carilef Bible scribe (active between c. 1085-c. 11 25) appears to have 
worked there50 - but it can show nothing which is even remotely comparable in style 
or technique, let alone scope, to the Tapestry, The one important exception to the 
generd paucity of Norman ~ictorial art during the eleventh century is the abbey of 
Mont Saint-Michel, where the develo~ment of book production and decoration 
was more precocious, and whose illustrated sacramentary has already been 

47 Rauen, Bibliothkque municipale, A. 6: Avril, Manuscrits normands, no. 20. 
British Library, Add. MS 17739: Z~sors des abbayes normandes, no. 138; J. Backhouse, D. H. 

Turner, arid L. Webster (eds), 'Tl~e Golden Age ofAnp10-Saxon Art (London, 1984), no. 262. 
Durham Cathedral Library, A. II. 4: Mynors, Durham Cathedral Manuscripts, no. 30 with pIs 

16-18; M. Gullick, 'The Scribe of the Carilef Bible: a new look at some late eleventh-century 
Durham Cathedrai Manuscripts' in MedieualBookProduchon: assessig tize evidente, ed.,L. L. Brownrigg 
(Los Altos, 1990), 61-83; D. Rollason (ed.), Anglo-Norman Durham: a cataloguejr an exhzbztion 
~ n ~ c r i p t s  in the 77ea.m~ Durham Cathedral@urham, 1993), no. 3. 

Oxford, Bodleian Library, Bodley 7 17: 0. Pacht and J. J. G. Alexander, Rlutm'natedMantlscn~ts in 
the Bodleian Library, oq%rd I: &man, fit&, flenish, French and Spmish Schools (Oxford, 1966), no. 
44.1; 0. Pacht, 'Hugo Pictor', Bodleian fibrary Record 3 (1950), 96-103; with colour plate in C. de 
Hamel, A Histoy ofnlumzhated Manuscrip~ (Oxford, 198% a. 81. 

British Library, Add. MS 11850: zsors  des abbges normmdes, no. 128; Backhouse et al., Golden 
4e ,no .261 ,  . 

48 M. Bayle, origines et lespremiers dt!ueloppements de la sculpture romme en firmandie, Art de Basse- 
Normandie 100 bis (Caen, 1992). See pp. 86 fE with ills 242 and 246 for the rare examples at 
Lonlay and Goult, both s. xiy and ill. 484 for La Trinitk, Caen. 

49 Bayle, Sculpture rmme en .,Vormandie, pp. 118-24 with ills 418-28 (where they are dated to between 
l055-75); for better reproductions See L. Musset, flormundie 7 0 W  2 vok, 3rd ed., F a  Pierre-qui- 
vire, 1987), I, ills 104-7. The crypt capids that are .du, dthough boldly  CU^, are decorated with 
f$l~ simple foliate motifs (not aU of them fuiiy finished) or maiks. The er A b  figurd apiraL 
whlch are of a rnuch larger are very rudimentarily carved: the figures are not rounded, rather 
they are Rat-fmnted, as if simply incised onto the surface of the origind bleck. Given tha! Grape 
(B?'m % $ e ~ t ~ ,  pp. 52-3) places considerable weight on these r a p i d ?  i t  is worth stressmg !hat 
nelther the fiwres of the eX db capitah, nor the foliate motifs an the in ones have anY sVbtlc 
correspondence with the Bayeux Tapestry. 

50 ?esie hb writing of Bayeux Cathedral Library, 57-8; the Bayern entry the 1122 mortuarY rollof 
Abbot Vitalir; arid Par-, Bibliotheque Mazarine, 404 (729), a sacramenhry for the useof Bayeux: 
See further Gullick, 'Scribe of the Carilef Bible', pp. 72-49 



mentioned.51 This house may in fact be indirectly relevant to the origin of the 
Bayeux Tapestry, and we shall return to it in due course. Nevertheless, Mont Saint- 
Michel notwithstanding, there is little in the Corpus of eleventh-century Norman 
art, particularly before c. 1080, to suggest an artistic setting for the production of 
the Tapestry; and certainly nothing to match the auspicious artistic context 
provided by English material. 

The fifth point is stylistic. The lively pictorial style of the Bayeux Tapestry has 
often been compared to the draughtsmanship of Anglo-Saxon manuscripts. Now 
Grape rightly points out how incautious some such comparisons have been. The 
Tapestry does not have the fluidity of many of Sie English drawings to which it has 
been likened, nor their agitated hemlines. He, for his part, points to one Page in the 
Bible of Saint Vaast, Arras, and observes that its stEer style of draughtsmanship is 
more closely akin to that of the Ta~estry.~2 This is certainly true of the drawing he 
cites, however other decorated pages in the Bible, some of which are appreciably 
cruder, do not offer such good parallels.53 Moreover, it remains difficult to See how 
comparisons with northern French and Flemish art can proue that the Tapestry 
originated in Norrnandy when there is nothing so close in Norrnan art.54 It is, of 
course, a moot point how far one should expect the stylistic mannerisms of manu- 
script art to be rnaintained in a textile medium. The process of embroidery may 
well have stiffened lines which were originally rnore fluid - in which case the idiom 
of the 'cartoon' is likely to liave been closer to that of an Anglo-Saxon drawing rhan 
a northern French one. But one need not push this point too far, since there are in 
fact Angle-Saxon works which are st)ilistically more akin to the Tapestv than those 
whose depee of affinio; to it Grape rightly rninirnises. The highly agitated mariner 

of drawing w7as only one wend of English draughtsmanship, albeit an influential one. 
More stolid work had been done alongside it in the tenth cenhiry, and continued to 
be produced in tihe eleventl1.~5 The Old English Hexateuch is one instance. Closer 
in time to the Tapestry, one may point to works like the Tiberius Psalter, the 

5 1 See further in general Alexander, Mont Saint-Michel; and M .  Dosdat, L'enluminure romane au Mont 
Saint-Michel xie-xiie sitcles (Avranches, 199 1). 

52 For which See n. 34 above. 
53 He cites vol. 114 fol. 70v, which is indeed animated, lively, and weli drawn. Vol, I, fol. 170r, On the 

other hand, is far less welidrawn, and the figures are durnpy and wooden. These two pages maY be 
conveniently compared in Deremble, 'L'enluminure', pls 1 19-20. 

54 The degree of special pleading involved is apparent in sentences such as, 'In the mid-eleventh 
century the monastery of Saint-Andre at Le Cakau-Cambrksis (near Cambrai, ag& notfarjom 
north east borders of Normanh) [my italics] was producing iuuminated rnanuscripts that have a far 
better claim than any Anglo-Saxon work to be regarded as stylistic antecedents of the Tapestry' @. 
52). Readers whose sense of geography is better developed than Professor Grape's will be awstre 
that Bayeux is in Western Normandy, some 320 km from Cambrai, as the crow flies. Moreover, 
anyone who hac actualiy seen the 'Le Cateau' Gospels (Cambridge, Fitzwilliam Museum, 
McClean, 19), the example Grape cites, wiii be aware that it is a poar comparison for the style of 
the Bayeux Tapestry. 

55 See E Wormald, Eng1G.h Drawings d the 7enth and Eleutnth Cenhuier (London, 1952), pp. 24-99 
Further on mid-eleventh-century dratving styles see R. G. Gameson, 'English Manuscript Art 111 

the Mid-Eleventh Century', ~l~ihqumiesJounlal7 1 (1991), 64-122, esp. 79-81. 
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Caligula Troper, 'St Wulfstan's Portiforium', und the Exeter G o ~ p e l s . ~ ~  Another 
good parallel is provided by the aforementioned Durham B. 11. 16, produced at 
Saint Augustine's Abbey in the last third of the eleventh c e n t ~ r y . ~ ~  Here one sees a 
combination of lively gestures and solid forms akin to the art of the Tapesq. The 
same features appear in EngIish works of C. 1 100 such as the Durham Vita Cuthberti58 
and the 'Lewes Group' of walI paintings in S u ~ s e x ; ~ ~  however by this time the forms 
have a n  additional solidity and the style has moved beyond the phase we See 
reflected in the Tapestry, 

The  sixth point concerns specific visual parallels between the art of the Tapestry 
and works of English origin or early pro~enance.6~ Some of these Grape simply ig- 
nores, others he tries to minimise. There are, for instance, the correspondences be- 
tween details of daily life shown in the Old Englis1-i Hexateuch on the one hand and 
the Tapestry on the other (pl. 5). Grape actually illustrates several of these cor- 
respondences but holds them to be of no particular signscance for the origin of the 
work. One might perhaps argue that any eleventh-century work which illustrated 
daily life would show such connections, and in theory this is probably true; however 
since so very few surviving eleventh-century works do illustrate contemporary life, 
the relevante of the one highly unusual book that does so in extmo is all the ~ e a t e r . ~ ~  - .  - 

Then there are the pervasive jutting jaws, hunched shoulders and gesticulating, 
outstretched hands to be seen throughout the Tapestry. These are the hallmarks of 
the Utrecht Psalter derived style that was prominent in late Anglo-Saxon art, 
especially at Canterbury.62 Though echoed in some Norman works dating from the 
end of the eleventh century, the mannerism was not as popular in Normandy as in 
England, and it had no demonstrable progeny in Bayeux. Of this Grape makes no 

56 Respectiveiy: London, Bntish Library, Cotton Tiberius C. vi (Ternple,Aglo-Saxon Manuscnjts, cat. 
98, ik 302-1 1); Cotton Caligula A. xiv (Ibid., cat. 96, ills 293-5); Cambridge, Corpus Christi Col- 
lege, 391 (Worrnald, Eng1W.h Dralerings, cat. 11,pl. 39); andParis, Bibliotheque nationale, lat. 14782 
(Kauffrnann, Romanesque Manuscnpts, cat. 2, dis 3-6; also F. Avril and F! Stirnemann, Manuscnts 
enlumulks d'ongine inrulaire viie-xxe dcle (Paris, 1987), no. 26, col. pl. C). 

57 See n. 44 above. For a further iiiustration see Gameson, 'Mid-Eleventh Century', fig. 25. 
58 See n. 45 above. 
59 E. W. Tristram, Eng1W.h Medieval M~l l  Painting: th TieLjYi Centuy (Oxford, 1944), PP. 1 13-1 5 and 

128-33 with pls 28-44.; D. Park, 'The "Lewes" Group of Wall Paintings in Sussex', Angle-flormm 
Studies 6 (1984), 201-35, esp. 222-7 (for style). 

60 Bernstein, Mystey of thB~ayem Efiestry, pp. 37-47, iliustrates these f d y  
61 Moreover, the few 0 t h -  examples are to be found in English and not Norrnan ~ t ,  namely the 

calendar iiiustrations in London, British fibrary, Cotton Julius A. vi, and Tiberius B. V, both of 
possible Canterbury, Christ Church, origin: Temple, Aqlo-Saxon Manwc+ts, cats 62 and 87. The 
most farnous exarnples in rnanuscri~ts produced in France date frorn the early twelfth century and 
are sorne of the initials in the copy of Gregory's Moralia produced at Citeaux during the abbacy of 
the Englishrnan Stephen Harding (Dijon, Bibliotheque rnunicipale, 168 + 169 + 170, and 173)' 
which rnay in fact reflect English influence. See Y Zaluska, L'enlurnuiure et le scn;3ton'um de G t e u  
XIIe sisiecle (Citeaux, 1989), cak 3 arid 4; also C. T. Davidson, 'Sources for the Initials of the Citeaux 
Mord~b inJob', Studies in C2terGirm Art mdArchitecture In, ed. M. F! Lillich (Kdamazoo, 1987), 46-68. 

62 Wormdd, Eng12h D7a&g~, pmim; D. Tselos, 'English Manuscript lliurnination and the Utrecht 
Psalter', ArtBu&tin 41 (1959), 13749; R. G. Gameson, 'Manuscri~t Art at Christ Church, Can- 
ta-bury, in the Generation after St Dunstan' in N. Ramsay, M. Sparks and T. ~ a t t o n - B ~ o w ~  (eh), 
St D~nstan: HW.h$, i'-tmmes arid Cult (Woodbridge, 1992), 187-220 at 206-9. 
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rnention. Nor can he counter the circumstance that good parallels for some of the 
architechiral features are also found in English rather than Norman man~scr ip ts .~~ 
Conversely, he points to the use of faces in profile in the Tapestr~, citing it as a 
northern French characteristic. There are considerable difficulties here. The extent 
to which profile faces are utilised in the Tapestry is unusually great in the context of 
eleventh-century art as a whole. The main reasons for this have nothing to do with 
race, but are rather the lateral flow of the narrative, and the fact that it is easier to 
embroider profle faces Sian three-quarter ones. In point of fact the use of profle 
faces was increasing in England as much as in Normandy and France during the 
later eleventh century, and the feature cannot, therefore, be regarded as racially 
diagnostic. Furthermore, profile faces were considerably more prominent in Eng- 
lish art of the first half of the eIeventh century than Grape acknowledge~.~~ Indeed, 
with supreme irony, the very example he uses to illustrate his contention that the 
motif is a northern French one is actually an Anglo-Saxon drawing.65 Finally, there 
is the well-known specific parallel between the scene of Odo blessing the food (pl. 
18) and the type of Last Supper depicted in the Gospel Book of St Augustine, a 
sjxth-century Italian rnanuscript, traditionally associated with St Augustine of Can- 
terbury, and certainly owned by Saint Augustine's Abbey in the eleventh century. 
Wriggle and bluster as he does, Grape cannot escape from the fact that this is by far 
the best visual parallel for the scene. His riposte (P. 31) - that this rare type might 
have been more generally current than the evidence suggects, and that the designer 
cannot have known this very version because Christ has a chalice in front of him 
whereas Odo has a fish - rings hollow 

Grape's modus operancliis to draw upon European art as a whole between the tenth 
arid the twelfth century to show that there are equally good, occasionally better, 
parallels for the art of the Bayern Tapestry elsewllere than in England. The fact h a t  
he can do this is not surprising and it is certainly not significant. The existente of 
isolated parallels scattered across France, Germany, Scandinavia and Spain simply 
shows that the Tapestry fits into a general context of contemporary European art. 
It in no way counterbalances the fact that by far the greatest collocation of parallels 
arid analogues is to be found in southern England. It is particularly difficult to 
understand how he can believe that drawing good stylistic parallels with northern 

63 V. S. Mann, 'Architectural Conventions in the Bayeux Tapestry', Marsyas 17 (1974-5), 59-65. 
64 As perusal of the plates in Temple, Anglo-Smon Manwcnpts, confirms. 
65 Paris, Bibliotheque nationale, lat. 6401, fol, 5": Temple, &lo-Saxon Manuscifits, cat. 32; Avril arid 

Stirnemann, A4unwcrits enluminks d'onigine insulaire, no. 19. 
66 The scene is Wilson, Bqeux Zpes t~ ,  pl. 48. The manuscript is Cambridge, Corpus Christi Col- 

lege, 286, on which See F. Wormald, I h e  Miniatures in the Gospels of Saint Augustine (Cambridge, 
1954); repr. in his Collected Wntings I, pp. 13-35. For discussion of the parallel between the Bayeux 
Tapestry arid the Scene of the Last Supper on fol. 125r see L. Loomis, 'The Table of the Last S ~ P -  
per in Religious and Secular Iconography', Art Studies5 (1927), 71-90; and Brooks and WalkeG 
k t h o n t y  arid Interpretation', pp. 14-17 (pp. 74-6 above). For discussion of possible correspon- 
dences between the Tapestry's depictions of warfare md those in Canterbury manuscripts (Christ 
Church and Saint Augustine's) see J. Kiff, 'Images of Warfare in early ~leventh-CenturY 
England', Anglo-Norman Studies 7 (1 985), 177-94, esp. 19 1-4.. 
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French arid Flemish art (bis largest concentratioii of material) can possibly prove 
that the Tapesti-y was made at Bayeux. In general, Norman material is conspicuous 
by its absence from his discussion; and this in itself m&es a ver). strong counter- 
point, demonstrating the lack of an artistic context for the work in Normandy 
Grape usefully rerninds us that the case for an English origin is merely a hypothesis, 
and that it has been used incautiously by some scholars. But he cannot point to any 
other single place where ernbroidery flourished, techniques of pictorial narrative 
throve, lively draughtsmanship was practised, the Utrecht Psalter and the St Augus- 
tine's Gospels were owned - not to mention where the Normans were in control. 

There is, in fact, additional circumstantial evidence that the designer of the 
Bayeux Tapestry had strong English af3liations; or, to be more precise, that he had 
connections with Saint Augustine's Abbey, C a n t e r b ~ r y . ~ ~  Because of the Bayeux 
provenance of the Tapestry, because of the ernphasis it places on the relics of Bayeux 
(pl. 1 0)F8 and because of the prorninence it gives to Bishop Odo of Bayeux (pls 15, 
18, 24), it is generally assumed that Odo, half-brother of William the Conqueror, 
was its patron. This hypothesis is strengthened by the circumstance that certainly 
two and possibly three of the very few minor characters who are narned in the Tap- 
estry - Wadard, Vital and Turold - can be documented as Odo's t e n a n t ~ . ~ ~  Now as 
well as being the bishop of Bayeux, Odo was from 1066/7 until his downfall in 
1082 the earl of Kent.70 Thus if Odo were the patron (something which Grape 
does not doubt), the most obvious place for him to obtain an English designer 
would be Kent, and above ail Canterbury, the principal town of his earldom and a 
major centre of art production. Circumstantially, therefore, Canterbury is a likely 
location for the cornmissioning and design of the Tapestry at least; and the nature 
and high quality of its surviving art is in acc0r.d with t h i ~ . ~ l  Historical considerations 
suggest that Odo is far more likely to have approached Saint Augustine's Abbey, 
with which he enjoyed good relations, than Christ Church Cathedral, with which 
he was locked in &spute over land ownership, Odo is known to have been a bene- 
factor of St Augustine's, and the comrnunity sought his advice on the translation of 
Abbot Hadria& relics.72 We also know, incidentally, that a wadard held landfrom 
Saint Augustine's, an arrangement made in the time of Abbot Scofland.73 

67 See further Brooks and Walker, 'Authority arid Interpretation', pp. 13-1 8 (pp. 74-7 above). 
68 Showing Harold swearing hk oath On them (rather than at Bonneville or Rouen). See further n. 

122 below. See D. Bates. Mliam the Conouemr(London, 1989), P. 61, for an attempt to reconcle the . . 
conflicting traditions. 

69 Fowke, Bayeux Epesm PP. 40-3 arid 102-3; C. Prentout, 'Essai d'identification des personnages 
inconnus de la Tapisserie de Baye&, Revue HGtodque 176 (1935), 14-23 (repr. as Ch. 4 above); 

'The Norrnans in Canterbury', Canterbury Archaeologicd Socie~ OccasiondPakers 2 (1 9591, PP. 
1612; also Brooks arid Walker, %honty and Interpretation', PP. 192-3, Ni. 22-3 @P. 68-9 above). 

70 Further on Odo see D. Bates, 'The Character arid Career of Odo, Bkhop of Bayeux', SpeCulm 50 
(1975)' 1-20. 

71 As Wormald, 'Style and Design', p. 34, concluded. 
72 Bates, 'Ode', pp. 9-10; D, Bates, 'T-,~ Land Pleas of William I's Reign: Penenden I-Ieath Re- 

visited', Bulle& d the InSdtute d Histot+ital Research 5 1 (1 978)' 1-19; also Brooh and 
l ~ l t h o r i t ~  and Interpretation', p. 17 @. 69,1i. 22 above). 

73 Urry, 'Normans in Canterbury', pp. 11-12. 
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Yet further evidence can be adduced in favour of the designer of the Tapestry 
haWig had a connection with Saint Augustine's Abbey. Saint Augustine's was one 
of the very few centres in England to maintain the production of significant num- 
bers of high-grade books, along with a flourishing tradition of decorating them, 
during the last third of the eleventh c e n t u r ~ . ~ ~  Some of these volumes include 
pictorial imagery, among which we find interesting parallels for the art of the Bayeux 
Tapestry. Its figure style is matched in Durham B. 11. 16, as we have Seen; its images 
of kingship are echoed in the depiction of King Bthelberht enthroned in British 
Library, Cotton Vespasian B. xx;75 while an interest in pictorial narrative re-emerges 
in some of the initials of British Library, Arundel9 1, the one surviving unmutilated 
voIume of a seven-volume passional ~ e t . ~ ~  Now, we alluded earlier to the fact that 
there was one centre in Normandy which had a fairly flourishing artistic tradition 
in the earlier eleventh century, namely Mont Saint-Michel. It just so happens that 
the first Norman abbot of Saint: Augustine's, a certain Scotland (Scollandus), had 
come from Mont Saint-Michel, where, incidentally, we know he had worked as a 
~ c r i b e . ~ ~  He was abbot between 1072-87, and, unlike his successor, he does not ap- 
pear to have sparked off dramatic resentment arnong the comrnunity. It seems likely 
that Sie presence of an abbot from the most decoratively active Norman scriptorium 
contributed to the continuing tradition of fine book production and decoration at 
Saint Augustine's during this period. Thus in addition to possessing the St Augus- 
tine's Gospels and the Old English Hexateuch, Saint Augustine's Abbey in the 
1070s and 80s was where the best and rnost vigorous English and Norrnan artistic 
traditions met. Moreover, with its Norman abbot it would have been approachable 
as well as geographically convenient for Bishop Odo, earl of Kent. Could this be 
one of the reasons, one wonders, why the Bayeux Tapestry actually depicts arid 
stresses Mont Saint-Michel itself, with the designer apparently showing some 
knowlege of its eleventh-century architecture (pl. 8)?78 

There might seem to be a problern here. It is quite clear that the designer of the 
Tapestry knew the world around him very well: countless details, not least the 

74 See R. G. Gameson, 'Engiish Manuscript Art in the late Eleventh Century: Canterbury and its 
Context' in R. Eales and R. Sharpe (eds), Canterbury md the florman Conquest (London, 1995), 
95-145. Further on these books see the fundamental account of C. R. Dodwell, Ihe Canterbuv 
School of Illumkation (Cambridge, 1954), esp. pp. 6-32. 

