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ABSTRACT 

 
 

 
 
The present study explores the production, illumination and reception of Beatus of 

Liébana’s Commentarium in Apocalypsin – one of the most celebrated works of early 

medieval Iberia – within the wider panorama of illustrated Apocalypses from the 

early and high Middle Ages. It examines in detail the sub-group of Beatus 
manuscripts known as family IIa, comprising the Morgan, Valladolid, Urgell, 

Facundus and Silos examples, which, collectively, constitute the most cohesive and 

iconographically rich group in the whole Beatus corpus.  

 This thesis addresses the complex questions of how the Beatus illuminations 

were conceptualised both by their artists and users and, ultimately, what the role of 

the Beatus as an illustrated text was. Through a systematic analysis of the 

mechanisms through which the textual was translated into the visual – with particular 

attention placed on scribal and artistic responses to colour and number in Revelation 

– this investigation aims to demonstrate that the Beatus visual imagery was not 

simply a literal illustration of the text it accompanies, but that it performs a role akin 

to the written medium, inviting and sustaining scriptural exegesis and supporting 

meditation on (and preparation for) the ‘last things’. In addition, it examines scribal 

and artistic working methods and agency, arguing that a degree of freedom in 

relation to the sacred texts was permissible, and that fidelity to Scripture depended 

on the individuals and on their proficiency. 

In considering the results of this investigation in a broader context, and by 

comparing them to the evidence provided by the Carolingian and Ottonian 

Apocalypses, this thesis also determines that the Beatus IIa present the most 

comprehensive and detailed corpus of Apocalypse images of the early Middle Ages, 

and that the Beatus manuscripts may have fulfilled various roles over the five 

centuries of their transmission. 
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INTRODUCTION 
 
 

 
 

Beatus qui legit, et audit verba prophetiæ hujus, et servat ea, quæ in ea 
scripta sunt: tempus enim prope est.1 

 
Revelation 1, 3 

 
 

This study investigates the production and reception of Beatus of Liébana’s 

Commentarium in Apocalypsin and of its corpus of illuminations. The work is an 

exegetical treatise on the Book of Revelation that was originally composed in north-

central Iberia in the eighth century and which was regularly copied in the following 

four centuries.2 Its forty-one extant witnesses, dating from the late ninth to the first 

half of the thirteenth century, became known as Beatus – a term derived from the 

cognomen of the putative author.3 Twenty-nine of these surviving manuscripts are 

illustrated: they are reservoirs of sixty-eight apocalyptic storiae, whose illustrations 

are placed between the scriptural texts and the commentary. Some manuscripts also 

include a set of para-apocalyptic images inspired by complementary texts that 

accompany Beatus’s exegesis, most notably a cycle of Jerome’s Commentariorum in 

Danielem.4 Containing one of the most extensive Apocalypse pictorial cycles of the 

early Middle Ages, and the best-preserved corpus of images from medieval Iberia, 

these manuscripts are optimum sources for probing its visual and material culture. 

Thus, as the works most readily associated with Iberian art and spirituality, they have 

																																																								
1 ‘Blessed is he, that readeth and heareth the words of this prophecy; and keepeth those things which 
are written in it; for the time is at hand’: Revelation 1, 3, Douay-Rheims 1899 American Edition via 
biblegateway.com. 
2 Beati Liebanensis, Beato de Liébana. Obras Completas y Complementarias de Beato de Liébana. 
Comentario al Apocalipsis, Himno “O Dei Verbum”, Apologético, ed. and trans. by Joaquín González 
Echegaray, et al, vol 1 (Madrid, 2004); Beati Liebanensis, Tractatus de Apocalipsin, ed. by Roger 
Gryson, CCSL, 107B-C, 2 vols. (Turnhout, 2012). 
3 For the sake of clarity, the term Beatus, in its italicised form, will be henceforth employed when 
referring to the copies of Beatus of Liébana’s Commentarium in Apocalypsin, while the non-italicised 
form ‘Beatus’ should be interpreted as referring to the author. The most complete work on the history 
of the Beatus manuscripts is John Williams, The Illustrated Beatus: A Corpus of the Illustrations of 
the Commentary on the Apocalypse, 5 vols. (London, 1994-2003). 

4 Hieronymus, Commentarii in Danielem (CPL 0588); Commentariorum in Danielem libri III <IV>, 
ed. by Francisci Glorie, CCSL, 75 A (1964). 
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been the subject of scholarly attention for over a century. They are, however, 

remarkably rich sources and the lines of enquiry that they continue to offer are 

manifold.  

 The aim of the present study is to analyse the mechanisms through which the 

textual content was translated into visual imagery in the Beatus manuscripts, that is, 

how the illuminations were conceptualised in relation to the text they illustrate. 

While previous research has addressed, to a greater or lesser extent, how Revelation 

was treated in the Beatus’s narrative cycle, and how specific episodes and 

iconographic elements were devised (though mainly focused on a single copy or on 

individual elements across the tradition), this study proposes a fresh engagement 

with the corpus and its pictorial programme. Using a coherent group of specimens, it 

examines, systematically, selected subjects of Revelation’s literary imagery and 

symbolism and explores how illuminators construed them in their artwork. However, 

the analysis of text-image relationship, informative though it may be, is not an end in 

itself. Rather it is a means by which to probe the corpus so as to reach conclusions 

about how the illuminations were perceived and understood by their makers and 

users,5 which, ultimately, will shed a brighter light on the role of the Beatus as an 

illustrated text. 

 Given the complexity of the material at hand and the quantity of it, the 

establishment of rigorous parameters of analysis has been essential. This required the 

selection of a meaningful sample of manuscripts and of a series of informative case 

studies. Themes investigated were colour and number in both the text and the 

																																																								
5  Although earlier scholars have addressed the issue of the function of the Beatus and their 
illuminations, their studies were either based on a broader knowledge of the context of production of 
the corpus or were limited to too small a sample of images. Accordingly, a more comprehensive and 
in-depth investigation of the role of the Beatus as illustrated texts, interrogating the images as closely 
and as objectively as possible, is still lacking. Previous work concerning the function of the 
Commentarium and its uses includes Jacques Fontaine, ‘Fuentes y Tradiciones Paleocristianas en el 
Método Espiritual de Beato’, in Actas del Simposio para el Estudio de los Códices de “Comentário al 
Apocalipsis” de Beato de Liébana, 3 vols. (Madrid, 1978-1980), vol. 1, pp. 77-101; Otto Karl 
Werckmeister, ‘The First Romanesque Beatus Manuscripts’, in Actas del Simposio, vol. 2 (Madrid, 
1980), pp. 167-192. On the role of the Beatus manuscripts and illuminations more generally, see Mary 
Carruthers, The Craft of Thought – Meditation, Rhetoric, and the Making of Images, 400-1200 
(Cambridge, 1998), pp. 151-155 who focused on the illuminations of Heavenly Jerusalem in our 
manuscripts; Peter Klein, ‘La Fonction et la “Popularité” des Beatus, ou Umberto Eco et les Risques 
d’un Dilletantisme Historique’, in Maria Grau, Olivier Poission (eds.), Etudes Roussillonnaises 
Offertes à Pierre Ponsich: Mélanges d'Archéologie, d'Histoire et d'Histoire de L'Art du Roussillon et 
de la Cerdagne (Perpignan, 1987), pp. 313-327 who focused especially on the late Beatus manuscripts 
and their function in the twelfth and thirteenth century; Williams,‘Purpose and Imagery in the 
Apocalypse Commentary of Beatus of Liebana’, in Richard Kenneth Emmerson, Bernard McGinn 
(eds.), The Apocalypse in the Middle Ages (Ithaca–London, 1992), pp. 217-233; TIB, vol. 1, pp. 103-
104, 113-120, 129 who addressed the possible role of the Beatus through the analysis of their 
historical context as well as of their marginalia. 
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illuminations of Beatus’s Commentarium.6  The selection of these subjects was 

dictated by their ubiquity in Revelation as integral elements to its literary imagery, 

elements moreover that Beatus scrutinised at length in his work, often stressing their 

importance for the correct interpretation of Divine manifestation.7 Although colour 

and number are distinct topics, their treatment can be approached through similar 

methodologies and the results of the examination can provide sets of data that are 

comparable and can be used in tandem. 

 Although a broad knowledge of the tradition as a whole underpins this 

project, the selection of a group of witnesses was essential to permit them to be 

examined in the requisite detail. Five Beatus were chosen for this purpose: Morgan 

(New York, The Morgan Library & Museum, MS M. 644), Valladolid (Valladolid, 

Biblioteca de la Universidad, MS 433), Urgell (La Seu d’Urgell, Museu Diocesà de 

la Seu d’Urgell, Num. Inv. 501), Facundus (Madrid, Biblioteca Nacional de España, 

Vitrina 14-2) and Silos (London, British Library, Add. MS. 11695).8 Due to their 

common textual and pictorial characteristics, it is generally accepted that these five 

copies form a discrete group within the tradition that is known as family or branch 

IIa. Collectively, they offer a total of around 450 miniatures; however, for 

methodological reasons, the illustrations of the Daniel cycle are not included in this 

survey. Other features that recommend this sample include the fact that the Beatus 

IIa broadly share the same geographical origin – the neighbouring kingdoms of León 

and Castile – and that all copies but one include dated colophons, localising their 

production in time as well as space.9 Three copies were produced in the second half 

																																																								
6 Throughout this study the term ‘Commentarium’ will be employed when referring to the treatise as a 
whole, that is, the Revelation pericopes, the commentary text as well as the apocalyptic and para-
apocalyptic illuminations. 
7 As will be discussed in Chapters Four and Five in this study. 

8 See facsimile editions: Beati Liebanensis, Apocalipsis de San Juan: Beato de San Miguel de 
Escalada, ed. by William Voelke, et al., 3 vols. (Valencia, 2000-2001); Beato de Fernando I, 
Biblioteca Nacional de España Ms Vitr. 14-2, ed. by Alfonso Garcia Leal, 2 vols. (Valencia, 2006-
2007); Beatus de Liébana: Codex Urgellensis, ed. by Peter Klein, 2 vols. (Madrid, 1997); Códice de 
Santo Domingo de Silos, ed. by Manuel Moleiro, 2 vols. (Barcelona, 2001-2003); Beato de la 
Universidad de Valladolid, ed. by José Antonio Fernández Flórez, et al., 2 vols. (Madrid, 2000-2002). 
9 The present study will focus essentially on the contexts of northern and central Iberia: the focal 
points of the history of the Beatus tradition. It is, however, fundamental to establish from the outset 
that the terms ‘Iberia’, ‘Peninsula’ and ‘peninsular’ will be generally used in this study to refer to the 
history and culture of the northern-central and western Christian kingdoms, unless specified. The 
regions of present-day Catalonia were considerably different from the western territories due to the 
strong influence of Carolingian rule since the eighth century (with the formation of a buffer zone 
against the Muslims, known as Marca Hispanica). This contributed to significant socio-political, 
cultural and also religious differences between the east and the west and the centre of Iberia. 
Accordingly, the historical development of this territory is too specific and is, therefore, outside the 
scope of this project. Moreover, it should be noted that there is no evidence of production and 
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of the tenth century, one in the eleventh, while another was begun in the late eleventh 

century but only completed in the early twelfth. The 150 years in question, which 

extend from the reigns of Ramiro II (931-951) to Alfonso VI (1065-1109) – and 

which straddle the major ecclesiastical changes associated with the arrival of Cluniac 

monasticism and the liturgical renovation contingent upon the abandonment of the 

‘Mozarabic’ Rite – enable us to observe changes in production over time and to 

assess their significance.10  

 Other manuscripts, cult objects and milieux are also considered to 

contextualise our specimens when relevant. Attention is paid to coeval trans-

Pyrenean Apocalypse cycles as comparanda to elucidate the idiosyncrasies of the 

Iberian cycle. Despite being illustrated Apocalypse manuscripts (rather than 

exegetical commentaries as the Beatus), the Trier (Trier, Stadtbibliothek Weberbach, 

Codex 31), Cambrai (Cambrai, Médiathèque d’Agglomération, Ms. B 386), 

Valenciennes (Valenciennes, Bibliothèque municipale de Valenciennes, Ms. 99 

[92]), Paris 1132 (Paris, Bibliothèque nationale de France, MS Nouv. Acq. Lat. 

1132) and the Bamberg Apocalypses (Bamberg, Staatsbibliothek Bamberg, Ms. Bibl. 

140), dating from the ninth to the early eleventh century, offer interesting points of 

comparison and contrast. 11  Given that no medieval illustrated Apocalypse 

manuscripts survive from the northern and western peninsular kingdoms, and that the 

Iberian pandects and Catalan Bibles do not exhibit narrative cycles as such, the value 

of these Carolingian and Ottonian specimens as comparanda is all the greater.12 

 In order to address our research questions efficiently, the present work has 

been structured in six chapters. Chapters One and Two are foundational sections in 

																																																																																																																																																													
reception of Beatus manuscripts in Catalonia in the early Middle Ages – a fact that has led scholars to 
believe that the Commentarium was not as important to monastic communities in this region as it was 
in the rest of the Peninsula. For a discussion on these topics see Klein, ‘La Fonction’, pp. 315-317; 
‘The Romanesque in Catalonia’, in John P. O´Neill (ed.), Art of Medieval Spain A.D. 500-1200 (New 
York, 1993), pp. 185-197, esp. 185; Rose Walker, Art in Spain and Portugal from the Romans to the 
Early Middle Ages. Routes and Myths (Amsterdam, 2016), pp. 218-224; Williams, ‘Orientations: 
Christian Spain and the Art of its Neighbors’, in Art of Medieval Spain, pp. 13- 25, esp. 22. 
10 On this subject see Walker, Views of Transition. Liturgy and Illumination in Medieval Spain 
(London, 1998); Williams, ‘Cluny and Spain’, Gesta, 27: 1 (1988), pp. 93-101. 

11 Apocalipsis de Valenciennes, ed. by Peter Klein (Madrid, 2009); Das Buch Mit 7 Siegeln. Die 
Bamberg Apokalypse, ed. by Gude Suckale-Redlefsen, Bernhard Schemmel (Luzern–Wiesbaden, 
2000); Der Apokalypse von Cambrai, ed. by Peter Klein, et al. (Luzern, 2016); Die Trierer 
Apokalypse: Stadtbibliothek Trier Codex 31, ed. by Peter Klein, et al. (Graz, 2001). The facsimile 
edition of Paris 1132 has not yet been done.  
12 Only one Catalonian Bible – the eleventh-century Bible of San Pedro de Roda – preserves 
illustrations of Revelation; however, they have no connection with the Beatus cycle, drawing instead 
on non-Iberian models, see Klein, ‘La Fonction’, p. 316. Paris, Bibliothèque nationale de France, MS 
lat. 6 (1– 4 vols). 
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which the main history, features and content of the Commentarium and of its 

witnesses are set forth. Chapter One focuses on the place of the Commentarium in 

the history and culture of eighth-century Iberia and on the broader panorama of early 

medieval Apocalypse production; it also outlines the content and discusses the 

purpose of the treatise at the time of its creation. Chapter Two considers the 

transmission of the Commentarium in the subsequent centuries, focusing specifically 

on the illustrated witnesses and on their pictorial characteristics. Attention is also 

paid to the work and status of their makers through the analysis of the manuscripts’ 

colophons and of the direct and indirect evidence that they offer about the literary 

work and scribal practices.13 Chapter Three explains the criteria underlying the 

sample selected for closer analysis and discusses the origin, provenance and the main 

codicological features of each of these manuscripts. Their pictorial kinship, and how 

their iconographic features correspond (and vary) from one to another, is also 

detailed. This assessment will inform the image analysis in the following chapters. 

Chapters Four and Five – the major analytical sections of this study – probe the 

relationship between colour and number references in text and illuminations, and the 

extent to which the two relate in all five specimens. Examining these mechanisms, 

and the particular responses of scribes and illuminators, will permit a better 

understanding of how the Beatus visual imagery was conceptualised and received by 

the makers and the users of these manuscripts. These findings are then compared 

with the traditions found in the Carolingian and Ottonian Apocalypse manuscripts. 

To conclude, Chapter Six sets these findings against the general panorama of Iberian 

history and culture in a sequence of broader contextual expositions. Drawing upon 

all this information and more, this final section addresses the vexed question of the 

role of the illustrated Commentarium as well as the importance of Revelation – and 

of its visual representation – in the context of Iberian monasticism and culture more 

generally. 

																																																								
13 It should be noted that the style of Iberian manuscript illumination and art more generally has been 
widely studied and is therefore outside the scope of this work. Nevertheless, when useful, remarks 
about style and aesthetics will be made to aid the description of some works here studied. Moreover, it 
should be stated from the outset that, for the sake of precision, the terms ‘Mozarabe’ or ‘Mozarabic’ 
will be avoided as much as possible; the expressions ‘early Iberian manuscripts’ and/or ‘early Iberian 
illumination’ will be privileged instead when addressing book production from the ninth to the 
eleventh century. While widely used in academic publications, the term Mozarabic (generally applied 
to Iberian Christian art and architecture from the eighth to the eleventh century) is a modern 
construction, and therefore it does not help us to see or define the fluidity of influences that run 
through the art of this period. Nor does it necessarily correspond to the real identity of the makers of 
many of the objects that will be considered in the present study. On this discussion see Mireille 
Mentré, Illuminated Manuscripts of Medieval Spain (London, 1996), pp. 12-14. 
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 The limitations to what can be offered by this study should also be underlined 

at the outset. When focusing on the landscape of book production and reception in 

early medieval Iberia, one is faced by the challenge of highly fragmentary 

evidence.14 Even within the Beatus corpus, from which many witnesses survive, 

there are significant lacunae.15 The fact that none of the exemplars for any of our five 

manuscripts survives prevents us, for instance, from gauging artistic agency and 

freedom with precision. Here, as in many other issues, the best one can offer is a 

carefully weighed balance of probabilities. Lack of information regarding the exact 

origin of most of the Beatus is another restriction. While most copies have been 

broadly ascribed to certain scriptoria or regions by modern scholarship, within our 

sample only the Silos Beatus is securely dated and localised on internal evidence. In 

addition, several aspects of early Iberian monasticism – notably the role of art in 

devotional culture – remain poorly understood, and this limits our ability to interpret 

the function and impact of the Commentarium. 16  These and other limitations 

notwithstanding, this study nevertheless endeavours to provide new insight into these 

questions through a combination of meticulous examination of selected examples 

and broad contextualisation of their salient features. 

 In order to contextualise the discussion which follows, it is useful to highlight 

some of the most significant scholarly contributions to knowledge about the Beatus 

to date, and to outline the main trends in current research.17 Although interest in the 

																																																								
14 This is certainly the case in the western and central Iberian kingdoms from which only a fraction of 
what existed is believed to have survived, as demonstrated by the few medieval and early modern 
book lists and inventories that remain (which will be discussed in the conclusion of this study). 
Perhaps one of the most striking examples of the spoliation of the bibliographic patrimony in this 
milieu is the case of the Oña Bible, which during the period of the ‘desamortización’ (the ‘Spanish 
confiscation’) was used to ignite a fire to grill chorizos, see Manuel Ruiz Asencio, ‘Escribas y 
Bibliotecas Altomedievales Hispanos’, in José Ignacio de la Iglesia Duarte (ed.), La Enseñanza en la 
Edad Media: X Semana de Estudios Medievales (Nájera, 1999), pp. 151-174, esp. 164-166. By 
contrast, the Catalonian patrimony enjoyed a relatively kinder fortune, as testified by the material that 
survives from the Middle Ages in this region. Examples of the survival of early medieval liturgical 
works and manuscripts can be seen in Rosa Alcoy i Pedrós, et al. (eds.), Catalunã Medieval 
(Barcelona, 1992); Lourdes de Sanjosé I Llongueras, Esments d’Orfebreria Litúrgica en la 
Documentació Catalana (Segles IX–XIV): Recull Provisional (Vic, 2017). The dearth of documentary 
sources from León and Castile in comparison to Navarre and Catalonia was an aspect discussed by 
Eduardo Carrero Santamaría (Universitat Autònoma de Barcelona) at his lecture on ‘Gothic 
Architecture in 13th- and 14th-century Spain and its historiography’ at the Courtauld Institute of Art 
(London) on the 28th October 2015. 

15 See all the stemmata codicum created up to 1994 in Williams, TIB, vol. 1, pp. 22-23, 26. A revision 
of these stemmata has been published in the most recent critical edition of Beatus’s Commentarium, 
see Tractatus, vol. 1, p. LXIV. See also Appendix III in volume II in this study. 
16 On this subject see Antonio Linage Conde, Los Orígenes del Monacato Benedictino en la Península 
Ibérica, 3 vols. (León, 1973). 
17 For comprehensive listings of scholarship on early Iberian manuscripts to the date in question, see 
Mireille Mentré, La Peinture Mozarabe (Paris, 1984), pp. 19-28; Williams, TIB, vol. 1, pp. 189-215. 
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Commentarium began in the eighteenth century with the first edition by Enrique 

Floréz (d. 1773),18 it was not until the last decades of the nineteenth that the 

foundations for modern work were laid with the pivotal publications of Leopold 

Delisle (1880),19 and subsequently those by Henry Sanders (1930)20 and Wilhelm 

Neuss (1931)21 – the first Beatus stemmata codicum derived from the studies of the 

last two authors. Departing from the copies preserved in the collection of the 

Bibliothèque nationale de France, Delisle offered the first scholarly reflection on the 

corpus, being one of the first to argue in favour of the transmission of this work in a 

series of different textual editions.22 Sanders was responsible for a new critical 

edition of the Commentarium based on a greater number of witnesses. Like Delisle, 

he also assessed the development of the textual tradition, proposing that the extant 

manuscripts reflect three different editions, dateable on internal evidence to 776, 784 

and 786.23 Sanders, moreover, suggested that the edition of 786 was reworked at a 

later period – an idea that has since been revised.24 

Neuss’s work, by contrast, represents the first systematic assessment of the 

development of the tradition to embrace both text and images. Amongst his main 

aims was the identification of the specimens that were closest to the ur-manuscript: 

these he identified as the tenth-century Vitrina 14–1 and eleventh-century Saint-

Sever Beatus. Neuss, however, argued against the idea of multiple editions defended 

by his predecessors, proposing a single archetype for the tradition dating ca. 785.25 

																																																								
18 Sancti Beati Presbyteri Hispanensis Liebanensis, in Apocalipsin, ac Plurimas Utriusque Foederis 
Paginas Commentaria ex Veteribus Nonnulisque Desideratis Patribus, Mille Retro Annis Colecta 
Nunc Primum Edita Opera et Studio, ed. by Enrique Floréz (Madrid, 1788) – known only indirectly. 
19 Leopold Delisle, ‘Les Manuscrits de l'Apocalypse de Beatus Conservés à la Bibliothèque Nationale 
et dans le Cabinet de M. Didot’, in Mélanges de Paléographie et de Bibliographie (Paris, 1880), pp. 
117-148. 
20 Henry A. Sanders, Beati in Apocalipsin Libri Duodecim (Rome, 1930).  
21 Wilhelm Neuss, Die Apokalypse des hl. Johannes in der Altspanischen und Altchristlichen Bibel-
Illustration (Aschendorff, 1931) – known only indirectly.  
22 Delisle, ‘Les Manuscrits de l'Apocalypse de Beatus’. 
23 For the discussion on the different standpoints regarding the textual editions, see Williams, TIB, vol. 
1, pp. 21-26. 

24 Klein, ‘The Role of Prototypes and Models in the Transmission of Medieval Pictorial Cycles: the 
Case of the Beatus Manuscripts’, in Monika Müller (ed.), The Use of Models in Medieval Book 
Painting (Newcastle-upon-Tyne, 2014), pp. 1-28, esp. 2-3; ‘La Tradición Pictórica de los Beatos’, 
Actas del Simposio, vol. 2, pp. 80-106. esp. 95, 97; Tractatus, vol. 1, pp. LI-LVIII. 
25 Respectively: Madrid, BNE, Vitrina 14–1; Paris, BnF, MS lat. 8878. Facsimile editions: Beato 
Emilianense de la Biblioteca Nacional, ed. by Juan García Gil, et al. (Burgos, 2007); Beato de 
Liébana, Códice de Saint-Sever, ed. by Peter Klein, Otto Karl Werckmeister (Valencia, 2012). This 
assessment was later revised by Klein, Der ältere Beatus-Kodex Vitr. 14-1 der Biblioteca Nacional zu 
Madrid, 2 vols. (Hildesheim, 1976) – only known indirectly. See also Klein, ‘La Tradición’, pp. 80-
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Despite the differences between Sanders’s and Neuss’s views, they both agree on a 

tripartite division of the surviving specimens based on their textual and pictorial 

kinship: accordingly, Sanders’s editions of 776 and 784 correspond to Neuss’s 

family I, that of 786 to Neuss’s family IIa, and its later recension to family IIb. 