75 A coiiection based around Gosceiin's fitae sanctarum. Gameson, 'Late Eleventh Century', pl. 11. 
76 See n. 46 above. 
7 7 Alexander, Mont Saint-Michel, pp. 17-18. 
78 Wikon, Bayeux Westry, pl, 19. It is emphasised by the inscnption: 'Hic Wiiielm duxet exercitus eius 

venerunt ad rnontem Michaelis'. For cornparison with the eleventh-century architecture See Alex- 
ander, Mont Sht-Michel, pp. 16-17. The depiction of Mont Saint-Michel underiines the fact that 
Wiliiam is leaving Normandy for Brittany; however this is unlikely to have been the main reason 
for its inclusion, since the river Couesnon in the very next scene conveys the Same point quite 
clearly. It might also perhaps allude to the piety of the Normans, apoint elaborated by S. Bertrand, 
'Le Mont-Saint-Michel et ja Tapisserie de Bayeux' in bNormandie bhidictine au t aps  de Guillatlme le 
Conqubmt (Lilie, 1967), 137-40; cf. also her i'apkseiie de Bayeux, p. 87. Fowke, Byeux irapestry, PP. 
5%9, points to a further connection with Odo, whose re-foounded monastery of Saint-Vigor in 
Bayewt received personnel from Mont Saint-Michel (cf. Alexander, Mont Saint-Michel, pp. 12-13). 
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depictions of combat, attest to the fact. 1s this compatible widi the hqothesised 
connection with Saint Augustine's Abbey? The answer must be: yes. The aforemen- 
tioned Old English Hexateuch suggests that an artist who knew and could evoke 
the world had been active there before the Conquest. We know that some monks 
travelled (sometimes extensively) and interacted with the world at large. Nor was 
every monk a child oblate: in fact the number of adult recruits may have risen 
sharply in the wake of Sie Conquest. Moreover by no means everyone associated 
with Saint Augustine's was a professed mona~tic.~g Indeed it is eminently Iikely that 
some Saint Augustine's artwork of the early post Conquest period, particularly 
stone sculpture but possibly also manuscript decoration, came from the hands of 
hii-ed professionals - we have documentary references to paid 'professional' scribes 
working for Abingdon and Saint Albans around this 

The final point I wish to make on the subject of the origin of the Tapestry is 
more general and harks back to the comments at Sie beginning of this section. Be- 
cause of Grape's assertion that the Tapestry was made in Normandy, my discussion 
has focused on its English elements and dimension. It is all the more important, 
therefore, to stress here that the only meaningfiul term that can be used to describe 
its origin is Anglo-Norman. The likelihood that the embroidery was done by English 
hands, and the probability that the designer had connections with Saint Augustine's, 
Canterbury, does not make the Tapestry an English work. Nationalistic traditions of 
historiography have polarised the issue: is it an English work or a Norman one? 
Common sense should make us See that the distinction is artificial. England and 
English artists had been interacting with France, Flanders arid Normand~ through- 
out the eleventh cenhiry, processes which intensified during die reign of l3dward 
the Confessor. The first generation of manuscripts produced in England after the 
Conquest shows the participation of both Norman and Anglo-Saxon hands, arid 
reveals the intertwining of Norman and Angle-Saxon approaches to texts and their 
presentation.81 Conternporary sculpture, such as survives, shows similar themes. The 
background for the Bayeux Tapestry is self-evidently Anglo-Norman: its patron was 
undoubtedly Norman; its embroiderers were probably English; its inscri~tions 
include both Ando-Saxon and French ~ s a g e s ; ~ ~  and its designer was arguably an 
Englishman familiar with a context where the best of hglo-Saxen arid Norman 
pictorial art met. The Bayeux Tapestry is the first major rmnument of 

79 See, e.g., Urry, 'Normans in Canterbury', pp. 2-3. 
80 Thomas Walsingham, A.h.ha&m Monarterii Smtcti Albatii, ed. H. T. Riley 3 voi, Roh Series 

(hndon,  1867-9), I, 57-8; Chronicon MonateG de Abitgdon, ed. J Stevenson, 2 voi, ROUS Series 
(London, 1858), II, 289. 

81 See further Gameson, 'Late Eleventh Century'; also R. M. Thomson, 'The Norman Conquest 
and Engiish Libraries' in i'& Role qf fieBook in Medievd Culture, ed. I! Ganz, 2 vols, Bibliologia 3-4 
Furnhout, 1986), II,27-40. 

82 Lepelley 'Contribution & I'etude des inrriptions7, concludes: 'Bien qdecrites en latin, eiies nous 
permettent en effet de deceler les Premiers r&uliats de l'interp6nerration de deux langues: le fran- 
gais et 17anglai. AusSi pouvoni-nous afirmer qu'elles constituent le premier monument 6crit de la 
civilisation anK1o-normande ou, pour employer une expression plusjuste, de la civilisation angle- 
francaise' (translated at p. 4.5 above). 
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Norman culture; its magnificence provides an excellent foretaste of the fruitfulness 
of that union. 

Sacred and Secular 

My next subject is sacred and secular in Sie Tapestry. Not only is this a theme of 
central importance for understanding the work itself, it also has a bearing on the 
thorny issue of where it might have been displayed. 

It has Iong been debated whether the Tapestry was designed to be hung in a hall 
or a church, and part of the argument against the latter setting is the 'secular' 
nature of the imagery.83 This, however, is a deeply flawed line of reasoning, which 
rests on an anachronistic and oversharp division between the sacred and the secu- 
lar. We know that lay society commissioned and owned religious art as a matter of 
Course, and equally that reIigious foundations possessed overtly secular art. This 
was true of hangings as much as anything ehe. The uelum showing Ealdorman 
Byrhtnoth's deeds that his widow presented to the abbey of Ely, for instance, is 
likely to have depicted some secular actions;84 and we are specifically told that the 
church of Marienburg possessed a textile on which were displayed 'certain deeds, 
concerns, and secular labours' of the founders, Udalric and Uta.85 Above all, it is a 
moot point how secular the Bayeux Tapestry is. 

Before, however, I offer my thoughts on its secular nature or  otherwise, let us 
consider a little further the question of where the Tapestry may have been hung. 
The key point here, it seems to me, is that although the Tapestry may have been de- 
signed with one particular context in mind, and while it is undoubtedly bulky, it is 
nevertheless a transportable artefact rather than a permanent fixture.86 The earliest 
known documentary reference to the work underlines the point: the 1476 inventory 
of the treasures of Bayeux Cathedral (item 262) records that the Tapestry was dis- 
played annually around the nave of Bayeux Cathedral during the feast and octave of 
the r e l i ~ s . ~ ~  How far back this practice extended is unknown. Nevertheless, I very 
much doubt h a t  the Tapestry was ever intended to hang ad iy5nitum in a single place 
- if such had been the intention, a mural painting could have done the job more 

83 C.  R. Dodwell, 'The Bayeux Tapestry and the French Secuiar Epic', Burlutgton Mageine 108 
(1966)) 549-60 (repr. as Ch. 7 above), is an influential exponent of the secular nature of the Tap- 
estry and hence by extension of a secular setting for it. The view is developed in his 77% Pictod 
Arts of the West 800-1200 (New Haven and London, 1993), pp. 1 1-14. It was foiiowed, for exarnple, 
by Gibbs-Smith, Bayeux Zpesty, pp. 3-5; and R. Briiiiant, 'The Bayeux Tapestry: a stripped 
narrative for their eyes and ears', Word und Image 7 (1991), 98-125 (repr. as Ch. 10 above). For a 
~seful~ractical discussion see Bernstein, Mystey of the Bqeux Iqpestiy, pp. 104-7. 

84 See n. 23 above. 
85 'Aiiud velurn de quibusdam curis ac laboribus secularibus post se reliquerunt': Chronicon Maien- 

bergense auctore Gomino, ed. B. Schwitzer in Eroler Geschicht.rquellen I1 (Innsbruck, 1880)) p: 62. 
86 Cf. Parisse, B p w  'Iapestiy, pp. 50-1. Grape, Bayeux 'Epesty, pp. 77-80, is a balanced discussion. 
87 Bayeux, Bibliotheque du Chapitre, MS 199 [deposited in Caen], fols 71-93. Facsimile: Bertrand, 

?a@sa'e de Bayeux, P. 19; cf. E. Deslandes, 'Le Tresor de 176gbe Notre-Dame de Bayern d'apres les 
inventaires manucrits de 1476, 1480, 1498 conservks a la bibliotheque du chapitre de Bayeux', 
Bullelin arch4ologigue du comitd des trauaux historiques et scieri@qt~es 1896, 340450, esp. 356-8 and 394.. 
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effectively. Correspondingly, I see no reason why it could not have been displayed in 
several locations during its early history If the arguments about its manufacture 
presented above are correct, then the Tapestry probably crossed the Channel soon 
after it was made; and it is difficult to believe that it was not slio~vn somew1here in 
southern England before it left for Normandy I am also of the opinion that the work 
is wholly appropriate for a sacred as well as a secular setting - my reasons will un- 
fold in due Course - and that it could have been hung in both at different times. 

As we have no evidence concerning how the Tapestry was hung in the eleventh 
century - be it in cathedral, hall, or both - specific comment on its arrangement is 
of little value. Nevertheless, five points of a general nature can usefully be made. 
First, the remarkably good, surprisingly unfaded condition of the artefact suggests 
that it was never on display for a prolonged period, and certainly not in a bright en- 
vironment. In the fifteenth century it seems to have been kept in Store, except for 
the period in June when it was on display Secondly, assuming that the inscriptions 
were meant to be read, it is unlikely to have been suspended much above head 
height. Thirdly, given that it was not a permanent fixture, hanging it sufficiently low 
that it could easily be seen would have constituted only a minor, temporary incon- 
venience at worst. The comment that the Tapestry looks out of place arranged 
around the nave of the present cathedra18* misses the point (irrespective of the fact 
that the present nave is not Odo's, not to mention the possibility that it might have 
been hung around the side walls and the apse). When the Tapestry was on dis~lay, 
that was what the beholder was meant to see. Wliether or not it was an effective 
accessory to the architecture was definitely of subsidiary irnportance. Fourthly, 
although the interior of the building or buildings in question are likely to have been 
dark (another unconvincing point that is sometimes raised against display in the 
cathedral), the werk itself is bright with clear contrasts. Once the eye had adjusted 
to the general light level, there is every reason to believe that the bold images and 
words, sharply silhouetted against a pale ground, would have been legible. One 
might even hypothesise a guided tour by candle light - the additional illumination 
from an upraised candelabra serving very effectively to focus the beholder's atten- 
tion on one scene after another. Fifthly, though specific information is lacking, we 
can be confident that the arrangement of Sie Tapestry when it was hung will have 
influenced the beholder's perception of the depicted storp89 Events that appeared 
immediately after a change in me direction of the strip, or against a different back- 
ground space, will have been subtly emphasised. More speculatively, great resonance 
could have been given to a few scenes by a particular physical setiing- for instance, 
if the oath swearing scene was positioned near to an altar or reliquary in the cath- 
edral; or if a depiction of Odo appeared close to the area that the real Odo regularly 
occupied in his cathedral or hall. 

88 See Bernstein, Mystmy L Baprr 7 f i ~ n t y ,  U. 62 for a ~hotograph of one such arrangement - in 
which, however, the Tapestry is hung too high. 

89 Some of the ramifications of this are explored by Brilliant, 'The Bayeux Tapestry: a stripped 
narrative' (Ch. 10 above). See also the interesting but un~~rovable su~gestion of A. M. Getto, ?-he 
Bayeia 7 ä P ~ s t y  (Berne, 1970), pp. 7-8. 
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So what sort of story is depicted here: sacred or secular? At one level the answer 
is obvious - a secular tale. The Tapestry does, after all, recount the events leading 
up to, and including the Norman Conquest of England. Comparison is sometimes 
made with works of literature such as the Old French Chanson de Rolandgo and the 
fragmentary Old English Battle of Maldongl to underline its secular tone and artistry. 
The comparisons are fair enough, and I would not wish to deny that they provide 
helpfd parallels. But are Roh& and Maldon purely secular stories? The answer, of 
Course, is that they are not: Maldon is implicitly religious and Rolund overtly so. 

In reality it is quite clear that the answer to my question about the nature of the 
story is not obvious, at least to modern eyes. We invariably See events as just that - 
things that have happened. Our eleventh-century predecessors, by contrast, saw 
earthly events as the unfolding of a divine plan under the guidance of the Deiw 
The Bayeux Tapestry is a visual rendition of what happened in Normandy, 
Brittany and England between 1064-6 - the deeds of certain individuals, how they 
lived, and in some cases how they died - but the eleventh-century beholder, we can 
be quite confident, will have Seen God's hand pervading it all. There are, to be Sure, 
points when man's interaction with the Divine is especially signalled - Harold going 
to Bosham church, for example (pl. 2), the swearing of the oath at Bayeux (pl. 10)) 
the completing of Westrninster Abbey (under the hand of God), Odo blessing Sie 
food (p1. 18)92 - but God's irnplicit involvement in Sie rest of the events is none the 
less for that. 

Odo of Bayeux is the most overtly religious character among the main 
protagonists. Understanding the way he is depicted is thus crucial if we are to 
comprehend the interrelation of sacred and secular in the Tapestry as a whole. 

We See Odo four t i r n e ~ . ~ ~  The first time he appears he is seated beside his half- 
brother William in the latter's castle after news has reached Norrnandy that Harold 
has been crowned King of England (pl. 15).94 At this point, we are told by the in- 
scription, 'Here Duke Wiliam ordered ships to be built',g5 and Odo is shown to be 
intimately involved in this decision, seemingly playing a decisive role. Whereas 
Williarn of Poitiers claims that William took counsel with his rnagnates, bishops arid 
a b b ~ t s , ~ ~  here Odo alone is the counsellor. He next appears after the Normans have 
invaded England. They are cooking and eating, and Odo presides over their meal, 
blessing the food (pl. 18).97 'And here the bishop blesses the food', declares the 
inscri~tion;'~ arid any shadow of doubt concerning the identity of the said bishopgg 

90 La C h a n  de Roland, ed. F. Whitehead (Oxford, 1942). 
91 irhe Battle of Maldon, ed. D. Scragg (Manchester, 1981). 
92 Wilson, Buym Tapes@, pls 3,25-6,29,48. 
93 The visual language of the four scenes is examined by Bernstein, Mystev of the Byeux 'Iapestly) PP. 

136-43. 
94 Wilson, B y m  Epestry, pls 34-5, 
95 'Hic WiileIrn dux iussit naves edificare'. 
96 Williarn of Poitiers, Gesta Guillelmi, ed. ForeviUe, 11, 1 (p. 148). 
97 Wilson, Buym Epestry, pl. 48. 
98 'Et hic episcopus cibu[m] etpotu[m] benedicit'. 
99 Bkhop Geoffrey of Coutances was also with the Norman force, according to William of Poilierc 
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is removed by his table companion wlio points (for tlie beiiolder's benefit) to die in- 
scription Odo episcopus written over die very next scene. Odo's third appearance 
follows immediately afterwards.lO0 He is seated under the afore-mentioned inscrip- 
tion, participating with Wiiliam and Robert in a council of war (pl. 18). Signifi~antl~ 
it is patently Odo who is advising William, while Robert looks on. William of Poi- 
tiers celebrated Odo's role as a counsellor, saying that he struck fear into the hearts 
of warriors 'for he helped in war with invaluable counsel when necessity required, 
in so far as he could while keeping his religion intact'.lO' Fourth and finally, we see 
Odo in the thick of the fighting at Hastings (pl. 24). He is now clad in armour and 
a distinctive tunic, mounted on a black charger, and brandishing a b a c u h .  This is 
the turning point in the battle, leading to the Norman victory, and the inscription 
informs us: 'Here bishop Odo, holding his staff, rallies the lads'.I02 No other source 
for Sie battle specifies that the bishop played such a role. Odo may have appeared 
again in the end section of the Tapestry, but as this is lost, that is all we can say on 
the subject. 

Odo is probably the most famous early rnedieval careerist cleric who is known to 
have participated in war, and his life was particularly turbulent. He was intimately 
involved in the Conquest of England, and as early as 1067 he mled the new kingdom 
while Williarn was in Normandy.103 He became (in the words of the Aqb-Smon Chro- 
nick (E)) 'the foremost man after the King, and he had an earldom in England'. Io4 He 
was the wealthiest of the Norman tenants-in-chief, and he led a ruthless campaign 
in the north of England in 1080.105 Tlien in 1082 William had him arrested - exactly - 
bvhy is uncertain, diough reputedly because he was aspiring to the papacy and re- 
moving knights frorn England to pursue this aim.1O6 On MTilliam's death in 1087, he 
was freed; but the following year he was a prime mover in the unsuccessful revolt 
against William Rufus, as a result of whicli he lost his lands in England and retreated 
to Normandy These are stirring events; yet they are only part of the story. Odo was 
also an  energetic supporter and builder of the church at Bayeux, where he had a 
good reputation, a Point echoed in William of Poitiers' eulogy of him: 'first and 
foremost, the church of Bayeux attests to his goodness and pmdence, for with great 

100 Wilson, Bayewc ZBestry, pl. 48. 
101 William of Poitiers, Gest4 Guillelmi, ed. Foreville, 11, 37 @. 242): 'Bellum namque utilissimo 

consilio, cum necessitas postularet, juvabat, quantum potuit religione saiva'. 
102 Wdson, Bayeux i'äpestry, pl. 67. ‘Hit Odo episcopus baculum tenens confortat ~ueros'. For 

comment onpuems see Fowke, Bayern Iapesty, p. 128. Note, however, that the entirety of pueros, 
along with thi tat of conSortat is restoration. 

103 Angle-Smon Qmnicle (D) a b  anno 1066: Etg1ish Histon'cal Documents 11: 1042-1189, ed. D. C. 
Douglas and G. Greenaway 2nd ed. (London, 1981), Y .  150: ' h d  Bishop Odo and EarI Williarn 
[fitzosbern] stayed behind and buiit castles far and wide throughout this country and distressed 
the ~ re t ched  folk.. .'. See further D. Bates, 'The Origins of the Justiciarship', &10-Normm Studies 
4 (1982), 1-12 and 167-71, esp. 2-5. 

104 Sub dnno 1087 (recte 1086): Two Smon Wronicles Parallel, ed. J. Earle and C. Plummer, 2 vols 
(Odord, 1892), I, p. 220; Eng1kh HistoncalDoc~nts IL ed. Douglas and Greenawa~ pp. 170-1. 

105 Symeon of Durham, H&& h e l &  eccleaae: Durham University Library, Cosin ii. 6, fol. 
771.. . -. 

106 For modern comment see Bates, William tr'ie Cotiqueror, pp* 168-9. 



efTort 11e set it in outstanding order and ernbellished it'.Io7 He also encouraged and 
sponsored the education of young clerics,l08 and (re)founded at Bayeux the monas- 
tery of Saint-Vigor.lo9 In England Odo was a benefactor of Saint Augustine's, 
Canterburu, Saint Albans, and Rochester; and when he died in Palermo in 1097 he 
was On his way to Sie First Crusade. The Parameters of his life were far from being 
unique in his time, and we should be careful not to judge him by modern standards. 
The days of such churchmen may have been in some sense numbered with the 
advent of the Gregorian reform in the late eleventh century, but they had by no 
means passed in 1066. More particularly, nothing he is shown doing in the Bayeux 
Tapestry is inconsistent with the dictates of eleventh-century Christianity; and it is 
important to understand the spirituality that is thereby represented. 

Before proceeding further, we should make a fundamental point about the 
depiction of Odo in the Tapestry Whether or not the real life Odo was its patron, 
his fictive counterpart was still subordinate to the subject and flow of the work as a 
whole. The Bayeux Tapestry is about Sie Norman Conquest; it focuses on essentials, 
and achieves its effect by the relentless Pace of its narrative. We should not expect to 
find it spending valuable space and time on irrelevant, unexciting matters like Ode 
performing routine episcopal duties - any more than does William of Poitiers in bis 
fulsome but carefully crafted literary account of the same events. This does not 
rnean that Odo did not perform them. 

Within this closely defined frarnebvork, Odo's depicted actions are quite appro- 
priate for a high-ranking churchrnan in the mid-eleventh century. He blesses the food 
(PI. 18): even when the Normans are on carnpaign, they have their chaplain 
them and they observe fundamental religious rites. He provides counsel for his duke, 
both in Norrnandy and in England (pl. 15), as did countless other early rnedieval ec- 
clesiastics as a matter of Course. His tonsure clearly rnarks him out as a churchman 
in these scenes, and on the latter occasion it is irnmediately noticeable that while 
William and Robert have swords, Odo does not @l. 18). He rides into battle arid 
rallies youthful Norman troops with his bmlum (pl. 24). This exciting scene has re- 
peatedly attracted attention, but not always for the right reasons. We should notice 
it because it is a key rnoment in the story, because our attention is drawn to it by an 
inscription, and because Odo is distinguished visually from all the other figures. We 
ought not to notice it because we are surprised by what we See. It is worth stressing 
that, despite the carnage and slaughter all around, Odo is not actually shown fight- 
ing here. Image and inscription underline the fact that bis role is hortatory rather 

107 Wdkm-~ of Poitiers, Gesta Guillelnzi, ed. Foreville, 11, 37 $ 240): 'Bonitatern eius et prudenti:m 
primo testatur ecclesia Baiocensis, quarn ipse multo studio egregie ordinavit atque ornavit 
Further on Odo in the context of the Norrnan Church see D. C. Douglas, Mllz'am the Cmqueror 
(London, 1964)) 105-32, the positive side of Odo as a churchrnan being sumrnarised a t  129-30* 

108 OrdencVitalis, Historia ecclesiustica, ed. M. Chibnall, 6 vols (Oxford, 1968-80), "01.4, pp. 1 14-19# 
It will be noted tliat he sent them to locations where 11e knervp}iilosaph~ü»~ sh<din to be pursued. 