Hence, family I specimens embody earlier textual and pictorial editions, whereas 

families IIa and IIb represent later developments of the tradition.26 Notwithstanding 

some later adjustments, Neuss’s and Sanders’s grouping of copies and their 

terminology remain current and have informed modern scholarship, including the 

present work.27  

 Questions relating to the origins, format and the style of Iberian illuminations 

as well as their evolution and influences were amongst the prime concerns of several 

Spanish scholars, such as Goméz Moreno (1919, 1958), Dominguez Bordona (1932, 

1969) and Menendez Pidal (1958) who laid the foundations for our understanding of 

the corpus and its art.28 The successors of these overviews in the second half of the 

twentieth century were Camón Aznar (1964, 1966), John Williams (1977), Joaquín 

Yarza Luaces (1990; 1997) and Soledad de Silva y Verástegui, this last focusing 

particularly on manuscript illumination in the kingdom of Navarre (1984, 1989, 

1994).29 The Beatus also attracted scholarly attention outside the Peninsula, having 

been addressed in a series of both broader and more focused studies. Amongst the 

earliest authors were Albert Boeckler, who addressed the composition and influences 

of the Beatus pictorial programme (1930), M. R. James who briefly commented on 

the pictorial cycle in his Apocalypse in Western Art (1931) as also did André Grabar, 
																																																																																																																																																													
106, esp. 95, 97. Regarding Neuss’s standpoint about this subject, see Williams, TIB, vol. 1, pp. 21-
26.  
26 Neuss, Die Apokalypse; Sanders, Beati in Apocalipsin. 
27 The later revisions of their theories are considered in Chapter One in this study.  

28 Respectively: Manuel Gómez-Moreno, Iglesias Mozárabes: Arte Español de los Siglos IX a XI, 2 
vols. (Madrid, 1919), Jesús Dominguez Bordona, El Arte de la Miniatura Española (Madrid, 1932); 
Jesús Dominguez Bordona, Spanish Illumination, 2 vols. (Paris, 1930); Gonzalo Menéndez Pidal, 
Gómez-Moreno, Sobre Miniatura Española en la Alta Edad Media: Corrientes Culturales que Revela 
(Madrid, 1958). 
29 Respectively: José Camón Aznar, ‘El Arte de la Miniatura Española en el Siglo X’, Goya, 58 
(1964), pp. 266-287; ‘Pintura Medieval Española’, in José Camón Aznar (ed.) Summa Artis. Historia 
General del Arte, vol. 22 (Madrid, 1966); Williams, Early Spanish Manuscript Illumination (New 
York, 1977); Joaquín Yarza Luaces, ‘La Miniatura Románica en España: Estado de la Cuestión’, 
Anuario del Departamento de Historia y Teoría del Arte, 2 (1990), pp. 9-26; ‘Los Inicios de la 
Miniatura Hispana Altomedieval’, Arte Medievale, 1–2 (1997), pp. 35-60; Soledad de Silva y 
Verástegui, ‘La Miniatura Altomedieval en La Rioja: Estado de la Cuestión’, Cuadernos de 
Investigación: História, vol. 10 (1984), pp. 57-66; La Miniatura Medieval en Navarra (Navarra, 
1984); ‘Los Beatos en La Rioja’, Príncipe de Viana, 202 (1994), pp. 249-272; ‘Los Libros Ilustrados 
en el Monasterio de San Millán de la Cogolla en la Edad Media’, in Juan Cordero Ribera (ed.), San 
Millán de la Cogolla en la Edad Media (Logroño, 1999), pp. 75-90. 
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Carl Nordenfalk (1957) and C. R. Dodwell (1971) in general surveys of painting in 

the earlier Middle Ages.30 Questions of style and programme were approached by 

Helmut Schlunk and Jacques Guilmain. The former returned to the issue of the 

origins of Iberian miniatures through a comparative analysis of tenth-century book 

illumination and architectural sculpture (1945); the latter considered the decorative 

vocabulary of early Iberian manuscript art and the influence of Carolingian art on the 

peninsular production, particularly in decorated initials (1958, 1960, 1961, 1976).31  

 The last third of the twentieth century marked a watershed in this field. An 

increased production of monographs, articles and theses, either partially or fully 

dedicated to the Beatus, was accompanied by a growing interest in the exploration of 

their iconography and its meaning. One of the authors who published extensively on 

these subjects was Mireille Mentré. In four monographs – Contribuición para el 

Estudio de la Miniatura en León y Castilla en la Alta Edad Media (1976) to which 

followed La Peinture Mozarabe (1984), Illuminated Manuscripts of Medieval Spain 

(1996) and El Estilo Mozárabe (1999) – Mentré focused on modes of representation 

and composition, on the semiotics of style and on the function of imagery in the 

context of early monastic spirituality.32 She also discussed colour in the Beatus in a 

number of articles (1976, 1985).33 Yet, while raising pertinent questions (and aptly 

synthesising the main aesthetic characteristics of early Iberian manuscripts), the 

interpretations offered rest on questionable assumptions that cannot be substantiated. 

Furthermore, the variety of topics addressed in these studies determines that little 

																																																								
30 Respectively: Albert Boeckler, Abendländischen Miniaturen bis zum Ausgang der Römischer Zeit 
(Berlin, 1930); Montague Rhodes James, The Apocalypse in Art (London–Oxford, 1931); André 
Grabar, Carl Nordenfalk, Early Medieval Painting from the Fourth to the Eleventh Century 
(Lausanne, 1957); Charles Reginald Dodwell, Painting in Europe, 800-1200, Pelican History of Art 
(Harmondsworth, 1971). For an overview of works about early Iberian manuscript illumination 
published in the first half of the twentieth century, see Mireille Mentré, La Peinture Mozárabe (Paris, 
1984), pp. 33-37. 
31 Helmut Schlunk, ‘Observaciones en Torno al Problema de la Miniatura Visgoda’, Archivo Español 
de Arte, 18 (Madrid, 1945), pp. 241-265; Jacques Guilmain, ‘Interlace Decoration and the Influence of 
the North on Mozarabic Illumination’, Art Bulletin, 42 (1960), pp. 211-218; ‘Northern Influences on 
the Initials and Ornaments of the Beatus Manuscripts’, Actas del Simposio, vol. 2, pp. 65-77; 
‘Observations on Some Early Interlace Initials and Frame Ornaments in Mozarabic Manuscripts of 
León-Castile’, Scriptorium, 15: 1 (1961), pp. 23-35. 
32 Respectively: Mentré, Contribución al Estudio de la Miniatura en León y Castilla en la Alta Edad 
Media: Problemas de la Forma y del Espacio en la Ilustración de los Beatus (León, 1976); La 
Peinture; Illuminated Manuscripts; El Estilo Mozárabe (Madrid, 1999). 
33 Mentré, ‘Le Problème de la Couleur dans la Peinture “Mozarabe” ’, Bulletin de la Société Nationale 
des Antiquaires de France (Paris, 1985), pp. 60-66; ‘L’Utilisation de Couleurs dans la Miniature 
Mozarabe’, in Actas del XXIII Congreso Internacional de Historia del Arte: España entre el 
Mediterráneo y el Atlántico, vol. 1 (Granada, 1976), pp. 417- 425. These articles are mostly a 
summary of the analysis and of the conclusions offered in the aforementioned monographs: see 
footnote n. 32 above. 
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space is dedicated to each; there is not the systematic engagement with the material 

that is crucial for obtaining credible answers to the questions posed by the author.34 It 

should also be noted that these four monographs present, to a greater or lesser extent, 

the same research.35  

 Peter Klein published a seminal re-evaluation of the tradition in 1976.36 

Although he took Vitrina 14-1 Beatus as a starting point, his work addressed the 

whole corpus, with particular emphasis on the pictorial cycle. Refining the 

assessments of Sanders and Neuss, Klein proposed revisions to the previous 

stemmata, arguing that the evolution of textual and pictorial traditions should not be 

considered together, as they did not evolve in tandem. Klein’s approach to the 

illuminations was ground-breaking: not only did he propose that the body of 

illuminations of the third textual edition was developed at the end of the ninth or, 

more plausibly, at the beginning of the tenth century, but he also ascertained that 

some pictorial features (e.g. the coloured backgrounds and frames) had not been part 

of the Commentarium in its original format. He also argued that the first illuminated 

edition dates from 784 and that, therefore, the first one was not illustrated – a 

proposition later challenged by several authors, most recently by Gryson.37  

 Also in 1976 the Simposio para el Estudio de los Códices del Comentario al 

Apocalipsis de Beato de Liébana was held in Madrid with the aim of gathering 

scholars across disciplines to reassess work to date and to discuss new lines of 

enquiry.38 Of particular importance to the present study are the contributions of 

Jacques Fontaine and Manuel Díaz y Díaz: the former discusses the sources and 

‘spiritual method’ adopted by Beatus, whilst the latter re-examines the evolution of 

																																																								
34 Opinions also shared by Williams and Klein: Klein, ‘Review of Mireille Mentré, Contribución al 
Estudio de la Miniatura en Leon y Castilla en la Alta Edad Media (Problemas de la Forma y del 
Espacio en la Ilustración de los Beatus)’, Speculum, 53: 3 (1978), pp. 600-601; Williams, ‘Review of 
Mireille Mentré The Illuminated Manuscripts of Medieval Spain’, The Medieval Review, 
baj9928.9706.006 (published online on the 6th June 1997; site last checked on the 7th September 
2018). 

35 The research conveyed in these publications derives essentially from the author’s Ph.D. study from 
1972. The novelty of these subsequent works lies essentially in the translation of the material into 
different languages and in the minor additions to the original work. Accordingly, for the purposes of 
the present study, we will mainly follow the French (1984) and English (1994) publications.  
36 Klein, Der Ältere.  
37 Tractatus, 1, p. XVIII; see also Klein, ‘La Tradición’, pp. 95, 99. 
38 Actas del Simposio para el Estudio de los Codices del 'Comentario al Apocalipsis' de Beato de 
Liébana, 3 vols. (Madrid, 1978-1980): volume I is dedicated to historical context and textual matters, 
volumes II and III to the illuminations and artwork more generally. 



	 21	

the textual tradition and the relationship between copies.39 Key contributions relating 

to the pictorial tradition include a digest of Klein’s findings, a comparative study of 

the models and style of the Beatus and the Iberian Pandects by Williams, and an 

article by Otto Karl Werckmeister about the function of the Beatus and their relation 

to the Office of the Dead.40 Although several aspects debated then have since been 

revised or nuanced, the proceedings – a three-volume edition dating 1978-80 – 

remain invaluable, being one the most wide-ranging and multi-disciplinary 

publications on the Iberian corpus. 

  International recognition of the Beatus was cemented in the Europalia 

Espagne arts festival held in 1985 when, for the first time, all manuscripts were 

exhibited together.41 Its catalogue provides entries for each of them compiled by 

Anscari Mundó and Manuel Sanchez Mariana, plus introductory texts by Díaz y 

Díaz, Luis Vázquez de Parga and Williams on the history, origins and characteristics 

of the Beatus text and illuminations. Also in the 1980s, Eugenio Romero-Pose 

offered yet another critical edition of the Commentarium;42 and the first systematic 

research on the work and status of tenth- and eleventh-century Iberian illuminators 

was published by Mentré, who addressed their role through the analysis of a few 

textual and pictorial colophons – a subject to which we return in chapter two.43 More 

recently, Maurilio Pérez González revisited the Beatus colophons (2010), offering an 

edition, translation and linguistic analysis of these scribal statements; however, only 

three copies – Morgan, Tábara and Girona – were considered.44  

																																																								
39 Manuel Díaz y Díaz, ‘La Tradición del Texto de los Comentarios al Apocalipsis’, in Actas del 
Simposio, vol. 1, pp. 165-191; Fontaine, ‘Fuentes’, pp. 77-101.  
40 Klein, ‘La Tradición’; Werckmeister, ‘The First Romanesque’, pp. 167-192; Williams, ‘The Beatus 
Commentaries and Spanish Bible Illustration’, Actas del Simposio, vol. 2, pp. 212-227. 

41 The exhibition was held at the Bibliothèque Royale Albert Ier in Brussels from the 26 of September 
to the 30 of November 1985; see Los Beatos: Europalia 85 España (Brussels, 1985). 
42 Beatus Liebanensis, Sancti Beati a Liébana Commentarius in Apocalypsin, ed. by Eugenio Romero-
Pose, 2 vols. (Rome, 1985). 
43 Mentré, ‘L’Enlumineur et son Travail Selon les Manuscrits Hispaniques du Haut Moyen Age’, in 
Xavier Barral y Altet (ed.), Artistes, Artisans et Production Artistique au Moyen Age: Les Hommes, 
vol. 1 (Paris, 1986), pp. 295-309. On this subject, see also Domínguez Bordona, Diccionario de 
Iluminadores Españoles (Madrid, 1957). More recently, Catherine Brown has published an article 
focusing on the work of Iberian scribes and their textual colophons, and is currently preparing a 
monograph on this subject, see Catherine Brown, ‘Remember the Hand: Bodies and Bookmaking in 
Early Medieval Spain’, Word & Image, 27: 3 (2011), pp. 262-278.  
44 Maurilio Pérez González, ‘Tres Colofones de Beatos su Texto, Traducción y Comentario’, in 
Maurilio Pérez González (ed.), Seis Estudios sobre Beatos Medievales (Madrid, 2010), pp. 221-231. 
From this edited volume we should also highlight the important contributions of Williams, ‘Maius y la 
Revolución Pictórica del Beato’, Ibid., pp. 17-34 and Ana Suárez González, ‘Beatos: la Historia 
Interminable’, Ibid., pp. 71-130. 
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 Our manuscripts also featured in a series of studies on and surveys of 

illustrated Apocalypse manuscripts more generally that were published at this time, 

notably Yves Christe’s L’ Apocalypse dans L’Art Chrétien (1981), the Census and 

Bibliography of Medieval Manuscripts Containing Apocalypse Illustrations (1985), 

as well as a group of articles by Klein (1981, 1992). In all such studies the Beatus are 

consensually seen as a separate tradition within western medieval art. Another 

example of the genre, which appeared too recently to be taken account of in the 

present work, is Richard Kenneth Emmerson’s Apocalypse Illuminated. The Visual 

Exegesis of Revelation in Medieval Illuminated Manuscripts (2018). 45   

 The single most important contribution to Beatus scholarship to date was 

made by Williams at the turn of the millennium. His monumental five-volume 

edition (1994-2003) consists of a catalogue raisonné of the twenty-seven illustrated 

specimens known at that time, prefaced by a volume of analysis. 46  Williams 

addresses a range of issues, from the history and evolution of the tradition to the 

features of the pictorial programme; here he discusses more specifically the influence 

of Carolingian and Islamic art in the illuminations, the genesis of the Daniel cycle, 

the role of Maius (the scribe-artist of Morgan) in the later ‘reform’ of the 

Commentarium, as well as the purpose of Beatus’s treatise and of its visual imagery. 

This work was reprised, and modestly supplemented, in the posthumously published 

Visions of the End in Medieval Spain (2017), whose most important contribution lies 

in the account of the recently discovered Geneva Beatus (Geneva, Bibliothèque de 

Genève, MS lat. 357).47  

 Studies which have considered the Beatus iconography from a different 

perspective include Rosemary Muir Wright’s Art and Antichrist in Medieval Europe 

(1995), where a chapter is dedicated to the treatment of this iconographic subject in 

																																																								
45  Emmerson, Suzanne Lewis, ‘Census and Bibliography of Medieval Manuscripts Containing 
Apocalypse Illustrations’, Traditio, 41 (1985), pp. 367-409; Klein, ‘Introduction: The Apocalypse in 
Medieval Art’, in Emmerson; McGinn (eds.) The Apocalypse, pp. 159-199; Klein, ‘Les Apocalypses 
Romanes et la Tradition Exégétique’, Cahiers de Saint-Michel de Cuxa, 12 (1981), pp. 123-140; Yves 
Christe, ‘L’Apocalypse dans l’Art Chrétien’, in Apocalypse de Jean. Fac-similé du Manuscrit Douce 
180 Conservé à la Bodleian Library d’Oxford, ed. by Jean Grosjean and Yves Christe, 2 vols. (Paris, 
1981), II, pp. 63-81. See also Emmerson, Apocalypse Illuminated. The Visual Exegesis of Revelation 
in Medieval Illuminated Manuscripts (Pennsylvania, 2018). 
46 Williams, TIB, 5 vols. 
47 Williams, Visions of the End in Medieval Spain – Catalogue of Illustrated Beatus Commentaries on 
the Apocalypse and Study of the Geneva Beatus (Amsterdam, 2017). See also Beato de Liébana, 
Códice de Ginebra. Original Conservado en la Biblioteca Pública del Estado de Ginebra, ed. by 
Roger Gryson (Burgos, 2015). 
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the corpus;48 and Mary Carruthers’ seminal The Craft of Thought (1998), a section of 

which discusses the miniature of the Heavenly Jerusalem and its construction as an 

aide-memoire for readers.49 Notwithstanding the brevity of this treatment Carruthers 

convincingly proposes a mnemotechnical function for the Beatus imagery50 – an 

argument to which we return in greater detail in chapters four to six. Elizabeth 

Bolman revisited the topic of colour in the Beatus in a seminal article published in 

1999.51 Building on the arguments of John Gage and Liz James about colour 

perception in the Middle Ages,52 Bolman tested patterns of colour use and its 

understanding in a selection of Beatus manuscripts from the tenth and eleventh 

centuries, offering an important contribution about colour perception not only in 

relation to the Beatus but also in medieval Iberia more generally. More recently, 

Sandra Sáenz-López Pérez has published the results of her PhD dissertation on the 

Beatus’s mappae mundi and medieval cartography (2014).53 

																																																								
48 Rosemary Muir Wright, Art and Antichrist in Medieval Europe (Manchester, 1995). This subject 
had been previously explored by Yarza Luaces, ‘Diabolo y Infierno en la Miniature de los Beatos’, 
Actas del Simposio, vol. 2, pp. 230-256. More recently, Nora Gómez presented her Ph.D. thesis on a 
similar topic, see, Iconografía Diabólica e Infernal en la Miniatura Medieval Hispana los Beatos, 
unpublished Ph.D. dissertation presented to the Universitat Autònoma de Barcelona (Barcelona, 
2016), available online at: https://ddd.uab.cat/record/166092. 
49 Carruthers, The Craft. 
50 Ibid., pp. 152-154. 
51 Elizabeth Bolman, ‘De Coloribus: The Meanings of Color in Beatus Manuscripts’, Gesta, 38: 1 
(1999), pp. 22-34. Although focusing on similar manuscript sources, the research questions set in this 
study differ significantly from Bolman's. While she focused on the perception and uses of colour in 
relation to ideas about hue, value and chroma (as well as colour variety), my investigation considers 
colour as a means to probe into scribal and artistic responses to the sacred (and symbolic) word of 
Scripture in the creation of the visual imagery in these manuscripts. 

52 John Gage, Color and Culture: Practice and Meaning from Antiquity to Abstraction (London, 
1993); Liz James, Light and Colour in Byzantine Art (Oxford, 1996). For works on colour perception 
and on the evolution of colour terminology in the Middle Ages, see Jacques André, Études sur les 
Termes de Couleur dans la Langue Latine (Paris, 1949). Concerning the evolution of colour 
terminology in medieval Spanish, see Laura del Barrio Estévez, ‘Procesos Semánticos en la Creación 
de los Términos de Color del Castellano Medieval’, in José Manuel Oliver Frade, et al., (eds.), Cien 
Años de Investigación Semántica de Michel Breal a la Actualidad: Actas del Congreso Internacional 
de Semántica (La Laguna, 1997), pp. 251-262; Robert M. Duncan, ‘Adjetivos de Color en el Español 
Medieval, Anuario de Estudios Medievales’, 5 (1968), pp. 463-472; ‘Color Words in Medieval 
Spanish’, in Theodore Beardsley, et al., (eds.), Studies in Honor of Lloyd A. Kasten (Madison, 1975), 
pp. 53-71; Steven Dworkin, ‘La Estabilidad Léxica: la Pervivencia de los Nombres de los Colores del 
Latín en Español y en las Otras Lenguas Romances’, in Araceli López Serena, et al., (eds.), El 
Español a Través del Tiempo: Estudios Ofrecidos a Rafael Cano Aguilar, vol. 1 (Seville, 2016), pp. 
245-257. 

53 Sandra Sáenz-López Pérez, The Beatus Maps: The Revelation of the World in the Middle Ages 
(Burgos, 2014).  
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 Not surprisingly, the Beatus has merited several facsimile and other deluxe 

publications.54 Since the 1990s there has been a concerted effort to create full 

reproductions of all the copies, and while some of the accompanying commentaries 

are directed to a less specialised audience, others are more scholarly, and 

correspondingly more relevant for our purposes. This is the case for the volumes 

edited by Klein, Williams and Shailor, which reflect their profound knowledge of the 

corpus and its contexts.55 Unfortunately the very high price of such publications – 

aimed at wealthy collectors rather than scholars – means that they are rarely found in 

university libraries, and may not even feature in national research collections, 

effectively vitiating their potential contribution to learning. It is also worth noting 

that the visual accuracy of the facsimiles themselves also varies considerably. My 

first-hand experience with both the originals and the surrogates was enlightening: the 

fidelity to the original materials and their state of preservation and, most importantly, 

to colour values is not especially sound in most such publications, meaning that first-

hand examination remains indispensable for detailed evaluation of codicology and 

illumination. 

 A fourth and fifth edition of the Commentarium were published in 2004 and 

2012. The former, by the Biblioteca de Autores Cristianos, is part of a two-volume 

bilingual edition (Latin and Spanish) of Beatus of Liébana’s complete works.56 Not a 

new edition as such (as it draws on that of Floréz only with minor adjustments), its 

novelty was the translation of the work and the addition of a more adequate critical 

apparatus, making the difficult language of the Commentarium accessible to a wider 

audience. The introductory texts in both volumes included two essays by Leslie 

																																																								
54 From the deluxe publications we should highlight González Echegaray et al., Beatus de Liébana, 
L'Apocalypse de Jean: Splendeur de L'enluminure Espagnole du XIe Siècle (Paris, 1998) and Yarza 
Luaces, Beato de Liébana: Manuscritos Iluminados (Barcelona, 1998). 

55 I had access to the following facsimile editions: 1) Beati Liebanensis, Apocalipsis de San Juan: 
Beato de San Miguel de Escalada, ed. by William Voelke, et al., 3 vols. (Valencia, 2000-2001); 2) 
Beati in Apocalipsin Libri Duodecim – Codex Gerundensis, ed. by José Camón Aznar, et al., 2 vols. 
(Madrid, 1975); 3) Beato de Fernando I, Biblioteca Nacional de España Ms Vitr. 14-2, ed. by Alfonso 
Garcia Leal, 2 vols. (Valencia, 2006-2007); 4) Beato de Liébana, Códice de Fernando I y Doña 
Sancha, ed. by Manuel Sanchez Mariana, Joaquín Yarza Luaces, 2 vols. (Barcelona, 1994); 5) Beatus 
de Liébana: Codex Urgellensis, ed. by Peter Klein, 2 vols. (Madrid, 1997); 6) Beato de la 
Universidad de Valladolid, ed. by José Antonio Fernandez Flórez, et al., 2 vols. (Madrid, 2000-2002); 
7) Códice de Santo Domingo de Silos, ed. by Manuel Moleiro, 2 vols. (Barcelona, 2001-2003); 8) A 
Spanish Apocalypse: The Morgan Beatus Manuscript, ed. by Barbara Shailor, John Williams (New 
York, 1991). The commentary volumes of numbers 7) and 8) are held in the Palace Green Library 
collection (Durham University) number 1) was consulted at the MLM 3) 4) 5) 6) were examined at 
the BNE 7) was consulted at BL 2) was kindly made available by Professor Richard Gameson.  
56 Beati Liebanensis, Beato de Liébana: Obras Completas y Complementarías de Beato de Liébana. 
Comentario al Apocalipsis, Himno “O Dei Verbum”, Apologético, ed. and trans. by González 
Echegaray, et al., vol. 1 (Madrid, 2004). 
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Freeman about symbolic elements in Beatus’s works, where considerable attention 

was granted to numerology:57 one is focused on symbolism in the text, the other on 

that in the illuminations. The premises upon which these studies are based are, 

however, problematic, and the methods of analysis often anachronistic – issues 

tackled in detail in chapter five. 

 The most recent critical edition, and unquestionably the best to date, was 

undertaken by Roger Gryson for the Corpus Christianorum Series Latina.58 In the 

prologue, Gryson proposes revisions to the textual stemmata and asserts that, based 

on specific textual references found in the first edition, the ur-manuscript could not 

have been conceived without illuminations, thus contesting Klein’s suggestions of a 

non-illustrated first edition. 59  Owing to its earlier availability, not to mention 

affordability, the 2004 edition is the one that I have had to hand to use as the main 

printed source for the text; however, whenever specific wording was of importance 

to the enquiry, it was verified from Gryson’s edition.60 

 In sum, scholarship to date has been particularly concerned with the origins 

and development of the Beatus tradition as well as with its style and compositional 

features. The function of the images and aspects of iconography and symbolism have 

been explored, albeit to a more limited degree and, from time to time, through 

questionable methodologies. Moreover, scribal and artistic practices have not 

received adequate investigation: while the figure of Maius has been widely explored 

due to the significance of his colophon, and to his hypothetical authorship of the 

family II pictorial cycle, no other Beatus artists have received similar attention nor 

have their individual responses been closely compared.61 Furthermore, little has been 

																																																								
57  Leslie Freeman, ‘Elementos Simbolicos en la Obra de Beato’, Obras Completas y 
Complementarías, vol. 1, pp. XXXIII-LVI; ‘Simbolismo en el Texto y las Ilustraciones del “In 
Apocalypsin de Beato”, in González Echegaray et al. (eds.), Beato de Liébana: Obras Completas y 
Complementarias. Documentos de su Entorno Histórico y Literario, vol. 2 (Madrid, 2004), pp. 279-
214. 
58 Beati Liebanensis, Tractatus de Apocalipsin, ed. by Roger Gryson, CCSL, 107B–C, 2 vols. 
(Turnhout, 2012). 
59 Ibid., vol. 1, p. XVIII. 
60 Gryson drew on a greater number of witnesses for his edition of the text, thus offering to the reader 
a more thorough edition of Beatus’s work that reflects more accurately the variations between the 
textual editions of the Commentarium. The 2004 B.A.C. work, based on Enrique Floréz’s first critical 
edition, suffers from departing from a more restricted number of copies. Nonetheless, given that 
Floréz employed a number of specimens embodying the posthumous edition of the text (that is, from 
the same textual edition of our sample of manuscripts) the BAC edition remains valid and useful for 
the present work. Concerning the specific differences between the several critical editions of the 
Commentarium see Tractatus, vol. 1, pp. XXI-XXIX. 