109 It survived as a priory of Saint-Benigne, Dijon. 



than combative - tho~igh it is none the less decisive for that. Tliis depiction does not 
necessarily contradict William of Poitier-s' claim diat Odo never took up arms.110 

In fact, marly high ranking churclimen in the early middle ages had important 
military responsibilities, and some took to ihe field personally The biographer of 
Archbishop Bruno of CoIogne (953-65); the brother of Otto I of Germany, for in- 
stance, observed that he had Seen Bruno and his archiepiscopal Counterparts at 
Trier and Mainz not only in study and discussion, but also in the line of battle;"' 
while in 1074 with Sie help of his rural vassals Archbishop Anno of Cologne brutally 
crushed the rebellion that had temporarily ousted him from his city.112 Although 
particularly pronounced in Germany, the phenomenon was fairly widespread. The 
AvZo-Saxon Chronicle (C and D) for 1056 records that the newly elected bishop of 
Hereford, Leofgar, 'gave up his chrism and his Cross, his spiritual weapons, and took 
bis spear and his sword after his consecration as bishop, and so went campaigning 
against Grimth the Welsh King'I13 Abbot Leofric of Peterborough was present at 
Hastings itself on the Anglo-Saxon side,"4 while Bishop Geoffrey of Coutances 
was with the Norman force. After the Conquest Geoffrey, like Odo, was rewarded 
with a Iordship, and he seems to have had considerable military responsibilities. In 
1069 he led a force against Anglo-Saxon rebels in the West Country, and a couple 
of years later we find him combatting a rebellion in East Anglia. Orderic Vitalis 
commented that Geoffrey was more skilful in arms than Psalms!I15 

Such practices were current at the very top of the ecclesiastical hierarchy: in 
1053, not receiting help from I-Ienry I11 of Germany, the reforming Pope Lee IX 
(1049-54) led a disastrous military campaign against the Normans in southern , . 
Italy And diere were even more venerable ~recedents. The hfiracrrh ~a?zct i  Benedzct~ 
compiled at Fleury, for example, recount hotv in the nintll cenhiry Duke Hugh saved 
the comrnunity from the raiding Norsemen, and after the battle told the monks, 'St 
Benedict protected me throughout the whole battle, for he held the reins of 

11 0 William of Poitiers, Gesta Guillelmi, 11, 37 (pp. 240-2). The text was written before Odo's cam- 
paiw of 1080. See further M. D. Legge, 'Bishop Odo in the Bayeux Tapestry', Medium Bvum 56 . - 

i1987), 84-5. 
Ruotger, Eta Brunonis archiepiscopicoloniennS, ed. I. Ott, MGH Scnptores rerurn Gerrnanicarum in 
usum scholarum (Cologne, 1958): ch. 37, U. 7-8 (p. 39). 
Lamperti nonachi Her&l&n& Ofiera, ed. 0. Holder-Egger, MGH, Script. rer. Germ. in usum scho- 
larurn (Hanover, 1894), pp. 190-1. Further on German ecclesiastics in war See L. Auer, 'Der 
Kriegsdienst der Klerus unter den sächsischen Kaisern', Mitteilwgm des Instituts#r österreichische 
Geschichtrfor~chwz~ 79 (1971), 316-407 and 80 (1972): 48-70. 
Edlish Historical.Docwnen~ I. ed. Douglas and Greenaway, pp. 135-6. He was killed. We may also 
note the arnount of war-gear thatfeatured in the wili of Blfivold, bishop of Crediton (997-1016): 
Engllish HistoricalDocunen~I, ed. D. Whitelock, 2nd ed. (London, 1979), no. 122. 
Angle-Saxen chronicle (E) mb anno 1066: ibid., p. 146; Two Saxon Chronicles Parallel, ed. Earle and 
P~umrner, I, p. 198. 

115 Orderic &t0ria eccle&.&a, ed. ChibnalI, vol. 4, p. 278. Further on Geoffrey see J. Ie 
Patourel, 'Geoffrey of Montbray, bishop of Coutances 1049-1093', EngliSh Hütoncal Reuiew 59 
(1944.), 129-61; arid M. Chibnall, 'La carrihre de Geoffrey de Montbray', J% htqua n o m d s  du 
xie Si&, ed. Bauet arid E Neveu>r (Caen, 1995), 279-93. For observations on Orderic's depic- 
tions of bishops in general See E Bouet, 'L'irnage des 6veques norrnands dans I'oeuvre d'orderic 
Vital', ibid., 253-75. 



horse in his left hand, and holding a barulz~vz in liis right, he sent many of the enemy 
falling to their death'.""ther tales frorn the sarne source recount St Benedict's 
rniraculous appearances to individuals who had offended him or liis community: he 

the reprobates with his baculurrl, leading inevitably to their demise.' l 7  

Although the eleventh century saw increasing debate in ecclesiastical circles 
about the rights and wrongs of such matters,I1* no clear Consensus emerged and 
such examples could easily be multiplied. Plentiful sources indicate how vindictive 
saints could be in the interests of their foundation; and the eleventh and twelfth 
centuries in particular saw a growth in the production of libelli (with and without 
illustrations) that pressed this point home.llg Moreover during the same period, the 
swashbuckling cleric was immortalised and apotheosised in literature in the Chanson 
deRoland. Archbishop Turpin is depicted as a stalwart warrior, exhorting the French 
to battle at Roncevaux, and dispatching numerous pagans to their doom (more than 
a thousand claims Sie poet). His military exploits are celebrated as an essential Part 
of his Christianity alongside shriving the French, praying, and preaching: 'Turpin is 
dead, the warrior of Charles / in great battles and excellent sermons he was always 
a champion agairist the pagans'.lZ0 This is all highly relevant to Odo and the Bayeux 
Tapestry. These are outward manifestations of the fundamental truth that is at stake 
here. The saint and the good churchman had to combine holiness with vigour and 
political acumen, and sometimes also with martial valour, Saint and churchrnan 
alike were expected to defend the interests of their church or community in the 
world. Hence William of Poitiers could praise Odo by stating that he excelled in 
both ecclesiastical and secular matters.121 An unstated but fundamental tenet of 
this Christian society was that God helps those who help themselves. 

In blessing the food, counselling his brother, and rallying the lads, Odo was not 
merely a churchrnan of his time, he was a model rnuscular Christian. Destroying 
one's enemy when they had broken faith with the church was arguably a Christian's 
duty. The Bayeux Tapestry leaves little doubt that Harold had broken an oath. 

1 16 Miracula Sancti Benedicti, I ,  41: Les Miracles de Saint Benott krits pur Adrevald, Aimo, Raoul lörtaire et 
Hupes de Sainte Marie, moines de Rmy, ed. E. de Certain (Pans, 1858), pp. 86-9. 

1 17 E.g. ibid., I, 18 @P. 42-6) and Ii, 7 (pp. 107-9). 
118 See, e.g., H. E. J. Cowdrey, 'The Peace and Truce of God in the Eleventh Century', Pmt and Present 

46 (1970), 42-67, repr. in his Popes, Monh and Crmaders (London, 1984), as no. V& M. de Bouard, 
'Sur les ongines de la Trkve de Dieu en Normandie', Annales deNormandie 9 (1959), 169-89; and 
T. Eiead arid R. Landes (eds), 'G Peace 6 God: sociai uiolence and religiom respolzres in France around the 
year 1000 (Ithaca, 1992). 

1 19 E.g. the iiiustrated Lifeand Miracles of St Edmund, New York, Pierpont Morgan Library, M 736: 
Kauffmann, Romanesque Manmcripts, cat. 34; B. Abou-el-Haj, 'Bury St Edmunds Abbey between 
1070 and 1 124: a hktory of property, privilege and monastic art production', Art Histoly 6 (1983)j 
1-29. 

120 La Chanson de Roland, ed. Whitehead, ii. 22424: 'Morz est Turpin, le guerrier Charlun / Par 
granz bataiUes e par mult bels sermons / cuntre paiens fut tuz tens campiuns'. 

121 Wiiiiam of Poitiers, Geaa Guillelmi, ed. Foreville, 11, 37 (p. 240): 'Odo iUe, Baiocarum praes+j 
cognitus fuerat talis qui optime negotia sustinere valeret ecciesiastica et secularia.' Ordenc Vi& 
makes similar observations, but rnore criticaily: e.g. Iiistann ecclesias~ica, ed. ChibnaU, D, P, 264, 
'sed plus mundanis inhaerebat actionib~is quam spintualis theoriae charismatibus'. 
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Furtliermore, as it implies that the oath was sivorn at Bayeux (pl. 1 O), it underlines 
Odo's riglit to be actively involved in Harold's come-uppance, championing and 
upholding tlie relics of his f~undat ion.~?? Tlie idealistic and aggressive Pope 
Gregory VII (1073-85), for all that he strove to outlaw cliiirchmen like Odo, believed 
intensely in this brand of Christianity. Hence why, when the German Emperor 
Henry IV had offended Holy Church, he declared him deposed and incited his sub- 
jects to rebellion. The philosophy was to flourish most spectacularly at the end of 
the century with Sie launching of Sie First Crusade, spurred on by Pope Urban I1 
(1088-99) and under the leadership of his legate, Bishop Adhemar of Le P ~ y l 2 ~  
The Investiture Contest and the First Crusade make abundantly clear how inextri- 
cably interwoven secular and sacred were in the eleventh century Sacrality did not 
stop at the edge of the battle field: it continued right on to it. This is a crucial point 
for understanding the over-arching message of the Bayeux Tapestry, and it is 
something to which we shall rehirn. 

The Inscriptions 
Let us now turn to the inscriptions. 124 We shall consider their form, language and, 
above all, their functions. An elementary point to rnake first of all, however, is that 
inscriptions were ~iidespread in the pictorial arts of the period, on textiles as much 

122 Wilson, Bqem Inpeshy, pls 25-6. I do not share the doubts of Parisse, Bqeux Zpesty, pp. 5 1-2 
arid 138 on the location (see also Cowdrey, 'Towards an Interpretation of the Bayeux Tapestry', 
P. 50 with n. 4 (p. 94 above)). True, it is not categorically stated that the oath is sworn at Bayeux, 
but this is surely the implication. We learn that William came to Bayeur;, and immediately after- 
wards see the oath-swearing 4 t h  the inscription, 'Ubi Harold sacramentum fecit Willelmo duci'. 
While it is just conceivable that this refers to a separate incident, the logical reading js that 
Bayern, the aforementioned location, is where Harold swore the oath. No other place is specified. 
Moreover, the disposition of the words strongly favours this reading. The 'Bagias' at the end of 
the previous text is physicdy very close to the 'Ubi' of the next one, and the eye automaticdy 
takes them together: '... Bayeux where Harold swore an oath to Wiiiiam'. The t ~ o  words flank 
the one town, their physical proximity underlining their common geographical point of refer- 
ence. It may be added that the undulating groundline here does not indicate an outside setting 
(the Same groundline is used inside William's haii: Wilson, Byew ZPRTQ? pk 34-5), any more 
than the smooth groundline below the knighis who are assaulting Rennes (zbzd., pk 21-2) impiies 
that that is an interior Scene. Nor is the fact that the next scene is Harold embarking for England 
anY argument against Bayeux being the setting for the oath: this simply reflecis the fact that, afcer 
the oath, the next important event in this story is Harold's return to England. 

123 For modern debatt on the attitudes to violence that underlay the Crusade see E H. Russell, Be 
&t War in the Middle Ages (Cambridge, 1975), pp. 16-39; H. E.J. Cowdre~ 'The Genesis of the 
Crusades: the Springs of Western Ideas of the Holy War' and 'Cluny and the First Crusade' both 
repr. in his &pes, Mo& md Cmders, as nos XIlI and XV; also the revisionist J. Gilchrist, 'The 
b..irnann Thesis and Canon Law 1083-1 141', Cmade und Settlemt, ed. P. W. Edbury (Cardiff, 
1985). 

124 They are ~onve~iently assembled with a brief introduction by E Wormald, 'T* Inscriptions' 
in Stenton (ed.), Bytu.v rape~p~, 189-92; and with facsimiles in Bertrand, Zfissene de Bnyeux, 
PP. 74-1 15. 
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as elsewhere,'25 and it would have been surprising, therefore, if they had not been 
used on the Bayeux Tapes~ry. 

Palaeographically, the alphabet of the Bayeux Tapestry is characterised by the 
CO-existence and alternation of Uncial-based letter forms and Square Capital ones. 
Thus sometimes Square Capital H is used, at other times the Uncial form; some- 
times square E, other tirnes rounded. Exceptions to such variation are the letters A 
and V which are always square, and C ,  G ,  and S which are always rounded. 
Overall the letters are characterised by their thin, spare style, their tendency to 
rectilinearity, and by the use of small, thin serifs to terminate most strokes. 0 is 
often smaller than the other letters. W is generally represented by two separate vs 
(VV: pls 1,3-7, 10,l  I), though occasionally a digraph of two intersectingvs is used 
(pls 15, 18). Y is invariably dotted. Up to Sie scene of the Normans feasting (pl. 18), 
the inscriptions are entirely in a very dark colour (dark green or black-brown). 
Thereafter different colours are used, changing from one word to another, and 
sometimes even from one letter to the next.126 It is unlikely to be coincidence that 
the change from monochrome to polychrome happens exactly at the junction be- 
tween two separate sections of the embroidery (the fourth arid fifth).127 

Words are sometimes split, contracted or suspended in response to the restrictions 
of the available spa~e , '~*  and from time to time individual letters or words shrink in 
size for the Same reason.Q9 Similarly, in the last third of the work, the final NTs of 
third Person plural verbs are occasioi~ally conflated into digra~hs.13~ The great 
rnaj0n.t~ of the texts, however, are written out clearly in full. The end of some of the 

125 The probably twelfth-century Gerona Creation embroidery, for example, bears both tituli arid 
extended biblical quotations, which were clearly an integral part of the design: F! de Palol and M. 
Hirmer, Early Medieual Art in Spain (London, 1967), pls. XXXV-V1 and 132-3. The written 
accounts of the hangings at Minden (presented in 1158) and Augsburg recorded their inscrip- 
tions: Schn3quellen ... Deutschland, ed. Lehmann-Brockhaus, nos 2605 and 2580. The fictive 
hanging which depicted the Norman Conqeust that was described by Baudri de Bourgueil (d. 
11 30) in a poem addressed to Adele, countess of Blois and daughter of William the Conqueror, 
included inscriptions: 'Littera signabat sic res et quasque figuras / ut quisquis uideat, si sapit, ipsa 
legit' (Baldricus Burgulianus, Carmina, ed. K. Hilbert (Heidelberg, 1979), p. 164 (W. 565-6)). 
Further on the relationship of this poem to the Bayeux Tapestry itself see S. A. Brown and M. W. 
Herren, 'The Adelue Cmitissae of Baudri of Bourgueil and the Bayeux Tapestry', Anglo-Normm 
Studies 16 (1994), 55-74 (repr. as Ch. 11 above). For a convenient overview of the extant textile 
material to c. 1200 see Dodweii, PictorialArk the West, pp. 11-31. 

126 Cf. Wjlson, Bayewc Zpesty, pls 1-46; and 48 ff. 
127 Clearly visible on ibid., pl. 47. One wonders whether the red-brown 'ministri', at the very end of 

the fourth section and the only word in the entire Tapestry up to this poht  to be in colour, was 
embroidered after sections four and five were joined, the hypothetical motive being to srnooth 
the transition from monochrome to polychrome lettering. The word ic slightly smaiier than the 
rest of the inscription, and the sentence could function without it: 'Hic coquitur caro et hic mini- 
straverunt'. 

128 See Wormald, 'Inscriptions'. 
129 The scene of Harold's encounter with Edward the Confessor after the expedition to Normandy 

(Wilson, B ~ e m  %es@, 28) provides a rare exarnple where there was insuficient room for the 
whole inscription (though only just) and we read 'Edwardu regem' (not 'Edwardum' or even 
'Edwardu-'). 

130 Minktrmemt;$cmt; PrePayarent; ccciderunt; pugnant; verterunt (respectively Whon, Bayern Zpesty, 
pls 4.7,47,58,65,68, and 73). 
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individual texts is signalled by two points and a stroke; while a couple of the inScrip- 
tions are introduced by a Cross - thus giving a subtle emphasis to WilIiam's first 
appearance in the Tapestry and to the launching of his invasion of England.l31 Sets 
of double and triple points frequently occur within individual phrases. Such point- 
ing is the graphic vocabulary of contemporary inscriptions rather than that of books. 
The  point to stress about its function in this context is that it is less punctuation in 
the modern sense than emphatic indication of word division. The language of the 
phrases is not sufficiently complicated to require subdivision into construable gram- 
matical components via visual cues; however distinct word division is of crucial 
importance. Because they are interspersed among the imageq individual words 
are sometimes broken up. In the inscription, 'Hic navis anglica venit in terram 
'Willelrni ducis', for instance,132 angli / ca, tu / rum, and du / & are divided by a ship 
and a tree, as indicated. SimiIarly, in the next inscription, 'Hic Willelm dux iussit 
naves edi / ficare' (pl. 15), the final word is split, as shown, by the roof of his palace. 133 

Nevertheless, the presence of strong pointing between individual words leaves no 
doubt as to where one word ends and the next one begins, ensuring maximum legi- 
bility and intelligibility. The examples I have just cited make the point very clearly 
for they are actually written as follows: 'Hic: navis: anglica: venit. interrarn 
Willelmi: ducis', and 'Hic: Willelm / /  dux: iussit // naves: edificare:'. 

The  thin form of the letters was probably determined at least in part by the exi- 
gencies of the medium of embroidery and the vast scale of the work. The use of 
more elaborate letter forms with undulating contours would have added appreciably 
to the production time. Making allowance for this, the contribution that analysis of 
the style of the lettering can make to the Problem of localising the Tapestry is 
minimal. Letter forms of this basic type were fairly widely used in England, France, 
and Normandy from the mid-eleventh century. They can certainly be paralleled in 
general terms in manuscripts from St Augustine's, Canterbury, and Mont Saint- 
Michel; but so they can elsewhere, for instance at Jumikges and Christ C h u r ~ h . ' ~ ~  
They are also broadly (but not specifically) related to the alphabets of epigraphic 
capitals used in England arid Normandy in the eleventh and earlier twelfrh cen- 
t ~ r i e s . ' ~ ~  They are clearly not related to the more elaborate forms of display scnpt 

'+ Hic venit nuntius ad Wilgelmum ducem3; arid 't- Hic WUelm dux in magno navigio mare 
transivit' (Ibid., pis 12-13 and 39-40). 

132 Ibid., pls 33-4. 
133 Ibid., pis 34-5. 
I34 This represents the end of a line. 
I35 Canterbury display scnpt of the period is discussed in Gameson, 'Late Eleventh Centurj', esp. 

PP. 130-1. For Mont Saint-Michel See the plates in Alexander, Mont Saitit-Michel and Dosdat, 
L'enluminure ronan au Mont S&t-Mkhel (esp. PP. 39,42, 47 and 62). Especially comparable letter- 
ing from Jurnihges appears in Rauen, Bibliothhque municipde, A. 126 (s. xia): bril, ?vfunilrcd~ 
normands, no. 40 with col. U. on Cover. 

136 From Normandy cf. the Isembardus capita.1 at Bernay: Baylk, Scu&tllre mrnane m N o ~ m d i e , ~ , 6 3  
with pl. 142. For English material sec E. Okasha, Handlist of Aq10-SUO~ Non-Run26 Inscnphons 
(Cambridge, 1971), nos 12, 44, arid 85; also her B su~plement to ~ondlhtOfA&~-SolaiN@'- 
Rwic hnigtiom3, &lo-Sm England 1 1 (1983), 83-1 18, no. 161; and # second supplement to 
Handlist of Anglo-Smon N0n-Runic Ii~scr$ionr', ~ n ~ l o - s ~ ~ ~ o i l  England 2 1 (1 992)) 37-85, no. 187. 
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that flourished in Normandy in the later eleventh century; nor do we see the deli- 
cate fluctuations in the thickness of strokes which characterises many Norman and 
Angle-Norman alphabets;l37 but given the impracticality of translating such 
lettering into the medium of embroidery, this is hardly surprising. The difficulty of 
isolating teliing parallels for tlle letter forms from one country as opposed to the 
other is perhaps significant: like the work as a whole, the script appears to be Anglo- 
Norman rather than either English or Norman. 

The language presents a similar picture and supports this characterisation. 
Because of its brevity and simplicity, there are few diagnostically national features. 
It is all the more interesting, therefore, that the texts include a couple of words and 
spellings that definitely point to England, and one that distinctly implies contacts 
with France. The Anglo-Saxon usages were mentioned earlier; the word with 
French associations is parabolant iparabolare: pl. 4), from which modern French parh 
is derived.138 

The point can be developed a little further. Multi-coloured display script, ana- 
Iogous to the lettering in the last four sections of the Tapestry, is a feature of the 
second half of tfie eleventh century, and is more pronounced in Norman than in 
English m a n u s ~ r i p t s , ~ ~ ~  On  the other hand, England undoubtedly had a stronger 
tradition than Normandy of using inscriptions in association with pictorial matter. 
The Caligula Troper and the Tiberius Psalter provide examples dating from the 
mid and third quarter of the eleventh century.140 A high percentage of the inscrip- 
tions in the latter book, it is worth noting, are introduced by 'Hic', like many of 
those in the Tapestry. The inscription above the depiction of the betrayal of Christ, 
for instance, reads: Hic uenit Iudas cum sociis suis cum gladiis etfistibus comprehendne 
Ihesum; while that above the Ascension declares: Hic accendit Cristus ad caelos. There 
is, however, nothing more than a broad similarity of approach here, for the precise 
formula that was preferred differs from the one work to the ouier, In nine out of ten 
cases in the Psalter, the sentence begins: Hic, verb, subject. Although similar construc- 
tions do appear in the Tapestry (Hic apprehendit Wido Naroldum, for example: pl. 3), 
there we often meet the subject before the verb (Hic milites Willelmi duhspugnant contra 
dinantes) or expressed via the verb (Hic deduunt Harouo cmonam Te&: pl. 13). 

In terms of their placement and spacing, the Bayew: Tapestry inscriptions were 
meant to be Seen and read. This may sound paradoxical, but by no rneans all 

137 E.g.: 3isors des abbayes normandes, no. 158; Gullick, 'Scribe of the Carilef Bible', figs 10-13; 
Mynors, Durham CafhedralMmiü.cripts, pl. 25; Kauffmann, Romanesque Manwcbpts, ills 1, 7, 10,30 
and 32; de Hamel, A Histoiy of illuminated Manwcripts, ill. 81. 

138 ??ze OxfordDictionaly of EnglishEpmology, ed. C. T Onions (Oxford, 1966), vide'parlance' @. 652). 
139 Colour plates: Mynors, Durham Cathedral Manztscnpb, pl. 28; Dosdat, L'enlumuture romune au Moflt 

Saint-Michel, pp. 28,39,54,65,66,67, and 68, 
140 The inscriptions in Cotton Tibenus C. vi are transcribed in Wormdd, 'Eleventh-Century Psalter 

with Pictures', pp. 8-1 1; those in Cotton Caligula A. xiv in n i e  Wachester Zoper: fmm manwcbiph of 
the xth and xifh centuries, Henry Bradshaw Society 8 (London, 1894), pp. 110-20. Part of the ex- 
~lanation for this, of Course, is that Normandy had a much slenderer tradition of fuu-page 
images, as we have seen. 

141 Respectively fols 1 2r and 15r (Wormald, 'Eleventh-Century Psalter with Pictures', pls 12 and 18). 
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inscriptions on artefacts or associated with imagery in books bvere designed to be 
read easily.1L+2 Those that accornpany the pictures in the Tiberius Psalter and the 
Ca l ip la  Troper, for instance, were written on a small scale and were arranged 
around the outer edge of the images - with tlie result that they can only be followed 
by hirning the book on its side and then (in the case of the Troper) upside down. 
The role of such teasing lettering need not detain us here: all that matters in the 
present context is that the inscriptions in the Bayeux Tapestry are not like this. 
They, by contrast, are prominently positioned at Sie top of the picture area, often 
'suspended' from the upper border. Occasionally when the action or pictorial sub- 
ject require it, they occupy the border itself (e.g. pl. 1 Z).143 The letters are compara- 
tively large (they are approximately the same size as the heads of the human figures) 
and are certainly unmissable. 144 Furthermore, the texts have word division. Many 
contemporary display texts and inscriptions lack, or have only minimal word 
division. Its consistent use in the Tapestry's inscriptions, therefore, (accentuated by 
heavy punctuation, as we have seen) is a fUrther indication that these texts were 
meant to be read. T h e  sole exceptions to the generally excellent word division are 
prepositions which, following the practices of many contemporary texts, are 
attached to the nouns to which they relate. A final yet fundamental point which 
underlines the fact that these inscriptions were meant to communicate as effectively 
as possible is the sirnplicity of their language. These are straightforward, short, 
direct Statements; there are only three passives aild one impersonal verb in the 
entire Tapestry. One can grasp their meaning with the rnost elementary command 
of Latin. 

The  inscriptions are carefully positioned so as best to interact with the imagery 
to which they relate. It is sometimes said that they have been squeezed around the 
pictorial matter and may halie been an afterthought. This is an erroneous twentieth- 
century perception, presupposing the modern neat delineation between picture 
and caption. Its inappropriateness is underlined by the many early medieval book 
illuminations which include inscriptions within the picture s ~ a c e , ' ~ ~  not to mention 
hktoriated initials which incorporate illustrations into the very fabric of rhe t e ~ t . " ~  
The letters do, quite naturaily, o c c u ~  areas which are vacant of hager% arid their 
arrangernent was obviously subject to the exigencies of what had to be Shown arid 
what hau to be said. But this hardly makes them afterthoughts. On  the Contras; the 
way they CO-exist with the imagery, occasionally being wrapped ixound it, is 

142 Cf. Gameson, Role ofArt, pp. 74-6,78-9 and 87-9. 
143 wikon, Byeux z p e S ~ ,  plr, 30, 32, 34-5, 68 and (arguably) 42. The majorih/ of thae  (30, 32, 

34-5) are in section three of the Tapestry. 
144 It is difficult to understand how some commentators (e.g. Bachrach, 'Observations', P- 7) can 

maintain the reverse. 
See, e.g., Temple, Anglo-Saron Monuscn$& iUs 30-3, 41, 48, 149, 181, 1834,241, 244, 245-6, 
249, 277-80; L. Grodecki, E Müthench, J. Taralon, and E Wormald, L Siecle de 1'a mil (Par*, 
1973),&80, 83-5,87,96, 104-5, 109, 114, 116, 121, 134,1434,etc. 

146 For a selection of eramples sec J.J G. Ne~andei, 7 n ~ D c c o m f e d h t t o  1978), 5,6,13, 



strength not a we&ness, enabling the hvo to interact more effectivelx and forcing 
the literate beholder to consider them together. The point is underlined by the 
v a n ~ ~ s  fipres depicted in tlle Tapestry who point at the inscriptions to draw the 
beholder's attention to them, The practice is established right at the beginning of 
the work: the fifth figure to appear points unmistakably to the inscription Ubi Harold 
Dux Anglorum.. . @1. Such ph~sical interweaving of words and imagery (with a 
rninimum of disruption to the size of the former) would have been inconceivable if 
they had not been planned together at the design stage of the work. 

Let us take a short extract and watch this interaction of word and image. The 
actual invasion of England comprises the following scenes. We See men hauling 
boats towards the water, and then carrying arrns and other provisions to them @I. 
16). Embarkation follows, after which we watch the fleet sailing across the English 
Channel (pl. 17), then arriving at Sie coast. We are next shown the disembarkation 
of the horses; whereupon knights ride to Hastings to forage and seize provisions. '48 

Intenvoven with this, stage by stage, are the texts: 'Here the ships are hauled down 
to the sea'; 'These men carry arms to Sie ships'; (Arid here they drag a cart laden 
with wine and arms'; 'Here Duke William in a great boat crossed the sea and came 
to Pevensey'; 'Here the horses leave the ships'; 'And here the knights hurried to 
Hastings to seize f ~ o d ' . ' ~ ~  Written and visual rnessages rnove forward together, their 
physical intimacy underlining their semantic parity. The interspersal of Hic willelm 
duur / in m a p o  navigio / mare / trarl / sivit / et venit / adjeveize / sae through the various 
elements of the very extended scene in question is particularly striking. Such close 
interrelationship of word and image can, incidentally, be paralleled in Angle- 
Saxen, but not Norman, manuscripts from the tenth and eleventh ~ e n t u r i e s . ' ~ ~  

Not only in arrangement, but also in content and message, irnagery and inscription 
are parallel and complernentary The inscriptions fall into two distinct types, as do 
most such early rnedieval legends. A few are simple tituli, identifying a Person 0s 
place. These generally appear where the visual irnagery leaves this ambiguous. 
Instant recognition of identity is crucially important. Hence we need to be told that 
itis Harold W ~ O  stands at the prow of Sie boat arriving in Normandy;151 we have to 
be informed h a t  this particular character is Turold (pl. 5);152 it iS important that we 

WGon, B~eux X@estry, pl. 2, Cf. also pls 6, 10'25-6,48,50, and 57; with 0. Pächt, 7% Riseof 
PictorialJYarrative in TweBh Century England (Oxford, 1962), P. 10. 
Whon, Bayw läpestry, pls 34-45. 
'Hic trahuntur naves ad mare.' 'Isti portant armas ad naves.' 'Et hic trahunt carrum cum vinO et 
arrnis.' 'Hic WiUelm dux in magno navigio mare transivit et venit ad pevenesae.' 
Cf. Gameson, Role of Art, pp. 70-1 04. 
Whon, Bayeux läpestly, pl. 6. 
IbUI., pl. 11. For the debates surrounding Tumld - which figure is thus identified arid Who he 
might have been - See Fowke, Bqeux Zpest~ ,  PP. 40-3; Prentout, 'Essai d'identification', PP. 
21-3 (above PP. 21-30); Stenton (ed.), Bayeux Epestry, pp. 10 with 24, n. 2 and 177 (section 12); 
R. Lejeune, 'Turold dans k Tapisserie de Bayeur>, Mllmges @rts d firn1 Crozet, ed. P Gallia arid 
Y.3. Riou (Poitiers, 1966), 419-25; Brooks and Walker, 'Authority and Interpretation', PP. arid 
22 (above pp. 68-9); P. Bennett, 'Eiicort Turold dans la Tapisserie de Bayeur', Aiaaie~ &IVor- 
rnßndie30 (1980), 3-13; and Bachrach, 'Obserwtjonr', pp, 12-14., 



realise that the archbisliop officiating at I-Iarold's entlironement is Stigand (pl. 13);153 

and so on.154 
Most of the inscriptions, by contrast, comprise short sentences. The scene of 

Harold enthroned, incidentally, provides a convenient opportunity to compare the 
two types of inscriptions (pl. 13). i55 The archbishop is identifted by the titulus Stigant 
archie@[zScopu]s written directly around his head; whereas the scene as a whole is 
complemented by the general Statement Hic residet Harold rex anglomm. The extended 
inscriptions almost invariably recount the action, and they, too, name the key char- 
acters as a matter of course: Here Harold did this; Where William does that. It is 
striking how very few words are wasted on description - there are in fact only four 
adjectival phrases in the entire Tapestry But then the description is adrnirably sup- 
plied by the imagery. In point of fact, three of Sie four adjectival phrases are argu- 
ably of crucial importance for the story When Harold crosses the Channel we are 
told that his sails are full of wind.15This may be simply to suggest his speed, but 
more p r o b a b l ~  it indicates that conditions are stormy and he is being blown off 
course, providing the explanation for why he fell into the hands of Guy of Ponthieu 
(as is spelled out by William of Poitiers).l57 When Edward the Confessor addresses 
his faithful followers, the inscription reports that he is in bed, thus underlining how 
impending is his demise (pl. 12).'58 And when Duke William sailed to England we 
are told he did so in a great ship, thereby distinguishing his flagship from the fleet as 
a whole, and rnaking it seem portentious.159 1s it coincidence, one wonders, that the 
fourth occasion - the olle time that the adjectival phrase does not actually enhance 
the narrative - relates to Odo of Bayeux? In the Battle of Hastings we are told that 
he rallied the lads, carrying bis staff (pl. 24).160 The extra detail ensures that there 
can be no doubt as to which figure he is; and, equally important, it subtly Stresses 
the scene and ihe figure in question. 

153 Whon, Bayeux läpestry, pl. 31. 
154 Attempts to 'restore' such tituli to a hypothetical, pre-existing, narrative form (e.g. Bachrach, 

'Observations', esp. P. 14) are fundamentally misconceived. The representation of the Seige of 
D01 has been regarded as evidente that the designer worked from a written texS however there 
are serious ~roblerns with this inter~retation: See n. 233 below. 

155 Wilson, ~ & e w  läpesty, pi. 3 1. 
156 Ibid., pls 4-5. 'Hit Harold mare navigavit et velis vento plenis venit in terra Widonis comitis.' 

Bachrach, 'Observations', pp; 19-20, Jees a possible Virgilian echo here (Amkdy 281). 
157 WiUiarn of Poitiers, Cejta GUzlleln, ed. Foreviue, I, 41 (p. 100): IHaraldy d? ob id negotium 

venire ~ontende~et,  itjneris marjni periculo evaso littus arripuit Pontiw, In r ~ ~ ~ n u s  comitis 

Guidonis incidit'. ' 

15* Whony Bveux ZÜpestry, pl. 30. 'Hit Eadwardus Rex in lecto doquit[ur] fid+es'* 
159 Ibid., pls 39-4.1. '+ Hit Willelm dux in magno navigio mare transivit et ven~t ad pevenesae.' Itis 

generdy assurned that the prominent ship distin~ished by a Cross arid a cruciform ?box.ato~ 
the most, and by a human figure blowing a horn m d  holding a penmt on the stem Wdbam's 
fiagshlp (Ibid., pl, 42). For comment See Fowke, B a y ~  %pesby, 96-7; Stuifon (ed.), B@'eurx 
ZÜPes@, PP. 182-3; Ber&and, TapkSeie deByew p. 101; Gibbs-Smith, B@'m %!es@', PP. 12-13; 
arid WGon, Bayeux Z$estg, pp. 186-7. 

160 Wilson, Bymx 67.  'Hit Ode epircopl~s, baculum tenens, confortatpuero~'. Cf n. 1°2 
above. 
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Another case \vhere the precise choice of \vords is arguably significant is the in- 
scription abo\le die diree rnen, two liolding =es, one upraising the crown, \vho stand 
between the deatli of Ed~vard the Confessor and Harold enthroned, linking the tcvo 
scenes. It says, 'Here they pve the crown of the king to Harold'.I6' This is by no 
means unfavourable to Harold, as it further implies that he did not simply seize the 
throne, but rather that it was offered to him. Nevertheless, it cannot simply be inter- 
preted as a pro-English, anti-Norman touch.16* On the contrary, the legend in 
question, as also the subsequent written declarations that Harold is Rex Anglorum, 
intirnately associate the English as a whole with this fatal action. It is not just one 
man, but a whole nation which has sinned, and which will be judged accordingly. 

In eleven places the inscription mentions an act of speech, thereby incorporating 
sound and specific verbal communication into the imagery. 163 Twice - 'Where 
Harold and Guy converse' (pl. 4), and 'Here King Edward on his [deathlbed talks 
to his followers' (pl. 12) - it is a bald Statement that verbal communication happened. 
O n  the other nine occasions, by contrast, the inscription provides a key to the con- 
tent of the dialogue, thus further expanding on the information conveyed by the 
visual imagery The degree to which the writing specifies the spoken words varies 
from a general indication of the matter in question to a precis of a particular speech. 
On  the one hand, for example, we are told that 'Harold swore a sacred oath to Duke 
William' (pl. 10); on the other, we learn that 'a certain man ordered fortifications to 
be dug at Hastings' and that Mlilliam, 'exhorted his soldiers to prepare themselves 
manfully and wisely for battle against the arrny of the English'. This last, incidentall~ 
is the longest inscription in the Tapestry.lG2+ It is ~ ~ o r t h  rernarking that, 1vitl-i t\.tlo 
exceptions (namely Harold swearing the oath, and Pvilliarn ordering ships to be 
built), the specified speeches all occur after the Normans have landed in England. 
This increase in sound and dialogue lends additional urgency and irnrnediacy to the 
last phases of the story. It is also worthy of note that Odo of Bayeux is ghen verbal 
presence tlirough inscriptions on two of his four appearances - he blesses the food 
@I. 1% and he rallies Sie lads (pl. 24) - further. rmhancing his depicted Persona. 

In 4e.w of Sie simplicity of the language and the directness of the staternents, Sie 
choice of the wordparabolant to describe Guy and Harold's interchange at Beaurah 
deserves further cornrnent (pl. 41.165 AS we have already noted, the verb parabolare 

16 1 Wilson, Bayw Zpestly, pis 30-1. 'Hic dederunt Haroldo coronam regis'. 
162 Thus Bernstein, Mystery of the Bayeux Tapestyy, pp. 122-3. 
163 'Ubi Harold et Wido parabolant'; 'Ubi Harold sacramentum fecit Wjjlelmo duci'; 'Hit Badwar- 

dus rex in lecto aiioquitur fideles'; 'Hic Wiiielm dux iussit naves edificare; 'Iste iussit ut foderetur 
castellum at Hestenga'; 'Et hic episcopus cibum et potum benedicitY; 'Hic nuntiatum estWaelrno 
de Harold'; 'Hic Wiiielrn dux interrogat Vital si vidisset exercitum Haroldi'; 'Iste nuntiat Haroldum 
regem de exercitu Wilelmi ducis'; 'Hic Wielm dux alloquitur suis rnilitibus ut prepararent 
viriliter et sapienter ad prelium Contra anglorum exercitum'; 'Hic Odo episcopus bacuium 
tenens confortat pueros'. Dialogue is also implied (though not expressed) in, 'Ubi nuntiiWi1leP 
duck venerunt ad Widonem'; and an exclamation may be imp]icit in 'Hic est ~ilel[mus] dux . 

164 Cowdrey, 'Interpretation', p. 61 (pp. 105-6 above). 
165 Wilson, Buyeux Zjestry, pls 9-10. Cornment: Fowke, B"euX @jtsfv, pp, 38-9; Stenton (ed.)j 

B ~ e u  7$estiy7 pp. 176-7; Bertrand, Tapisselie de Bqeux, p. 81. 
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attests to French connections; but what does it actually mean here? Of ultimate 
Greek origin, the corresponding noun,parabia, can be Sound in the s~aightfonva~d 
sense of 'conversation', in the fuller sense of 'recounting' or 'story telling', and also 
with an antagonistic meaning approaching 'taunt'.l66 The precise nuance of the 
verb form in the present context is dimcuIt to gauge. It may have been chosen to ex- 
press nothing more than the fact that Harold and Guy talked. Alternativelx it rnight 
suggest a rnore expansive recounting of experiences; and it could irnply a full and 
frank exchange of opinions! While one would not wish to pIace too much weight on 
the hvothesis, the context of the exchange, between a captive and his captor, sug- 
gests that an element of tension was indeed intended - and this seems particularly 
likely if, as William of Poitiers relates, it was the local habit not onIy to irnprison 
noble captives, but also to torture them, and to sell them into ~1avery . I~~  The 
imagery, with a dominant, enthroned Guy pointing with arm outstretched to a 
rather cowed-lookiig Harold, leaves little doubt that this was a strained encounter. 

The terseness of the narrative inscriptions helps to keep the Pace of the story 
brisk: events happen and are described in quick succession. The written messages 
are simple, clear and informative, and they invariably tell the literate beholder what 
he needs to know in order to understand the depicted events. Consequently, on the 
two occasions when the inscriptions do not provide the modern beholder with 
sufficient information - the mysterious Scene 'Where one cleric and Elfgyva' (pl. 7 ) ,  
and the problem of knowing which figure is 'King Harold was killed' (pl. 26) 16' - 

we can, I think, safely assume that this is because we lack information that was held 
to be common knowledge in the later eleventh century. The former case is of add- 
itional interest as the one extended ins~ription without a verb; if the reader were 
meant to supply one, it was mostprobably a bland sunt or&erunt. In general, text arid 
imagery are excellently c0mplementar-y in arrangernent, content arid meaning. 

In terms of their tense, the narrative inscriptions seem t0 be fairly evenl~ divided 
between the perfect arid the present (or the historic p r e ~ e n t ) . ' ~ ~  There is one Single 

166 Cf, e.g., Habacuc 2, 6. 
167 Williarn of Poitiers, Gesta Guillelmi, ed. Foreville, I, 41 @. 100). 
168 'Ubi unus clericus et mgyva'; 'Harold rex interfectus est': Wilson, Ba~vw @RI~?, 

17 arid 7 1. 

Considerable ink has been spUed over both pints .  For the latter see Brooks and Walker, 
'Authority and Interpretation', pp. 23-34 (PP. 81-91 above); and S. A. Brown, 'The Bayern 
Tapestry: Why Eustace, Ode arid Wilfiam?', Anglo-Jbrmati Studies 12 (1990)) 7-28 at 17-18. On 
the former see, inter alias, E. A. Freeman, 'The Elfgyva of the Bayern Tapestry' in his nlejVormm2 
Conguest m, pp. 708-1 1 (repr. as Ch. 2 above); Fowke, B~EU.Y Zpeapestp, PP. 49-57 arid 63; Prentout, 
'Essai d'identification', PP. 15-18 bp. 22-5 above); J. B. McNdty, 'The Lady m f g y a  in the 
Bayern Tapestry7, &eculum 55 (1 980), 659-68; M. W. CmpbeU, 'Blfgyva: the mysterious hdy of 
the Bayeux Tapestryf, Anndes dejVommdh 34 (1984): 127-45; J. Gosling, 'The Identity of the Lady 
m g y v a  in the Bayern Tapestry and some speculations regarding the haglographer Gosceh', 
An~ectaBollmdima 108 (1990), 7 1-9; E. E Freeman, 'The Identity of the AeIfgyain ehe Bayeeru: 
Tapestry', ~ n n & j d e j V ~ r ~ ~ d i ~ 4 1  (1991), 117-34; and Grape, Bajeux ZbesV, p. 40. The solutions 
proposed by McNuity and E. E Freernan are particularly unlikel~. 

69 'Venit' and 'aPprehendit9 are ambipous in this respect I have taken them pret~fites (a eew 

defended by II Clemoes, 'Language in Context: Her in the 890 8~1~10-Smon Chonzcle , heb Shdtef 
i? Enjlkh n.s. 16 (1985), 27-36 at 33-4, n. 9). So too is the phrase 'Et hic defunctus est': ‘Arid here 
he is dead' or 'And here he has died'. 
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imperfect - where Harold rescued some of William's men from quicksand when 
they were on campaign: 'And here Duke Harold was dragging them from the sand' 
(pl. $).I70 This is surely to stress the fact that the Englishman performed this action 
for some time, or several hmes in succession, saving a number of men - a point con- 
veyed more schematicdly in the imagery which shows hirn heroically rescuing two 
men simultaneously. There is no obvious rationale behind the use of the perfect as 
opposed to the present on a given occasion. All that can be said with any confidence 
is that the alternation from the one tense to the other repeatedly draws the reader's 
attention; and that the alternation is noticeably more frequent in relation to the 
events of 1066, as opposed to those of 1064 and 1065, The increasing fluctation of 
the language sublimiially suggests that things are hotting up. 

On four occasions the individual 'sentences' are introduced by a demonstrative 
pronoun - isti, Gte ('these men', 'this man'). Every other phrase is headed by Hit 
('here') or, far less frequently, Ubi ('where'). All these words help to connect text arid 
image, by underlining the fact that the words relate to the irnagery which is right be- 
side thern.171 In addition, through their demonstrative and locative force, they Stress 
the imrnediacy of the event for the beholder. There was a venerable tradition for 
using Hic and Ubi in this way to introduce inscriptions that accornpanied irnagev17* 
On one occasion, right at the Start, an Ubi is used disjunctively to indicate a new Set- 
h g  in contrast to the previous one (Edtvard's palace): Ubi Harold Dux et sui milite5 
equitunt ad Bosham (pls 1-2).173 On the other four occasions, however, it is used con- 
junctively to indicate something that is happening at a place which has just been 
shown and mentioned.17* Hic identifies distinct events, irrespective of their Setting. 
'The use of Hic in the Tapestry is reminiscent of the practice of introducing each 
year in the Anglo-Saxon Chronicle with Her ('here' or 'in this year'),175 though it is doubt- 
ful that there is any direct connection between them. On the other hand, tliere is no 
doubt of its relationship to the Hics that introduce descriptive inscriptions accom- 
panY% images elsewhere, as for example in the Tiberius Psalter. Its wide use in such 

170 'Hic Harold d u  trahebat eos de arena': Wilson, Bayeux Westry, pls 19-20. 
171 The Suggestion (Bachrach, 'Observations', PP. 6-7) that these are 'instruction words' t0 the 

decorator (the fact that they were included suggesting careless supervMon) can safely be disre- 
garded, not least because of the explanatory inscriptions beginning Hic that occur as an integral 
part of the design in contemporary manuscript art. 

172 As an example of Ubi it will suffice to cite the capitals u1 San Pedro de la Nave, h.mora, built 
691, which show Daniel in the lions' den, and the sacrifice of Isaac, accompanied by the 
inscr+ed legends: '+Ubi Daniel rnissus est in laqum pacum] leonum' and '+Ubi Habraam 
obtuht kac fiiium suum olocaustum Dno' (de Palol arid Hirmer7 ~ e d i e v a l  Art in spain, 7; 
J. Fontaine, L'udpriromon hispanique, 2 vok &i. Pierre-qui-vire, 1973)' I, pp. 199-205; 70-1). 

173 Wilson, Baym Epesty, pls 1-2. 
174 P i c  apprehendi Wido Haroldum, et duxit eum ad belrem et jbi eum tenuit] 'Ubi Harold et 

Wido ~arabolant'. 
Arid a]Jo 'Ubi nuntii Willelmi ducis venerunt ad Widonem'. (The need to phow aii Pis 

happening at one location probably expiains why WiUiam7s messengers appear from the rlght 
arid move to the left.) 