61 An exception being Klein’s analysis of the different illuminators of the Urgell Beatus, see Beatus de 
Liébana: Codex Urgellensis, ed. by Peter Klein [commentary to facsimile edition], (Madrid, 2002). 
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done to compare the work of the Beatus artists and those of other Apocalypse cycles 

with the level of detail and objectivity that the present work proposes.62 Lastly, it 

should be noted that studies on the nature of the materials used in the Iberian 

manuscripts are scant: thus far only two manuscripts have been examined 

scientifically, meaning that specific information about the pigments and inks that 

were used (not to mention their cost) is lacking in the other twenty-seven cases.63 

Thus, this study aims to bring new evidence to light, to provide more objective 

answers to some of the manifold questions that the corpus still raises, and to promote 

discussion that will inspire future lines of enquiry. It also addresses issues that are 

pertinent to the world of medieval book production and illumination more broadly, 

as well as emphasising the importance of visual evidence in historical investigation 

and, most importantly, how it can assist us in exploring a world of social practices 

when documentary and archaeological sources are lacking. 

  

																																																								
62 In this respect, too, Klein is an exception, being one of the few scholars who has conducted studies 
of this nature, see for instance Klein, ‘From the Heavenly to the Trivial: Vision and Visual Perception 
in Early and High Medieval Apocalypse Illustration’, in Herbert L. Kessler, Gerhard Wolf (eds.), The 
Holy Face and the Paradox of Representation (Bologna, 1998), pp. 247-278. 
63 Alicia Miguélez Cavero, et. al., ‘Beatus Manuscripts Under the Microscope: the Alcobaça Beatus 
and the Iberian Cistercian Tradition Revisited’, Journal of Iberian Studies, 8: 2 (2016), pp. 217-251; 
Fernando Rull, et al., ‘Case Study: 10th Century Manuscript Beato de Valcavado’, in Edwards Howell, 
et al. (eds.) Raman Spectroscopy in Archaeology and Art History (Cambridge, 2015), pp. 121-129; 
Maria João Melo, et. al, ‘The Colour of Medieval Portuguese Illumination: An Interdisciplinary 
Approach’, Revista de História da Arte, Instituto de História da Arte Faculdade de Ciências Sociais e 
Humanas, 1: W (2011), pp. 153-173. 
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CHAPTER ONE 

 

Commentarium In Apocalypsin 
 
 

 
 

The Book of Revelation captured the imagination of Christian societies like no other 

biblical text.64 The visions of John the Divine concerning the last events on earth 

preceding the Parousia – and the promise of salvation for the just – became one of 

the focal points of Christian thought, with a remarkable impact in the early Middle 

Ages. The idea of the imminence of Judgement Day and, correspondingly, the 

concerns about individual and collective redemption became both a source of anxiety 

and a driving force for action, with far-reaching implications for the history of this 

period.65 The message of Revelation was, however, complex and arcane. Its abundant 

figurative language and intricate symbolism posed numerous challenges to its 

audiences.66 For this reason, it became the subject of continuous interpretations not 

only by theologians and biblical commentators (who aimed at construing its global 

message in relation to their own time) but also by artists who sought to translate its 

fertile literary imagery into a visual medium.67 The present study focuses on one of 

those works: the commentary on Revelation composed in eighth-century Iberia by 

Beatus of Liébana, which became one of the most celebrated works of the Hispanic 

Church and of Iberian medieval culture. Accordingly, this first chapter discusses 

																																																								
64 Richard Kenneth Emmerson, Bernard McGinn, ‘Preface’, in Emmerson; McGinn (eds.), The 
Apocalypse, pp. xii-xiii. For a general perspective on the role and impact of Revelation in the Middle 
Ages, see Emmerson; McGinn (eds.), The Apocalypse; James T. Palmer, The Apocalypse in the Early 
Middle Ages (London, 2014); Matthew Gabriele, James T. Palmer (eds.), Apocalypse and Reform 
from Late Antiquity to the Middle Ages (London, 2018). 
65 McGinn, ‘Introduction: John’s Apocalypse and the Apocalyptic Mentality’, in Emmerson; McGinn 
(eds.), The Apocalypse, pp. 3-19, esp. 19 where the author stresses the ‘unusual power’ of Revelation 
during the Middle Ages and the continuous fascination that it exerted on Christian societies in this 
period.  
66 Ann E. Matter, ‘The Apocalypse in Early Medieval Exegesis’, in Emmerson; McGinn (eds.), The 
Apocalypse, pp. 38-50, esp. 38; Emmerson; McGinn, ‘Preface’, pp. xii-xiii. 
67 On the history of Apocalypse exegesis see Matter, ‘The Apocalypse in Early’, pp. 38-50. On the 
influence of Revelation in medieval art, see Klein, ‘Introduction: The Apocalypse in Medieval Art’, in 
Emmerson; McGinn (eds.), The Apocalypse, pp.159-199; Natasha O'Hear, Contrasting Images of the 
Book of Revelation in Late Medieval and Early Modern Art (Oxford, 2011). Concerning its influence 
on medieval literature, see Emmerson, ‘The Apocalypse in Medieval Culture’, in Emmerson; McGinn 
(eds.), The Apocalypse, pp. 293-332. 
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what is known about the Commentarium and its author: in particular, the historical 

background of its production, its sources and its textual content, as well as the 

important question of the motivations and purpose behind its creation.  

 The earliest surviving commentary on Revelation was composed by 

Victorinus, bishop of Pettau, in the context of the Diocletian Persecutions (ca. 303-

304).68 The author’s interpretation of Revelation was mostly historical or literal: he 

construed the visions of the apostle as the religious and political events of his own 

time, which signified that the end of times was near.69 In light of the failure of these 

predictions, a need to accommodate the prophecies of Revelation to a new socio-

religious context led Jerome (d. 420) to reassess Victorinus’s theoretical 

framework.70 In doing so, Jerome rejected a literal reading of the Apocalypse, 

deeming its literal interpretation unorthodox; rather he proposed a spiritual (or 

allegorical) reading of the text. In his view, the events described in Revelation were 

repeatedly experienced across time and space throughout human history. This 

standpoint thus marked a watershed in the history of Apocalypse exegesis, and 

shaped the subsequent generation of commentators.71 

 One of the most influential Apocalypse exegetes in the early Middle Ages 

was, however, the North African Donatist Tyconius who wrote a new treatise on 

Revelation, around 423 AD, in the context of internal disputes within the North 

African Church.72 Despite his background he, like Jerome, rejected a literal and 

chiliastic interpretation of Revelation, and emphasised instead the unpredictability of 

Judgement Day, whose date would only be known to God.73 Tyconius’s premises 

were later followed and refined by Augustine who, although he never wrote a 

commentary on Revelation, drew heavily on the former’s biblical exegesis.74 While 

																																																								
68  Victorinus Poetouionensis, Commentarii in Apocalypsim Iohannis (CPL 0080); Opera quae 
Supersunt: Explanatio in Apocalypsin una cum Recensione Hieronymi. Tractatus de Fabrica Mundi. 
Fragmentum de Vita Christi, ed. by Roger Gryson, CCSL, 5 (Turnhout, 2017); see also Matter, ‘The 
Apocalypse in Early’, pp. 38-39. 
69 Matter, ‘The Apocalypse in Early’, p. 39. 
70 Hieronymus, Praefatio in Uictorini Poetouionensis Commentariis in Apocalypsim Iohannis (CPL 
0591 4 (A) ). 
71 Matter, ‘The Apocalypse in Early’ pp. 39-40; McGinn, ‘John’s Apocalypse’, pp. 18-19. 
72 Tyconius, Expositio Apocalypseos (CPL 710); Expositio Apocalypseos, ed. by Roger Gryson, 
CCSL, 107A (Turnhout, 2011). 
73 Matter, ‘The Apocalypse in Early’, pp. 40-41.  
74 This being particularly conspicuous in his De Civitate Dei, a work that was also employed by 
Beatus in his exegesis. Augustinus, De Civitate Dei (CPL 313); De Civitate Dei, ed. by Bernhard 
Dombart, Alphonse Kalb, CCSL, 47-48 (Turnhout, 1955); Matter, ‘The Apocalypse in Early’, pp. 40-
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Tyconius’s commentary has not survived to the present day in a complete form, it 

can be indirectly reconstructed through works of subsequent authors whose 

commentaries are profoundly indebted to it, namely those by Primasius (ca. 540),75 

Caesarius of Arles (ca. 540),76 Cassiodorus (ca. 575),77 Bede (ca. 730),78 Ambrose 

Autpert (ca. 760),79 Alcuin (ca. 800)80 and, most significantly, the author considered 

in this study, Beatus of Liébana, whose treatise on Revelation embodies Tyconius’s 

text almost in its entirety. 81  Thus, the number of exegetes who composed 

commentaries on the Apocalypse during the early Middle Ages indicates that the 

interpretation of this scriptural text was an on-going concern.82 The eighth century 

was, however, a period in which apocalypticism was heightened. The fact that the 

year 800 had been construed as the end date of the sixth age of the world (as 

conceptualised by Jerome) signified that the Second Coming of Christ (and, 

correspondingly, Judgement Day) were at hand.83 Such concerns seem to have been 

especially acute in early medieval Iberia, as testified by a long tradition of 

eschatological writings.  

 
 
1.1. The ‘Holy Man’ from Liébana 

None of the extant forty-one manuscripts that preserve Beatus’s Commentarium are 

signed, and nor does any of the surviving medieval library catalogues featuring this 

																																																																																																																																																													
41; Palmer, The Apocalypse, pp. 45-46, 53-54; see also Paula Fredriksen, ‘Tyconius and Augustine on 
the Apocalypse’, in Emmerson; McGinn (eds.), The Apocalypse, pp. 24-29. 
75 Primasius, Commentarius in Apocalypsin (CPL 873); Commentarius in Apocalypsin, ed. by Arthur 
White Adams, CCSL, 92 (Turnhout, 1985). 
76 Caesarius Arelatensis (CPL 1016); Commentaria Minora in Apocalypsin Iohannis – Exegetica, ed. 
by Roger Gryson, CCSL 107 (Turnhout, 2003). 
77 Cassiodorus, Complexiones in Apocalypsin (CPL 0903); Commentaria Minora in Apocalypsin 
Iohannis – Exegetica, ed. by Roger Gryson, CCSL 107 (Turnhout, 2003). 
78 Beda, Expositio Apocalypseos (CPL 1363); Expositio Apocalypseos, ed. by Roger Gryson, CCSL, 
121A (Turnhout, 2001). For the English translation see Bede, Commentary on Revelation, trans. by 
Faith Wallis (Liverpool, 2013); on this discussion see also Matter, ‘The Apocalypse in Early’, pp. 41-
42, 45. 
79 Ambrosius Autpertus, Expositionis in Apocalypsim Libri I-V, ed. by Robert Weber, CCCM, 27 
(Turnhout, 1975). 
80 Alcuinus, Commentarium in Apocalypsin, PL 100, 1087-1156. 
81 Beato de Liébana. Obras Completas y Complementarias, vol. 1, pp. 32-641. The influence of 
Tyconius in Beatus’s treatise will be discussed in the following sub-section. 
82 Matter, ‘The Apocalypse in Early’, pp. 38-50. 
83 Juan Gil Fernández, ‘Los Terrores del Año 800’, in Actas del Simposio, vol. 1, pp. 215- 247. 
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work offer information regarding its authorship. Our understanding of its origins 

begins with Ambrósio de Morales (d. 1591), the bibliographer of Felipe II of Spain, 

who  during a journey across northern Spain in 1572 to enquire into cathedral and 

monastic collections, examined several specimens of the Commentarium.84 Morales 

ascertained that some of them contained a prefatory dedication to Etherius, whom he 

identified as the bishop of the diocese of Osma in the second half of the eighth 

century.85 Etherius is principally renowned as one of the main protagonists in the 

dispute about Adoptionism: the heretic non-Trinitarian doctrine, preached by bishops 

Elipandus of Toledo and Félix of Urgell, that threatened the unity of the Hispanic 

Church in the last decades of the eighth century.86 At the forefront of the anti-

Adoptionist faction was Beatus of Liébana who, together with Etherius, re-

established its orthodoxy. In light of this historical alliance (further reinforced by the 

existence of other theological works by the Asturian monk), Morales proposed 

Beatus as the prime candidate for the authorship of the Commentarium – an 

attribution that has prevailed ever since.87 

 However, little is known about Beatus, not even his real name. Paucity of 

documentary evidence renders this important figure of early Iberian history 

practically unknowable. The evidence that survives – mostly contained in epistles 

about the Adoptionist dispute – simply reveals his association to Liébana, a comarca 

in the region of Picos de Europa in northern Spain, though it is not known if he was 

born in this area.88 We may, nevertheless, reconstruct some aspects of his life 

through the sparse references provided by these sources.89 We know with certainty 

that he lived in the second half of the eighth century (possibly until the early ninth), 

and that he was conceivably a monk in San Martín de Turieno, one of the most 

prominent monasteries in the Liébana area, that was later rededicated to Santo 
																																																								
84 Enrique Flórez (ed.), Viage de Ambrosio de Morales por Dorden del Rey D. Felipe II a los Reinos 
de León y Galicia y Principado de Asturias para Reconocer las Reliquias de Santos, Sepulcros Reales 
y Libros Manuscritos de las Catedrales y Monasterios (Madrid, 1765). 
85 Williams, TIB, vol. 1, pp. 13, 16. 
86  See John Cavadini, Last Christology of the West: Adoptionism in Spain and Gaul, 785-820 
(Pennsylvania, 1993). 
87 Williams, TIB, vol. 1, pp. 13, 16. 
88 Williams, ‘Orientations: Christian Spain’, p. 17; Visions, p. 22 proposed that Beatus was possibly a 
Mozarabe from the south who fled from the southern Muslim territories to the Christian north. 
However, both Elipandus of Toledo and Paulus Alvarus addressed him in their writings as 
‘liebanensis’, which strengthens the hypothesis of Beatus being in fact Asturian: Luis Vázquez Parga, 
‘Beato y el Ambiente Cultural de Su Época’, Actas del Simposio, vol. 1, pp. 33-45, esp. 39.  
89 For a bilingual edition (Latin–Spanish) of Beatus’s epistles and other related documents, see Beato 
de Liébana. Obras Completas y Complementarias, vol. 2 (Madrid, 2004). 
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Toríbio.90 This was a secluded region protected by the Cantabrian range that formed 

a natural defence against the Muslim forces that occupied most of the Peninsula after 

711.91 Such conditions were therefore conducive to the formation of a new political 

structure – the kingdom of Asturias – and, as a result, the starting point for Christian 

territorial expansion.92 It is in this context that we find our author. 

  Beatus’s ecclesiastical status is also uncertain. While the Córdoban scholar 

Paulus Alvarus (d. 861) mentioned him in his later writings as presbyter, Alcuin of 

York (d. 804), a contemporary of Beatus, addressed him as abbot in his epistles.93 

His importance in the religious and political life of the kingdom of Asturias is, 

however, unquestionable, as not only was he deeply involved in one of the greatest 

schisms in the history of the Hispanic Church but he was also influential in court, as 

testified by reports of his presence at the ceremony of monastic profession of Queen 

Adosinda, the widow of King Silos of Asturias (d. 785). This demonstrates his 

position amongst the ecclesiastic and political elites of this period.94 Likewise, the 

decade-long Adoptionist quarrel granted him recognition beyond the peninsular 

territories: his cause found allies in Alcuin, Charlemagne and Pope Adrian I, who 

supported Beatus and Etherius in their condemnation of the heresy.95 

In addition to the Commentarium in Apocalypsin, Beatus is proposed as the 

author of another important theological work known as Apologeticum (ca. 785-

786).96 A direct response to the primate of Toledo’s accusations against Beatus, this 

treatise was also a refutation of Elipandus’s heretical teachings, and therefore a 

‘compendium’ of Christian doctrine in itself, with a sharp focus on the nature of 

Christ as the legitimate son of God.97 Despite the lack of consensus, the hymn O Dei 
Verbum has also been attributed to Beatus, though with less security than either of 
																																																								
90 Williams, ‘Purpose’, p. 217. 
91 Roger Collins, Early Medieval Spain – Unity in Diversity: 400- 1000 (London–Basingstoke, 1983), 
p. 184; Williams, ‘Le Commentaire Illustré’, in Los Beatos, pp. 19-22, esp. 19. 
92 On the formation of the kingdom of Asturias see Achim Arbeiter, Sabine Noack-Haley, ‘The 
Kingdom of Asturias’, The Art of Medieval Spain, pp. 113-119; Collins, Early Medieval Spain, pp. 
225-249.  
93 González Echegaray, ‘Ambientación Histórica’, Obras Completas y Complementarías, vol. 1, pp. 
XV-XVI. 
94 Williams, Visions, pp. 21-22. 
95 González Echegaray, ‘Ambientación Histórica’, Obras Completas y Complementarías, vol. 1, pp. 
XXI-XXIII. 
96 Although Etherius is introduced as co-author, most scholars believe that Beatus was the only one 
involved in the creation of this work; see Alberto del Campo Hernández, ‘Introdución’, Obras 
Completas y Complementarías, vol. 1, p. 661-662; Ibid., pp. 674-923. 
97 Campo Hernández, ‘Introdución’, Obras Completas y Complementarías, vol. 1, p. 666. 
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the previous two works.98 This hymn was to be sung during Divine Office in the 

celebrations of the feast of Saint James99 (the ‘brother of Saint John’), the missionary 

who spread the Gospel in the Peninsula.100 This association has arguably granted 

Beatus a role in the construction of the cult of Sanctus Iacobus as the patron saint of 

Iberia.101 Thus, if Beatus was indeed responsible for these works, he was one of the 

most prominent intellectuals of early medieval Iberia and, correspondingly, a figure 

who played a chief role in the religious and political arena not only of the kingdom 

of Asturias but also in affairs concerning western Christendom more generally. Yet, 

while his position as great advocate of Christian orthodoxy projected him to 

‘international’ status, his literary works did not enjoy a significant reception beyond 

the Pyrenees. The popularity of the Commentarium in the northern-central kingdoms 

of the Peninsula was, however, outstanding. 

 
 
1.2. Commentarium in Apocalypsin: History and Features 
  

 Background  

When Ambrósio de Morales examined copies of the Commentarium while visiting 

Asturian and Leonese monasteries, he realised that the treatise could be dated on 

internal evidence. Book IV presents a chapter dedicated to computistical exercises 

with the aim of establishing the number of years left to the Eschaton; the result of 

these calculations, together with the dedication to Etherius of Osma, led Morales to 

ascribe the work to the second half of the eighth century. In the late nineteenth and 

early twentieth century, Delisle, Sanders and Neuss took this discussion further. The 

first two authors proposed that the Commentarium was transmitted in a series of 

different editions: the date of 776 was identified as a terminus ante quem for its 

production. 102  The results of these investigations, therefore, permitted modern 

scholars to place the Commentarium in its broader socio-political and religious 

																																																								
98 González Echegaray, ‘Introducion’, Obras Completas y Complementarías, vol. 1, p. 646 
99 Ibid., p. 645. 
100 Williams, Visions, pp. 21-22. 
101 Ibid., p. 21. 
102 Concerning this discussion see Williams, TIB, vol. 1, pp. 21-25; see also Delisle, ‘Les Manuscrits 
de L'Apocalypse de Beatus’, pp. 117-148; Neuss, Die Apokalypse; Sanders, Beati in Apocalipsin.  



	 33	

environment: the work was created sixty-five years after the first Muslim incursions 

into the Peninsula, and during the reign of King Silos in Asturias and of the 

Umayyad Emir Abd al-Rahman I (d. 788) in Córdoba; moreover, it antedated the 

Adoptionist controversy by almost a decade.  

 Politically, these were formative years for the northern Christian territories 

that began to develop following the collapse of the Visigothic kingdom in 711.103 

The apparent inability of the Muslim forces to settle in the mountainous regions of 

Asturias and Cantabria (and, moreover, the apparent lack of interest in these remote 

regions) led to a progressive strengthening of the political and military power of the 

northern communities, despite their still diminutive territories.104 Yet, even if the 

Arab and Berber forces were not a critical threat to them at this early stage, internal 

disputes between comital families were widespread; Beatus himself was witness to a 

severe succession crisis following the death of King Silos, which only ended a 

decade later with the rise to power of Alfonso II (d. 842).105   

 The cultural development of the northern regions remains poorly understood 

due to the dearth of evidence from this period. Nonetheless, the glimpses that the 

sources provide suggest that this was a time of demographic and cultural expansion, 

as indicated by references to the foundation of monasteries in the Asturian territory, 

as well as to the migration of peoples from the wealthier south to the north in the first 

centuries following the Muslim conquest.106 Although the extent of these migratory 

movements remains difficult to gauge (and is now believed not to have been as 

extensive as previously thought), 107  one may reasonably assume that they 

nevertheless contributed to the cultural and intellectual enrichment of these 

regions.108 In addition, although the Adoptionist crisis post-dated the creation of the 

																																																								
103 See Bernard Reilly, The Medieval Spains (Cambridge, 1993), pp. 74-89. 
104 Collins, Early Medieval Spain, pp. 183-187. 
105 Ibid., pp. 231-232. 
106 The only contemporary chronicle to survive is the Cronica Mozarabe or Chronicle of 754 (named 
according to the date of its last entry); Chronica Muzarabica, ed. by Juan Gil, Corpus Scriptorum 
Muzarabicorum, 2 vols. (Madrid, 1973), vol. 1, pp. 15-54; Crónica Mozárabe de 754, ed. and trans. 
by José Eduardo López Pereira (Zaragoza, 1980). For the specific reference about the movement of 
people northwards, see Medieval Iberia – Readings from Christian, Muslim and Jewish Sources, ed. 
by Olivia Remie Constable (Philadelphia, 2012), p. 35, original translation in Kenneth Wolf, 
Conquerors and Chronicles of Early Medieval Spain (Liverpool, 1990), pp. 130-135. Concerning the 
problems regarding the lack of documentary and archaeological evidence for this context see Collins, 
Early Medieval Spain, pp. 225-226.  
107 Francisco Javier Fernández Conde, La Religiosidad Medieval en España: Alta Edad Media (Siglos 
VII-X), (Gijón, 2008), p. 29. 
108 Concerning the monasteries and the ‘repoblación’ phenomenon, see Linage Conde, Los Orígenes 
del Monacato, vol. 1, pp. 338, 395-399; Linage Conde, ‘Notas sobre la Implantación de la Vida 
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Commentarium, the religious environment of the second half of the eighth century 

was far from stable: divergent views regarding the date of Easter, concerns about the 

influence of Jewish law on Christian practices, violation of canon law amongst 

ecclesiastics, unregulated monastic observances and liturgical practices, and perhaps 

most importantly a series of heretical manifestations concurrent to Adoptionism, 

contributed to a climate of instability.109 Furthermore, as we have seen, this period 

was also characterised by heightened eschatological concerns. The tenet that the end 

of the sixth age of the world coincided with the approaching year 800 seems to have 

had weight in this milieu.110 A number of Iberian writers (including Beatus) were 

preoccupied with eschatology and concerned about the reckoning of time, even if as 

an expression against millenarian predictions.111 Apringius of Beja and Julian of 

Toledo (d. 690) were particularly focused on these subjects. The former, the bishop 

of Pax Iulia, was the author of a commentary on Revelation (ca. 531-548) from 

which Beatus drew a substantial part of his exegesis, as will be discussed below. 