- --', 
dux Wilgelm cum Haroldo venit ad Pdatium suum] 'Ubi u n u  clericus et mwa'+ 

W ~ C  Willelmvenii bagias] 'Ubi Harold racramenhm feeit Willelmo duci'. (See n. 122 
175 See Clemoes, 'Language in Context'. 
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contexts reflects the circumstance that its demonstrative and locative force made it 
ideal for binding images and words together, as mentioned earlier. The regular repe- 
tition of Hicin the Tapestry estalslishes an internal rhythm; and the word punctuates 
the narrative as clearly as do the visual interruptions such as trees. The presence of 
the word underlines Sie fact that the extract to which it relates is a distinct scene 
within the spatial and narrative continuum. It has reasonably been suggested that 
these Hic and Ubi in general made the inscriptions highly suitable for functioning as 
cues for one Person who was pointing out the imagery, performing the Tapestry, to 
others. 'So ladies and gentlemen here you See.. . And this was where.. .'.176 

The literate beholder has little alternative but to read these inscriptions: it is very 
difficult to ignore clear, bold writing in simple language, immediately before your 
eyes, when you can read. But this was an age when reading was often a communal 
experience, even for those who were personally literate. People expected to hear 
texts. I t  is dimcult to believe that, wherever the Tapestry was on show, there was not 
someone present who was ready to read and 'perform' it with the heIp of these 
inscriptions for beholders, literate and illiterate alike. 

Furthermore, for all viewers the mere presence of such bold writing throughout 
the Tapestry, irrespective of what it said, will have contributed to the general 
impression of the work. Exactly what it contributed is difficult to gauge; however 
the Latin legends rnay have given the work a slightly ecclesiastical flavour; and we 
can be fairly confident h a t  it imparted an official air, contributing to the credibilit~ 
of this version of the events. Latin was the language of church and government; it 
was not the language of everyday speech. 

Pictorial Narrative 

MY next theme is pictorial narrative. The skill of the designer in conveying the 
events of 10646  in visual f i rm is superlative. So underline the magnitude of the 
task he achieved so weil, one has merely to ask oneself: could I depict the main 
events of English history during the last three years equally well with the same 
resources? Many intereseng arid perceptive comments have been made over the 
YearS On the methods the designer used to recount his story. 17' There is, for example, 
the sensitive deployment of gesture to convey what characters are doing and how 
t h e ~  are interacting whilst simultaneously leading the eye on through the narrative. 
There is the way in whiCh figures look in one direction but Point or move in another, 
li*g one event to the next, arid tying a given rnoment to the one that succeeds it. 
Arid there is Sie use of trees or towers to create breaks in the sequence, signalling 
temporal or  spatial disjunction. It is not my intention to reiterate or elaborate upon 

76 Brifiant, 'Bayeux Tapestry', pp. 102-1 9 (pp. 1 19-34 above). 
177 E.g G. Henderson, EariyMcdieiiß(~armon&worth, 1975, pp. 168-78; Parkse, &U %$'SO> 

PP. 53-80; Bernstein, M?.J~~v ojf fhe Bye<ur %ipei@, pßimn b ~ t  esp. PP. 89-104; Grape, B ~ e k v  
Wesh~, PP. 63-73.1 haw not seen.J. B. McNuityS rnonographic work, 7he Narrative Art of the 



these weil knolvn aspects, important though tiriey are. The fact0I-s On ~ ~ l l i c h  I wish 
to comment are more elernentary and fundamental - so much so, indeed, that they 
are easily overlooked. 

The first point is the shape of the object itself. The fact that the Tapestry is a long 
thin strip with a single continuous narrative (and not taller with the narrative 
arranged in registers, one above another, as, for instance in Sie ninth-cenhiry SOU- 
ronian Bibles or Sie eleventh-century Codex Aureus E~ternacensis) '~~ ensures that 
the beholder moves ever onwards in a controlled progression. And as the eye moves 
along the strip, so it advances through time. The single exception to this is the death 
of Edward Sie Confessor, where two proximate moments appear one above the 
other @1. 12).'79 We See the king addressing his faithful followers from his deathbed 
in an upstairs chamber, with the next event, the shrouding of his corpse, shown in 
the room below. This is one of two departures from the normal method of nar- 
rative presentation in this Part of the Tapestry, the rationale for which will be dis- 
cussed in a mornent. The demerits of the Tapestry's long, thin shape for Sie nave of 
a church are sometimes noted (incorrectly in my opinion).l80 Be that as it may, this 
shape was ideally suited for relling a story and it contributes greatly to the werk's 
narrative success. Moreover, as the Tapestry is an extended strip and not a coiled, 
rising one like the triumphal columns with which it is sometimes ~ o m ~ a r e d , ' ~ '  its 
sequence of images is easy and convenient to follow~, 

The second poht relates to the basic design and contrdction of the Tapesw: in 
particular to Sie fact that the entire background was left as blank linen. The funda- 
mental contrast behveen the liglit ground and the richly coloured pictorial elements 
makes the latter stand out very clearly, particularly since, being 'laid and couch' 
werk, they do in fact project slightly frorn its surface.182 Considerations of time arid 
tost no doubt contributed to the decision to leave the ground plain, but aesthetic 
reasons may also have played a palt. And wl~atever tlie truth, the role of ttle 
Wund  in highlighting the subject matter and enhancing its legibility is undeniable. 
The extent of its contribution in this respect is underlined by other textiles whose 

1 78 For which see respectively H. Kessler, ??ze IllustratedBiblesjm Zurs (Princeton, 1977); arid Metz, 
7-he Golden Gospels of Echternach (London, 1957). 

179 Wien, Bayeux Zpestry, pl. 30. 
180 Dodweu, 'Bayeux Tapestry and French Secular Epic', p. 549 (p. 47 above); Bernstein, Mysteg 

?f ~ B V W  %fies@, PP. 104-5; Brown, Baym lpestry: history and bibliography, pp. 34-5. 
181 Namely Trajan's Column and Marcus Aurelius' Column (on which see R. Brilliant, VialNfrra- 

hves: StolytellUig zh Etrwcan and Roman Art (Ithaca, 1984)' pp. 90-123); and, much closer in time, 
that of Bernward of Nidesheim, for which see M. Brandt and A. Eggebrecht (eds), Bemward von 
t-lildesheim und dar Zeitalter der Ottonen, 2 vols (Hildesheim, 1993), 11,540-8. Though in the abstract' 
as strip narratives, these works are obviously comparable, in reality the way they can be read arid 
their legibility is fundamentaii~ different - ap~intthat~ublication in book form tends to co?ceale 
The sP:ctaVr :an easiiy foflow the narrative strip of the Tapestry; he can with inconvenlence 
arid mild dlzziness foiiow that of Bernward's column; he cannot follow that of the Roman 
columns at d. 

182 Cf. S. Bertrand, 'Etude', esp. 202-3 (Ch, 5 above, p. 35)' for the ausion of three-dimensio~lalit~ 
that resulu from the relief created by the laid arid couch lvork technique. 
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grounds are fully coloured. The figures on tlie Baldishol Tapesky, for example,ls3 
being absorbed into the overall decorative effect, are less prominent, and ase less 
forcibly etched onto the mind's eye. In addition, the polarity between the blank 
ground and the coloured subject matter in the Bayeux Tapestry sends subliminal 
messages. When the action hots up and there are correspondingly rnore fipres in 
less orderly arrangements, a larger amount of the ground is covered by the design: 
such moments are literally more colourful. 

The third point is the story itself. The events in question are exciting and 
momentous: Siey are excellent material for an artist to work with. (To that extent 
my earlier challenge - to depict the events of English history during the last three 
years in similar form - was rather unfair: nothing comparably dramatic has 
happened.) Nevertheless, choosing the optirnum series of scenes and moments that 
could flow smoothly frorn one to the next, telling the story clearly and interestingly, 
was of paramount importance. The thought this presupposed, and the artistry with 
which it was achieved can be most clearly appreciated in the sequence which ex- 
tends from the swearing of the oath up to the order to build ships for the invasion 
(pls 10-15).'84 This section is particularly complicated, with a dense narrative; 
nevertheless, compressing real time, each scene interlocks with the next to emphasise 
cause and effect. The last event of Harold's sojourn in Normandy, as it is depicted, 
is his stvearing of the oath, \~llich tllereby echoes through the following events. AS 
soon as he has returned to England and confronted Edward the Confessor, the 
latter dies ( t i ~ o u ~ h  in reality ~everal months elapsed between Harold's return arid 
Edward's death); and immediately after I-Iarold has accepted his crown, Halley's 
comet appears (again, events that were montlis apart). This is depicted as a portent, 
bvith the lower border alluding to the fleet \\iliich William orders to be built as soon 
as news of events in England reaches him. 

Although the planning arid design Stages of the work are entirely lost to uS, we 
can be confident that they absorbed considerable time and effort. The Story the 
Tapestry recounts is broadly similar to that told by William of Jumieges arid 
William of Poitiers,l85 arid it sometimes seems to be assumed that the designer was 
presented with a comparable written account and simply got on with the task of 
illustrating it.186 This, it seems to me, is altogether too sirnplistic a model. Whatever 
SourCes the designer worked from (arid they would seem to have been generally weil 
informed), and whatever the details of his brief, he had to ensure that the selected 
event~ led effectively from one to the next both in visual and in causal terms- We will 
never know how closely bis task was mapped out for him; but the fact that the 
narrative flows so weil suggests we should credit him with a pro-active arid not 

183 Reproduced in colour: P. Anker arid I. Racz, Medieual .N'omegiian Ad (Helsinki, Ig7O), P'. 127; 
E. Roesdahl and D. Wkan (eds), ~m to Gu.mi'n ~candinazia andE~ro@ 800-1200 (Council 
of Europe, 1992), p. 195. 

184 Wilson, Baym Inpestry, pis 25-35. 
185 For these authors see nn. 220-1 below 
186 Some ~ c l ~ ~ l ~ ~ ~  (e.g Bertrnnd, 'Etude9; Baclirach, '~bservations') have l i~~othes i sed  that the 

Tapestr~ foiiows a lost Gesta or Cilntrsori degeste. 
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rnerely a passive role in the formation of this particular version of the story. No one 
doubts tliat a medieval author comrnissioned to ~vrite a chronicle or biography 
would have had a fair degree of freedom to select and rnould the material accord- 
ing to the canons of his o\vn style and art. Precisely the same is likely to have been 
true of the designer of the Bayeux Tapestry. One of the the most useful contri- 
butions that the Carma de Hastinga Pr~eliol*~ can make to our understanding of the 
Bayeux Tapestry is to underline this point. 

Fourthly, there are the inscriptions. As I stressed in the previous section, they are 
intimately woven into the imagery, and are an irnportant part of it. The interaction 
between text and image is underlined visually by their CO-existente in one space, 
and by the occasional depicted figure who points at the words - to be seen, for in- 
stance, in the scenes where Harold swears the oath to Williarn (pl. lO), and 0 d 0  
blesses the food (pl. 18).18* Some discussions of the Bayeux TapestryYs narrative 
techniques make one wonder if Sie author has even noticed there are words run- 
ning right through the work. Yet the inscriptions provide clear, concise information 
about what is happening. As we have seen, they are themselves narrative - here 
such and such happens, where so and so was done - and they have their own fast 
pace. At the Same time, the Hics punctuate the story, clearly marking off distinct 
moments and events: the inscriptions play an irnportant role in delineating the in- 
dividual scenes within the continuous strip. Furthermore, the inclusion of inscrip- 
tions presupposed, and made it inevitable, that the visual narrative should run 
continuously (or nearly so) from left to right - the conventional direction for writing 
in a chauvinistically right-handed sociev 

So confbrming to the requirement of the writing and using the strip shape to good 
effect, the story flows scene by scene from left to right. The beholder is carried effort- 
lessly with tl~e tide. As lie moves along tlle Course of the embroidery, so he tr.avels 
through depicted time; and his own physical rnovernent supplies a dirnension of 
kinesis to the series of individually static but interlocking images in front of him- 

There are, as is well known, a few exceptions to the left to right 
r~~os t  ~ ~ ~ I K X J S  and often discussed is the death and burial of Edward the Confessor, 
where the chronological narrative runs briefly frorn right to left (pls 1 1-1 2). 18' 

Following the Scene of Harold, recently returned from Normandy, appearing in front 
of King Edward, we See the completion of Westminster Abbey, and then Edward's 
funeral cortege moving towards it. Next there is the 'double-decker' scene mentioned 
earlier, showing tw0 Prior moments in time: Edward's deathbed address to his fol- 
lowers, arid the shrouding of his corpse. Then there appears a group of men who, 

187 See n. 5 above. 
188 Whon, B p u x  läpestty, pls 25-6 and 48. Cf, n. 147 above. 
189 Bvm läpesj, pU 28-31. For earlier comment See, inter olios, Fowke, B a ~ ~ n x  '@)tstT P' 

75; Bertrand, Ta@serie de Byeux, pp. 93-5; Brom and Walker, Authority and h t e r ~ r e ~ ~ ~ ~ ~ ~  P' 
2 1 @P- 80-1 above); Bernstein, Mystery of the Byaux Zptsty, pp. 121 and 199, n. 16; Grape) 
B- ZPest~,  ppp. 70-1; and, with an interesting but unprovable specuiation, Getto, 
ZPes t~ ,  PP. 7-8. Another much discussed occasion is the arrival of Williarn's messengers at 
Guy's palace hvikon, Byrur Znpstp, pls 10-1 2), for ivhicli See n. 174. above. (Bachracll, 'Obser- 
vations') PP, 12-14, offers an alternative ~splanation.) 
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we are told, give the crown of the king to Harold; and this is foliowed by the image of 
Harold enthroned (pl. 13). Understanding this superficially puzzling section of the 
embroidery is of considerable importance for apprehending the way the desipner 
worked, the difficulties he faced, and his general success in surmounting them. 

The  fact that the reversal of time occurs exactly at the join between two separate 
sections of the embroidery should be noted, though it is debatable whether this is 
particularly significant. lgO The funeral cortkge and the left appendages of the b ~ l d -  
ing are at the end of section hvo, while the deathbed and shrouding appear at the 
start of section three. T h e  inscription for the lower scene (Et / hic: dejknctus est) 
straddles the join as indicated, as does the figure of the man on the left who is attend- 
ing to Edward's corpse igl. 12). It sliould also be borne in mind that last four 
events in this cycle actually happened in fairly quick s u c c e s ~ i o n . ~ ~ ~  Westrninster 
Abbey was consecrated on the 28th December 1065; Edward died on the 5th Jan- 
uary 1066; and he was buried on the 6th) ttlhich was also the day on which Harold 
was crowned. If the enthronement occurred at Westrninster, these events were close 
in space as well as time. 

In point of fact, there is only one scene in the Tapestry's version that is out of 
Order; and it seems likely that this circumstance (along with the 'double-decker' 
porbayal) reflects the conacting demands of the individual elements of this com- 
plicated section. The fluidity and success of the narrative depended on the juxta- 
position of key events which were sequential in time and /or causally related. Un- 
forbnately at this very busy point of Ihe story, the requirements of chronology and 
the demands of causality were incompatible. It was deemed desirable to show the 
completion of Westrninster Abbey next to the living Edward in order to indicate the 
king's sponsorship of the foundation during his life; while it was necessary to have 
the deathbed scene juxtaposed with the acclamation of Harold as king of England 
because of the intimate causal relationship between the two events. The dead king 
was placed below the deathbed Scene to minimise the contradiction; but the funeral 
cortege (an irnportant event of the momentous day when Harold was crot+med) still 
bad to move from right to left. 

The  fact that such reversals are so rare furtller underlines the skill of the designer 
in marshaIling his material. It is most interesting to note that causality was 
perceived to be more important i.han chronology here. This underlines the fact that 
action and reaction, arid not ~imply orderly temporal ~ro~ress ion,  was a c e n ~ a l  
prbciple of the designer's narrative art. 

Tllere are four less celebrated occasions when the left to right flow stops. These 
are not the product of conflicting requirements, but rather a deliberate negation of 
ihe normal progression for a perceived artistic effect. The beholder's attention is 

190 The  join is just visible in Whon, B p m  Q I ~ J ~ ,  pl. 30, at the very right of the left hand page. 
Bachrach, 'Observations', pp. 7-8, Sees this as the key factor; however neither of his reasons 
icareiessness. or the wish to conceal a pro-hgIo-Sa~on detail frorn aNorman ~a t ron)  seems very 
plausible. 

191 See l?recrnan, Normen ConquedII, pp. 507-22 and Ill, pp. 4-31 for a full narrative account. More 
succinct and analytical is l? Barlow, Edmrd die Cor$ssor (London, 1970), pp. 240-55. 
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involuntarily arrested by the sudden halt; and the device is used to convey tense and 
climactic encounters. The Tapestry Sets off on its left to right Course with Harold 
taking his leave of King Edward and then England.192 The first case of right to left 
movement is the appearance of Guy of Ponthieu (pl. 3).'93 The fact that he appears 
from the other direction and is followed by a group of four knights also moving to 
the left, well expresses his checking of Harold's progress and arresting him. The 
technique is used with similar effectiveness to express the meeting of Harold, Guy, 
and William (where William and three companions ride from right to left: pl. 6);Ig4 
and again for Harold's encounter 14th Ed\vard when he finally returns to England. 
Here Edward is a monumental seated figure facing left with a left-facing retainer 
behind him (p1. 1 1).Ig5 - 

The last and most spectacular deployment of the device occurs towards the end 
of Sie Tapestry (in its present state) when banle is joined between the Norrnans arid 
the Anglo-Saxons. We see the Normans riding forth to war, after being expansively 
exhorted by William (pl. 2O).l96 They canter away to Sie right, gradually picking 
speed, until finally we See them galloping in a full Charge. Crash! They collide with 
the Anglo-Saxons who are all facing the other way (pl. 2 1).1g7 This sudden unequi- 
vom1 check to their progress excellently conveys the first impact of battle. Hereafter, 
left-facing and right-facing figures alternate, Cross, and clash, Sie wholesale deparmre 
from the former order well expressing the confusion and conflict of war (pl. 22).Ig8 

It was important, if the narrative were to be effective, for the beholder to be able 
to identify the key characters without difficulty As is well known, the Anglo-Saxons 
arid Normans are distinguished visually from each other initially (though not 
throughout the work)Igg by the fact h a t  the latter have shorn necks and are clean 
shaven, while the former have hair continuing on to the nape of their necks arid 
some of them also Sport moustaches.*~0 Most of the figures who populate the scenes 
lack specific identity; but this really does not matter. They have definite roles to play 
arid some are even given personalities, but more specific identity is irrelevant. 
Indeedit wollld be a distraction. They are not the focus of attention. 

The five main characters, Edward, Harold, Guy, William and Odo, are carefully 
marked out visually Edward and Odo both have a personal iconography, io the 
extent of being conspicuously old, and a cleric respectively. It is no accident that 
when Ode appears in the Battle of Hastings clad in helrnet and arrnour (thus losing 

192 Wilson, Bujvz~x 'Tipestiy, pls 1-6. 
193 Ibid.. D ~ S  7-8. 
194 1bid.i pls 13-15, 
195 Ibd, pl. 28. Cf. the cornrnentary of Brooh and Walker, 'Authority and ~nter~retation',  P P  'Odl 

(P. 72 abovd. 
196 kilron, BUJ& 'Tipesiiy, plr 57-60. 
197 Ibid., 01. 6 1. , , 
198 The Same contrast found in die Old English Hexateuch: cf Gameson, Rale of Art, P. 165s 
199 Fowke, B ~ e u x  Epestiy, p. 7 1, accounted for Harold's lack of a moustache when he returned to 

En&nd from Nomxmdy on the groundi that, ivhen in the Duchy, 'aU the Englirh temporardy 
subrnitted to the customs of NormandyY! 

*oO Cf Berrrand, ~Pzisene de Bqveux, p. 287; and Gihbs-Smith, B o y ~ u ~  Eptotry, pp. 8-9. 
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the specific indicator-s of his identity), he is distinguished from all the other mounted 
f i ~ r e s  by bis baiiihin and by die overtunic whiCh lie alone wears (pl. 24). This is 
dark, fully coloured, and decorated with triangles, and it contrasts strongly with tlle 
light, uncoloured armour (evoked by circles) worn by all the knights.2" Harold, 
Guy and William are often marked out from the figures around them by Sie wear- 
ing of a coloured cloak which functions as a symbol of rank. There is little attempt 
to use consistency of clothing, colouring or facial features to make them distinct.202 
If we examine the figure of Harold in Normandy, for exarnple, we find that he 
travelled with a fairly extensive wardrobe of tunics and CO-ordinating cloaks. It 
might seem that the designer 'dropped a catch' here (though whether he supervised 
the actual embroidering, and hence whether he could have standardised the 
colours is unknown). One might observe that, people, especially important ones, do 
change their clothes, and in a sense such variations are therefore naturalistic. More 
to the point, however, is the fact that they ~ontribute to the continual, highly decor- 
ative colour contrasts that characterise the work as a whole, and help to make it so 
engaging. Context and posture generally make it quite clear who the key figures are; 
while Harold and, to a lesser extent, William, are further marked out by the hawks 
that often appear on their wrists - again a symbol of aristocracy (pl. 6).203 In 
Harold's case, there may also be a personal allusion here, since the Duke seems to 
have possessed 01- composed a treatise on hunting204 But above all (literally as well 
as figuratively) die inscriptions indicate identity Tliey leave little doubt of who is 
who, and what they are doing at each moment of depicted time. 

Space in the Tapestry is predominantiy lateral - runnirig along the surface of the 
linen - and it is intimately linlted to time. Tliere is littie sense of recessive space (bat 
is pictorial space), and diis absence of depth contributes appreciably to the narrative 
flow The beholder is encouraged to look ever onrtlards fiom left to right, rather 
than to stare 'into' a given area. Since time also Progresses from left to riglit, he is 
thus encouraged to move continuously through time rather than lingenng over one 
temporal moment. The only space in William's hall, for instance, is lateral not 
recessive @1. 15).205 We inevitably move through it, therefore, from the lefi side to 
the right. As we do so, we meet in quick, interlocking succession: amessenger giving 
William the news of Harold's occupation of the English throne; William arid Ode 
discussing this development, with William ordering ships to be b d t  (seemingly at 
Odo's instigation); arid finally a carpenter ready to h u r r ~  awaY arid carrY Out 

command. 

201 Wihon, Bveux zpc~ty, pl. 67. Comment: Stenton (ed.), Bqem Zfiesty, p. 187. w a a m  likewise 
distinguished on the battIefield by his staff and mace: Wilson, Bnyew Zjesty, pls 54 and 68. 

202 Odo remains closelv shilar  jn the iuxtaposed scenes of him blasing the food and then sitting " - 
with his half-brotheis (ibid., pl. 48). 

203 Fowke, Bqeu zfirra PP. 28-9. See further in general G. Owen-Cracker, 'Hawks and Hone- 
Trappings: the insignia of rank', Scragg (ed.), Battle cf Maldon, 220-37. 

204 C. H. Haskins, 'liing Hnrold's Bool;s' figlW.1, Hi~totiilil Rmieru 37 (1922), 398-400. 
205 Wilson, Byer~x Xije.~tg~, pls 34-5. 
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It  is significant h a t  when some sense of depth is indicated for a given mornent - 
generally by a second or third image higher up the picture space and hence in the 
background - its subject matter is identical to that in the foreground.206 Thus in the 
next scene we See two sets of workmen building boats; and soon afterwards two files 
of men carrying armour to the completed vessels (pl. 16).207 There is still only one 
narrative subject here: it is doubled up to indicate how much manpower and effort 
were involved. The temporary depth enriches the Single image - it is not a multiple 
image - while our Progress through time remains wholly lateral and is unabated. 

The general lack of depth, the absence of a recessive plane, is consonant with 
eleventh-century canons of pictorial representation.208 Its positive effect is to 
present the subject matter to the beholder in a very immediate way. We are not 
looking at a story unfolding at different depths into a space which recedes away 
from us: everything happens nght in front of our eyes. 

This Ieads on to the last point I wish to make on the subject of pictorial narrative, 
which concerns scale.209 Scale fluctuates greatly from one scene to the next. 
Sometimes figures fill the entire picture area, other times a building or a ship does - 
at which point the figures have shrunk in size. Size and scale are flexible devices 
which the artist manipulates (as did some contemporary illuminators) tu ensure that 
the principal subject of every moment occupies the maxirnum available space, sub-. 
ject to the need to include inscriptions. Thus when the principal theme is sailing, 
boats fill the space; when it is felling trees, trees fill the space; when it is riding, hone 
plus rider fills the space; and when it is the interaction of rnen, it is they that fll it. 
Fettered neither by the constraints of optical perspective, nor by the desire to make 
his images actually resemble the real world, the designer could symbolise it verY 
effectively, and ensure that the true subject of each moment was impressed upon 
the beholder. From time to time he oversteps his self-imposed boundaries arid 
details, buildings, or the action itself extend into the border, thereby expressing 
Special magnitude, excitement, or force of what is hap~~ning.210 The grandeur of 
certain buildings, for example, is conveyed in this way (pls 9, 14, 15), as is the great 
size of ships @1. 17). Above all, the technique is used to ernphasise the violence of 
the Batde of Hastings. Here both borders are occupied, corpses filling the lower 
one, spearpoints projecting into the upper one (pl. 23). Such is Sie energy of what is 
happening that the linen can hardly contain it. 

206 I am not wholly convinced by the Suggestion (Brown and Herren, 'Adelae Comit2rsae7) that the]ittle 
boats in the invasion scene are meant to be different types of craft - if so, why are none of them 
aligned with the other ships, and why are they set so high? The high set detail to suggest 
background or context had a venerable artistic tradition in, for instance, Ottonian rnanuscripts: 
cf. M. Bunim, Space in Medieval Paintings und tlze Forerunners Perspective (New York, 1940)) PP* 
62-85, esp. 64-5. 

207 wilso;, ~ ~ e u x  Ejestry, pls 36-8. 
208 See further Garneson, Role ofArt, pp. 150-91. 
209 Cf. ibid., pp. 166-76. 
210 The major exarnples occur on M7ilson, Byeux Xpesty, pls 5-6, 19, 23, 25, 28,31,32, 33, 34, 

40-3,61-73. Minor instances (aspear-point etc.) occur on ibid., pls 21,29,39,45,50,59-6°. 
the broader artistic context See Gameson, Role $Art, pp. 152-60. 



The O@n, Art, and Message the Bayeux Tapestp 

Ultirnately what makes the beholder follow the narrative is his interest in it. The 
excitement of the story, the skill with which it is told, the fast pace of what happens, 
and the general visual attractiveness of the work, all make the experience of view- 
ing the Tapestry a fascinating one, and hence its story is compelling. 

Historicity 
Now that we have the Tapestry's nature as a carefully crafted work of art firmly 
before our eyes, we can profitably proceed to comment on the nature of the history 
depicted in it, and more generally on its historicib The Bayeux Tapestry, unlike 
some works of art, is self-evidently an historical document. Its unique status h'this 
respect is underlined by the fact that it is the only visual source in the massive English 
HzStorical Docurnmts collection.*~ But what type of source is it; and what is the nature 
of the history it embodies? 

To begin from a conventional starting point, the Tapestry is a problematic 
authority for the events of 1064-6 because its date and origin are uncertain, the - 
traditions on which it depends (its own sources) are unknown, and its relationship - 
if any - to the surviving written accounts is obscure. The Tapestry may well be 
nearly contemporary wi& the events it depicts (as I believe most~robab1e)~however 
we cannot wholly rule out the possibility that it postdates them by up to a quarter of 
a century. In the view of some historians, it must be treated witli additional caution 
because i t  is patently art; this, however, is simply anachronistic, iconophobic 
chauvinism. There is absolutely no reason to believe that a textual account Per se is 
any more reliable than a visual one. Writer and designer alike had agendas to 
follow; and a text could, in its way, be as enigmatic or as formulaic as an image. 
William of Jumikges' version of events, for instance, is singularly lacking in depth; 
while some of William of Poitiers' details were shaped by literary artifice and 
classical rnodels212 rather than historical reality 

This is not to deny that a pictorial source presents its own problems. On the one 
band, it is sometimes unclear what exactly is depicted in the Bayeux Tapestry; while 
On the other hand, the werk includes a plethora of descriptive detail which, although 
unambiguous, is nevertheless potentially misleading. Let us consider these two 
points in turn. 

The exact content and hplication of key scenes such as the oath swearing, the 
death of Edward the Confessor @1. 12)) and the death of Harold @I. 26) have 10% 
been debated and opinions still difier; the interpretation of certain other figures 
and scenes is equally varied - as perusal of any selection of cornmentaries will reveal. 
The imagery in question is not fuiiy eiplicit and self-explanator~ andconsequendy 
its interpretation depends On the beholder's suppositions, or on external ~nf~rmation. 

2 11 Ed. Dougla arid Greenaway, p p  247-30 1, where its vaiue a~ a historical SourCe is rated very 
highly (p. 24.7). 

212 AS set out in the notes of Foreville's edition. 



This tvill always have been the case: xvliereas modern scholars rely on the survi~ling 
range of written sources to form their opinions (and these have generally varied 
according to which source - or hypothesis - is favoured), the eleventh-century 
viewer was, doubtless, influenced by wliat he knew personally or by a human guide, 
as noted earlier, The only way to cut this Gordian knot, it seems to me, is to remem- 
ber that the designer can hardly have been unaware of Sie lirnitations of his art in 
this respect. Consequently, whilst he no doubt added subtleties and embellishments 
as he saw fit, he is likely to have stressed the key points he wanted to convey as 
forcibly as he was able.213 I will explore this theme more fully in due Course. 

Turning to Sie second point, the crucial difference between the Bayeux Tapestry 
and the other sources is that, being a visual rather than a textual account, it does not 
merely state what came to pass, it also depicts the events in question. The Tapesq  
by its very nature includes a rnass of descriptive pictorial detail: that is how it tells its 
story The beholder, in consequence, not only learns what happened, but simultan- 
eously how it happened, and what it looked like. The mass of descriptive pictorial 
detail renders this version of the story highly credible - seeing is believing - and 
makes the experience of viewing it enthralling. This is ultimately why, although few 
individuals today read William of Jumieges, William of Poitiers, or the Anglo-Sax08 
Chronicle, countless people make the pilgrimage to Bayeux. For those modern bis- 
torians who remain shy of artistic evidente, it is a forcible advertisement of the 
great importance of visual representations in eleventh-century culture, and one 
wliich simultaneously provides a potent demonstration of why this was the case. 

The Tapestry has long been studied for its invaluable record of eleventh-century 
material culture; and in general, makinp allowance for pictorial convention arid 
schematisation and for the fact that the designer is higl-ily unlikely to have seen every 
place and object he had to depict, its witne'ss seems to be fairly reliable.21'$ This is as 
one would expect. Nevertheless, we should be very careful to distinguisli between 
the credibility of the individual details in heir own right on the one hand, and their 
aufiority in a particular scene on the other. The fact that the depicted clothes are, 
insofar as we can judge, reliable representations of eleventh-century garments, for 
example, does not mean they record what a particular historical character actually 
wore On a specific occasion. This may seem obvious. In reality, however, it is all too 
easy to forget that the portrayal of countless details, from feasting to sailing, is equally 
fictitious. The art of Sie Tapestry is not only highly attracijve, it is also very seduc- 
tim. The deathbed of Edward the Confessor is a helpful case to bear in mind here 

2 13 Pace Wissoiik and Bernstein, who seem to believe precjsely the reverse. 
2 14 See inter aliosJ. Mann, 'Arms and Armour'; J. Nevinson, 'The Costumes'; and R. A. Brown, 'The 

Architecture', aii in Stenton (ed.), Bayew. Xi@es@, respectively 56-69,7Q-5, and 7687 ;  also Ber- 
trand, 7äainsserie de Bayern, pp. 26 1-309; Parisse, Bayeux Zapestty, pp. 81-1 23; G. R. Owen-Cracker, 
Dress in Angl~-~Saxon England (Manchester, 1986), pp. 131-73; Wilcon, Bayern irapespy, pp. 21 3-27; 
and R. A. Brown, 'The Castles of the Concluest' in Domp,j&y Book Srudie,c, ed. A. Williams arid 
R. Erskine (London, 1987), 69-74. 
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(PI. 1 2 ) a n 5  I t  is a ver)' Wiking image; yet it can hardly be regarded as eiidence that 
the King died in an upstairs chamber when, as we have Seen, the 'double-decker' 
por t ra~al  was motivated by complex narrative and artistic factors Similarly, he 
Tapestry depicts tlie various military operations in Normandy and Brittany in 
stylised and generalised forms rather than in specific, liistorically accurate ones 
@I. 9).*16 There is no reason to believe h a t  the designer of the Tapestq was an eye- 
witness to any of the events he depicted; and tve can be confident that it was artistic 
no less than factual considerations that determined ho\.\i he portrayed them. The 
Tapes t r~  is an eleventh-century evocation of history, not a visual record of the 
events in question, and we must resist the temptation to consider it as such. 

Furtherrnore, the designer had to convey the concept of what was being done - 
and its thematic relevance - in the clearest and most intelligible way possible, and 
this could often be at odds with 'reality'. An obvious example of the phenomenon is 
the exaggerated depiction of Anglo-Saxons watching for Harold's return from 
Normandy.217 One figure looks out to sea, his action accentuated by a magnificently 
rubbery arm, and the message is underlined by the fact that every window of the 
structure behind him is filled ~ 4 t h  a head peering in the same direction (pl. 1 1). No 
one would seriously consider this as a factual representation. Yet every inch of the 
oath-swearing Scene down to the minute details of the two reliquaries has been 
scoured for its 'historical' implicatioils (pl. 10).218 Are we, howvever, really entitled to 
See in this powerful image anything more than a heavily accentuated way of show- 
ing that Harold swore a sacred oath to Mrilliam, as the inscription declares? 

Thus while we may regard the depictions as a dependable impression of e1event.h- 
century material ciilture, and while ~ 7 e  can view the story as, in outline, a fairly 
reliable version of events, we should be very wary of accepting Sle imager~ as an 
accurate portrayal of how the events in question happened, arid should avoid 
placing too mucll weight on the jnterpretation of details. Accordinglyl, the f0lIowk 
discussion will focus On the br-ad outlines of the story rather On the minutiae 

of individual scenes. 
In point of fact, most of the early sources for the events leading UP to the lNorrnan 

Conquest are in broad agreement, subject to their different origins and perspectives; 
and in outline at least he re  is little doubt that tlie Bayern Tapestry offers reason- 

l'vihon, Bayei~~ E p e s ~ ,  pl. 30. 
Cf. Bachrach, 'Observations9, p p  8-12, who, Iioweveq takes a very literai view of 110r.r early 

medievai artist sliould have depicted a t a r n .  No contemporarj; sureiy, ivould have enpected 
more verisimilitiide. One should, Iiowver, be cautious here. While Fowke, Xpestv, P 99 

regarded the horses clambering out of the ships as a reflection of true, albeit ~rimitive practlces, 
Bachrach, 'Obseivations', PP. 11-12, pointed o d  that it was impossible; Iiowever practical tri& 
with a reconstrucled Viking &irJ VsoVrd that it \$ras indeed possible - at least On a small scale (Cf. U L .  

Grape, Boyeu.~ Z$estry, p. 3 8), 
Wilson, Bayern E$estr_, pl. 27. 
Ihid.., p h  25-6. F'r selection of wlnment cf. Fowke, @Yfli.<i % j P ,  P P  67-9; Bertrand, 7aPu.sen'e 
de B a p , ~ ,  „. 91-3; S ~ U „  (ed.), B ~ ~ X Y  Zpesty, p 179; a ~ i d  Bernstein, WJW tf l h e ß ~ e u ~ '  
%@$tY, PP, 116-17 arid 1967; D. Rdki~on, Sai11t.f a ~ u i  Rtlics " ? f ~ o - S ~ E ~ d ( O x f o r d ~  
1989), pp. 191-2. 
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able rendering of what happened.?lg The degree of historical accuracy in its general 
narrative underlines the care h a t  was lavished on it, and it might also be held to 
favour an earlier rather than a later date. 

Assessing all the early sources together, Ive find that in overall balance, Pace and 
story the Bayeux Tapestry is rnost closely cornparable to the pithy pro-Norman 
account of the monk M'illiam of Jumieges, the earliest Norman writer. He com- 
pleted his Gesta normannorum ducum before 1060, and later, probably at William's 
behest, appended an account of the Conquest which was completed in 1070.22O In 
the detail of its tale the Tapestry has many correspondences with the slightly later, 
much fuller, and more literary version of William of Poitiers, who probably wrote 
between 107 1 and c. 107 7 - though his adulation of Duke William is conspicuously 
lacking in the visual narrative.221 Scrutinising the various accounts more carefully 
and looking for discrepancies, the overall Norman perspective of the Tapestry 
remains striking. It recounts events in Normandy in considerable detail, as does 
William of Poitiers (though the two accounts disagree at certain points);222 while it 
omits Stamford Bridge, a key Part of the Anglo-Saxon story and an important 
contributory factor to their defeat at Hastings (which is mentioned by William of 
Poitiers, but not M'illiam of Jumikges).223 It lingers over the Normans building and 
equipping their ships (arms and wine being the cornmodities specified: pl. 16), and 
it allots a generous amount of space to depicting an impressive invasion fleet (pl. 17). 
We also see, as has long been noted, that Odo of Bayeux and Bayeux itself play a 
more prominent part than in any other source. 

Yet the Tapestry is not relentlessly, jingoi~ticall~ pro-Norrnan, and it is certainly 
not a panegyric of Duke William like the Carrnen de Hastingae Proelio and William of 
Poitiers' Gesta Guillel~ni. Harold dominates the story, occurring rnore frequently than 
any other character including William,221 and care and attention is lavished on bis 

2 19 Numerous writers over the years have compared the Tapestry with the written accounts. F, M. 
Stenton, 'The Historical Background' in Stenton (ed.), Bayeux Epestry, pp. 9-24, and Barlow, 
'Carmen de HustUIgae Proelio' remain irnrnensely valuable. For more recent treatments from different 

\ perspectives see R. H. C. Davis, 'William of Poitiers and his Histo? of William the Conqueror' I n  

l'h Wnhg of HW.toy in the Middle Ages: essayspresented to Rictzard Mlliam Southrn, ed. R. H. C. Dav* 
andJ. M. Waüace-Hadriii (Oxford, 1981), 7 1-1 00, repr. with postscript in his From Alfred tze Grea 
to Stephen (London, 1991), 101-30, esp. 104-14; and S. A. Brown, 'The Bayeux Tapestry: histor~ 
or propaganda?' in Ihe Anglo-Saxons: syntheslS and achieuement, ed. J. D. Woods and D. A. Pelteret 
(Waterloo, 1985), 11-25; also her, 'Why Eustace, Odo and William?', esp. pp. 13-18. 

220 The standard new edition is 7he Gestaflormannorurn Ducum of Wlliam ofJumikgts, Orderic Vitalis arid 
Robert of Zrigni, ed. E. M. C. van Houts 2 vols (Oxford, 1992-5), replacing Guillaum deJumiiges, 
Gesta S\'ormannorum Ducum, ed. J. Marx (Rouen and Paris, 1914). van Houts discusses the date of 
the work on pp. xxxii-v of voi. I. 

22 1 William of Poitiers, Gesta Guillelmi, ed. Foreviiie, with discussion of the date of composition a t  PP. 
xvii-xx. See also Davis, 'Wiliiamof Poitiers and his History9, with discussion of the date at P. 104. 

222 Conveniently wnmarised by Grape, Bqmx West?, pp. 57-8. But cf, n. 232 below. 
223 Anglo-Smon Chronicle 1066 (C, D, E): English Historicd Documents Li, ed. Douglas and Greenawax 

pp. 144-7. Williarn of Poitiers, Gesta Guillelmi, ed. Foreville, II, 8 (p. 166). Symeon of Durham 
includes Starnford Bridge in the very brief account of 1066 included in his Hktoria ~ w e l m k  
ecclesiae: Durham University Library, Cosin V. ii. 6, fols 6 3 ~ 4 . ~ .  

224 Cf. Cowdrey, 'Interpretation', n. I 1 .  
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activities \.tlell beyond the requirernents of the Norman version of events. w e  See llim 
going to Bosharn cllurch and feasting in England (pl, 2), for erample, arid heroically 
saving sorne of William's rnen in Norrnandy (pl. 8).?z5 After he returns to England, 
we are apparentl~. shoxvn him being rebuked by King Edward @I. 1 l), a scene wliich 
invites comparison with Eadmer's later, pro-English account of the event.226 Subse- 
quently Edward's deathbed commission of England to him seems to be represented 
(pl. 12) - something merely alluded to by William of Poitiers, but spelled out by the 
A@lo-S~~on Chronich (C and D)2Z7 and by Florence of Worcester, and fully recounted, 
albeit in studiedly discreet terms, in the Eta Ehardi, a work sympathetic to Sie 
Godinin family which was probably composed between 1065-7 and certainly b~fore 
1075.228 Thereafier, in the inscriptions of the T a p e s t .  Harold is unambiguously 
styled 'king' or 'king of the English' (Rex anglorum). Whatever nuances and innuendos 
a Norman viewer may have seen in all this, and whatever sardonic comments some 
beholders may have perceived in the b0rders,2*~ Harold is depicted uike Oedipus) as 
a good man who did a bad deed and paid the price. We can empathise with hirn, and 
this is surely another indication of the English connections of the work. Yet the point 
should not be pressed too far. The actual sequence of events required a fair amount 
of space to be given to Harold; focusing on him was an expedient for giving conti- 
nuity to the visual narrative; the overarching theme of the events in Normandy was 
the power of Duke William and Harold's relationship to hirn; and there is no doubt 
that from the rnornent news reaches IVilliarn that Harold has been crovt~ned (pl. 15), 
it is the Normans who dorninate the work. The rnoral dimension of the story likewise 
demanded hat  attention be paid to Harold's deeds; and if their rights and wrongs are 
slightly arnbiguous at: this Stage, they were to be judged unequivocally in due course. 

Discrepancies between the irnagery of the Tapestry and an early ltlritten version 
raise interesting questions, and scliolarly attention has, quite naturally, focused on tllese 
'cruces'. What really happened? Which account is the rnost reliable? Why has the 
other version departed from the 'truth'? When the first question is insoluble, the 
answers to the second and the third depend on Sie judge. Only when both the first arid 
second questions can be answered with some confidence can the third be approached; 
and it still requires sensitive handling. Was the cause ignorante, artistic convention) 
or a deliberate wish to re-present the events in question f0r a perceived result? 

225 Wilson, Bayw Zpestry, pls 3-4,19-20. 
226 Ibid., pl. 28. Eadmer, H&oriaS\'avorurn in Anglia, ed. M. Rule, Roh Series (London, 1884), 6-8. Cf. 

Brooks and Walker, 'Authority and Interpretation', pp. 10-1 1 (p. 72 above). 
227 English Histonca1Documenf.s Il, ed. Dougias and Greenaway, p. 143. 
228 I h e  Life Kml Edward the Conjissor, ed. E Barlow (London, 1962), pp. 79-80. See pp. xv-xviii 

for comments on the author's treatment of Godwin and his family; and pp. xxv-xxx for the date 
of writing. R. R. Darlington argued in his review (Eqlish HhtoicalReuiew 79 (1964), 147-8) that 
the death of Edith in 1075 was the only secure termintls ante qum. Cf also Barlow, Edward the Con- 
Jssor, pp. 247-53. Florentii W?orn&Monachi Chronicon ex Chronik, ed. B. Thorpe 2 vols (London, 
1848-9), I, 224; to be read in the light of R. R. Darlington and E McGurk, 'The Chronicon ex 
Chronicisof 'Florence9 of Worcester and its use of sources for English History before 1066', Anglo- 
Norman Studies 5 (1983), 185-96. 

229 Cf. Cowdrey, 'Interpretation', pp. 53-6 (pp. 99-1 00 above), for the Suggestion that the main story 
at this point is potentidy subverted by elements in the borders. 



The place where the Tapestry is most obviously (or seemingly) at odds with the 
corresponding written source, namely William of Poitiers, is the Breton campaign, 
and the location and timing of Harold's oath. Few would disagree that by present- 
ing the oath-swearing (pl. 10) as the culrnination of Harold's sojourn in Normandy, 
it is accentuated and made all the more relevant to the events that follow it (seem- 
ingly in quick succession) on his return to England.230 Sirnilarly assuming Odo of 
Bayeux was indeed the Patron of the work, the relevance of (re)locating the oath at 
Bayeux is equally apparent.231 But why is the Breton campaign depicted in so differ- 
ent a way? Here, however, we must be cautious. The seige of Dinon is shown only 
in the Tapestry,23 the route thereto via Rennes seems bizarre, and there is no im- 
mediately obvious explanation for either point. This could, however, be the sum 
total of the discrepancy. The scenes around Dol are not necessarily at variance with 
the written account in the way that modern commentators have assumed. The 
belief that the Tapestry depicts Conan and his force inside Dol and escaping there- 
from (as opposed to besieging it, as William of Poitiers relates) rests solely on the 
interpretation of a single figure on a rope which extends from the t0wn.23~ But there 
is no reason to assume that he is Conan. Earlier commentators did not interpret 
him as and indeed this seems a most improbable way of representing an 
dien force in possession of a town. On the contrary, it is far more likely that Conan 
and his troops are represented by the figures to the right of the town, who are 
raising the siege and fleeing at the approach of William's party - as the written 
account says. Whatever the truth of the matter, it is clear that before we can ascribe 
any general significance to such a 'discrepancyY - and this one has been interpreted 
as evidence for the existence of a written text underlying the Tapestry235 - we must 
be wholly certain that we are reading the image correctly. 