Little is, however, known about Apringius, and his work survives only in a single 

incomplete specimen.112 Although Julian of Toledo never wrote a commentary on the 

Apocalypse, his known treatises are essentially of an eschatological nature, namely 

the Prognosticum Futuri Saeculi and De Comprobatione Aetatis Sextae Mundi, 
which are concerned with the ideas of the end, judgement and salvation, as well as 

with the refutation of millenarianism.113 Lastly, the centrality of the Apocalypse in 

																																																																																																																																																													
Religiosa Medieval en el Territorio Castellano-Leonés’, Anales de la Universidad de Alicante: 
Historia Medieval, 3 (1984), pp. 57-70. 
109 Other heresies are reported in this period, namely those arising from the eccentric preachings of 
Migetius and Egila, see Jeffrey Burton Russell, Dissent and Reform in the Early Middle Ages 
(Berkeley-Los Angeles, 1965), pp. 10-13; Palmer, The Apocalypse, pp. 151-152; Williams, ‘Purpose’, 
p. 221; Williams, TIB, vol. 1, pp. 114-115. Regarding the papal concerns about orthodoxy in Iberia 
and the case of Egila, see Cyrille Aillet, ‘Pope Hadrian’s Epistles to Bishop Egila’, in David Thomas, 
Barbara Roggema (eds.), Christian-Muslim Relations. A Bibliographical History (600-900), vol. 1 
(Leiden, 2009), pp. 338-342. 
110 Gil, ‘Los Terrores’, p. 217; González Echegaray, ‘Beato de Liébana y los Terrores del año 800’, in 
Milenarismos y Milenaristas en la Europa Medieval: IX Semana de Estudios Medievales (Logroño, 
1998), pp. 87-100, esp. 91. 
111 See Gil, ‘Los Terrores’; Palmer, The Apocalypse, pp. 88-89. 
112 Apringius, Tractatus in Apocalypsin (CPL 1093); Commentaria Minora in Apocalypsin Johannis, 
ed. by Roger Gryson, CCSL, 107 (Turnhout, 2003). Manuscript held in University Library of 
Copenhagen, Arnamagnaenske Legat, 1927 AM. 795 4.  
113 Iulianus Toletanus, Prognosticum Futuri Saeculi (CPL 1258); De Comprobatione Sextae Aetatis, 
(CPL 1260); Opera I: Prognosticum Futuri Saeculi Libri Tres. Apologeticum de Tribus Capitulis. De 
Comprobatione Sextae Aetatis. Historia Wambae Regis. Epistula ad Modoenum, ed. by Jocelyn Nigel 
Hillgarth, et al., CCSL, 115, (Turnhout, 1976). Concerning Julian’s theology and his emphasis on the 
unpredictability of the Judgement Day, see González Echegaray, ‘Beato de Liébana y los Terrores’, 
pp. 92-93; Luis García Moreno, ‘Expectativas Milenaristas y Escatológicas en la España Tardoantigua 
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this milieu becomes all the more apparent in light of the establishment by the fourth 

council of Toledo (in 633) of Revelation as mandatory reading matter from Easter to 

Pentecost – a directive which must have underpinned the remarkable importance 

granted to this text in the subsequent centuries.114 
 

Sources  

One of the most striking features of the Commentarium is the substantial number of 

sources upon which it draws. Despite the dearth of information about monastic 

libraries in early medieval Iberia, Beatus’s Commentarium indicates that either the 

region of Liébana, or Beatus’s monastery more specifically, must have had a 

significant book collection, featuring a variety of works by the most prominent Latin 

and Greek Christian auctoritates.115 In his prologue, the Asturian monk named the 

main authors whose writings informed his treatise: Gregory the Great, Isidore of 

Seville, Tyconius, Apringius, Jerome, Augustine, Ambrose, Fulgentius and 

Irenaeus.116 Of these, Beatus reveals a particularly close connection with the North 

African tradition, especially with the work of Tyconius.117 This adherence is such 

that even Revelation pericopes cited by Beatus are in the Vetus Latina version, the 

pre-Vulgate Latin translation of the Bible that was certainly employed by Tyconius. 

It is therefore generally considered that Beatus used a copy of Tyconius’s 

Commentary as his exemplar,118 though whether or not this was an illustrated work 

like Beatus’s is unknowable.119 

																																																																																																																																																													
(Siglos V-VII)’, Arqueología, Paleontología y Etnografía, 4 (1990), pp. 247-258, esp. 254; Palmer, 
The Apocalypse, pp. 90-91. 
114 Toledo IV, canon XVII, La Colección Hispania, ed. by Gonzalo Matinez Diez, et al., 6 vols. 
(Madrid–Barcelona, 1966-2002), vol. 5, pp. 205-206: reference by Palmer, The Apocalypse, p. 88, 
footnote n. 49. 
115 Díaz y Díaz, ‘Le Texte de los Beatos’, Los Beatos, pp. 9-17, esp. 16; González Echegaray, 
‘Ambientacion Historica’, Obras Completas y Complementarias, vol.1, p. XVI. 
116 Beatus Liebanensis, Obras Completas y Complementarias, p. 32. Henceforth citations of excerpts 
of the text of the Commentarium according to this edition (BAC 2004) will be referred as IA (In 
Apocalypsin). On the sources used by Beatus, see Díaz y Díaz, ‘Le Texte’, pp. 9-17; Tractatus, vol. 1, 
pp. CXXXIV-CXLI. 
117 About Beatus’s dependency on Tyconius’ Commentary, see Campo Hernández, ‘Introduccion’, 
Obras Completas y Complementarias, vol. 1, p. 17; Williams, TIB, vol. 1, pp. 20-21. 
118 Díaz y Díaz, ‘Le Texte’, p. 11; Williams, Visions, p. 24. 
119 Apringius’s Commentary was especially important for Beatus, for alongside Tyconius’s it was 
used as one of his main sources. Recent studies have ascertained that Tyconius’s commentary offered 
the structure, the biblical quotations and the method of scriptural interpretation, whilst Apringius’s 
commentary provided the direct exegesis of the apocalyptic passages, see Campo Hernández, 
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 It is unsurprising that, as a direct descendant of the remarkable intellectual 

production of sixth-and seventh-century Iberia,120 Beatus also employed a variety of 

works by Iberian writers. In addition to Apringius’s Commentary, these were 

writings by Isidore (e.g. Etymologiae, De Ecclesiasticis Officiis, Contra Iudaeos),121 

Gregory of Elvira’s De Arca Noe, and a series of other Iberian texts that were 

transmitted anonymously. 122  Further supplementary material was drawn from 

prominent works of the Church Fathers, such as Gregory the Great’s Moralia in Job 

and Homiliae in Hiezechielem Prophetam, and Augustine’s De Civitate Dei.123 

 Despite its impressive length and density, 124 the Commentarium is primarily 

based on verbatim excerpts from the works of earlier authors, to the extent that only 

a few pages are thought to be the original composition of Beatus himself.125 

Although far from modern concepts of originality, this was a common – and 

acknowledged – practice amongst early medieval biblical commentators.126 Beatus 

overtly stated that his exposition was not his own creation but was that of the ‘Holy 

Fathers’. His aim, as declared, was to provide a compilation of their knowledge in a 

more accessible and condensed form.127 Beatus’s original contribution, therefore, lay 

in the selection, management and interpolation of the sources at hand, having created 

a catena of the most authoritative teachings not only concerning Revelation but also 

on Scripture more broadly.128 Despite this attitude towards the use of sources,129 the 

selection and combination of this information are conceptually unique and 

																																																																																																																																																													
‘Introduccion’, Obras Completas y Complementarias, vol. 1, pp. 16-19, esp. 17; Tractatus, vol. 1, p. 
CXXXIX. 
120 As stated by Collins, Early Medieval Spain, pp. 59-87.  
121  Respectively: Isidorus Hispalensis, Etymologiarum siue Originum Libri XX (CPL 1186); 
Etymologiarum Sive Originvm libri XX, ed. by Wallace Martin Lindsay, Scriptorum Classicorum 
Bibliotheca Oxoniensis, 2 vols. (Oxford, 1911); De Ecclesiasticis Officiis (CPL 1207); De 
Ecclesiasticis Officiis, ed. by Christopher M. Lawson, CCSL, 113 (Turnhout, 1989); De Fide 
Catholica Contra Iudaeos (CPL 1198); PL 83, 449-538. 
122 Campo Hernández, ‘Introducción’, Obras Completas y Complementarias, vol. 1, pp. 16-19; 
Williams, ‘Purpose’, p. 218. 
123 Campo Hernández, ‘Introducción’, Obras Completas y Complementarias, vol. 1, pp. 16-19. 
124 The most recent edition of the Commentarium edited by Gryson for CCSL is composed of 800 
pages divided into two volumes. 
125 Campo Hernández, ‘Introduccion’, Obras Completas y Complementarias, vol. 1, pp. 18-19; 
Williams, TIB, vol. 1, p. 21.  
126 Concerning Beatus’s ‘working methods’ see Fontaine, ‘Fuentes’, pp. 77-101, esp. 77-78. 
127 IA, p. 32.  
128 This argument is explored in greater depth in Fontaine, ‘Fuentes’, pp. 77-101; see also Campo 
Hernández, ‘Introduccion’, Obras Completas y Complementarias, vol. 1, p. 21. 
129 See Fontaine, ‘Fuentes’. 
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indubitably reflect Beatus’s own worldview. It is possible that Beatus’s approach 

may reflect his zealous commitment to the holy words of the Church Fathers and his 

concerns about their unorthodox interpretations, which we know from other sources 

to have been one of his major preoccupations.  

 
 Structure and Content 

The Commentarium is divided into twelve books of varying length, which are each 

organised into seven chapters130 – a structure doubtless imbued with symbolic 

meaning. Before the beginning of the Commentarium (stricto sensu), a series of texts 

were added as prefatory material. While varying slightly between copies (due to 

issues of textual transmission), the original format includes, first, a prologue 

composed of three separate (though interconnected) excerpts: the first introduces the 

work and the authors and contains the dedication to Etherius,131 while the second and 

third prologues are generally two texts drawn from the ‘Victorinus-Jerome 

Commentary’ concerning John the apostle and Revelation, plus some musings on the 

interpretation of the scriptural text.132 Subsequently, Beatus included a synthesis of 

his Commentarium that is preserved in all copies but one.133 This section – known as 

Summa Dicendorum134– consists of a summary of the content of the twelve books, 

highlighting the most important Apocalypse episodes and the meaning of their 

narrative elements. Although the reasons behind the addition of this prefatory text 

remain unknown, it has been understood as a résumé of the treatise designed to help 

the reader locate the most important episodes and biblical references.135  

 The discussion in the subsequent twelve books follows the order of Scripture: 

the first episode included is Revelation 1, 1-6 (the initial revelation to John on 

Patmos) and it ends in Revelation 22, 6-21 (the epilogue when John listens to the 

																																																								
130 On the organisation of the Commentarium, see Díaz y Díaz, ‘Le Texte’, pp. 9-17; Tractatus, vol. 1, 
pp. XCV-CVIV; Williams, TIB, vol. 1, p. 20. 
131 IA, p. 32. 
132 IA, pp. 32-36. See also Díaz y Díaz, ‘Le Texte’, pp. 9-10. The variations of the different textual 
edition will be briefly addressed in the following section of this chapter. 
133 The Berlin Beatus (Berlin, Staatsbibliothek Preussischer Kulturbesitz, Ms. Theol. lat. fol. 561) 
being the exception, see Díaz y Díaz, ‘Le Texte’, p. 10. 
134 Originally entitled Incipit explanatio; Summa Dicendorum was the alternative title proposed by 
Enrique Flórez and which is now commonly employed to address this section of the treatise: see 
Campo Hernández, ‘Comentario de Tyconio en la Summa Dicendorum’, in Obras Completas y 
Complementarias, vol. 2, pp. 52-81, esp. 52. 
135 As proposed by Gryson in Tractatus, vol. 1, p. XCV. 
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messenger angel). The scriptural text is divided into sixty-eight sections – or storiae 
– that vary considerably in length. Each storia is followed by an image (in the case 

of the illustrated copies) and then by commentary – or explanatio – where Beatus 

scrutinised each pericope, verse by verse.136 Lengthy excursus discussing further 

doctrinal and theological matter are also commonly found within his commentary.137 

A specific group of copies also includes a series of texts that were appended to the 

main Commentarium text, such as excerpts from Isidore’s Etymologiae (namely an 

excerpt from his De Adfinitatibus et Gradibus138 and a brief explicit with the 

definitions of codex and book by the same author); other specimens also present an 

illustrated Commentary on the Book of Daniel by Jerome, which was possibly 

appended to Beatus’s work in the ninth century.139  

 In terms of content, Beatus stated the main concerns of his work at the outset. 

In the incipit of Book I, he declared that, in the present work, one will learn about 

Christ, the Church, the Antichrist and the signs of its imminence.140 Accordingly, the 

Commentarium is indeed a remarkably broad treatise, which touches upon a series of 

ecclesiological, eschatological and doctrinal points.141 For Beatus, Revelation seems 

to have offered the ideal point of departure from which to explore a wide range of 

subjects central to Christianity.142 In his first prologue, he appeals to the reader to 

consider the treatise as ‘the key to the whole library’, 143 thus showing how he 

privileged John’s Apocalypse as the best source to consolidate the knowledge of the 
																																																								
136 On the structure of the Commentarium see also Williams, TIB, vol. 1, p. 20. 
137 Williams, ‘Purposes’, p. 218. 
138 Isidore’s De Adfinitatibus et Gradibus was invariably included between the text of Beatus’s 
Commentary on the Apocalypse and that of the Commentary on Daniel in the manuscripts of the 
posthumous edition, see Díaz y Díaz, ‘Le Texte’, p. 12. 
139 Jerome, Commentarii in Danielem (CPL 0588); Commentariorum in Danielem libri III <IV>, ed. 
by Francisci Glorie, CCSL, 75 A (1964); see also Díaz y Díaz, ‘Le Texte’, pp. 11-12, Williams, TIB, 
vol. 1, pp. 55-60. The earliest association between Revelation and Daniel in Iberia is found in a library 
catalogue from the end of the ninth century, which lists a book that contained the Apocalypse 
(plausibly Beatus’s Commentarium), the Book of Daniel and also the Song of Songs. On the links 
between Revelation and the Song of Songs, see Matter, ‘The Apocalypse in Early’, p. 46. Regarding 
the ninth-century library catalogue, see Díaz y Díaz, Códices Visigóticos en la Monarquía Leonesa 
(León, 1983), pp. 42- 52.  
140 Incipit tractatus de Apocalypsi Ioannis in explanatione sua multis doctoribus et probatissimis viris 
illustribus diverso quidem stylo sed non diversa fide interpretata: ubi de Christo, et Ecclesia, de 
antichristo et euis signis plenissime cognoscas: IA, p. 70. 
141 See Tractatus, vol. 1, p. XCVI. 
142 A practice seemingly in line with what was established by Cassiodorus in his Institutiones (CPL 
0906), in which the study of Revelation is proposed as the best practice to conclude the study of the 
Bible, see Otto Karl Werckmeister, ‘The First Romanesque’, pp. 166-192, esp. 168; see also Fontaine, 
‘Fuentes’, p. 80. 
143 Omnium tamen librorum thecae hunc librum credas esse claviculam; IA, p. 32. 
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whole Bible. Indeed, Beatus’s concerns about the importance of an accurate and 

profound understanding of Scripture (so as to avoid the perils of ambiguous and 

heterodox readings) are observed throughout the treatise. Correspondingly, he does 

not limit his commentary to the interpretation of each Apocalypse passage, but also 

frequently engages in hermeneutical discussions, most often about the challenges of 

correctly interpreting Scripture. He says, for example: 

 
‘Scripture can be read and heard by all, however, only 
the wise can understand it. What is written in this book is 
concealed with words in the tenebrous obscurity of 
allegory’. 144   

 

 
‘The understanding of the Holy Scripture is threefold: 
first, historical; second, tropological; thirdly mystical. 
Historical for it is literal, tropological for it is the 
knowledge of morals; mystical for it is the spiritual 
understanding.’ 145 

 

 

These examples shed light on the fact that one of the greatest challenges of 

Revelation lies in its abundant use of figurative language and that its correct 

interpretation is a requisite for a profound engagement with the sacred text. For this 

reason, Beatus dedicated particular attention to the multiple meanings of various 

natural elements, colours and numbers evoked in the text as part of literary 

imagery.146  

 The Commentarium was also clearly ‘tailored’ as a propaedeutic text 

concerning the nature of (and the distinction between) good and evil, especially 

between the good Christians and the false prophets. Perhaps the section that most 

conspicuously addresses such concerns is the prologue to Book II where, drawing on 

Isidore’s Etymologiae, Beatus engaged in lengthy considerations about the qualities 
																																																								
144 Scriptura ab omnibus legi et audiri potest, sed porro a doctis intelligi potest. Clausa sunt verba, et 
in allegoriarum obscuritate tenebrosa, sicut in hoc libro scriptum est: IA, p. 524. All the translations 
provided in this study were undertaken by me with the invaluable help of Professor Richard Gameson 
and Dr. Helen Foxhall-Forbes to whom I am most indebeted. 
145 Scriptura enim Sancta tripliciter intelligenda est: primo ut historice, secundo ut tropologice, tertio 
ut mystice intelligatur. Historice namque iuxta literam, tropologice iuxta moralem scientiam, mystice 
iuxta spiritualem intelligentiam: IA, p. 216.  
146 Concerning the symbolism in Beatus’s literary work, see Leslie Freeman, ‘Elementos Simbolicos 
en la Obra de Beato’, in Obras Completas y Complementarias, vol. 1, pp. XXXIII-LVI. See also 
Chapters Four and Five in this study. 
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of the Church as opposed to that of the Synagogue, including an explanation of the 

various heresies within them.147 Such subjects are, however, revisited throughout the 

Commentarium. Beatus also wove an ecclesiological and Christological message into 

his text. The brief treatise on Noah’s ark by Gregory of Elvira, introduced at the end 

of Book II, is an example: it consists of a parable in which the ark symbolises the 

Church, while Noah is construed as Christ.148 Moreover, the Commentarium also 

includes several passages directly concerned with Christian doctrine and morality, 

mostly inspired by the writings of Gregory the Great.149 The allegory of the palm tree 

in Book IV, drawn from Gregory’s Moralia, is introduced as a parable for the good 

Christians who, like a palm tree, blossom towards heaven.150 Furthermore, Beatus’s 

concurrent eschatological concerns are clear in the excerpts in which he included the 

calculations of the end of the sixth age of the world (in Book IV), the signs of the 

coming of the Antichrist (Book VI) and the triumph of the Church and Heavenly 

Jerusalem (Book XII). Although Tyconius provided most of the material for these 

sections, in this respect too Beatus ‘borrowed’ the words of other theologians, 

including a lengthy excerpt of Augustine on the Antichrist from his De Civitate 
Dei.151  

 In brief, the Commentarium treats a wide range of subjects and not 

exclusively those of an eschatological nature.152 Beatus’s exegesis is characterised by 

numerous and frequent excursus into the nature and qualities of the Church as well as 

into the dichotomy of good and evil and, correspondingly, on how to identify the 

numerous perils within the Church. He also employed moralisation as a means to 

illustrate good spiritual conduct and to cement Christian doctrine. Thus, Beatus 

created a compendium of teachings on many aspects of spiritual edification, touching 

																																																								
147 Campo Hernández, ‘Introduccion’, in Obras Completas y Complementarias, vol. 1, p. 18. 
148 Ibid., p. 15; see also A Spanish, p. 175; Micah Kiel, Apocalyptic Ecology: The Book of Revelation, 
the Earth, and the Future (Collegeville–Minnesota, 2017), pp. 97-98.  
149 As attested by Campo Hernández, ‘Introduccion’, Obras Completas y Complementarias, vol. 1, p. 
18. 
150 A Spanish, p. 184.  
151 Augustinus, De Civitate Dei, 20, 19. This excerpt is not present in the first edition of 776; by 
contrast, it is included twice in the younger branch of the posthumous edition (family IIb); Williams, 
TIB, vol. 1, p. 24. On the textual and pictorial supplementation of the Commentarium, see Klein, 
‘Eschatological Expectations and the Revised Beatus’, in Therese Martin, Julie Harris (eds.), Church, 
State, Vellum, and Stone – Essays on Medieval Spain in Honor of John Williams (Leiden, 2005), pp. 
147-171. 
152 As also stated by González Echegaray, ‘Beato de Liébana y los Terrores’, p. 99.  
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upon the most timely (and pressing) needs of the eighth-century Iberian Christian 

society. 

 

The Evolution of the Text 

The term Beatus has become a synonym for the manuscripts that preserve Beatus of 

Liébana’s Commentarium in Apocalypsin. Forty-one copies of the work are currently 

known, though seventeen survive only as fragments. None of the extant copies can 

be identified as the ur-manuscript.153 The earliest specimen to survive, the fragment 

of Silos, dates back to the late ninth century,154 therefore a century of the tradition 

has been lost. However, the extant copies show a number of textual divergences 

between them that reveal that, as proposed by Delisle and Sanders, the 

Commentarium underwent different editions over time. 155  Thanks to the 

aforementioned computistical calculations in Beatus’s Book IV it was possible to 

ascribe the first edition to circa 776. The specimens that best preserve this earliest 

version are the tenth-century Vitrina 14-1 and the eleventh-century Saint-Sever 

Beatus156 which, correspondingly, are considered to be the closest to the text of the 

archetype.157 

 The computus pages in another group of copies, however, reveal that there 

were fewer years left to the end of the sixth age of the world than those established in 

the Vitrina 14-1 and Saint-Sever Beatus. This feature, therefore, led scholars to 

propose a second textual edition of the Commentarium: in light of these calculations 

784 was established as a terminus post quem for the second version, embodied by the 

San Millán, Escorial, Geneva, Osma, Corsini, Berlin, Lorvão, Navarre and Alcobaça 

Beatus.158 In addition to their computistical exercises, other differences between the 

																																																								
153 For the most up to date stemmata, see Appendix III, volume II in this study. For all the Beatus 
stemmata codicum created thus far, see Williams, TIB, vol. 1, pp. 22, 23, 26. 
154 Silos, Biblioteca del Monasterio de Santo Domingo, fragm.4; Fragmentos de Beatos, ed. by Ana 
Suárez Gonzalez, John Williams (Madrid, 2009); Williams, TIB, vol. 2, pp. 17-20. 
155 Delisle, ‘Les Manuscrits de l'Apocalypse’; Sanders, Beati in Apocalipsin. 
156 Respectively: Madrid, Biblioteca Nacional de España, Vitrina 14-1; Paris, Bibliothèque nationale, 
MS lat. 8878. Beato “Emilianense” de la Biblioteca Nacional, ed. by Juan Gil García, et al. (Burgos, 
2007); Códice de Saint-Sever, ed. by Peter Klein, et al. (Valencia, 2012). See also Williams, TIB, vol. 
2, pp. 34-37; Ibid., vol. 3, pp. 44-57; Jacqueline Sclafer, Marie-Pierre Laffitte (eds.), Catalogue 
Général des Manuscrits Latins nºs 8823–8921 (Paris, 1997), pp. 80-90. 
157 Tractatus, vol. 1, p. XXX. For the scholarly debate on this subject see also the Introduction in this 
study. 
158 Ibid., p. XLV. While the second edition of the Commentarium is broadly dated to 784, not every 
manuscript of this edition presents exactly the same date in their pages of computus, which suggests 
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two versions involve essentially minor additions and suppressions to the text (mostly 

in vocabulary and terminology) 159  and, most conspicuously, changes in their 

prologues: in the oldest version of 776 all three introductory texts were copied from 

Isidorian works;160  in the subsequent edition of 784, while the first prologue 

remained the same, the second and third ones were drawn from Jerome’s revision of 

Victorinus’s Commentary.161 Despite these differences, the manuscripts embodying 

the first and second editions are considered together in the modern stemmata, as part 

of a branch known as family I, because their text remained essentially stable; these 

copies, therefore, present the earliest versions of the text and illuminations.162  

 Substantial transformations are seen in the manuscripts of the third version, 

whose features and antiquity have been much debated.163  Recent studies have 

convincingly established that this version must have been a posthumous revision of 

the second edition of 784, conceivably dating from the early tenth century.164 The 

manuscripts embodying this recension form family II, a branch further divided into 

two groups, families IIa and IIb, based on their iconographic and (minor) textual 

differences. 165  While the core text of the third edition of the Commentarium  

remained essentially the same as that of the second edition of 784, there were 

sizeable additions to the ‘base text’,166 including an excerpt from Augustine on the 

Antichrist (from his De Civitate Dei) in Book VI, which seem to have been added in 

order to increase the eschatological content of the treatise. 167  As seen, other 

innovations included the introduction of other treatises and texts as separate works to 
																																																																																																																																																													
that some earlier scribes attuned their calculations in relation to the time of production of their 
manuscript. 
159 The differences between the two editions are too minute to be approached adequately in this study. 
In this respect see Tractatus, vol. 1, pp. XXXV-LI, esp. XXXV. 
160 According to Gryson, one was drawn from Isidore’s De Ortu et Obitu Patrum and consisted of a 
brief biography of John the Divine; the second one from Prooemia in Libros Veteris et Novi 
Testamenti which consisted of some lines about Revelation: see Tractatus, vol. 1, p. XXXV. 
161 Tractatus, vol. 1, p. XXXVI. 
162 On this discussion see Williams, TIB, vol. 1, pp. 21-27; see also Klein, ‘La Tradición’, pp. 83-106. 
163 See Klein, ‘La Tradición’; ‘The Role’, pp. 1-28; Williams, TIB, vol. 1, pp. 21-27, esp. 23-25. 
164 Klein, ‘The Role’, pp. 1-28, esp. 2; Tractatus, vol. 1, p. LI. 
165 They have been divided as family IIa and IIb: Morgan, Valladolid, Urgell, Facundus and Silos 
Beatus compose family IIa; Girona, Tábara, Rylands, Turin, Cardeña, Arroyo and Las Huelgas 
compose family IIb: see Williams, TIB, vol. 1, pp. 24-25. For the complete references, see Appendix 
II, volume II in this study. 
166 Concerning the textual additions see Tractatus, vol. 1, pp. LI-LVIII. Regarding the pictorial 
changes between editions, see Klein, ‘La Tradición’. Illuminations will be discussed in the following 
chapter. 
167 Klein, ‘Eschatological Expectations’. 
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the Commentarium, namely, Isidore’s De Adfinitatibus et Gradibus and the 

Commentary on Daniel by Jerome.168 Additions to the programme of illuminations 

are discussed in the next chapter. 

 
 Purposes   

Two of the major questions in the historiography of the Beatus manuscripts are: what 

were the precise motivations for the creation of the Commentarium, and what was its 

purpose?169 Although Beatus declared that his work was destined for the spiritual 

edification of his ‘brothers’, the catalyst that led him to compose this work (when 

other commentaries on Revelation were clearly available) is difficult to pin down. It 

is perhaps useful to remember from the outset that, although liturgical reading of 

Revelation became mandatory after Toledo IV (in 633), the Commentarium does not 

seem to have been directed towards such a practice, given that, as demonstrated by 

Werckmeister and Williams, the pericopes to be read in church, at the liturgical 

periods in question, were incorporated in the relevant liturgical books for this 

purpose.170 Earlier scholarship has also proposed (and some authors still maintain) 

that Beatus’s Commentarium might have been composed as a reaction against 

Adoptionism.171 However, while it doubtlessly presents a vast amount of material 

focused on heresy, the Commentarium’s direct association with Adoptionism is 

unsustainable since the terminus ante quem for the first edition of Beatus’s treatise 

antedates the dispute by almost a decade: Elipandus only became bishop of Toledo in 

783.172   

 The Muslim conquest of the Peninsula has also been hypothesised as a cause 

for widespread apocalyptic feelings that may have led to the creation of the 

																																																								
168 Williams, TIB, vol.1, pp. 25-26, 58-61.  
169 See Williams, ‘Purpose’, pp. 220, esp. footnote n. 12. 
170 Werckmeister, ‘The First Romanesque’, p. 167, esp. footnote 4; Williams, TIB, vol. 1, p. 104. For 
the readings of Revelation prescribed by the Council of Toledo see also Ian Boxall, Patmos in the 
Reception History of the Apocalypse (Oxford, 2013), p. 180.  
171 Neuss was one of the first authors to establish this connection by determining 785 as the date of the 
first edition of the Commentarium. Despite not sharing Neuss’s viewpoint of a single edition, Kenneth 
Steinhauser, ‘Narrative and Illumination in the Beatus Apocalypse’, The Catholic Historical Review, 
81: 2 (1995), pp. 185-210 assigned the same function to Beatus’s treatise. For earlier scholarship 
advocating this position, see also Williams, ‘Purpose’, p. 220, esp. footnote 13. Williams, however, 
vehemently rejected this association: Williams, TIB, vol. 1, p. 114. 
172 As stressed by Williams, ‘Purpose’, pp. 220-221.  
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Commentarium.173 These considerations, however, raise a series of issues. Although 

it is undeniable that the collapse of the Visigothic kingdom led to radical 

disturbances in the political and socio-economical structures of the time, it is difficult 

to prove a direct association between this phenomenon and the composition of the 

work, as firstly, no major military conflicts are known between Christians and 

Muslims at the time of the production of the Commentarium (when Islamic forces 

seemed more focused on territorial gains eastwards);174 and secondly, there is no 

substantial evidence to corroborate religious and/or ideological motivations either. In 

this period Islam did not seem to have been considered (or at least addressed as) a 

spiritual threat, insofar as the surviving sources are concerned.175 Yet, Williams notes 

that this does not exclude the possibility of the conquest having contributed to 

widespread apocalypticism.176 As convincingly demonstrated by James T. Palmer, 

socio-political disruptions were as strong a motivation for awakening such 

sentiments, as a religious crisis could be.177 

 The belief in the imminent end of the sixth age of the world in the year 800 

raises even more complex issues. While some modern scholars maintain that that 

was the case – and that therefore our author was a millenarianist who composed his 

Commentarium with the end in mind 178  – others view the possibility with 

scepticism.179 This lack of consensus is, however, unsurprising: Beatus’s work itself 

does not provide a straightforward answer. On the one hand, the Asturian monk 

engaged in a series of calculations to ascertain the date of Judgement Day 

																																																								
173 On this discussion see Williams, ‘Los Beatos and the Reconquista’, in Angela Franco Mata (ed.), 
Patrimonio Artistico de la Galicia y Otros Estudios, 3 vols. (Santiago de Compostela, 2004), vol. 3, 
pp. 297-302, esp. 300; TIB, vol. 1, pp. 129-141. 
174 See Collins, Early Medieval Spain, pp. 162, 166, 183-187; Williams, TIB, vol. 1, p. 130. The only 
known battle to have occurred between Christians and Muslims before the creation of the 
Commentarium was the Battle of Covadonga in 922. 
175  Although earlier chronicles report periods of violence during the first century of Muslim 
occupation, it is only from the ninth century onwards that there is evidence of Islam being perceived 
as a spiritual threat in Christian literature, testified by the Córdoban writers Eulogius and Paulus 
Alvarus. The case of the collective Christian martyrdom that took place in Córdoba from 850 to 859 
has been considered one of the most conspicuous examples of these clashes. Concerning the earliest 
anti-Islamic texts produced in Christian Iberia see Díaz y Díaz, ‘Los Textos Antimahometanos Más 
Antiguos en Códices Españoles’, Archives d’Histoire Dotrinale et Litteraire du Moyen Âge, 37 (Paris, 
1970), pp. 149-164; Fernández Conde, La Religiosidad, pp. 58-65; Williams, ‘Purpose’, pp. 227-228.  
176 Williams, ‘Purpose’, pp. 227-228; Williams, TIB, vol. 1, p. 130. 
177 See Palmer, The Apocalypse, pp. 232-233. 
178 See Díaz y Díaz ‘Le Texte’, p. 16; Fernández Conde, La Religiosidad, pp. 197-198. Gil, ‘Los 
Terrores’, pp. 222-238, esp. 222, 224. 
179 See González Echegaray, ‘Beato de Liébana y los Terrores’; Palmer, The Apocalypse, p. 141; 
Williams, TIB, vol. 1, p. 117. 
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(explaining at length the theory of the six ages of the world);180 on the other hand, he 

concluded these exercises with the cautious reminder that, ultimately, no one can in 

fact predict that date, as only God knows the quantity and ‘length’ of the days to 

come.181 Moreover, in the incipit of Book VI, Beatus stated that ‘those’ chapters do 

not present the events in a chronological manner, but rather that each of them 

concerns all time.182 Lastly, it should be remembered that, with the exception of 

Victorinus, all the remaining authors excerpted by Beatus rejected millenarianism (as 

also did his Iberian predecessors, especially Julian of Toledo).183 Thus, although 

previous scholars have construed the Commentarium as a manual for preparation for 

the imminent end,184 stating that chiliastic concerns alone underpinned the creation 

of the treatise is problematic. The only concrete information about Beatus’s aims that 

we possess is found in the first prologue: here he stated that he created the work for 

the tuition of the ‘brothers’, so as to make teachings on the nature of Christ, his 

resurrection and judgement more intelligible and more readily accessible to all.185 

This information confirms that Beatus was concerned about collective and individual 

judgement and salvation; whether this might also mean that he believed that the end 

was near, seems unlikely.186 His aim seems to have been to provide Christian 

communities with a work that synthesised orthodox doctrine and morality to instruct 

readers and set them on the path to salvation.187 Although little is known about 

monastic practices in this part of the Peninsula in the eighth century, Beatus’s work 

would unquestionably have provided the necessary ‘nourishment’ for communities in 

search of correction, edification and, ultimately, redemption in troubled and 

bewildering times for the Hispanic Church.188 

																																																								
180 Concerning Beatus’s standpoint in this respect see also Palmer, The Apocalypse, pp. 141-142; 
Williams, TIB, vol. 1, pp. 117-119. 
181 Based on the tenet: ‘But of that day and hour no one knoweth, not the angels of heaven, but the 
Father alone’, Matthew, 24, 36, DRA edition. 
182 Scire autem opus est, omnem hanc periocham decem capitulis esse distinctam. Quae capitula non 
a se actus Ecclesiastici, quae per tempora sequuntur, ordinata sunt; sed unum quod que capitulum 
totius est temporis: IA, p. 454. 
183 Matter, ‘The Apocalypse in Early’; concerning Julian of Toledo see Palmer, The Apocalypse, pp. 
90-91. 
184 See above footnote n. 178. 
185 IA, p. 32.  
186 Williams, ‘Purpose’, pp. 220-225.  
187 Campo Hernández, ‘Comentario al Apocalipsis’, in Obras Completas y Complementarias, vol. 1, 
pp. 20, 23; Fontaine, ‘Fuentes’, p. 80; García Moreno, ‘Expectativas Milenaristas’, p. 254. 
188 IA, p. 32. 
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 In sum, scholarship to date has granted us important insight into the evolution 

of Beatus’s text over time and the sources employed therein, yet the purpose of its 

composition remains (and possibly will always remain) hard to pin down. The 

message of the text is not clear in this respect, and the best we can achieve for 

understanding the motivations for its production and reception is a balance of 

probabilities, supported by contextualisation and study of the characteristics of the 

text and illustrations. The forty-one extant copies are the witnesses to this history: it 

is on these manuscripts, and on their history and nature as illustrated texts, that the 

rest of this study focuses.  
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CHAPTER TWO 

 
 

The Illustrated Beatus and their Makers 
 

 
 
The forty-one specimens of Beatus’s Commentarium can be divided into those that 
are illustrated and those that are not. The vast majority – twenty-nine manuscripts – 
are illuminated; however, of these only twenty-two survive in a complete state.189 
This number of extant copies is remarkable for an early medieval text, all the more 
for one whose diffusion was mostly restricted to its original territory. Current 
scholarship, however, contends that other copies once existed: in the most recent 
critical edition of the Commentarium, Roger Gryson proposes that the original 
number of manuscripts would have been double those that survive.190 The references 
to now untraceable Beatus in extant medieval and early modern listings, and the 
absence of exemplars for most of the surviving manuscripts, have been taken as 
corroborative evidence for this inference. The corpus, as it survives, is nevertheless 
of great significance: no other tradition of early Apocalypse manuscripts, nor indeed 
any other illustrated corpus of manuscripts from medieval Iberia, seems to have 
enjoyed such diffusion. 191  The phenomenon of the Beatus manuscripts seems 

comparable only to the survival rate of Gospel books elsewhere.192  
 This chapter considers the witnesses of the Commentarium, with particular 
focus on the illustrated specimens: first, it explores what is known about their 
production and reception as a whole; secondly, it outlines the evolution and the main 

																																																								
189 See Fragmentos de Beatos; Williams, Visions. 
190 See Tractatus, p. XVIII. 
191  As stated by García-Aráez, twelve Beatus manuscripts written in Visigothic script survive 
compared to eleven coeval copies of Isidore of Seville’s Etymologiae: a work of greater importance in 
western medieval culture. This is, however, unsurprising given that lavishly illuminated manuscripts, 
like the Beatus, had greater chances of survival, see Hermenegildo García-Aráez Ferrer, ‘El 
Scriptorium de Tábara en la Alta Edad Media (y los Códices de Beato de Liébana), Brigecio: Revista 
de Estudios de Benavente y sus Tierras, 4: 5 (1994–1995), pp. 143-166, esp. 146. For the complete list 
of illustrated Apocalypse manuscripts, see Emmerson; Lewis, 'Census and Bibliography’, pp. 443-
472; see also Appendix I, volume II in this study. 
192 As also stated by Williams, TIB, vol.1, pp. 40-141. 
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characteristics of the Beatus pictorial tradition; and lastly, it considers in detail their 
scribal colophons, assessing the important details that they offer about the 

circumstances of production of these manuscripts and their makers. Here, the 
discussion is conducted in relation to the whole corpus, so as to offer the necessary 
context in which to understand the selected sample of manuscripts for this study: the 
history and features of the chosen specimens, as well as the rationale for their 
selection, will be set out in Chapter Three.  
 
 

2.1. The Witnesses  

 2.1.1. Chronology, Geography and Audience 

Like many early Iberian manuscripts, the Beatus are predominantly books of 
substantial dimensions: copies could range from 250 x 160 mm to 530 x 340 mm and 
be composed of more than 300 folia. Their general aspect is akin to that of the 
famous Iberian Pandects (some of the most ambitious books produced in the early 
Middle Ages)193 which, although naturally more extensive, share many similarities 
with the Beatus. Such features could be taken to suggest that they, too, were destined 
for collective reading. As seen, these manuscripts present a distinctive arrangement: 
the sixty-eight Revelation pericopes are each followed by an illumination, and 
subsequently by the relevant exegetical commentary – a seemingly unique approach 
in the panorama of illustrated commentaries on Revelation.194 The origin of the 

model for the equally distinctive Beatus pictorial cycle has been much debated. 
While it had been hypothesised that an illustrated copy of Tyconius’s Commentary 

on the Apocalypse (now lost) served as both textual and pictorial exemplar for 
Beatus’s work – and therefore that the Iberian cycle developed from an early North 
African one – recent studies have challenged this view, arguing in favour of an 
Iberian origin for the illustrations.195 Notwithstanding a lack of consensus in points 
of detail, it is generally agreed that the Beatus are a case apart: close comparisons 

																																																								
193 Concerning the Iberian Pandects, see Williams, 'The Bible in Spain', in John Williams (ed.), 
Imaging the Early Medieval Bible (Pennsylvania, 2001), pp. 179-218. 
194 Werckmeister, ‘The First Romanesque’, p. 167; Williams, ‘Purpose’, p. 218. 
195 Although Williams was once amongst those who assumed that a copy of Tyconius’s commentary 
supplied the text and the model of the illuminations for Beatus’s Commentarium (A Spanish, p. 19), 
he subsequently revised his view (Visions, p. 24). Klein, ‘La Tradición’, p. 104 has postulated either a 
north African or an Iberian origin for the pictorial cycle. 
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between this corpus and other coeval Apocalypse cycles have shown that there are 
no direct connections between them.196 

 Two complete non-illustrated specimens survive: the Alcobaça Beatus from 
the abbey of Santa Maria de Alcobaça (present-day Portugal) and the Poblet copy, 
possibly from Santa Maria de Poblet in Catalonia.197 Both manuscripts are dated to 
the late twelfth or early thirteenth century and are associated with Cistercian houses. 
Although previous authors have reasonably considered that the popularity of the 
Commentarium was determined by its lavish visual imagery,198 the existence of 
unillustrated copies from scriptoria as far apart as Alcobaça and Poblet – copied, 
moreover, from illustrated exemplars – supports the idea that the text alone, and not 
just its illustrated version, was a focus of attention. It is therefore reasonable to 
presume that more unillustrated copies existed, but that, in Iberia as elsewhere, 
illuminated manuscripts had a higher chance of survival than more humble 
specimens. 
 Although the Commentarium was originally composed in the last quarter of 
the eighth century, our effective knowledge of the tradition only begins at the end of 
the ninth with the Silos fragment, the oldest specimen, of which only a single 
illustrated folio survives.199  Moreover, our earliest complete copy, the Morgan 
Beatus, is no older than the mid-tenth century, thus leaving the production of the 
previous two centuries obscure. 200  Accordingly, the twenty-nine illustrated 

specimens reflect a four-century period of production: one manuscript survives from 
the late ninth century, nine from the tenth, eight from the eleventh, eight from the 
twelfth, and three from the thirteenth century.201 Their date has been established 
through a combination of evidence and inference: eleven copies can be securely 
dated on internal evidence; the remainder have been placed on palaeographical and 
artistic grounds, combined with references relating to provenance, when available. 
																																																								
196 Klein, ‘Introduction: The Apocalypse in Medieval Art’, in Emmerson; McGinn (eds.), The 
Apocalypse, pp.159-199, esp. 175-188. 
197 Alcobaça Beatus: Lisbon, National Library, Alc. 247; Poblet Beatus: Salamanca, Biblioteca de la 
Universidad, Ms. 2632. See also Alicia Miguélez Cavero, et. al., ‘Beatus Manuscripts under the 
Microscope’. 
198 As stated by Klein, ‘La Fonction’, pp. 313-327, esp. 313, 320. 
199  Silos, Biblioteca del Monasterio de Santo Domingo, fragm. 4; see Fragmentos de Beatos; 
Williams, TIB, vol. 2, pp. 17-20.  
200 New York, The Morgan Library & Museum, MS M. 644; Beati Liebanensis, Apocalipsis de San 
Juan: Beato de San Miguel de Escalada, ed. by William Voelke, et al., 3 vols. (Valencia, 2000–2001). 
On the evolution of the Beatus tradition see, Williams, TIB, vol. 1, pp. 19-26. 
201 See Appendix II, volume II for the complete list of the extant illustrated Beatus. 
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The higher number of witnesses to survive from the second half of the tenth and 
twelfth centuries has been generally interpreted as a sign of revival of interest in the 

Commentarium. 202 Yet, the recent discovery of the Geneva Beatus and of the 
fragment of Milan increases the number of eleventh-century specimens, revealing a 
more intense production in this period than previously considered.203 It is, however, 
telling that most of the extant eleventh-century Beatus were produced outside Iberia, 
indicating a period of greater reception of the work abroad. 
 Only two manuscripts – Tábara and Silos – directly inform us about their 
origin. The vast majority of the copies can only tentatively be assigned a place of 
origin. Nevertheless, it is unquestionable that the Beatus were essentially an Iberian 
phenomenon: of the twenty-nine illustrated copies only four are known to have been 
created elsewhere. More specifically, the production of Beatus seems to have been 
especially linked to the north-central regions of the Peninsula, mainly to the Leonese, 
Castilian and Riojan territories.204 Only a few later Beatus can be associated with 
Catalonia and no specimens are known from the southern territories or indeed from 
the original birthplace of the Commentarium, the Asturias. More specific attributions 
have nevertheless been suggested. Williams has proposed three monastic houses as 
centres that specialised in the production of Beatus: San Salvador of Tábara, San 
Facundus and San Primitivus in Sahagún (both monasteries located in the region of 
León), and San Millán de la Cogolla in La Rioja.205 Three copies have been assigned 

to Tábara: the eponymous Tábara Beatus (only partially preserved) and the Morgan 
and Girona copies.206 While only the Tábara Beatus overtly states its place of 
production, information drawn from the colophons of the three manuscripts 
strengthens the hypothesis of their Tábaran origin. In the first copy, the main scribe – 
Emeterius – evoked in the colophon (both textually and pictorially) the tower of the 
monastery of Tábara, referring to it as the place where he executed his work. He also 
evoked the memory of his deceased mentor – the master-painter ‘Magius’ – from 

																																																								
202 Williams, Visions, pp. 63, 65, 129, employed the term ‘revival’ to define the two apparent 
moments of increased production of Beatus manuscripts. 
203 Geneva, Bibliothèque de Genève, MS lat. 357; Milan, Archivio di Stato, Rubriche notarili 3823; 
For facsimile editions see Beato de Liébana, Códice de Ginebra. Original Conservado en la 
Biblioteca Pública del Estado de Ginebra, ed. by Roger Gryson (Burgos, 2015); Fragmentos de 
Beatos. 
204 See Williams, Visions, pp. 27-29. For the monastic sites in tenth-century Iberia and the main land 
routes, see Map 1, Appendix IV, volume II in this study.  
205 Williams, Visions, p. 28. 
206 Williams, Visions, pp. 29-58; see also García-Aráez, ‘El Scriptorium de Tábara’. 
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whom he took over, following the latter’s death.207 Equally, Morgan offers the name 
of its scribe-artist ‘Maius’ (understood to be ‘Magius’), while Girona’s colophon 

details the team involved in its production, amongst whom was someone called 
Emeterius. Furthermore, their proximity in date, pictorial model and, to a greater or 
lesser extent, in style (Girona apparently being the most idiosyncratic of the three) 
also supports the plausibility of a common origin.208 Yet little is known about the 
monastic community of Tábara, let alone its scriptorium, from other sources. 
Topographic studies have, however, determined that the monastery was located 
relatively near one of the most important arteries that connected León with the 
western, eastern and southern parts of the Peninsula. 209  This was certainly a 
privileged geographic position for the exchange of books, materials, ideas and skilled 
craftsmen, crucial for the development of a productive monastic scriptorium. 
 The monastery of San Facundus and San Primitivus in Sahagún is believed to 
have been responsible for three extant copies: a fragment, the eleventh-century Osma 
Beatus and its twelfth-century sister-copy Corsini. 210  Information about this 
scriptorium is equally scarce; however, it is known that the monastery enjoyed royal 
favour from the ninth to the late twelfth century (between the reigns of Alfonso III to 
Alfonso VI), thus reinforcing the hypothesis that it was a centre equipped with the 
resources necessary for the production of high-status manuscripts.211 Through its 
close association with the monarchy, this monastery also became a hub of liturgical 

and monastic reformation in the late eleventh century, and consequently one of the 
first centres in the western and central kingdoms to embrace French artistic and 
cultural trends: the copy of Osma – the first Romanesque Beatus – testifies to this 
fact.212 
 The scriptorium of San Millán de la Cogolla, in La Rioja, has been proposed 
as the centre of production of some of the witnesses that are earlier both in date and 

																																																								
207 Madrid, Archivo Histórico Nacional, Cod. 1097 B, fol. 167r.  
208 See Williams, Visions, pp. 29-58.  
209 See Walker, Art in Spain and Portugal, p. 188; see also Appendix IV, volume II. 
210 Respectively: León, Archivo Parroquial de Santa Maria la Real de León, sig. ASM (SP); Burgo de 
Osma, Archivo de la Catedral, Cod. 1; Rome, Biblioteca dell’Accademia Nazionale dei Lincei e 
Corsiniana, Segn. 40.E.6. For the facsímile editions, see Beato de Liébana del Burgo de Osma, ed. by 
Barbara Shailor, et al. (Valencia, 1992); Beato de la Biblioteca Corsiniana (Burgos, 2010); see also 
Williams, TIB, vol. 4, pp. 17-26; Williams, Visions, pp. 57-58. 
211 Williams, Visions, p. 57. 
212 Concerning the relationship between Sahagún and Cluny and the centrality of this monastery in the 
process of Cluniac reform in Iberia, see Walker, Views, pp. 141-142, 196, 217. 
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in edition: the Vitrina 14–1, San Millán, Escorial Beatus and possibly the fragment 
of Silos.213 Correspondingly, Williams has raised the hypothesis that San Millán was 

one of the first centres in medieval Iberia to cultivate the production and 
dissemination of the Commentarium, thus playing a central role in the history of the 
tradition.214 This argument finds further support in the fact that, from an early stage, 
the monastery of Cogolla was an active centre of pilgrimage to the tomb of its 
founder – the hermit San Aemilian (d. 573) – as well as being set in a prime location 
on a direct route to Santiago de Compostela. Some of the affluence arising from 
pilgrim offerings is likely to have flowed in the direction of its scriptorium. The 
several exquisite illuminated manuscripts that survive from this monastery, and the 
reports of the commission of high-status manuscripts by royalty, are consistent with 
these propositions.215 The remainder of the Iberian Beatus copies can only be placed 
in a broader regional context: for instance, Valladolid, Urgell and Facundus have 
been ascribed to the kingdom of León; Rylands, Cardeña and Las Huelgas to 
Castile.216  
  The four copies produced outside the Peninsula – the fragment of Milan, 
Saint-Sever, Berlin and Geneva Beatus – have been convincingly associated with the 
regions of Gascogne and Benevento.217 Saint-Sever offers, perhaps, one of the most 
interesting (and possibly creative) pointers to its centre of production. In addition to 
the reference to the typically Gascon name of its chief scribe (Stephanus Garsia) and 

to its commissioner (the abbot Gregory Muntaner), its mappa-mundi places 
particular emphasis on the region of Gascony through the depiction of a church with 
the titulus sancti Severi.218 This information, complemented by palaeographical and 
stylistic features of clearly non-Iberian origin, permitted the identification of its time 

																																																								
213 Respectively: Madrid, BNE, MS Vitrina 14–1; Madrid, Real Academia de la Historia, Cod. 33; 
Escorial, Biblioteca del Monasterio, II. 5; Silos, Biblioteca del Monasterio de Santo Domingo, fragm. 
4. See also Díaz y Díaz, Libros y Librerías en la Rioja Altomedieval (Logroño, 1979), pp. 209, 265; 
Williams, Visions, pp. 58-63. 
214 Williams, Visions, pp. 58-63. 
215 Even if only tentatively associated with this monastic house, Queen Sancha’s Prayer Book 
(Biblioteca Universitaria de Santiago de Compostela, MS 609 Res. 1) has been considered an 
example, see Williams, Visions, pp. 61-62. The tenth-century Codex Aemilianensis (Escorial, 
Biblioteca del Monasterio, Cod. d. I. I) is another high-status manuscript (and one of the most lavish 
from early medieval Iberia) which is securely ascribed to this monastery’s scriptorium.  
216 See Williams, TIB, vols. 2-5.  
217 Milan, Archivio di Stato, Rubriche notarili 3823; Paris, Bibliothèque nationale de France, MS lat. 
8878; Berlin, Staatsbibliothek Preussischer Kulturbesitz, MS theol. lat. fol. 561; Geneva, Bibliothèque 
de Genève, MS lat. 357.  
218 Saint-Sever Beatus, fols. 45r, 45v; Williams, Visions, p. 102.  
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and place of production: Saint-Sever sur l’Adour between 1028-1072. 219  The 
remaining non-Iberian copies do not offer such rich information; nonetheless the 

combination of Caroline and Beneventan scripts in their text, and the distinct style of 
their miniatures, reveal a south-Italian origin. How a copy of Beatus’s 
Commentarium made its way to this region, and what inspired the interest in the 
work, remain, however, unknown.220  
 Almost all the available evidence, including the status of most 
commissioners, the preservation of several copies in monastic houses until modern 
times, and the nature of the work itself, points towards the fact that the Beatus were 
products of and for monastic environments. Facundus and Las Huelgas, however, 
show evidence that they may have been royal commissions. In the former, the names 
of the Leonese monarchs – Fernando and Sancha (1037-1065) – are found in the 
manuscript’s colophon and frontispiece pages, whilst in the latter the scribe praises 
the support of an unnamed figure – ‘the pious lady’ – who has been tentatively 
identified as Queen Berenguela (d. 1246), due to her close connections with the 
abbey of Santa Maria de las Huelgas, where this manuscript was deposited.221 Less 
clear is whether royalty and/or high-ranking churchmen ever owned (and used) 
Beatus manuscripts. Earlier studies have raised the hypothesis of Facundus being 
part of the king’s private chapel prior to being gifted to San Isidoro of León. It has 
also been suggested that it could have been used in the celebration of the office of the 

dead, and therefore utilised for the monarchs’ private services.222 While Fernando 
and Sancha were known for commissioning manuscripts and other cult objects of 
exquisite quality,223 it is difficult to envisage the Commentarium outside a monastic 
and/or cathedral context due to its nature. Moreover, the lack of evidence for use of 
the book by the royal couple encourages us to construe it as a royal gift to a monastic 
community, as Las Huelgas also seems to have been. In fact, the commissioning of 
																																																								
219 Williams, TIB, vol. 3, pp. 44-57, esp. 44. 
220 Williams, Visions, pp. 145-267. 
221 Facundus Beatus, fol. 316r; Las Huelgas Beatus, fol. 184r; Williams, TIB, vol. 3, pp. 34-40, esp. 
34; Ibid., vol. 5, pp. 38-42, esp. 38-39.  
222 Werckmeister, ‘The First Romanesque’, pp. 167-192, esp. 171. The author, too, accepts that this 
hypothesis is difficult to substantiate. 
223 Amongst the most notable pieces are the so-called Queen Sancha’s Prayer Book (Biblioteca 
Universitaria de Santiago de Compostela, MS 609 Res. 1) and the exquisite ivory crucifix (known as 
cross of San Isidoro) that was offered to the royal pantheon in 1063 by the monarchs: Madrid, Museo 
Arqueológico Nacional, Inv. n. 52. 340. On this object, see Angela Franco Mata, ‘El Tesoro de San 
Isidoro y la Monarquia Leonesa’, Boletín del Museo Arqueológico Nacional, 9 (1991), pp. 34-68; 
Werckmeister, ‘The First Romanesque’, pp. 174-180; Williams, ‘Fernando I and Alfonso VI as the 
Patron of the Arts’, Anales de Historia del Arte, 2 (2011), pp. 413-435. 
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lavish Apocalypse manuscripts by royalty for monastic communities would not be 
unprecedented, for the famous Bamberg Apocalypse is believed to have been 

commissioned by Otto III and finished in the reign of his successor, Henry II, who 
subsequently donated it to Bamberg.224 However, as with the case of the Facundus 
Beatus, the reasons for its commission remain unknown. 
 