Needless to say correspondences of detail between the Tapestry and a written 
Version of the events do not demonstrate that the designer of the Tapestry knew the 
text in question. At the most they suggest that the writer and the designer were 
drawing on common traditions.236 Such correspondences likewise fall short of 
proving that that is what actually happened. The available body of material is too 
mall  and too partisan for such alignments to be decisive. Moreover, there is no 'Ur 

230 William of Malmesbury's short account has the events in the same order: Gesta RegumAflglorum, 
ed. W. Stubbs 2 vols RS (London, 1887-9), I, 279. 

231 But cf. Bates, Mlliam the Conqueror, p. 61. 
232 Wilson, Bayeux Epesty, pl. 23. 
233 Ibid., pl. 21, with cornment at p. 180. Cf. Wiiiiam of Poitiers, Gesta Guillelmi, ed. ForeviUe, I,45 @. 

110). The figure in the Tapestry is identified as Conan in, for example, Stenton (eil.), B ~ e a  
Epeshy, p. 180; and Grape, Byem Zpestry, p. 1 1 1. 

234 Freeman, .Morman Conquest m, pp. 7 11-12, foiiowed by Fowke, Bgeux Zpestv, interpret the Scene 
(and hence the figure) in an entirely different way Bertrand, Wsseie, P. 89, however, is non- 
committal. 

235 Brooks and Walker, 'Authority and Interpretation', p, 3 (pp. 65-6 above). 
236 See Barlow, 'Carmen de JIastingae Proelio', esp. p. 202. Brown and I-Ierren, 'Adelae Cornitwsad, argue 

methodicdy for the view that Baudri had seen and been influenced by the Bayeux Tapestry. 
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text' to Nor, incidentally, do minor agreementc arid disagreements witll 
the written accounts psovide satisfactory grounds for dating die Tapesq.238 The 
concerns arid priorities of the Patron and designer are unlikely to have been altered 
by a mere text even if they line~r it. 

The key point, of Course, is that, irrespective of the insoluble problems of ob- 
taining wholly reliable information themselves, these accounts were not compiled 
to record objective fact and to preserve history, but rather to make it. What actually 
happened was relevant source material for this process; but even if this were known, 
it was not binding, nor was it an end in itself What shouldhave happened was some- 
tirnes more important than the accident of what did happen; and what it signified 
was invariably more important than what it was. The best historian was the one who 
told his tale most compellingly and convincingly, preferably to Sie most influential 
audience. Judging by manuscript survival, William of Jumikges' version was the 
most popular and widely di~seminated.23~ However, in terms of compelling and 
convincing, there can be no doubt that the designer of the Bayeux Tapestry was 
much the best historian of the Conquest, and that his medium was potentially the 
most powerful. 

The Bayeux Tapestry can be scrutinised and plundered alongside the other 
sources in the cause of a modern craving for factual accuracy; but that was not what 
it was made to record. It was designed to enshrine a highly selective interpretation 
of what happened, and to make that interpretation normative. To do so effectively 
it had to portray the broad sweep of events correctly, and it had also to be credible 
in visual detail.2" (And let us remember that very few, if any, contemporary viewers 
will have looked at it with an alternative tvritten version in their l-iand; and none will 
have had the opportunity to compare it with the range of texts that modern 
scholars have at their disposal.) Such was its success that we can be fairlj' confident 
that most people who saw the Tapestry in the eleventh century will have received 
the story exactly as the designer presented it. The Bayeux Tapestry is an objective 
record of how some people wanted to conceive the events in question, and corre- 
spondingly of how certain others came to perceive them. Whoever heard or read 
the Carmen de m i ~ a e  proelio or WilIiam of Poitiers' Gesta Guillelmi would have 
known that Duke William was a her0 of epic stature worthy of compariso* with the 
ancients,241 upholding bis case against an evil t/rant. Anyone who read or heard the 
An&-Smon Chronicle would have been aware that King l3arold was h a r d ~  arid 

237 Grape (Bayew lapesby, P. 57) apparently believes that one can discount English sources (became 
they are either hagiography or date from the twelfth centuv: p. 5 1) and apply stemrnatics to the 
swiving Norman writings to deduce that the Tapestry relia on a lost Narrnan source. For the 
paraiieis between WiKam of Jumitges anCl William of Poitiers and their possible implications see 
William of Poiters, Gesta Guillelmi, ed. Foreville, pp. xxv-xxxv; and Davis, 'William of Poitiers', 
PP. 104-10. 

238 Pace, e.g., Cowdrey, 'Interpretation', pp. 62-3 (pp. 107-8 above). 
239 See GestaNormannorum, ed. van Houts, I, esp. pp. X C V - C X X ~ ~ .  

240 See n. 214 above. 
241 See Davis, 'William of Poitiers', pp. 102-3. 



energetic, but beleaguered and had faced ovenk7helming odds. \Vhoever saw and 
heard the Tapestry would know that Harold was brave; that he was bound to 
William by the gift of arms and an oath sworn at Bayeux (pl. 10); that his kingship 
was associated with the disreputable Stigand (pl. 13); that Odo of Bayeux played an 
important role in his come-uppance (pls 15, 24); and so On. The historicity of the 
Bayeux Tapestry in an eleventh-century context is the history that it makes. The 
principal question we should, therefore, ask is: what is the history that it creates? 

Meaning and Message 
This leads directly on to my conclusion which concerns the overarching message of 
the Tapestry The Bayeux Tapestry provides a rich account of the events of 1064-6, 
full of countless subtieties. Within this framework, as we have seen, some aspects re- 
ceive particular emphasis, certain others less so, while yet others are ignored. The 
more you look, Sie more you See; and the work was undoubtedly designed to sup- 
Port and engage detailed scrutiny. For some people, notably Wadard, Vital, and 
Turold, not to mention Odo, the irnagery is likely to have had deep personal reso- 
nances. It is certainly not my intention to rninimise the wealth of meaning arid 
messages that this rich work conveys and could have conveyed, but rather to enquire 
whether there is a dominant or overarching theme here. Or, to stak the matter more 
bluntly and return to the observations I made at the outset: what above all did the 
hypothetical eleventh-century 'general' beholder take away from tl-ie experience of 
seeing tl-ie Tapestry? 

Over the years rnany tvriters have, with great skill and ingenuity, expounded the 
possible meaning and relevance of puzzling motifs and details.242 Some have gone 
on to deduce that the motif or section in question provides a key to the werk as a 
whole. I see no value in engaging in detailed discussion (or, in some cases, refutation) 
of the various views that have been put forward. It seems fairly self-evident that any 
methodology which bases a general interpretation of a vast work on a couple of 
details within it, is fundamentally flawed. An overarching message that every be- 
holder was meant to grasp is riot likely to have relied on absorbing the significance 
of a single figure. As we have seen, the designer was adept at underlining the things 
he wanted to Stress. 

The story of the Tapestry focuses above all on Harold. We meet him at Sie verY 
beginning (pl. 1)) and follow his adventures in Normandy and Brittany. SubSe- 
quently, we See him swearing an oath before William (pl. 10). He eventually reneges 
on his putative obligations to William, accepting the crown of England (pl. 13), arid 
it is immediately made clear - via the appearance of the comet, by the boats in the 
lower border, and by the unease with which he sits on the throne (pl. 14)243 - that 
nemesis is coming by sea. As numerous commentators starting with William of 

242 Two recent examples: D. J. Bernstein, 'The Blinding of Harold and the Meaning of the Bayeux 
Tapestry', Anglo-Norman Studies 5 (1983), 40-64; and Brown, 'Why Eustace, Odo and Wiiiiam?', 

243 Wiison, Bpeux läpestv, pls 32-3. 
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Jumikges have stated, Harold and the Enplish fell tlirough their oivn t~ea~lier~244 
The later sections of die Tapestry, as it survives, show die ~vorking out of Iliis process. 

But what in this is stressed above all? What is it that that first-time viewer cannot 
miss? What is it that overwhelms us if we step back from inspection of details and 
look at the Tapestry as a whole? What truly dominates the.work? The answer is 
simple and obvious: war, war, war - and in particular the Battle of Hastings (pls 
20-6). The section that narrates the conflict comes at the very end of the work as it 
now survives, and was probably near to the end in its original form. (Speculation 
about what has irrevocably vanished is clearly of little value, but if the final section 
of the Tapestry was of a similar length to its five predecessors, only about 2 metres 
have been 10st.2~~ It  is possible that the work ended at Hastings showing the Nor- 
mans as masters of the battle field. And even if more events have gone - including 
the much hypothesised coronation of William - we can be confident that they were 
for the most Part military ones.) The Battle of Hastings is, through the superlative 
skill of the designer, engrossing and unforgettable; its energy is underlined by its 
being one of the areas where the action spills into the border; and it is a very lenffthy - .  
section - far longer than any other eventdepicted, comprisingjust over a Garter of 
the surviving artefact. We can perceive distinct phases in the confiict: the joining of 
battle (pl. 2 1)) the deaths of Harold's brothers (pl. 22)) the tumultuous cavalry attack 
on a hillock (PI. 23), the Norman rout and its reversal (pls 24-5), the Norman 
counter-offensive leading to the death of Harold (pl. 26)) and the Englisli turning to 
flight.246 And an attempt is made to show die different tactics that were ~ s e d . 2 ~ ~  The 
imagery is carefully orchestrated; it slio~vs h a t  it was a hard fight, and it demon- 
strates how it was won. 

The Tapesq's  focus on ivar has been commented on before. It has been likened 
to the slightiy later French cilansoll~ degestes, as also to the rather earlier Old Englisli 
Battlt of iVfaldoiz, and has been interpreted as a 'secular' feature.248 The Battle of 
Hastings itself receives a similarly extended treatrnent from William of Poitiers, who 
does his best to evoke its ebb and flow, and to heroicise the Normans, especially, 
needless to say, Duke William. There is no doubt that martial endeavour did appeal 
to a contemporary audience, not least a secular one. But is this all that is at stake 
here? I suggest not. To see this focus as the counterpart of contemporary literary 
tastes and interest in rnartial excitement is at best a partial and rather modern 

244 G~~taJVormmommficum, ed. van Houts, W, 13 with (35) (vol. TI, pp. 160 and 166-8). Cf. W R. 
Letheby, 'The Perjury at Bayeux', Tfze Archaeological Journal 14 (191 7), 136-8 (repr. as Ch. 3 
above). 

245 The Iengths are conveniently Uustrated in tabular form in Bertrand, läjisserie de Byw,  p. 24. 
246 Wikon, Bayeux Z@es~ ,  pls 51-73. For comment see Brown, 'Why Eustace, Odo and William?', 

PP. 11-20. For a modern account see R. Men  Brown, 'The Battle of Hastings', Angle-Norman 
Studies 3 (198 I), 1-2 1; repr. in Anglo-florman WaZfare, ed. M. Strickland (Woodbridge, 1992), pp. 
161-81, Citingearlier literature i i n .  2. 

247 Fowke, Byew Zpestry, pp. 120-36; Cowdrey, 'Interpretation', pp. 61-2 @P. 105-7 above). 
248 Dodweli, 'Bayeux Tapestry and French Secular Epic'; Wikon, Bvem %@U@', P. 203. Further on 

the anaioeies between the Tapestry arid Rol~mi sec S. A. Bro~zrn, 'The Bayeux Tapestry and The 
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answer. We still see the battle as exciting, as no doubt did our eleventh-century pre- 
decessors. We can distinguish the various stages in the struggle, and they will have 
done so with greater kno~~ledge and interest than us. But tlie key point is that they, 
unlike us, appreciated what it all signified. 

William of Poitiers provides clear guidance here in his (no doubt fancifill) account 
of the preliminaries to the Battle of Hastings. According to him, William suggested 
that the rival clairns be submitted to legal judgernent; if Harold refused, he chal- 
lenged h h  to Single combat, declaring, 'Behold, I am ready to wage rny head agahst 
his that it is to me rather than to him that the English kingdom falls by right'. 
Harold did not accede to either request. He continued to move his forces f o ~ a r d ,  
and then, asserts William of Poitiers, he 'lifted up his face to heaven and said, "May 
God today judge what is just between me and William" '.249 

Trial by battle was fairly widespread in the early middle ages, not least in the 
eleventh ~entury.2~~ Three sources even report that a dual was fought in 1077 to 
decide whether or not the Roman liturgy should replace the Mozarabic one in 

Charges of treason in particular seem to have been resolved in this wa% 
The Aqb-Saxon Chronicle (E), for example, recounts that in 1095 at William Rufus' 
court 'GeoErey Bainard accused William of Eu, the king's kinsman, of having been 
Party to the treason against the king; and he fought it out with him, and overcame 
him in trial by battle. And when he was overcome the King ordered his eyes to be 
put out and that he should aftenvards be castrated.'252 The fate of the fictitious 
traitor Ganelon in the Cizanson de Rolandwas likewise decided via trial by combat. As 
the fight intensified, we are told that Charlemagne cried, '0 God, make clear the 
rights of the rnatte1-'.2~~ Trial by battle seerns to liave been formally introduced to 
England after 1066, first appearing in the Laws of William 1.254 However, the 
philosophy h a t  underlay such specific, judicial combat had been a fundamental 
tenet of belief for centuries, in England as much as elsewhere. No one doubted that 
ultkately God decided the outcome of war. The good Christian king would win 
hjs battles, as Constantine had done, because God was On bis side. Conversely as 
Charlemagne and Alfred the Great believed, if a Christian kingdom was be- 
leaguered and losing its wars, it was because something bad gone fundarnentally 
wrang Mth its observance of the faith.255 Thus both these monarchs, like manY 

249 W i a m  of Poitiers, Gesta Guillelmi, ed. Foreville, II, 12-13 (pp. 176-80). 
250 Cf. in generai C. Morris, '3dinum Dei: the social and politicai significance of the ordeal in the 

eleventh century', Stlldies in Church History 12 (1975), 95-1 11; and R. Bartlett, Trial b fire arid 
Water: the medieualjudicial orded (Oxford, 1986), pp. 103-26. 

25 1 Namely the Chronicon Buyense (ed. H. Florez, @a% Sa~rada(Madrid, 1749-1879) m, P 309); 
the Annales Compostellani (ibid., p. 320); and the Chronicon Xdjera (ed. J. Cirot, Bulletin h$mzque, XI 
(1909), P. 277). I amvery grateful to Rose Walker for these references. 

252 Sub anno 1096: TWO Saxon Chronicles Parallel, ed. Earle and Plummer, I, P. 232; English ~ w t o n ' ~ ~ ~  
DOGUWWS B, ed. Douglas and Greenaway, P. 18 1. 

253 Line 3890. La Chrmson de Rolmd, ed. Whitehead, p. 1 14: 'E Deus, dist Carles, le dreit en esclargiez'- 
254 Die Gesetze derAngelsächsZ,hen ed. E Liebermann, 3 vols (Halle, 1903-16), I, p. 483. 
255 Cf. KmgAPed's West Snxon Tlerdon af Gregoy's Pnrtornl Core, ed. H, Sweet, 2 ~lols Early English Test 

Society 45 and 50 (Oxford, 1871), I, pp. 2-9. 
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others, tried to strengthen their military performance by enhancing the spirituality 
of their kingdoms. T h e  point is articulated throughout the Chanson de Roland, where 
we are shown God's repeated intervention to fortify the good Christians. God, we 
are told, guards Oliver for example; while the Angel Gabriel watches over Charle- 
magne and provides decisive support enabling him to defeat the pagan emir 
Baligant.256 Spirituality is integral to the Franks' martial endeavours: their bishop 
fights with them; they prepare for combat by receiving mass and being shriven; and 
their key weapons incorporate relics. When the pagans are defeated, we are told 
that this is because it is God's wil1.257 

The Norman ~vritten sources for the Norman Conquest make the same points 
qUlte clearly in their different ways by stressing the spirituality of Duke Willc~m. 
William of Jumikges juxtaposes Duke William's coronation with his intimate in- 
volvement in the dedication of Sie abbey church atJ~rnikges.2~~ William of Poitiers 
Stresses Duke William's love for, and sponsorship of, the church in Normandy 
before his expedition; his seeking and gaining of papal approval for the venture 
(underlining the sanctity and learning of Pope Alexander I1 in order to emphasise 
its significance); his use of relics to smooth his path; and his substantial gifts to the 
church in Normandy after the C0n~uest.259 Whatever of all this we are inclined to 
accept as 'true', it underlines the central role of the philosophy that ultimately it 
was divine intervention and not human prowess that won battles. 

Now the message that the Bayeux Tapestry conveyed to the contemporary be- 
holder was the exact counterpart of this. It stresses Sie importance of the bawle, arid 
Shows how the Norrnans eventually won; thereby demonstrating beyond a shadow 
of doubt that God was ~rith them arid supported their cause. LookingwiSi modern 
eYeS, we see a tense, exciting battle; eleventh-century eyes would, we can be quite Sure, 
perceive a closely fought batle betokening divine judgement. The earlier ~ c t i o n s  of 
the Tapestry illustrate the extent to which this case was a difficult one for man to 
understand: Harold's predicament is made intelligible in human terms; the dYing 
Edward the Confessor appears to be shown entrusting the kingdom to him (~1. l*).'" 
This is acceptable because Hastings ultimately reveals the unequivocal, divinely 
ordained truth of the matter. 

T ~ s ,  despite arguments to the contrary, the subject matter of the Bayeux 
Tapestry makes it eminendy weil suited for display in a cllriich, arid to be the proPm 
erV of a ~washbuckling deric. Indeed it is wholly in keeping with Romanesque 

E.g- U. 13 16,2448-5 7,2525-8,2847, and 3602-19. 
1. 3623. The forrnaliied struggle between good and evil has been iikened to the conflictbe- 

tween Virtuer arid Vice~ in PrudentiuS3 Pvcho~n~c/~ia: E,  J. Mickel, 'Pardels in Prudentius' 
Ps~chmachia and La Chanson dt Rol~d', $&dies zjl Pililolou 67 (197% 439-52. 
GeJtaflormmorurn ~ u c u r n ,  ed. van Houts, VII, 16-17 (voi. 11, pp. 170-2)- 
w a a m  of Poitiers, Gesta GUi[Mmj, ed. Forevüle, I, 52; n, 3; D, 8; arid a 31-2. The point was 
developed above d, needlehr to say, in the Bat& Abbey Chronicle: nie Chronicie Cf Batfß A b b ~ ,  
ed. E. Searle (Oxford, 198@), pp. 36 arid 66, and cf. her comments at 18-23. 

Boyeux lüfiesty, pl. 30; cf Barlow, Edwud t h  CO~&SO~S PP. 249-53 EdwardYs actions arid 
hk attitude iowards the succession are plausibly reconstructed by Barloq 'Edward the COnL.slor 
arid the Norrnan Coiquest', repr. jn 12js ,i%onno>r Cotique~t nndBqond, 99-1 1 1. 



taste for depictions of combat in the decoration of churches, not to mention the 
politicised commemoration of historic or local her0es.2~' Some of the martial 
scenes tliat adorn eleventh- and twelfth-century ecclesiastical structures advertise 
quite clearly tlie role of warfare in defending the faith and, more generally, pro- 
claim its spiritual dimensions. The image of St Michael slaying the dragon on the 
tympanum of St Michel d7Entraigues, Charente,z6* the portrayal of St George 
helping Sie crusaders slay the infidel at Antioch above the south door of St 
George's, Fordington,263 and the ?Roland cycle on Sie lintel of the west faqade of 
Angouleme Cathedral264 are some of the many cases in point. One thinks also of 
the painted knights who fight their way along the north nave arcade of All Saints, 
Claverley in Shropshire, which, as a strip measuring C. 50' by 4' 8" flanked above 
and below by a decorative border, invites formal as well as thematic comparison 
with the Tapestry.Z65 The Bayeux Tapestry uses similar language to show that the 
interactive relationship between man and the divine, expressed through war lay at 
the heart of the Norman success. The Normans won because their case wasjust, 
because of their spirituality (which is advertised by their cross-adorned banners @I. 
19)266 and by the Cross atop the mast of their flagship (pl. 17)267); and, no doubt, be- 
cause of the presence of great Bishop Odo in their midst. The overarching message 
conveyed by the.Tapestry is that the Normans hold England by divine judgement. 

Contemporary English and later Anglo-Norman writers conceded precisely this. 
Eadmer reported that 'the French \vho were in it still bear ~iitness about this battle 
that, although fickle fortune veered from one side to the other, nevertheless so great 
was the slaughter and rout that the victory they gained is truly and without doubt to 
be ascribed solely to the miraculous intervention of God, who by punishing the evil 
crirne of Harold's perjury in this way showed that he is not a God that counten- 
ances i n i q ~ i t y ' . ~ ~ ~  William of Malmesbury likecvise ascribed the Norman victory, 
'not to the art of war but [to] the occult and wondrous deterrnination of God'; it was 
'as if the whole strength of England had failed with Harold, who could and should 
have paid the pnce of his perf1dy'.269 The earliest of the pro-English accounts, the 

261 E.g. the Charlemagne cycle at S. Maria in Cosmedin, Rome: R. Lejeune and J. Stiennon, 7-h 
Legend of Roland in the Middle Ages 2 vols (London, 197 I), I, 43-50. 

262 E. Male, Religow Art in France: the &e&h century, ed. H. Bober (Princeton, 1978), iii. 200. 
263 S. Alford, 'Rornanesque Architectural Sculpture in Dorset: a selective catalogue and commen- 

tarj', Dorset Natural HZrtory andArchaeologica1 Society Proceedings 106 (1984), 1-22 at 1-5. It is prob- 
able that the depiction of St George fighting the infidel at Hardham, Sussex, of C. 1100, reflects 
the Same event: Park, ' "Lewes Group" ', pp. 2 17-22. 

264 Lejeune and Stiennon, Legend of Roland, I, pp. 2942; 11, jlls 14-19. 
265 Tristram, English Medieval Wall P&tUig> pp. 11 1-13 with pls 72-3. 
266 Cf. Wilson, Bayewc Eapestry, pls 49,50, 53, and 68. 
267 Ibid., pl. 42. 
268 'De quo proelio testantur adhuc Franci qui interfuerunt, quoniam, licet varius Casus hinc inde 

exstiterit, tarnen tanta strages ac fuga Normannorum fuit, ut victoria quo potiti sunt vere et 
absque dubio soli miraculo Dei abscribenda sit, qui puniendo per hanc iniquum perjurii scelus 
Haroldi, ostendi se non Deum esse volentem iniquitatem.': Eadmer, HZrto~aNouomm, ed. Rule, 9. 