 
 2.1.2. Pictorial Features 

The extant witnesses also testify to the existence of different pictorial editions of the 
illustrated Commentarium. As discussed in the previous chapter, modern scholarship 
has organised them into discrete groups, or families, according to their characteristics 
and the estimated antiquity of their models.225 Although the textual and pictorial 
components seem to have evolved separately,226  the two traditions nonetheless 
coincide in several respects. For instance, the manuscripts that comprise family I – 
the branch reflecting the earlier textual editions of 776 and 784 – also embody the 
earlier stages of the pictorial tradition.227 A key question is whether the edition of 
776 initially contained illustrations: Klein argued that the fact that the copies 
preserving the most archaic pictorial models also preserve the second textual edition 
(of 784) suggests that the first edition of 776 was probably unillustrated.228 This 
assertion has, however, been rejected by Williams, and more recently by Gryson, on 

the grounds that allusions to images can be found in the text of first edition copies.229  
 The specimens representing the earlier stages of the tradition are generally 
characterised by a smaller number of miniatures and by simpler compositions and 

																																																								
224 Bamberg, Staatsbibliothek, MS A. II. 42. Generally thought to have been given to Bamberg 
Cathedral by Henry II. For facsimile edition see Das Buch Mit 7 Siegeln. Die Bamberg Apokalypse, 
ed. by Gude Suckale-Redlefsen, Bernhard Schemmel (Luzern–Wiesbaden, 2000). Concerning the 
history and the commission of this manuscript, see also Florentine Mütherich, ‘The Library of Otto 
III’, in Peter Ganz, The Role of the Book in Medieval Culture, 2 vols. (Turnhout, 1986), vol. 2, pp. 11-
25, esp. 12-14. 
225 See Díaz y Díaz, ‘La Tradición del Texto de los Comentarios al Apocalipsis’, in Actas del 

Simposio, vol. 1, pp. 165-191; Klein, Der ältere; Neuss, of the  a summaryFor . Die Apokalypse
-vol. 1, pp. 19, TIBWilliams, tradition, see  Beatusdevelopment of the the  on historiographical debate

26.  
226 As argued by Klein, ‘La Tradición’, p. 88. 
227 Klein’s Der Ältere was paramount for the establishment of this theory, see Williams, TIB, vol. 1, 
pp. 19-26.  
228 Klein, ‘La Tradición’, p. 95. 
229 Tractatus, vol. 1, p. XVIII; Williams, TIB, vol. 1, p. 31. 
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palettes in comparison to their later counterparts. The surviving family I manuscripts 
are far from homogeneous. They show that, although responding to a common 

ancestor, their illuminations underwent several aesthetic and stylistic transformations 
over time. 230 Stylistically, Vitrina 14–1 and the tenth-century part of the San Millán 
Beatus are the best witnesses to what may have been the primitive stage of the 
illustrated Beatus:231 they exhibit a concise number of half-page miniatures rendered 
directly onto bare parchment without decorative frames. Yet other copies within this 
family (such as Escorial, Osma and Lorvão) already present more elaborate 
illuminations composed as full-page framed miniatures enhanced by coloured 
backgrounds, features that can be interpreted as evolutionary responses to the 
original model.232 
 Family II manuscripts, by contrast, exhibit later developments in the 
tradition. Whilst there are still uncertainties regarding the exact date of the third 
edition of the text (represented by family IIa) and of its subsequent recension (family 
IIb), Klein contends that these textual and pictorial editions are posthumous versions 
of the work, possibly dating from the early tenth century.233 Family II manuscripts 
are more lavish and complex, and exhibit a substantial expansion of the painted 
surface. They feature multiple full-page miniatures and exuberant openings 
decorated with ornate frames and polychromatic backgrounds.234 For instance, while 
in family I manuscripts the episode of the woman clothed with the sun facing the 

dragon (Rev. 12, 1-6) either occupies half a column (in the earlier specimens) or a 
full page (in copies dating from the eleventh century onwards), in family II copies it 
is allotted a whole opening and is of greater iconographic complexity. In the tenth-
century Vitrina 14–1, the storia is rendered as unframed miniatures displayed at the 
side of the text: below, the woman is represented in labour and standing on the 
moon, whilst above, she flies into the wilderness, carrying the new-born child; the 
dragon would have been depicted on the facing page, now lost.235 In addition to these 
iconographic refinements, family II manuscripts also feature the battle of the 
Archangel Michael and his cohort with the dragon as well as a depiction of the pit of 

																																																								
230 Klein, ‘The Role’, pp. 2, 10, 12, 23. 
231 Williams, TIB, vol. 1, p. 53. 
232 Klein, ‘The Role’, p. 12. 
233 Klein, ‘La Tradición’, pp. 95-97; ‘The Role’, pp. 2-3. 
234 On the development of the style of the Beatus tradition, see Williams, TIB, vol. 1, pp. 53-73. 
235 Vitr. 14–1 Beatus, fols. 109v, 110r. 
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fire, in which the devil and the sinners burn. This scene is enclosed by lavish frames 
and set against colourful striated backgrounds.  

 Some of the ‘newly introduced’ elements of family II, such as the 
polychromatic backgrounds but also the treatment of some pictorial elements, reflect 
exchanges with other cultural milieux, especially with the Carolingian and Andalusi 
worlds. 236  These ‘foreign borrowings’ are, however, essentially limited to the 
decorative vocabulary and a few compositional features, given that the style and 
iconography of early Iberian illumination remains largely unchanged until the late 
eleventh century.237 Family II manuscripts also display a considerable expansion in 
the iconographic programme.238 While the earlier pictorial version focused almost 
exclusively on scenes of Revelation, later ones display a number of para-apocalyptic 
illuminations mostly (though not entirely) drawn from complementary texts cited in 
Beatus’s exegesis. The new additions consisted of prefatory display pages (labyrinths 
and carpet pages with the alpha and omega), eight full-page miniatures of the 
apostles and the angels (drawn from Carolingian models), and fourteen pages with 
diagrams of biblical genealogies.239 IIb manuscripts – of which Girona is the earliest 
and best preserved – also include prefatory representations of the twelve apostles, the 
portrait of the authors cited by Beatus, the allegory of the bird and the serpent, and a 
series of Christological scenes.240  

The para-apocalyptic imagery included an opening with the mappa-mundi 

representing the mission of the apostles in the evangelisation of the world, the vision 
of the four beasts and the golden statue from the Book of Daniel, the woman riding 
the beast, Noah’s ark from Gregory of Elvira’s treatise, and the two allegories of the 
palm tree and of the fox and the hen. The most extensive set of para-apocalyptic 
scenes is, however, the complete cycle of Jerome’s Commentariorum in Danielem 

																																																								
236 For the discussion on these influences see Williams, TIB, vol. 1, pp. 93-97, 143-157. 
237 See Werckmeister, ‘Art of the Frontier: Mozarabic Monasticism’, The Art of Medieval Spain, pp. 
121-132, esp. 125; Williams, ‘Orientations: Christian Spain’, pp. 20-22. 
238 Klein, ‘La Tradición’, pp. 91-92; ‘The Role’, p. 10.  
239 The representations of the Biblical genealogies in family II are believed to have been assimilated 
from the tradition of the Iberian Bibles, see Williams, ‘The Beatus Commentaries and Spanish Bible 
Illustrations’, Actas del Simpósio, vol. 2, pp. 203- 219, esp. pp. 207-210. 
240 Prefatory compositions in Beatus of family II: portrait of the evangelists with the angels (present in 
Morgan, Girona, Saint-Sever, Facundus, Turin, Rylands, Cardeña and of Las Huelgas Beatus); 
Maiestas Domini (Girona, Turin, Rylands and Las Huelgas Beatus); portrait of the authors (Girona, 
Saint-Sever, Rylands Beatus); bird and the serpent (Urgell, Girona and Rylands Beatus); for the list of 
illuminations in all the illustrated Beatus, see Williams, TIB, vol. 1, pp. 179-186. 
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libri III that was appended to the work, possibly in the late ninth century.241 The new 
compositions introduced by family II almost doubled the amount of pictorial material 

contained in the illustrated Beatus. The motivations for such developments, and 
when exactly they occurred, remain unknown. Nevertheless, this expansion is telling 
as it suggests an increased interest not only in the Commentarium as a spiritual text 
(reflected in the greater investment in materials and conception applied to these 
copies) but also a greater importance placed upon its visual imagery and their 
materiality as witnessed by the enlargement of its iconographic programme.242 

 
 

2.2. The Beatus Colophons  

Rare are the occasions in which one has such a direct connection with the past as in 
the presence of a scribal colophon. Mostly found at the end of manuscripts, these 
statements offer us brief but invaluable glimpses into the world of the individuals 
and the communities who produced them. While the vast majority are succinct, some 
were composed as lengthy messages to the reader, in which scribes shared their 
feelings, their physical distress, beseeched prayers or simply rejoiced at the 
completion of their task.243 A general examination of the extant corpus of early 
Iberian manuscripts (as compiled in modern catalogues)244  reveals that around 
seventeen to twenty percent of the surviving specimens from this period contain 
scribal statements. This is a remarkable proportion when compared to the panorama 

of book production in the early medieval west, in which only around seven percent 
of the extant material bears similar inscriptions.245 The evident penchant for the use 

																																																								
241 Williams, TIB, vol. 1, p. 26. 
242 As also considered by Williams, TIB, vol. 2, p. 21. 
243 Colophons in medieval Iberian manuscripts have not yet received the systematic treatment that 
they deserve; only a few articles have been published on the subject, namely Catherine Brown, 
‘Remember the Hand’, pp. 262-278; Mentré, ‘L’Enlumineur et Son Travail’ (Brown is currently 
preparing a monograph on the subject). In addition, Augustín Millares Carlo, Corpus de Códices 
Visigóticos, 2 vols. (Las Palmas, 1999) and Bénédictins du Bouveret, Colophons de Manuscrits 
Occidentaux des Origines au XVIe Siècle (Fribourg, 1965-1982) have also been consulted for the 
present study.  
244 Estimate based on the number of manuscripts bearing colophons compiled in Millares Carlo’s 
CCV, with the addition of fourteen extra examples that are not Visigothic (i.e. later Beatus). García-
Aráez has also claimed that of a total of 213 Iberian manuscripts from the tenth and eleventh centuries 
(written in Visigothic script), fifty-nine include references to the scribes and/or artist in their 
colophons: García-Aráez, ‘El Scriptorium de Tábara’, p. 151. 
245 This estimate has to be credited to Richard Gameson and to his investigations of scribal colophons 
in English, Norman and Flemish manuscripts, see Richard Gameson, ‘Les Colophons des Manuscrits 
du Mont Saint-Michel’, in Jean-Luc Leservoisier, Thierry Delcourt (eds.), Images de la Foi: la Bible 
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of colophons in early Iberia is, however, difficult to explain. Otto Karl Werckmeister 
established comparisons between colophons in Iberian Christian manuscripts and the 

similar practices of Islamic Andalusi craftsmen, who tended to sign their production 
in a similar fashion.246 Yet while the Christians of the north indeed shared a great 
deal with the Islamic south, the extent to which this phenomenon can be justified by 
these contacts is difficult to pin down. Comparisons between Iberian and Byzantine 
scribal practices have also been made.247 Although this is a plausible association, 
considering that the south of the Peninsula was part of the Byzantine Empire in the 
sixth century (and therefore such practices could have been shared), the dearth of 
Iberian manuscripts from this period precludes assessment of the rapprochement 
between them, rendering any interpretation speculative. 
 Broad examination has also demonstrated that colophons seem to have been 
more frequently employed in library books (e.g. Patristic texts, Canon Law, 
homiletic works and commentaries on Scripture) than in liturgical manuscripts. The 
Beatus are witnesses to this phenomenon: four of the nine copies produced in the 
tenth century have colophons, as do three copies from the eleventh century, one from 
the twelfth, and one from the thirteenth century.248  The readiness with which 
colophons were included in the Beatus appears to have fluctuated over the centuries, 
since it is amongst the earlier copies that these inscriptions are more frequently 
found, especially in tenth-century specimens. While it is impossible to establish if 

those manuscripts now represented only by fragments ever contained colophons, an 
impressive proportion – thirty-five per cent – of them contain scribal statements. 
With this in mind, this section will analyse the content of the Beatus colophons and 
the evidence they offer. Important information about scribes and artists – and about 
how they understood the work in hand – can be drawn from these rich inscriptions. 

																																																																																																																																																													
et les Pères de L’Église dans les Manuscrits de Clairvaux et du Mont-Saint-Michel (Paris, 2002), pp. 
165-206; ‘ “Signed” Manuscripts from Early Romanesque Flanders: Saint-Bertin and Saint-Vaast’, in 
Michael Gullick, (ed.), Pen in Hand: Medieval Scribes, Depictions and Colophons (Walkern-Herts, 
2006), pp. 31-73; ‘The Colophon of the Eadwig Gospels’, Anglo-Saxon England, 31 (2002), pp. 201-
222; The Scribe Speaks? Colophons in Early English Manuscripts, H. M. Chadwick Memorial 
Lectures, 12 (Cambridge, 2001).  
246 Werckmeister, ‘Art of the Frontier’, p. 123. 
247 See the discussion following Mentré’s paper presentation in the Colloque International at the 
Centre National de la Recherche Scientifique of the University of Rennes in 1986, where this 
comparison was established by M. Mayer, see Mentré, ‘L’Enlumineur’, p. 305. 
248 Although ten colophons survive, I will only focus on nine of them, since the so-called Fanlo Beatus 
(New York, MLM, M. 1079) is a seventeenth-century copy of seven pages of a lost eleventh-century 
original, produced either in Fanlo or San Millán de la Cogolla: see Williams, TIB, vol. 3, pp. 41-43. 
For the Beatus manuscripts that preserve colophons see Appendix II, volume II. 
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This will enhance the understanding of these manuscripts and of their production, as 
well as of the work of the craftsmen responsible for their creation.249 

 The nine Beatus colophons are all in Latin; they are written in Visigothic 
(Morgan, Tábara, Valladolid, Girona, Facundus, Osma Silos), Caroline or Proto-
gothic (Lorvão, Las Huelgas) script. As in other coeval manuscripts, they vary 
considerably in length: while some offer no more than thirty words, others have 
almost 750. Even the most concise examples convey crucial information, such as the 
name of the scribe and the date of production – elements that, although common in 
Iberian inscriptions, are rarely recorded elsewhere.250 The colophon of the twelfth-
century Lorvão Beatus, the shortest within the corpus, illustrates this point:  
 
 

Now the book is written. Let the one who wrote be 
blessed. Era MCCXXVII [1227]. I Egeas, who have 
written this book, if indeed I have not strayed from the 
straight path elsewhere. May the charity that transcends all 
be indulgent to a transgressor. Amen.251 
 
 

By contrast, the Silos Beatus presents a superlative case. Its six colophons provide 
extremely detailed information about the circumstances of production, including the 
names of the commissioners, scribes and illuminator, the place of production, the 
date and even the very time of its completion.252 Examples of multiple scribal 
inscriptions can also be found in other Beatus copies, such as Osma: the content and 
date of the book are supplied on folio 10v, the name and status of the scribe and his 
plea for remembrance on folio 138v, and the name of the putative illuminator on 
folio 163r.253 

																																																								
249  Broader comparisons between these colophons and those in other contemporary Iberian 
manuscripts will be undertaken later in this study. For this analysis see Chapter Six, section 6.2. 
250 As also observed by Werckmeister, ‘Art of the Frontier’, p. 123. 
251 Iam liber est scriptus. qui sc(ri)psit sit benedictus ERA MCCXXVII [1227]. ego Egeas qui hunc 
librum sc(ri)psi si in aliquib(us) a recto tramite exiui. Delinquenti indulgent karitas que omnia 
sup(er)at. Am(e)n: Lorvão Beatus, fol. 219v. Transcription and translation my own. It should be noted 
that most of the Beatus colophons are dated according to the era hispanica; however, in my 
discussion (as in general scholarship) their dating is presented according to the AD system. The 
Lorvão Beatus therefore dates from AD 1189. 
252 Silos Beatus, fols. 6v, 265v-266r, 275v, 276r, 345r, 278r; see also Ann Boylan, ‘The Silos Beatus 
and the Silos Scriptorium’, in Therese Martin, Julie Harris (eds.), Church, State, Vellum, and Stone – 
Essays on Medieval Spain in Honor of John Williams (Leiden, 2005), pp. 173-206; Williams, TIB, 
vol. 4, pp. 31-40, esp. 31.  
253 Williams, TIB, vol. 4, pp. 17- 25, esp. 17. 
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 The most common categories of information included in the Beatus 

colophons were date of production, and names of craftsmen, commissioners and 

patrons. References to date were presented in a variety of forms: some copies record 
only the year of production (Lorvão), others the day, month and year of their 
completion (Valladolid), whilst some even provide the exact hour and the position of 
the moon at the moment in which the writer rested his quill (Silos). A variation is 
seen in Morgan, where the scribe, playing with words, supplied a ciphered date, the 
correct interpretation of which remains problematic for modern scholars.254 As 
already mentioned, internal evidence concerning place of production is scant: only 
two manuscripts – Tábara and Silos – explicitly convey their origin. The general 
absence of such information in most of the Beatus remains intriguing, especially 
when it was not infrequently supplied in other contemporary Iberian and some non-
Iberian manuscripts. While the absence of location clauses might be explicable in 
manuscripts created for internal consumption, this does not seem to have been the 
case in relation to the Beatus given that, as has been discussed, there is compelling 
evidence for the existence of specialised centres of production that created copies for 
other monastic houses. In fact, the opposite practice may actually be observed: Silos 
is one of the few manuscripts to allude to its place of production, yet all evidence 
points towards its use by that same community. Other colophonic elements, however, 
provide helpful pointers towards the identification of the provenance of some 

manuscripts, such as dedications to specific patron saints and/or information about 
temporal patrons and commissioners. The reference to the monastery of the 
Archangel Michael in Morgan’s colophon was precisely what permitted this 
manuscript to be associated with San Miguel de Escalada, a monastery near Tábara 
whose patron saint was Saint Michael.255   

Every one of the Beatus colophons mentions at least one of the craftsmen 
involved in the manuscript: Tábara, Girona, Osma and Silos present the names of 
both scribes and illuminators; Morgan and Valladolid state that scribe and artist were 
the same person; whilst Lorvão and Facundus offer only the name of one of their 
makers. It remains an open question whether their scribes were solely in charge of 
the text or were responsible for both the writing and the artwork. Studies of the 

																																																								
254 New York, MLM, MS M. 644, fol. 293r; Williams, TIB, vol. 1, pp. 21-33, esp. 24. The 
interpretation of this date has proved polemical, as will be discussed in the following chapter.  
255 Morgan Beatus, fol. 293r. The provenance of the manuscript will be discussed in the following 
chapter. 
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general codicological features of medieval manuscripts have revealed that, at times, a 
greater number of hands were involved in their creation than is stated in their 

colophons.256 This therefore suggests that, on occasion, the chief scribe, and/or the 
master illuminator, would possibly represent the whole community, and through this 
individual (and his work) blessings would be granted not only to him and his 
immediate collaborators, but possibly also to every person pertaining to the monastic 
community, a phenomenon identified in other contexts.257  

Some Beatus colophons also provide a modicum of biographical information 
about the craftsmen. In Girona, one of the illuminators is presented as ‘pintrix’ 
[sic],258 which indicates that ‘Ende’ was a female illuminator and possibly a nun, as 
she is also characterised as Dei aiutrix.259 The Tábara colophon informs us that 
Emeterius’s master – ‘Magius’ – was both a priest and a monk, thus revealing the 
status of the putative scribe-artist of the Morgan and Tábara Beatus. Certain 
colophons supply elements of self-characterisation, most frequently expressions of 
humility. Maius and Obecus define themselves as pusillus and indignus mente 

obediens respectively, whilst Martinus, the illuminator of Osma, presents himself as 
a sinner, Martini peccatoris. The prevalence of such references in medieval 
colophons indicates that these were shared scribal topoi, and that book production 
was a vehicle for manifestations of piety.260 Accordingly, requests for memory, 
intercession and redemption were also customary. In Morgan, Valladolid and Osma, 

the scribes Maius, Obecus and Petrus beseech remembrance,261 while in Lorvão 
Egeas begs forgiveness for his mistakes.262 Most frequently, the recipients of the 
sought-after blessings and praise were the patrons: abbots, sometimes members of 

																																																								
256 This topic will also be discussed in the subsequent chapter in relation to the five manuscripts under 
analysis. 
257 The idea that the chief scribe represented the whole monastic community is shown in an eleventh-
century colophon from the scriptorium of Saint-Vaast (Arras, Médiathèque Municipale, Ms 860), 
which reveals that the spiritual benefits of the scribe could extend to the rest of the community: see 
Gameson, ‘Signed Manuscript’, pp. 60, 72. 
258 Girona Beatus, fol. 284r. Ruíz Asencio contended that the term pintrix could have been a scribal 
error and that Ende could have been, in fact, a male illuminator: see Ruíz Asencio, ‘Escribas y 
Bibliotecas Altomedievales’, p. 158. However, this is a most unlikely slip, both mentally and 
calligraphically, and the certainty of a female subject is underlined by the separate description of her 
as dei aiutrix. 
259 Mentré, ‘L’ Enlumineur’, p. 298; Williams, TIB, vol. 2, p. 51. 
260 See also Werckmeister, ‘The Art of the Frontier’, pp. 122-125. 
261 Morgan Beatus, fol. 293r; Valladolid Beatus, fol. 2v; Osma Beatus, fol. 10v. 
262 Lorvão Beatus, Lisbon, Arquivo Nacional da Torre do Tombo, MS Lorvão 43, fol. 219v.  
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the nobility, and invariably the spiritual patrons (God and the saints). On one 
occasion it was even a beloved master-painter.263  

Two Beatus also show an interesting phenomenon of scribal culture: the 
reusing of earlier phraseology. Parts of the colophons in Silos and Las Huelgas were 
not original, but rather were copied verbatim from older scribal statements. For 
instance, part of Las Huelgas’s colophon, one of the lengthiest in this corpus, was 
copied from that in the tenth-century Tábara Beatus on which the later manuscript 
was based.264 Perhaps more surprisingly, Silos replicates part of a colophon that also 
appears in a tenth-century copy of Gregory’s Moralia in Job produced in the 
scriptorium of Valeránica.265 These examples therefore underline two points: on the 
one hand, they show that scribal colophons were often formulaic and that the 
replication of phrases and passages was wholly acceptable. As suggested by Walker, 
this may have derived from a practice of commemorating previous masters,266 
though it may equally reflect the convenience of being presented with appropriate 
turns of phrase. On the other hand, they testify to connections between different 
monastic houses and the circulation of Beatus manuscripts, underscoring a 
relationship between the Leonese scriptorium of Tábara and monasteries in Castile 
(the region where Las Huelgas was produced), and more specifically between 
Valeránica and Silos.267 

Some manuscripts also present admonitions to the reader concerning the 

handling and care of the book. The excerpt that Silos has in common with the copy 
of the Moralia from Valeránica is dedicated to this question: here the reader is first 
informed about the physical challenges of copying a book (with a thorough 
description of all the resulting ailments), followed by a request to turn the pages 
gently and to keep fingers away from the writing. Las Huelgas offers similar, though 
more succinct, guidance: 
																																																								
263 As is the case of the Tábara Beatus in whose colophon the scribe Emeterius requests prayers for 
the soul of his master, Maius. Tábara Beatus, Madrid, Archivo Histórico Nacional de España, 1097B, 
fol. 167r. 
264 Las Huelgas Beatus, fol. 184; Williams, TIB, vol. 5, p. 38. 
265 Madrid, BNE, MS 80. fol. 200r. Modern scholarship has often hypothesised that the excerpt 
included in Silos’s colophon also featured in a Beatus copy produced in Valeránica that supplied the 
model for Silos: see Williams, TIB, vol. 4, p. 35. 
266 Walker, ‘Artistic Dialogue Between León and Castile in the 10th Century’, Journal of the British 
Archaeological Association, 170: 1 (2017), pp. 1-29, esp. 4.  
267 Williams, TIB, vol. 4, pp. 34-35; Ibid., vol. 5, p. 38. On the relationship between the scriptoria of 
Valeránica and Silos, see also Ann Boylan, Manuscript Illumination at Santo Domingo de Silos (Xth to 
Xllth Centuries), unpublished Ph.D. dissertation presented to the University of Pittsburgh (Pittsburgh, 
1990). 
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I, the scribe, beg all you readers that you treat this 
volume kindly and gently so you do not damage the 
leaves and the writing.268 

 
 

Other scribes provide us with useful information not only about the political events 
of the period but also about how the writers themselves perceived the work in hand. 
Although brief, Girona’s colophon refers to the world outside the monastery walls: 
the scribe informs the reader that, at the time of the manuscript’s completion, 
‘Fredenando Flaginiz’[sic] was at Villas, near Toledo, fighting the Moors.269 As 
Walker has recently proposed, Fredenando may have been the homonymous 
nobleman who ruled over an area of the Duero valley at that time;270 however, one 
can only speculate whether Fredenando was to any extent involved in the 
commissioning of the manuscript (perhaps as patron of the monastery) or, by 
contrast, if this is simply a dating clause.271 Likewise, Silos’s colophons present 

references to temporal power by introducing a regnante clause: in the explicit of 
Jerome’s Commentary on Daniel, the scribe dates the manuscript and states that 
King Alfonso (VI) ruled over Toledo, Castile, León, Galicia and Navarre.272 While 
references to monarchs and noblemen were not uncommon in Iberian colophons,273 
these examples underscore how contemporary political and military events impinged 
upon the consciousness of Iberian monastic communities. This is an important point 
to which I shall return in the last chapter of this study. 
 The most remarkable piece of information offered by an Iberian scribe 
appears in the Morgan Beatus, in which Maius muses on the role of the book’s visual 
imagery. The scribe-artist overtly declared that he painted those images so that those 
who are wise may fear the Last Judgement.274 One of the most complex questions 
regarding the Beatus corpus has concerned the role of their imagery, and how it may 

																																																								
268 Ego scriptor rogo uos omnes legentes ut suauiter et leniter hoc uolumen tractetis ne folia et scripta 
dampnenter: Las Huelgas Beatus, fol. 184r. Latin transcription in Williams, TIB, vol. 5, p. 41 
269 Girona Beatus, fol. 284r. 
270 Walker, ‘Artistic Dialogue’, p. 25.  
271 Ibid., p. 26.  
272 Silos Beatus, fols. 265v-266r. 
273 For instance, similar examples can be observed in some of the colophons written by the scribe 
Florentius of Valeránica, see Díaz y Díaz, Códice Visigóticos, pp. 514-517. 
274 Inter eius decus uerba mirifica storiarumq(ue) depinxi per seriem ut scientibus terreant iudicci 
future aduentui. Peracturi s(e)c(u)li: Morgan Beatus, fol. 293r. Transcription by Williams, TIB, vol. 
2, p. 21. 
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have been perceived and used in a monastic context. Maius thus provides us with an 
invaluable (and unique) clue in this respect, testifying to eschatological concerns 

underlying the creation of these works. This important piece of evidence will be 
further contextualised and discussed in Chapter Six of this study. 
 The high-status and lavish aesthetics of the Beatus may have inspired (and 
permitted) the inclusion of pictorial elements in their colophons too. For instance, 
Silos’s inscriptions are contained within decorative frames complemented by stylised 
foliage; Tábara’s and Girona’s colophons are either partially or fully written below a 
lavish omega. Labyrinths and sumptuous carpet pages were also often used to 
convey scribal information, especially the names of the commissioners, as seen in 
Valladolid, where the name of abbot Sempronius is contained therein. The most 
remarkable examples are, however, found in the two related copies of Tábara and 
Las Huelgas, to which was appended a full-page illustration of the tower of the 
monastery of Tábara (where the scriptorium was, at least in principle, located). In 
both copies, the tower is represented in cross-section, displaying the three craftsmen 
in an adjacent room: one writing, one drawing with dividers, and another trimming 
parchment sheets with shears. In the tower, four individuals (three in Las Huelgas) 
climb a set of ladders towards the belfry.275 Despite some variations in garb and 
structure, the only substantive difference between the two miniatures is the fact that 
the earlier copy includes written captions above the craftsmen, conveying their 

identities and their respective tasks. These miniatures offer an intentional 
representation of their work, in an almost diagrammatic fashion: Emeterius is 
‘portrayed’ sitting in the scriptorium, bent forward and fully engaged, with ‘all his 
limbs’, in the act of copying, as he himself put it. Thus, while not realistic, this 
pictorial colophon is a valuable document, as it is the earliest known depiction of a 
monastic scriptorium with their workers in western medieval art.276  

 Now that the main characteristics of the Beatus colophons have been 
outlined, it is worth pausing to reflect on the significance of this phenomenon more 
generally. The Beatus colophons are remarkable for their frequency and fulsomeness. 
Some provide exceptionally detailed information about the circumstances of 

																																																								
275 Tábara Beatus, fol. 167v; Las Huelgas Beatus, fol. 183r. 
276  The famous St. Gallen plan, a century and half older, is a plan rather than a schematic 
representation, and includes a writing room as one small element among the many details of its ideal 
monastic complex. This document is preserved in St. Gallen, Stiftsbibliothek, MS 1092, a Reichenau 
manuscript pre-dating 830. 
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manuscript production, including the status and function of their craftsmen and how 
these works were perceived by their makers. The identification of those in charge 

and the dating of the project were apparently essential pieces of information, as even 
the briefest Beatus inscriptions include them. The diligence with which several 
scribes placed their manuscripts in their historical (and even cosmological) time-
frame is also significant. It raises the question of whether this reflects practices of 
preservation of memory which tenth- and early eleventh-century Iberian monastic 
communities fervently attempted to sustain, for they were the main agents behind the 
construction (and the dissemination) of the ideology of the Astur-Leonese rulers as 
the continuers of the Visigothic lineage. The production of literary works (more 
conspicuously of chronicles and Church council texts) has been interpreted as a form 
of preserving the memory and expanding the culture of their ancestors.277 Perhaps, 
for this reason, placing their textual and artistic monuments in their historical 
backdrop was a means to legitimise and sustain the continuation of the glory of the 
Christian kingdom of ‘Hispania’. For the calligraphic and artistic achievement that 
they embodied, the Beatus would be ideal works with which to do so – this, however, 
is nothing more than a hypothesis. Nevertheless, the time and effort invested in the 
composition of these colophons, and the care with which they were presented as part 
of lavishly adorned pages, highlights not only the importance of these manuscripts as 
cult and artistic objects but also the spiritual dimension to their production – they 

were made as acts of devotion for the ‘love for the book of the vision of John’,278 and 
ultimately for the love of God.   

Another important point to consider relates to the correlation between the 
status of the works and the detail of their colophons. Although Mentré argued that 
the most detailed colophons are found in the most important manuscripts (that is, the 
most lavish),279 this is only partially true. The nature and extent of such statements 
seem to have depended more on the individuals who wrote them (and possibly on the 
scribal culture and scriptorium prescriptions of each monastic house), than on the 
importance and lavishness of the manuscript. For instance, although the Facundus 
Beatus is one of the most sumptuous specimens (and, moreover, a royal 
commission), it offers one of the shortest colophons of the whole Beatus corpus. By 
contrast, we find substantial inscriptions in arguably less prestigious Iberian 
																																																								
277 See Werckmeister, ‘Art of the Frontier’, p. 124.  
278 Morgan Beatus, fol.  293r. 
279 Mentré, ‘L’Enlumineur’, pp. 296-297. 
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manuscripts, as in an unillustrated copy of Smaragdus’ Homiliarium, by Florentius 
of Valeránica.280 

Lastly, as mentioned at the beginning of this section, scribal inscriptions were 
more frequently employed in non-liturgical books. This practice raises the question 
of whether scribes consciously included their statements in manuscripts destined for 
private reading, and that could potentially be handled by a greater number of readers 
who, in their devotional practice, would intercede for the makers. It should be 
remembered that liturgical books were more frequently replaced than others due to 
the wear and tear of daily use; library books, by contrast, had a potentially longer life 
span. In sum, the Beatus colophons share more than names, tasks and dates: they 
have the potential to cast light on the relationship between the craftsmen and the 
objects, and to some extent to place those objects in a historical and ideological 
context. Understanding the Beatus manuscripts against this general backdrop, and the 
evolution of their pictorial features, will now permit a more informed discussion of 
the chosen sample of manuscripts and of their own peculiarities.  

 
 

																																																								
280 Córdoba, Biblioteca Capitular, Cód. 1, fol. 4r. Such a text is a resonant context for self-
memorialisation. 
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CHAPTER THREE 

 
 

Defining the Sample: 
The Chosen Manuscripts, their Features and Pictorial Kinship 

 
 
 
Any comparative analysis of the Beatus corpus must take into consideration a series 
of transmission issues. As demonstrated in the previous chapters, while the core text 
of the Commentarium remained fairly stable over five centuries (change consisted 
essentially in its supplementation), the pictorial tradition underwent substantial 
transformations. The twenty-nine illustrated specimens that survive reveal the 
existence of various pictorial models not only across the different editions but even 
within the same families.281 For instance, family I copies, embodying the oldest 
textual and pictorial editions, show the greatest diversity amongst themselves, being 
the least coherent group of manuscripts in the corpus. This phenomenon has been 
interpreted as a consequence of the existence and transmission of a number of 
different pictorial models over a period of, at least, 300 years, which led to multiple 
interpretations and adaptations of the Beatus visual imagery.282 Family II also reflects 
the existence of different models, the separation between groups IIa and IIb being 
mainly determined by the resultant iconographic variations. Here the greatest 
pictorial variety is observed within family IIb.283 Unfortunately, this group is also 
characterised by the poor survival of early copies: the only complete manuscript to 
survive from the tenth century, and which departs in several respects from the others, 
is the Girona Beatus.284 Such circumstances therefore hinder our knowledge of a key 
developmental stage of this branch of the corpus.  

                                                
281 For an overview of the evolution of the three Beatus families, see Klein, ‘La Tradición’; ‘The 
Role’. 
282 Klein, ‘The Role’, pp. 2, 11. 
283 Ibid., pp. 8-10. 
284 Girona, Catedral, Núm. Inv. 7 (11); Beati in Apocalipsin Libri Duodecim – Codex Gerundensis, ed. 
by José Camón Aznar, et al., 2 vols. (Madrid, 1975). 
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 Given, on the one hand, this plethora of diversity and, on the other, the need 
for a body of material that could be closely and systematically compared, the 
selection of a compact and coherent group of witnesses was imperative for this study. 
The manuscripts that have the most in common in terms of their text, iconography 
and style are the five copies that compose family IIa: the Morgan, Valladolid, Urgell, 
Facundus and Silos Beatus.285 Despite the absence of direct evidence for the place of 
production of four of the copies, they have generally been localised to the 
neighbouring regions of León and Castile – their geographical proximity surely 
contributing to their coherence as a group.286 Four of them were made within the 
hundred-year period from the mid-tenth to the mid-eleventh century; and even the 
exception – Silos, whose final completion dates to the early twelfth century – shows 
strong connections with the past through a significant resemblance to its tenth- and 
eleventh-century Leonese predecessors.287 For their unrivalled pictorial coherence, 
and for their remarkable preservation (all copies in this group survive in an almost 
complete state), the Beatus IIa are indubitably the most suitable sample for the 
present investigation. Thus, this chapter focuses on the five manuscripts that form 
family IIa, and on their history and features. The origin, dates and general codicology 
of each individual copy will be first considered, followed by the detailed description 
of how these manuscripts, and their pictorial programmes, relate to one another. 
Examining their general characteristics as a group, and highlighting their most salient 
differences, will permit a deeper understanding of how the Beatus IIa illuminations 
were devised (both collectively and individually), and will highlight the limitations 
that these manuscripts may nevertheless present for a comparative analysis.  
 

 

 

 

 

                                                
285 Respectively: New York, MLM, MS M. 644; Valladolid, Biblioteca de la Universidad, MS 433; 
Urgell, Museu Diocesà de la Seu d’ Urgell, Num. Inv. 501; Madrid, BNE, MS Vitrina 14–2; London, 
British Library, MS Add. 11695. 
286 Klein, ‘The Role’, p. 8. 
287 Williams, TIB, vol. 4, pp. 31-40. Concerning the archaic features and style of the Silos Beatus, see 
Meyer Schapiro, ‘From Mozarabic to Romanesque in Silos’, The Art Bulletin, 21: 4 (1939), pp. 313-
374. 
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3.1. The Manuscript Sample 
 
 The Morgan Beatus 

The status of New York, Morgan Library & Museum, MS M 644 as the earliest 
complete Beatus, and the exuberance of its illuminations, have granted it 
undisputable prominence in this field of studies.288 While it is unquestionably one of 
the oldest copies to survive, its date still raises several issues that merit attention. 
Although the scribe dated his work, he did so with a cipher,289 whose meaning has 
been much debated. A literal interpretation of the words assigns the year 964 of the 
era Hispanica to Morgan (AD 926);290 however, most scholars have preferred other 
dates. Neuss and García Lobo, for instance, advocate its production ca. 922, Gómez-
Moreno favours the reading of 926, while Williams, Shailor and Klein place its 
production around 940-950.291 Such a lack of consensus derives not only from the 
colophon’s ambiguous dating clause (from which a few words seem to have been 
scraped off), but also from the manuscript’s stylistic and palaeographical features.292 
Comparison between the style of Morgan and of other dated illuminated manuscripts 
sharing its milieu – namely Florentius’s Moralia in Job produced in the Castilian 
scriptorium of Valeránica in 945293 – and the evident adoption of Carolingian 
ornamental motifs, not usually seen in Iberian manuscripts prior to 945, point 
convincingly to the mid-tenth century.294  
 Its place of origin raises similar issues. Two Leonese monastic houses have 
been proposed: San Salvador de Tábara and San Miguel de Escalada. Until recently, 
it had been generally accepted that Morgan had been produced for the latter,295 on 
account of a reference to a community of ‘the archangel Michael’ in the manuscript’s 
                                                
288 CCV, Cat. n. 230. For previous studies on the Morgan Beatus, see A Spanish, pp. 231-236. 
289 Ut suppleti uidelicet codex huius inducta reducta quoq(ue) duo gemina ter terna centiese ter dena 
bina era: Morgan, fol. 293r. Transcription by Williams, TIB, vol. 2, p. 21. 
290 Williams, TIB, vol. 2, p. 24. 
291 See A Spanish, pp. 15-17, 29; Gómez-Moreno, Las Iglesias, p. 131; Klein, ‘La Tradición’, p. 97; 
Neuss, Die Apokalypse, pp. 9-16; Vicente García Lobo, ‘El Scriptorium de San Miguel de Escalada’, 
in Gregoria Cavero Domínguez, Vicente García Lobo (eds.), San Miguel de Escalada: 913-2013 
(León, 2014), pp. 295-331, esp. 298 (footnote n. 3); Williams, TIB, vol. 2, pp. 24, 27.  
292 Williams, TIB, vol. 2, p. 24.   
293 Madrid, BNE, MS 80. See digital facsimile: http://bdh.bne.es/bnesearch/detalle/bdh0000206931. 
294 Williams, TIB, vol. 2, p. 24.  
295 For the history of the monastery of Escalada, see Cavero Domínguez; García Lobo (eds.), San 
Miguel de Escalada. 
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colophon, as well as of a fourteenth-century note with a siglum CSR (Canonicus 
Sancti Rufi) associated with the order of Saint Rufus of Avignon, with whom this 
monastery became affiliated in the twelfth century.296 Williams argued in favour of a 
Tábaran origin,297 as not only was the name of the scribe – Maius – connected with 
the master-scribe ‘Magius’ mentioned in the colophon of the Tábara Beatus 
(produced in the eponymous monastery)298 but it also states that the scribe was 
buried in this monastery.299 As previously discussed, Williams’s hypothesis was 
further reinforced by his belief that Tábara specialised in the production of Beatus 
manuscripts in the second half of the tenth century, while in his perspective there 
was no evidence that Escalada ever had a scriptorium. Morgan, he argued, was 
produced in Tábara for Escalada.300 More recently, however, Walker and indeed 
Williams himself have proposed an alternative recipient for the manuscript, 
suggesting that Morgan was probably produced for San Miguel de Moreruela, a 
sister house of Tábara.301 It may have passed thence to Escalada after the destruction 
of Moreruela at the hands of Al-Mansur in the last decades of the tenth century.302 
García Lobo, by contrast, rejects the thesis of a Tábaran origin, arguing in favour of 
Escalada itself, principally on the grounds that Maius employs hic in his colophon 
when referring to the community of the archangel Michael:303   

 
 

Uernuli xpi. Quorum quidem hic degetis cenobii summi 
dei nu(n)tii micahelis arcangeli. Ad parboremq(ue) 
patroni arcisummi scribe(n)s ego. Imperansq(ue) abba 
Uictoris. 304 

  
 

                                                
296 Williams, TIB, vol. 2, p. 23. 
297 Ibid., pp. 21, 23; Vision, pp. 69, 72. 
298 Williams, TIB, vol. 2, pp. 22-23. The colophons of the Tábara Beatus reports that ‘Magius’ began 
the work on that manuscript, though he did not survive to complete it. This scribal statement also 
informs us that the master scribe was buried in the cloister of this monastery. Madrid, Archivo 
Histórico Nacional de España, 1097B, fol. 167r. 
299 Williams, TIB, vol. 2, pp. 43-49, esp. 43. 
300 Ibid., p. 23. Concerning the scriptorium of Tábara, see also Visions, pp. 29-58. 
301 Walker, ‘Artistic Dialogue’, pp. 9, 27 (footnote n. 44) also hypothesises that Morgan may have 
been an amicitia gift between the abbots of Tábara and Escalada; see also Williams, Visions, p. 30. 
302 Williams, Visions, p. 30. 
303 García Lobo, ‘The Scriptorium’, pp. 298-299. 
304 Morgan, fol. 293r. Transcription by Williams, TIB, vol. 2, p. 21. 
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He also argues that Maius was a monk of Escalada due to the employment of the 
expression imperansque abba Uictoris (‘and Abbot Victor ordering’), contending 
that such a phrase would only be employed if Maius were a member of the 
community.305 Furthermore he suggests that Maius may, in fact, have been abbot of 
Escalada. The first letter of the acrostic that forms the final colophon, designed as a 
play on ‘Maius’, is not ‘M’ but ‘R’ (of resonet), which according to García Lobo 
stood for Recesuindus, the name of the abbot of Escalada around 940. Maius, he 
argued, was therefore a cognomen of a man whose real name was Recesuindus.306 

Finally, he hypothesises that, after having been the abbot and scribe-artist in 
Escalada, Maius joined the community of Tábara as a conversus (as specified in 
Tábara’s colophon) to dedicate himself fully to the crafts of writing and 
illuminating.307 Such a convoluted and audacious theory, erected on such a tenuous 
basis, is difficult to credit. 
 Morgan’s colophon also specifies the tasks performed by its scribe, for Maius 
introduces himself as both scribe and illuminator.308 Yet the codicological analysis 
performed by Shailor, and my own examination, reveal that at least two different 
hands were responsible for the work: an illuminator of lesser dexterity seems to have 
been responsible for illuminations towards the end of the Apocalypse cycle.309 Maius 
was nevertheless the primary scribe-artist (who undertook the most substantial part 
of the work) and, in that capacity, the only one to have his name immortalised in the 
manuscript’s final inscription.  
 Regarding material features and arrangement, Morgan is composed of 300 
folia now bound in two separate volumes.310 Its text, skilfully written in calligraphic 

                                                
305 García Lobo, ‘El Scriptorium’, p. 299. 
306 Ibid., pp. 305, 309.  
307 García Lobo himself considers the hypothesis of Maius quitting his position as Abbot of Escalada 
to join the monastery of San Salvador de Tábara as a conversus difficult to sustain, nonetheless he 
develops his argument based on these premises: Ibid., pp. 320-321. 
308 Maius has also been proposed as the designer of the ‘reformed’ Commentarium, that is, of the 
reformulation of the iconographic programme embodied by family IIa-b manuscripts, see A Spanish, 
p. 20; Williams, ‘Maius y la Revolución Pictórica del Beato’, in Maurilio Pérez González (ed.), Seis 
Estudios Sobre Beatos Medievales (León, 2010), pp. 17-34. This hypothesis has, however, been 
rejected by Klein, ‘Eschatology Expectations’, p. 160. 
309 Shailor has identified two scribes, Maius was seemingly responsible for most of the work, while a 
less skilled calligrapher copied folia 11r-26r and 27v-30r: see A Spanish, pp. 26-28; see also Williams, 
TIB, vol. 2, p. 22. García Lobo, ‘El Scriptorium’, pp. 311-320, by contrast, contends that six different 
hands were involved in the copying of this manuscript.  
310 Morgan Beatus measures 387 x 285 mm. The manuscript is now bound in two separate volumes in 
a twentieth-century binding. While not always regular, the examination of its collation has revealed 
that most quires are organised in quaternions. The pricking for horizontal ruling was executed in the 
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Visigothic minuscule with display script in Visigothic majuscule (in multiple hues 
and, at times, gold leaf) is presented in two columns.311 Morgan is also one of the 
specimens with a higher number of illuminations: a total of 116 miniatures, plus 
diagrams, decorated initials and medallions. Although some scholars have declared 
the parchment to be of fine quality, this is certainly not the case.312 Although its 
thickness and the colour are relatively homogeneous throughout, stains and marks of 
the hair follicles on the hair side of the pages are conspicuous. The membrane bears 
noticeable scratches on its surfaces, possibly caused by excessive scraping with the 
lunellum, and is now very cockled. There are also evident signs of wear and tear, 
including burns and vestiges of candle wax. The artwork is, however, exquisite and 
its colour remains vibrant and stable. Furthermore, Maius exhibits great control in 
the composition of the anthropomorphic figures, especially their faces and the 
voluminous drapery of their garb. The talent of Maius’s assistant was more modest, 
though his style was nevertheless consistent with his master’s, thus ensuring 
aesthetic unity in the manuscript.  
 In addition to the Commentarium, Morgan includes a series of prefatory 
pages, with the miniatures of the four evangelists and angels, biblical genealogical 
tables, as well as the final diagrams of consanguinity from Isidore’s De Adfinitatibus 
et Gradibus, the illustrated cycle of Jerome’s Commentary on Daniel, and a final 
synopsis of the Commentarium, unique to this manuscript.313 It also presents a 
significant number of marginal annotations and lection marks, both by contemporary 
                                                                                                                                     
intercolumnar space throughout the manuscript. This pricking technique was inherited from Late 
Antiquity and remained a standard practice in Iberian manuscript production until the late eleventh 
century, particularly in scriptoria located in the southern and central regions of the peninsula. By 
contrast, it became increasingly rare from the seventh century onwards in the trans-Pyrenean world. 
According to Shailor, who has studied the codicology of Morgan in depth, there are variations in the 
ruling in this manuscript, which strongly suggests that its preparation was undertaken by a group of 
individuals that did not follow exactly the same conventions. The text is divided in two columns of 
thirty-two to thirty-five lines. The pages containing illuminations were ruled differently, so as to 
accommodate each particular miniature; most full-page illuminations were executed on the rectos; see 
A Spanish, pp. 23-25; Williams, TIB, vol. 2, pp. 29-32; see also Appendix V, volume II, fig. 1 for the 
diagram exemplifying the layout of Morgan’s text pages. Concerning the different pricking and ruling 
techniques and their significance, see Adrian Keller, ‘Le Système Espagnol de Réglure dans les 
Manuscrits Visigothiques’, in Manual Díaz y Díaz (ed.), Actas del VIII Coloquio del Comité 
Internacional de Paleografía Latina (Madrid 1990), pp. 107-114; Jean Vezin, ‘La Réalisation 
Materielle des Manuscrtis Latins Pendant le Haut Moyen Âge”, Codicologica, 2 (1978), pp. 15-51; 
Leslie Webber Jones, ‘Where are the Prickings’, Transactions of the American Philological 
Association, 75 (1944), pp. 71-86. 
311 A Spanish, p. 30. 
312 Ibid., p. 23. 
313  Beatus Liebanensis’s Commentarium in Apocalipsin (fols. 1r-233r); Isidore of Seville, De 
Adfinitatibus et Gradibus (fols. 234r-237r); Jerome’s Commentariorum in Danielem (fols. 238v-
292v); anonymous discussion of the Revelation (fols. 294r-299r). 
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and by later readers,314 as well as signs of interventions by users in the guise of ritual 
effacement directed at some of the figures symbolising evil, principally of the 
Devil.315 Such marks testify to the fact that this was a manuscript that saw active use. 
  