269 Wiiiiam of Malmesbury, De Gasfls Regunz Anpi'orunz, ed. \V, Stubbs, 2 vols (London, 1887-9), 1, 
281-2. 
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Aizglo-Saxoiz Chroizicle (D), blames the English nation as a whole. And it will be re- 
membered tliat die Bqeux Tapestry irnplicates all die Englisli in Harold's kingsliip 
and fate: tizq] gave iiim tlie crobvn (he did not seize it), and he is their king (Rex  
Aqlomrn). The Chronicle's terse pronouncement on the subject, probably written 
shortly afier the event, well articulates the predominant message of the Tapestry: 
'There King Harold was killed, and Earl Leofwine his brother, and Earl Gyrth his 
brother, and many good men. And the French remained masters of the field even as 
God granted it to them because of the sins of the people.'270 

Amidst its many subtleties and complexities, the Bayeux Tapestry projects this 
same clear and awesome message: that the Normans now hold England because 
God in his infinite wisdom and just judgement gave it to them. The Tapestry was 
designed to answer Sie question, 'Why was the Norman Conquest successful?' We 
may disagree with its answer, but this is indubitably Sie answer that it gives. 

270 English Historical Docummfi 11, ed. Douglx and Greenaway, p. 147. Cf. Edward the Confersor's 
famous deathbed vision of two monks who predicted, 'Since those who have c?imbed to the 
highest offices in the kingdom of England, the eark, birhops, abbots and all those in holy orders, 
are  not what they seern to be, but on the contrary are servants of the devq on a year and one day 
after the day of your death, God has delivered d thE kingdom, cursed by him, mto the hands of 
tlie enern,; and devils comc throuch di t l~ i s  land with fire and sword and the havoc of war.' 
( ~ t a  ~dro&di,  ed. Barlow, pp. 74-5). 
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Spelling of 3 W 3  

Bayern Cathedral 7, 10-1 1,19-20,31,38,39, 
47,61,76,109-10,152,161,174 
Inventory of (1476) 8,30,33,69-70,109-10, 

141, 174 

Sculptuir: at 167, esp. n. 49 
Sacrarnentary of -F MSS, Paris, Bibliotheque 

Mazarine, 404 (729) 
Bayeux, Saint-Vigor 172 n. 78,178 
Bayeux Tapestry 

Arms, armour and battle in 4-5,14-15, 
51-3,60,65,78-9,81,105-7 

Borders of 98-9,15940. See also Fables. 
Compared with hanging descnbed by Baudri 

50,84-5,139-55 
Compared with written sources 8,13-14, 

65-6,70,97-8,107-8,126-7,133,143 
E, 199-206. See also Chanson degestes. 

Dateof 12-13,70-1,77-8,1074,161-2 
Fables in 9, 13,60-1,99-100 
Fabric of X, 1,32-8,64-5,136 
Function of 3 1,38, 70,210-1 1 
Inscriptions in 12,35,3945, 7 1, 113, 

128-35,181-91 
Lost end of 20,37-8,96, 105,114,207 
On& of 10-1 1,42,70-7,161-74 
Original settingfor 47,61-2, 109-10, 

111-18, 174-5 
Pictorial lanpage of 5,64, 79-81,88-90, 93 

ff., 102 ff., 127-8,191-99 
Post-medieval history of 9 
Story recounted therein 66-7,97-107, 136-7 
Style of 168-9. 

Bec 28 
Bedier,J. 50 
Benedict, St (of Nursia) 179-80 
Beorhford, battle of 90 
Beo~~~~lf(Old English poem) 49 
Berengar of Tours 28 
Bernay, sculpture at  183 n. 136 
Bernstein, David 113, 127 
Bernward of Hildesheim 

Bronze doors of 93 n. 1 
Column of 93 n. 1, 192 n. 181 

Bonneville 94 n. 4 
Bosham 1, 19,58, 60,80,86,98, 159. 

See also Harold. 
Bourgueil, monastery of 140 
Brittany (including William's campaign in) 

19,23,55,60,97,98,204 
Brooke, C. N. L. 80 
Brooks, Nicholas 104 
Brown, Shirley 11 3 
Bruce, Collingwood 11 
Bruno, archbihop of Cologne 179 
Byrhtnoth of Essex 163, 174 
'C~dmon Genesis' -t MSS, Oxford, Bodleian 

Library, Junius 11 
Caen 7,28 n. 35 
Caen, Abbaye aux Dames 164 



Caen, Hall of the Exchequer 109 
Camille, Michael 130 
Canterbury 70-7 
Canterbury, Saint Augustine's Abbey 74-7,88, 

94, 109, 110, 166,171-3,178,183 
Martyrology of +MSS, London, British 

Library, Cott. Vit. C. xii 
Passional of MSS, London, British 

Libraty, Arundel91 
Canterbury, Christ Church 76, 183 
Carilef Bible 4 MSS, Durham Cathedral 

Library, A. 11.4 
C a r m  de Hastingae F'roelw 79, 91,122, 125, 131, 

144,1454, 147-8, 250,159,194,202,205. 
See also Guy of Arniens. 

Charlemagne 56,57,59,208 
Charles the Bald 154 
Charles Martel 54 
Chanson degesta 32,4942,207 
Chanson of the Covenant of Vivien 55 
Chanson de Girart de Rot[ssiiion 49,54,58,59 
Chanson de Girart de T i  5 1,52-3 
Chanson de Gu i i l am 5 1 
Chanson de Roland 25,52,53,56,59,108,125-7, 

133,176, 180,208,209 
Chefneux, H. 60 
China 131. 
Christ, Jesus 75,94-5, 184 
Christina, queen of Sweden 139 n. 2 
E1 Cid 126-7 
Citeaux, abbey of 169 n. 61 
Cluny 140 
Claverly, Shropshire, All Saints Church 210 
Cnut,king 59 
Compihgne 154 
Conan II, count of Brittany 5 1,654,78,79, 

92,98,204 
Constantine the Great 208 
Corney, B. 10 
Le couronnm?ent de Louh 5 1,58 
Cousenon, river 40, 172 n. 78 
Crowland Abbey 23 n. 7 
Crusade (First) 15 1, 1 78, 181 
Curthose, Robert 77 
Cuthbert, St, illustrated life of 4MSS, Oxford, 

University College 2 65 
Dawson, Charles 84 
de la Rue (abb.6) 9 
Degartis Herewardi comib 23 
Dinan 51,204 
Dives, the 105 
Dodwell, C. R. 70,74 
Dol 5 1,65,78, 79,92, 140, 187,204 
Domesday Book 26 n. 24,28,49: 
Dragon standard 89-90, 104 
Drögereit, R. 67 
Ducarel, A. C. 8,26 
Durham Cathedral, pastoral staff of 49 

Duschesne, Andre 139 n. 2 
Eadmer of Canterbuty 72,74 
Ealdred, bishop of Worcester, archbishop of 

York 13, 103 n. 33 
Edith, wife of Edward the Confessor, sister of 

f b . ~ ~ l d  4, 73,101-2, 107 
Edith, wife of Harold 24 
Edward the Confessor 2, 13,32,53, 71, 72, 

96-7,99, 100,111,115,118,173,182n. 129, 
193,196,203,209 
Deathbed and burial of 73,80,101-2,107, 

137,187,188,192, 194-5,200-1 
Edwin, count 24 
Emrna of Normandy, wife of Ethelred and Cnut 

22-3 
Erdmann, Cari 48,54 
Ermoldus Nigellus 154 
Esau 88 
Eulalia, St, sequence of 43 
Eustace of Boulogne 2, 147 
Exultet rolls 13 1-2 
Fkcamp 140 
Florence of Worcester 103 n. 33,203 
Flodoard of Reims 45 
Fbrdington, Dorset, St George's Church 210 
Fdrster, M. 71 
Foucault, N.3. 7 
Fowke, II. R. 23 
Rance 127 
Freeman, E. A. 48, 72 
Frithestan, bishop of Winchester 158 n. 2 
Froissart 2 
Gabnel (angel) 56,209 
Gaimer, Geffrei 1 19 
Ganelon 56,59,208 
Geoffrey Gaimer -+ Gaimer 
Geoffrey Plantagenet 4 

Effigy of 4 
Geoffrey, bishop of Coutances 176 n. 99,179 
George, St, image of 210 
Gerona, Creation embroidery 182 n. 125 
Gibbs-Srnith, C. 82-90 
Gloucester, royal hall at 109 
Glosses of RaRachmau 42-3 
Godwin, earl 58 
Goscelin of Saint-Bertin 77, 172 n. 75 
Gospel Book 5 

Exaer Gospels 4 MSS, Paris, ~ibliothe~ue 
nationale, lat. 14782 

Gospels of St Augustine 3 MSS, Cambdge, 
Corpus Chnsti College, 286 

Gospels of Jurnieges -+ MSS, London, British 
Library, Add. 17739 

Gospels of Prkaux 3 MSS, London, 
Bntish Library, Add. 11850 

Grape, Wolfgang 162-73 
Gregory I, Pope 130 
Gregory VU, pope 18 1 



Gregory of Tours 42 
Grestain, abbey of 28 
Griffith, king of MTales 179 
Gulbert, son of Guimond 28-9 
Gurney, Hudson 10,27 
Guthrun, 'Old' iay of 164 n. 25 
Guy / Guido, abbot of Saint Augustine's Abbey, 

Canterbury 109, 1 10 
Guy of Arniens 51,91, 122, 131 
Guy / Gui de Bourgogne 28,59 
Guy, earl of Ponthieu 2,4,66,98 n. 17,99,114, 

187,188-9,196,197 
Gyrth, brother of Harold + Leofwine 
Hakon, nephew of Harold 72 
Hdey's comet 60,66,101,103,104,143-4,193 
Harold Godwheson 2,53-4,61,72,96-101, 

108,111,115,11&19,144-5, 147,181,187, 

At Bosham 1, 19,58-9,98,159,176,190 
Compared to Ganelon 57,108 
Death of 5,81-92,104,148,189 
Enthroned 59,60,80,102-3, 187, 188 
Marriage of 17,24 
Sister of 17,23 
Swears oath to Wiliim 47,94,97-8,176, 

181,188, 194,201 
Hastings, Battle of 15,5 1,98, 104-7, 114, 

119-20, 122, 127, 137,147, 177, 187, 196, 
198,207,209 

Henry I of England, itinerary of 19 
Henry 11 of England 14 
Heniy IIi of Germany 179 
Henry IV of Germany 181 
Henryof Huntingdon 86,87,90,91,110 n. 58 
Heptateuch / Hexateuch -t MSS, London, 

British Library, Cott. Claudius B. iv 
Herluin de ConteviUe 28 
Hereward 23 n. 7 
Hilbert, Karlheinz 140 
Hildebert of Lavardin / Le Mans / Tours 140 
Hugh, duke 179-80 
Hugo, A. 36 
Hume, David 8-9 
India 131 
Irish, the 45 
Isolde 123 n. 18 
Jacob 88 
Jarneson, Frederick 12 7 
Joab 90 
John Scottus Erigena 154 
Judas Iscariot 74,75,76,184 
Judas Maccabeus 108 
Jumikges 183,209 

Bible of 4 MSS, Rouen, Bibliothkque 
municipale, A. 6 

Gospels of -+ MSS, London, Bntish Library, 
Add. 17739 

Kitchener, Lord 105 
Körner, S. 67 
Me ta ) :  Camille Jacques, canon of Bayew 44-5 
Lancelot (commentator on Bayeux Tapestry) 

7-8,37,63 
Lanfranc of Bec and Canterbury 28,48, 109 
Last Supper, representations of 74-5 
Leek Embroidery Society 161 n. 14 
Leo IX, Pope 179 
Leofgar, bishop of Hereford 179 
Leofric,.abbot of Peterborough 17 9 
Leofwie and Gyrth, brothers of Harold 

5,71,89,91, 106, 119, 147,211 
Lepelley, R. 7 1 
Le Prkvost, Auguste 26 
'Lewes Gmup' waü paintings 169 
Limoges 164 
Lingard 1 1,12 
Lisieux, synod of (1064) 99 n. 19 
Laus summ 4 1,44-5 
London 26,114,122,143,148 
Loomis, L. H. 74-5 
Lot 88 
Louis the Pious 154 
Lyttelton, George 8 
Maldon 122,163 
Manuscripts 

Arras, Mediatheque, 559: 165, 168 
Bayeux Cathedral, Bibliotheque du chapitre, 

57-8: 167 n. 50 
199 -t Bayeux, Inventory of (1476) 

Boulogne, Bibliotheque municipale, 
20: 165 

Cambridge, Corpus Christi College, 
23: 166 
286: 75, 77,88,95,170-1,172 
391: 169 

Carnbridge, Trinity College, 
R. 17. 1: 75-6 

Dijon, Bibliothhque municipale, 
1684- 169+ 170 + 173: 169n. 61 

Durham Cathedral Library, 
A. II. 4: 167 
B. 11. 16: 166, 169, 172 

Durham University Library, 
Cosin V. ii. 6: 202 n. 223 

Klagenfurt, Kärntner Landesarchiv, 
6/9: 60 

London, British Library, 
Add. 11850: 167 
Add. 17739: 167 
Add. 24199: 166 
Add. 37472: 75-6,88 
Arundel9 1: 166,172 
Cott. Caiig. A. xiv: 168-9, 184-5 
Gott. Claud. B. iv: 72 n. 38,74, 88, 166, 

169,172, 173 
Cott. Cleop. C. viii: 74, 77, 166 



Cott. Julius A. vi: 75 n. 49, 169 n. 61 
Cott. Tib. B. V: 75 n. 49, 169 n. 61 
Cott. Tib. C. vi: 75 n. 49, 166, 168, 

184-5,190 
Cott. Vesp. B. SS: 77 n. 56, 172 
Cott. Vit. C. xü: 77 

London, Victoria and Albert Museum, 
MS 661 (no. 816-1894): 75-6,88 

New York, Pierpont Morgan Library, 
M 44: 74-5 
M 521 : 75-6,88 
M 641: 165 
M 724: 75-6,88 

Nuremberg, Germanisches National- 
Museum, MS 2", 156.142: 192 

Oxford, Bodleian Library, 
Bodley 7 17: 167 
Junius ! I: 88, 166 
Rawlinson G. 11 1: 99-100 

Oxford, University College, 165: 166, 169 
Paris, Bibliotheque nationale, 

fr. 1951: 137 
lat. 6401: 170 
lat. 8846: 75-6,88 
lat. 9436: 165 
lat. 14782: 169 

Paris, Bibliotheque Mazarine, 
404 (729): 167 n. 50 

Rouen, Bibliotheque municipale, 
A. 6: 166,167 
A. 85: 166 
A. 123: 166 
A. 126: 183 n. 135 
Mm. 15: 165 
Y 6: 166 

St Gallen, Stiftsbibliothek, 22: 90 
St Omer, Bibliotheque municipaIe, 698: 165 
St Quentin, Tresor de la Basilique, s.n.: 165 
Utrecht, Universiteitsbibliotheek, 

32: 76, 169, 171 
Valenciennes, Bibliotheque rnunicipale, 

502: 165 
Vatican City, Biblioteca Apostolica Vaticana, 

h g .  lat. 1351: 139 n. 2, 140 n. 7 
Marcus Aurelius, column of 67, 192 n. 181 
Marie de France 13,60,99 
Marienburg 174 
Matilda, queen, wife of Williarn I 8,10,20, 164 
McNulty, J. B. 128 
Menkndez Pidal, R. 50 
Meung 1.40 
Michael, St, image of 2 10 
'Millstatt Exodus' 60 
Minden, hangings at 182 n. 125 
Montfaucon, Dom Bernard de 1,2,8,63,83 
Mont Saint-Michel 98, 167-8, 172, 183 

Sacramentary of -t MSS, New York, 
Pierpont Norgan Library, M 641 

h'hrcar, Count 24 
h,losse, F. 42 
Mount Holyoke College, watercolour of Bayelur 

Tapestry 82 
XoNoiiiia Dipzitatum 45 
Oaths of Strasbourg 45 
0dbet-t Psalter -t MSS, Boulogne, Biblioth6que 

municipale, 20 
Ode of Bayeux X, 12, 13, 19-20,22,29-30,41, 

47-9,62,68-7 1,76-7,91,94-5,97,106, 
109, 110, 144,147,152, 163, 171, 172, 175, 
176-81,187,196-7,202,204,2O6,210 
Blessing the food 74-5, 170, 176, 194 
Compared to Turpin 57 
Palace of 49 
Staff (baculwn) of 95 

Old English Heptateuch / Hexateuch -+ MSS, 
London, British Library, Cott. Claud. B, iv 

Oliver (from Chawon de Rolrmd) 56,209 
Omer, St, illustrated life of -t MSS, St Omer, 

Bibliotheque municipale, 698 
Orderic Vitalis 24,48-9,50, 70, 71, 122, 140, 

179 
Orleans 140 
Otranto Cathedral, floor mosaic 125 
OttoI of Germany 179 
Ovid 150 

Writing in imitation of 155 
Palermo 178 
Palgrave, Francis 1 1-12 
Pallas 150 
Papal banner 48 
Penenden Heath, trial of 76 
Petau, Alexandre 139 n. 2 
Pevensey I 19, 186 
Pierre de Mont-Kabel 59 
Piltdown man 84 
Planche, J. R. 12, 13 
Piuquet, E 9, 10, 13 
hema de Mio Cd 1 26-7 
Poitiers 164 
Pope, M. K. 42,M 
Preaux abbey 2 3 , 2 8 4  166 

Cartulary of 23,28 
Donation to 28 
Gospels of -t MSS, London, Bntish Library, 

Add. 11850 
Prudentius's Pychomachia 74, 166 
Quentin, St, iliustrated life of +MSS, 

St Quentin, Tresor de ia Basilique, s. n. 
Ralf, son of Turold 69, 76 
Ranulf de Columbels 69 n. 23 
&oul de Cambra 5 1-2,57-8,60 
J!azwli, M. T 140 
Reichenau, giosses of 42-3 
Relics 19,70, 110,209 
Reliquary 66,98 
Rennes 40,181 n. 122,204 



Richard III of England 10 1 
Richard de Fournivall 137 
Robert fitzwimarch 102 
Robert of Jumikges, sacramentary of -+ MSS, 

Rouen, Bibliotheque n~unicipale, Y. 6 
Robert of Mortain, half-brother of William I 

95,147,177,178 
Rochester Cathedral 3, 76,178 
Rodngo Diaz of Bivar -+ E1 Cid 
Roger de Beaumont 28 
Roland 56, 126,127 

Image of 210 
Rome 49,140 
Roncevaux 126,127, 180 
b n ,  texhle fragment from 164 n. 25 
Rouen 50,59 

Saint Ouen 166 
La Trinitk-du-Mont 23 

Rudolf of Swabia 108 n .49 
St Albans 173, 178 
St Denk, sacramentary of -+ MSS, Paris, 

Bibliotheque nationale, lat. 9436 
Saint-Michel-d'Entraigues (Charente) 210 
St Vaast, bible of -+ MSS, Arras, Mkdiatheque, 

559 
Sansonetti, Victor 83, 84 
Scotland of Mont Saint-Michel, abbot of St 

Augustine's, Canterbury 1 10, 17 1-2 
Settis-Frugoni, Chiara 125 
Shakespeare, Wiliam 10 1 
Sheba, Queen of 3 
Shield designs 3 
Sodom 88 
Solomon 3 
Somme, the 105 
Spain 127 
Starnford Bridge, battle of 15, 104, 105, 108,202 
Steenstrup, J. 29 
Stenton, F. M. 98 
Stephen of Blois 151 
Stephen Harding, abbot of Citeaux 169 n. 61 
Stigand, archbishop of Canterbury 13,80, 

102-3,187,206 
Strickland, Agnes 11 
Stothard, C. ix, 1, 10,21,83-4 
Stukeley, W. 8 
Symeon of Durharn 202 n. 223 
Taillefer 5, 125-6 
Theodonc, statue of 154 
Thieny 10-11 
Thora, daughter of Hakon 164 n. 25 
Tiiliette, Jean-Yves 155 
Tironian et 45, 164 
Tostig Godwineson 23 n. 4 
Tours, bibles of 192 
Trajan's column 67,93 n. 1, 113, 158 n. 4, 

192n. 181 
Tristan 123 n. 18,127 

Turold (figure in Bayeux Tapestry) 12,254, 
29-30,68-9,76,94,17 1,172,206 

Turold of Brkmoy 25 
Turold of Peterborough 26 
Turpin 56-7,180 
Udalnc and Uta, founders of Marienburg 174 
Urban 11, Pope 1 8 1 
Utrecht Psalter -+ MSS, Utrecht, 

Universiteitsbibliotheek, 32 
Virgil, literary echo of 187 n. 157 
Vital (figure in Bayeux Tapestry) 6, 12,26-30, 

6&9,70,94,17 1,206 
Viia Edwardi 13,734,101-2, 103,107-8,203, 

211 n. 270 
Vitalis (abbot), mortuary roll of 167 n. 50 
Wace 3, 9,42,45,49 n. 7,50,85, 86-7,90,91, 

122, 125-6 
V? de Sainte Marguenle of 45 

Wadard (figure in Bayeux Tapestry) 5-6, 12, 
26-30,68-9,94,17 1,206 

Walahfnd Strabo 154 
Walker, H. E. 104 
Wallis, Mieczyslaw 129 
Werckmeister, 0. K. 67, 7 7-8 
Westminster 114 
Westminster Abbey SO, 101, 176, 194-5 
Westminster Palace 109 
West Saxon Gospels 44 
Wido of Saint Augustine's Abbey -t Guy 
Widukind of Corvey 90 
Wienhausen, tapestries at  123 n. 18 
Wiliam ( WikeZm), spelling of 43-6 
William of Normandy (William I of England) 2, 

27,47-8,54,94,95,96-7, 105-8, 11 1, 114, 
115,118-19,122,125,126, 127,133,143-5, 
147-9, 150, 153, 176-7, 183, 187, 188,193, 
196,197! 202,203,206,208,209 
Coronation of 141 
Daughter of -+Adele 
Gives arrns to Harold 4,98, 13 7 
Mariage to Matilda 28 

Wiiliam II of England (Rufus) 77, 152 
Williarn FitzOsbern 27 
William of Jumieges 67, 144, 145, 147, 193, 

199,200,201,205,207,209 
William Longespee, tomb of 4 
William of Malmesbury 3,51,85-7,90,91, 

104,148 n. 30,204 n. 230,210 
William of Poitiers 27,47,48,55,66, 73, 79, 

89-90,97, 10311.33, 122, 144, 145, 147,150, 
164,176,177-8,179,180,187,189,193, 
199,200,202,203,204,205,207,208,209 

Winchester, robe rnade at 164 
Royal hall at 109 
Sculpture (frieze) from 79 

Wormald, Francis 70,77,162,163 
Wulfnoth, brother of Harold 72 
Zamora, San Pedro de la Nave 190 n. 172 
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