 
 The Valladolid Beatus 

This Beatus takes its name from the Spanish city of Valladolid, where it is preserved 
in the library of the Colégio de Santa Cruz.316 It has a colophon that conveys not only 
its date of completion but also, uniquely, the exact timeframe of its production: from 
the 8 June to the 8 September 970, indicating that work proceeded at an average rate 
of five pages per day.317 The colophon also reveals the identity of its scribe, Obeco, 
who was seemingly responsible for both text and illuminations, as suggested by the 
employment of the verb depingere to describe his task.318 Although Ruiz Asencio 
has argued that Iberian scribes often referred to the tasks of writing as depingere,319 
only one hand has been identified in both the text and the illuminations, therefore 
making the hypothesis of a single craftsman all the more compelling.320 
 Traditionally, the manuscript was associated with San Andrés de Valcavado, 
a Leonese monastery located east of the city of León and about which little is known. 
This association was established through documentary evidence, mostly from the 
early modern period, including the writings of Ambrósio de Morales, who testified to 
having seen in Valcavado an illustrated Beatus with the same date as this copy.321 

                                                
314 On the annotations and glosses in the Beatus IIa, see José Antonio Fernández Flórez, ‘Beato y los 
Beatos. El Beato de Escalada y su Familia’, in Cavero Domínguez; García Lobo (eds.), San Miguel de 
Escalada, pp. 239-272. 
315 Morgan Beatus, fols. 42r, 151r, 153r, 194v, 212r, 218r. 
316 CCV, Cat. n. 342. For the history of the manuscript, see José Manuel Ruiz Asencio, ‘El Códice del 
Beato de la Universidad de Valladolid’, in Beato de la Universidad de Valladolid, ed. by José Antonio 
Fernandez Flórez, et al. [commentary volume of facsimile edition], (Madrid, 2002), pp. 64-91, esp. 
65-70. 
317 In n(o)m(i)ne d(omi)ni n(o)s(tr)i Ih(es)u xpi initiatus est liber iste Apocalipsis Iohanni VI idus 
iunius et finibit exaratus VI idus S(ep)t(e)m(b)r(i)s sub era VIII, D(e)o gra(tia)s Am(en): Valladolid 
Beatus, fol. 3v (my transcription). Estimation of the number of pages copied per day established by 
Ruiz Asencio, ‘El Códice del Beato’, p. 74. 
318 Hoc opus ut fieret predictus abba Sempronio instantia egit cui ego Obeco in(di)gnus mente 
obediens deuota dep(i)nxi memento rogo: Valladolid Beatus, fol. 2v (my transcription). 
319 Ruiz Asencio, ‘El Códice del Beato’, pp. 72, 74. 
320 Ibid., pp. 74, 80. My first-hand analysis of the manuscript in question corroborates Ruiz Asencio’s 
analysis. 
321 Williams, TIB, vol. 2, p. 38. 
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According to Williams there is, however, no evidence to indicate the existence of a 
scriptorium in Valcavado, or indeed to prove the existence of this monastery in the 
second half of the tenth century, thus rendering the hypothesis of its production there 
difficult to substantiate.322 The name of its putative commissioner, Sempronius, 
evoked first in the manuscript’s labyrinth (fol. 2r) and then in the first part of the 
colophon (fol. 3r) is of little help, as the only surviving reference to an abbot named 
Sempronius is found in a donation charter from 973 from Sahagún, in which he is 
included as a witness; however, no details are provided about his origins and/or 
affiliations.323 In addition to sharing the textual and pictorial traditions of the other 
family IIa manuscripts – closely associated with the regions of León and Castile324 – 
it displays aesthetic and decorative similarities to Morgan in such features as floral 
and geometric motifs, ornamental birds, and coloured backgrounds of Carolingian 
type.325 Furthermore, as Williams noted, it closely resembles Morgan and Tábara in 
codicology and palaeography.326 Thus, as a result, although the precise origin of the 
Valladolid Beatus remains a matter of debate, that it is Leonese is undisputed.  
 Valladolid is composed of 230 folia, fourteen of which were at some point 
removed.327 Similarly to Morgan, the text is written in Visigothic minuscule and 
arranged in two columns. There are eighty-seven miniatures, with two major 
decorated initials at the beginning of the Commentarium, one at the beginning of 
Daniel, and minor initials (in blue, red, yellow and green) throughout. The membrane 
used is of average quality: the parchment sheets differ in thickness as well as in tone, 
and the painted surface shows some pigment loss. While not sharing exactly the 
same pictorial model, Valladolid resembles Morgan closely in terms of style and 
general craftsmanship. Similar non-naturalistic modes of representation, combined 

                                                
322 The earliest document to survive mentioning the monastery of Valcavado dates to 1036: Williams, 
Visions, p. 78. 
323 See Ruiz Asencio, ‘El Códice del Beato’, p. 72. 
324 Klein, ‘The Role’, p. 7. 
325 Williams, TIB, vol. 2, p. 39. 
326 Ibid, p. 39. 
327 The Valladolid Beatus measures 355 x 245 mm, though these measurements do not correspond to 
its original size, as testified by some illuminations whose upper parts were trimmed. It is bound as a 
single volume in a twentieth-century binding. Its quires are mostly organised as quaternions, though 
some of the first gatherings are quinions. Like Morgan, the pricking marks are preserved in the 
intercolumnar space and the ruling was executed in drypoint on the hair side of the pages. The text is 
divided into two columns of thirty-eight lines. The pages for illumination received the same treatment 
as those for text. Modern virgin parchment leaves were inserted in the quires to represent those 
missing; see Ruiz Asencio, ‘El Códice del Beato’, pp. 76-80; Williams, TIB, vol. 2, pp. 40-41. For the 
diagram of Valladolid’s text pages, see Appendix V, volume II, fig. 2. 
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with strong and boldly-contrasting colours, also characterise the artwork of 
Valladolid. Obeco was, however, a less skilful draughtsman: his technique was not 
as refined as that of Maius.328  His frames and other ornamental elements are 
nonetheless superb, exhibiting a rich repertoire of geometric interlaces, foliate motifs 
and egg patterns. The decorative structure and general arrangement of Valladolid 
equally differs from that of Morgan, as it does not contain the frontispiece miniatures 
of the evangelists and the biblical genealogies.329 Instead it includes a carpet page 
with the cross of Oviedo and alpha and omega, a labyrinth and a colophon page, 
followed by the Commentarium, De Adfinitatibus et Gradibus and the Commentary 
on Daniel.330  
 Annotations, both in coeval and later hands, are also frequently found, written 
in the side margins and/or between the columns of text. 331  Some consist of 
corrections to the text, others are notae symbols, while yet others are administrative 
notes. The most valuable (for modern historians at least) is an inscription found on 
folio 3r, reporting that Queen Urraca of Zamora (ca. 1033-1101), daughter of 
Fernando I (d. 1065), confiscated silver goods from the monastery.332 This testifies to 
the Queen’s ‘campaigns’ of spoliation of monastic houses in the eleventh century (to 
fund war caused by internal disputes) and to the use of this manuscript to record so 
momentous an event. 
   
 
 The Urgell Beatus 

This specimen has been preserved since 1147 in the cathedral of La Seu d’Urgell, 
from which it takes its name.333 Unlike the other members of our group, it does not 
present a scribal colophon nor any other indicators about its origin or the 
circumstances of its commission. As a result, the manuscript’s place of origin is a 
                                                
328 As also considered by Williams, TIB, vol. 2, p. 39. 
329 The absence of the aforementioned prefatory pages led earlier scholars to propose that the tenth-
century biblical genealogies that are now bound with the Facundus (fols. 1r-5v) originally belonged to 
the Valladolid Beatus. This theory has, however, been rejected on palaeographical and artistic 
grounds; see Williams, TIB, vol. 2, pp. 38, 65.  
330  Valladolid arrangement: Commentarium in Apocalypsin (fols. 4r-191r); De Adfinitatibus et 
Gradibus (fol. 192r); Hieronymi in Danielem (fols. 193r-230v). 
331 Concerning the nature of its glosses and marginal inscriptions, see Fernández Flórez, ‘Beato y los 
Beatos’; Ruiz Asencio, ‘El Códice del Beato’, pp. 81-90. 
332 Ruiz Asencio, ‘El Codice del Beato’, pp. 82-85. 
333 CCV, Cat. n. 74; Williams, TIB, vol. 3, p. 17. 
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continual source of debate. It is, however, generally accepted that La Seu d’Urgell 
could have not been its centre of production: the Visigothic script employed in its 
text had already been superseded in this region by the time of its creation due to the 
strong Carolingian influence felt there.334  For more than forty years, Williams 
maintained that the Urgell Beatus was produced in the region of León: the 
remarkable closeness of its text and illuminations to those of Morgan, Valladolid and 
Facundus (all Leonese manuscripts) formed the basis of his thesis.335 Other scholars 
have, however, argued in favour of an origin further east, placing its production in La 
Rioja on palaeographical and stylistic grounds.336 Nevertheless, given its Leonese 
pictorial features, scholars concur that, even if it was not itself produced in a Leonese 
scriptorium, its exemplar must have been of Leonese origin, thus placing it within 
the Leonese group of Beatus.337 In terms of dating, palaeographical evidence ascribes 
it to the end of the tenth or beginning of the eleventh century, while the pictorial 
features point to the final decades of the tenth century:338 the Urgell Beatus has 
therefore been ascribed to the last quarter of the tenth century.339 

Opinion diverges in respect to the number of hands involved in its 
production. Williams considers it to be the work of a single scribe and of a single 
artist, whereas Klein has identified three hands of different proficiency in the 
illuminations.340 The lesser calibre of the miniatures in relation to its analogues is, 
however, indisputable: the shortcomings of its draughtsmanship in relation to body 
proportions, the treatment of draperies and volumes as well as to the management of 
the space available for illustration are conspicuous. Despite such technical 
deficiencies, its palette is varied and exquisite, comprising bright colours, often 
organised in combinations of ‘complementary’ hues, which produce an exuberant 
visual effect.341  

                                                
334 Beato de Liébana. Codex Urgellensis, [commentary volume to facsimile edition], ed. by Peter 
Klein (Madrid, 1997), pp. 17-31, esp. 24.  
335 Williams, TIB, vol. 3, p. 17. 
336 Klein, Codex Urgellensis, pp. 26-27; concerning this discussion see also Williams, TIB, vol. 3, pp. 
17-18. 
337 Klein, ‘The Role’, pp. 7-8.  
338 Klein, Codex Urgellensis, pp. 24-27; Williams, TIB, vol.3, pp. 17-18. 
339 Williams, TIB, vol. 3, p. 17. 
340 Klein, Codex Urgellensis, pp. 29-30; Williams, TIB, vol. 3, pp. 17-18.  
341 As also stated by Klein, Codex Urgellensis, pp. 28-29. 
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 The manuscript has 232 folia bearing seventy-nine illuminations.342 Its text, 
written in a competent late Visigothic minuscule with multi-coloured majuscules for 
display script, is laid out in two columns. However, the original layout (still 
discernible through the drypoint marks) is not always followed, and the areas 
predefined for the text are disregarded on several occasions. Furthermore, the quality 
of the membrane is the poorest of our group: its thickness varies considerably from 
one folio to the next, and several leaves (being so thin) were cut during the ruling 
process. Stylistically, Urgell resembles Morgan and Valladolid quite closely: it 
shares similar aesthetics and modes of representation, thus fitting squarely within the 
style of the so-called Leonese ‘Mozarabic’ school of illumination.343 There are, 
however, decorative elements of seeming Navarrese-Aragonese origin (mostly the 
style of decorated initials), which separate this manuscript from its counterparts.344 
Additionally, although its pictorial deficiencies noted above are generally 
acknowledged, Williams nonetheless argued that, despite the roughness of its 
miniatures, the lavish colouring of Urgell reveals that its craftsmen were experienced 
in the creation of illuminated books;345 all the other codicological evidence, however, 
suggests otherwise.  
 In terms of arrangement Urgell, like Valladolid, does not include portraits of 
the evangelists, but it presents the biblical genealogies as well as an atypical full-
page miniature of the allegory of the bird and the serpent, unseen in other IIa 
specimens and only present in copies of the IIb family. These are followed by the 
Commentarium, De Adfinitatibus et Gradibus, the cycle on Daniel, plus an excerpt 
from a work by Origen on Suzanna.346 Glosses and lection marks abound in this 

                                                
342 The Urgell Beatus measures 400 x 272 mm and is composed of 238 folia. The structure of quires is 
mainly composed of quaternions. The ruling was executed with drypoint on the hair side of the pages 
throughout the manuscript. Unlike Morgan and Valladolid, the pricking marks were made in the outer 
margins. This feature may strengthen the hypothesis of Urgell being a product of a Riojan scriptorium 
(located in the northeast of the Peninsula), given that it differs - also in this respect - from its 
contemporary Leonese counterparts (see above footnote n. 310). The text is divided into two columns: 
the Commentarium part is composed of thirty-eight lines, while the Commentary on Daniel exhibits 
forty-two lines. The manuscript is bound as a single volume and in a medieval binding, possibly 
contemporary to the work; see Klein, Codex Urgellensis, pp. 17-20; Williams, TIB, vol. 3, p. 18; see 
also Appendix V, volume II, fig. 3 for the respective text-page diagram. 
343 On the style and characteristics of tenth-century Iberian illuminations more generally, see Mentré, 
La Peinture; Williams, Early Spanish Manuscripts. Concerning the style of this manuscript see Klein, 
Codex Urgellensis, pp. 28-29. 
344 Williams, TIB, vol. 3, p. 17. 
345 Ibid., p. 17. 
346 Anscari Mundó, Manuel Sánchez Mariana, ‘Catalogue’, in Los Beatos, pp. 99-126, esp. 122. 
Arrangement of Urgell: biblical genealogies (fols. I-V); Commentarium in Apocalypsin (fols. 1v- 
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manuscript, some by hands contemporary with its manufacture, others by later ones. 
Like Morgan, it also shows signs of ritual effacement in its miniatures, performed on 
exactly the types of figures that were so treated in the earlier copy.347 These features, 
and the evident signs of handling on the surface of the parchment, indicate that this 
manuscript likewise saw frequent use.  
 
 
 The Facundus Beatus 

Biblioteca Nacional de España, Vitr. 14-2 – known as the Facundus Beatus or the 
Beatus of Fernando and Sancha – is one of the most lavish copies of the 
Commentarium. Unlike the vast majority of the witnesses, which were commissioned 
and used by monastic communities, this specimen seems to be the result of royal 
patronage.348 The manuscript itself informs us of this twice, first in the initial 
labyrinth on folio 7r (that conceals the names of Fernando and Sancha), and again in 
the final scribal colophon on folio 316r.349 Although it was not uncommon for 
monarchs and aristocrats to be the patrons of monasteries, endowing them with 
lands, resources, luxury goods and books, no other Beatus reveals such a direct 
association with the crown.350 Unsurprisingly, such elevated connections have led to 
speculation about its place of origin and, above all, about its purpose and use. 
 The colophon tells us that the manuscript was completed in A.D. 1047, a time 
when artistic production was slowly recovering from a period of devastation caused 
by the campaigns of Al-Mansur and Abd al-Malik in northern and central Iberia.351 
                                                                                                                                     
206r), De Adfinitatibus et Gradibus (fols. 206r-207r); Hieronymi in Danielem (fols. 207v-243v), 
followed by the excerpt of Origen on Suzanna on the last folio of the manuscript. 
347 Urgell Beatus, fols.180r,184r. 
348 CCV, Cat. n. 148; Williams, TIB, vol. 3, p. 34. For the history of the manuscript, see Manuel 
Sánchez Mariana, ‘Introducción Histórica’, in Beato de Liébana, Códice de Fernando I y Doña 
Sancha, [commentary to facsimile edition], ed. by Manuel Sanchez Mariana, Joaquín Yarza Luaces, 
(Barcelona, 1994), pp. 42-48. 
349 Explicit explanatio Danielis prophete deo gratias. Facundus scripsit memoria eius sit semper sub 
era bis quadrigies et V post millesima regnante D(omi)no n(o)s(tr)o et glo(rio)so principe d(o)m(i)no 
fredenando prolis d(o)m(in)i sactioni et conjunge sua gloriosa d(o)m(in)a sanctia regina prolis 
adefonsi principis anno regni sui fuit scriptum hoc liber: Facundus Beatus, fol. 316r (my 
transcription). 
350 Although its colophon does not overtly state the name of the monarch, the Las Huelgas Beatus is 
the only other extant specimen which has been hypothesised as a product of royal patronage: see 
Williams, TIB, vol. 5, pp. 38-39; see also David Raizman, ‘Prayer, Patronage, and Piety at Las 
Huelgas: New Observations on the Later Morgan Beatus’, in Martin, Harris (eds.), Church, State, pp. 
235-273.  
351 Sánchez Mariana, ‘Introducción Histórica’, p. 68. 
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The low number of surviving manuscripts from the very end of the tenth century and 
first half of the eleventh (as also reflected within our corpus) testifies to this hiatus in 
cultural and intellectual life.352 As in the previous manuscripts, the place of origin is 
not specified in this inscription, nor is any reference made to the manuscript’s 
spiritual patrons or recipient community. Once again, its origin can be only 
tentatively established based on the general aspect of the book: the fact that 
Facundus adheres closely to the text, model and style of the other Beatus IIa and that 
its script exhibits conservative features only identifiable in eleventh-century 
manuscripts from the region of León, both point to this kingdom.353 The exact place 
of origin is, however, difficult (if not impossible) to ascertain. Although there was a 
close bond between the monarchs and the monastery of San Facundus and San 
Primitivus in Sahagún, there is no direct evidence to associate this copy with its 
scriptorium. The ‘royal scriptorium’, possibly housed in San Juan Bautista in León 
(rededicated to San Isidoro in 1063), has been proposed by Williams as a plausible 
candidate, although he acknowledges that there is insufficient information to 
corroborate such an attribution.354 A Leonese origin is all that can be established. 
 The biggest issue raised by this manuscript is, however, that of its function. 
Although the Beatus are, par excellence, monastic books, the distinctive history of 
this copy has led to multiple assumptions about its purpose. As noted in the previous 
chapter, some scholars favour the theory that Facundus was produced for personal 
use by the royal couple. Werckmeister, for instance, has postulated that this 
manuscript may have been created for service in the royal chapel, more specifically 
for use within the context of the Office of the Dead.355 Hard evidence for this is, 
however, lacking. While it is known that Fernando I and Sancha commissioned 
several cult objects (including illuminated books), their nature was entirely different 
from that of the Commentarium.356 Simultaneously, it is generally proposed that 
Fernando aimed to project his power and influence as emperor of ‘Hispania’ in a 
similar fashion to the Carolingian and Ottonian emperors before him. One means to 
this end was the establishment of ties with monastic centres, notably Cluny (which 

                                                
352 Sánchez Mariana, ‘Introducción Histórica’, p. 68. 
353 Ibid., p. 46; Williams, TIB, vol. 3, pp. 34-35.  
354 As hypothesised by Williams, TIB, vol. 3, pp. 34-35. 
355 Werckmeister, ‘The First Romanesque’, pp. 171-180, esp. 171.  
356 See Chapter Two, footnote n. 223. Concerning Fernando I and Sancha’s artistic commissions see 
also Sánchez Mariana, ‘Introducción Histórica’, pp. 68- 85; Williams, ‘Fernando I and Alfonso VI’.  



 80 

received generous sums of gold from the monarch);357 another may have been the 
patronage of high-status manuscripts, in similar fashion to that of Ottonian and 
Salian emperors. 358  We should remember that the only illustrated Apocalypse 
manuscript to survive from an Ottonian context was commissioned by the emperor 
and given at an early date to Bamberg, most probably to the imperial cathedral 
foundation there, rather than being retained for private use.359 For its high status and 
cost, a Beatus would have constituted a desirable gift to a favoured monastic house. 
A more nuanced view should thus be adopted in relation to the possible uses of this 
Beatus. 
 The colophon also supplies the name – Facundus – for one of the craftsmen 
involved in the creation of the manuscript. Here he introduced himself as scribe, and 
indeed only one hand seems to have been responsible for the text.360 Two hands 
have, however, been identified in the miniatures.361 Was Facundus just the scribe, 
with two unnamed illuminators responsible for the decoration, or might he have been 
both scribe and illuminator (and if so, which part of the pictorial programme did he 
execute?).362 Regardless of their exact roles, scribe and artists are highly proficient, 
the work of the latter being sufficiently concordant to suggest that they may have 
received similar training, or that they were master and pupils. One of the most 
complete copies, Facundus preserves 312 folia and ninety-eight illuminations. Its text 
is set out according to the traditional two-column format and is written in a late 
Visigothic minuscule.363 As in the previous manuscripts, the display script is in 

                                                
357 Sánchez Mariana, ‘Introducción Histórica’, pp. 73-75; Williams, ‘Cluny and Spain’, Gesta, 27: 1 
(1988), pp. 93-101, esp. 94, 97. 
358 Sánchez Mariana, ‘Introducción Histórica’, pp. 83-84; Williams, ‘Cluny and Spain’, p. 98. 
359 See Mütherich, ‘The Library of Otto III’, pp. 12-14. 
360 Sánchez Mariana, ‘El Beato de Fernando I y Sancha: Descripción Codicológica’, Códice de 
Fernando I y Doña Sancha, p. 55. 
361 Ibid., p. 55; Williams, TIB, vol. 3, p. 35. 
362 Concerning this discussion see Sánchez Mariana, ‘Introducción Histórica’, p. 93.  
363 The Facundus Beatus measures 360 x 280 mm. With the exception of the two first quires and the 
last ones, the remaining are organised as quaternions. The ruling of the writing support is even 
throughout, with the exception of the frontispiece pages with the evangelists’ portraits which received 
a different ruling from the rest of the folia to accommodate these para-apocalyptic illuminations. The 
text is divided into two columns of thirty-five to thirty-six lines. The ruling was carefully executed on 
each individual bifolio, thus differing from its earlier counterparts, in which this practice is less 
systematic. This may suggest greater care in the preparation of the writing support of this high-status 
manuscript. Despite its later date, the pricking marks were made in the intercolumnar space as in 
Morgan and Valladolid, thus revealing an approach akin to that of the tenth-century book makers from 
the kingdoms of León-Castile, where Facundus was also produced. For a complete codicological 
examination see Sánchez Mariana, ‘El Beato de Fernando I y Sancha’, pp. 49-55; on the significance 
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Visigothic majuscule mostly drawn in red, yellow and dark blue, but also with 
delicate shades of purple and gold ink. In contrast to the tenth-century specimens, it 
was crafted with good quality parchment of a lighter tone, revealing even treatment 
of the flesh and hair sides of the pages, showing that considerable care and 
investment went into all the materials for this commission.  
 Regarding the style of illumination, there are two main aspects that set this 
manuscript apart from its tenth-century counterparts. First, its decorative elements 
reflect the influence of the Franco-Saxon type designs that were more commonly 
found in tenth- and eleventh-century Castilian illumination, thus suggesting either 
the influence of Castilian manuscripts and/or that the training of its illuminators had 
been shaped by the production of that region. Second, while faithfully reflecting the 
pictorial model of family IIa, it reveals a stylistic evolution, displaying a rigour in 
drawing – with a consequent solemnity of effect – unseen in the earlier Leonese 
works.364 This is especially conspicuous in the anthropomorphic figures, which are 
more elongated, elegant and imposing than those in the earlier copies. The treatment 
of the drapery has also become more refined, suggesting a decrease in volume and 
movement through a greater emphasis placed on line. Facundus thus reflects a 
transitional style of illumination that, on the one hand, preserves fundamental 
elements of early Iberian illumination (the profuse use of colour, the non-naturalistic 
and mostly highly stylised and two-dimensional modes of representation) but, on the 
other, reveals developments in technique and taste that anticipate transformations 
that Iberian illumination would undergo in the following decades, when assimilating 
the Romanesque style.365  
 Like Morgan, Facundus includes a series of the evangelists portraits, the 
biblical genealogies, a brief summary of Revelation, following the customary 
arrangement of Commentarium, Isidore’s De Adfinitatibus et Gradibus and Jerome’s 
Commentary on Daniel.366 Unlike its earlier counterparts, this manuscript shows 

                                                                                                                                     
of these codicological features, see footnote above n. 310. For the text-page diagram see Appendix V, 
volume II, fig. 4. 
364 Williams, TIB, vol. 3, pp. 37-38, however defined it as lacking the drama and intensity of the 
earlier tenth-century copies. 
365 Williams, TIB, vol. 3, p. 38. Concerning the introduction of Romanesque style in the Iberian 
Peninsula, see Klein, ‘The Romanesque in Catalonia’, pp. 185-197; Williams, ‘León and the 
Beginnings of the Spanish Romanesque’, The Art of Medieval Spain, pp. 167-173. 
366 Facundus Beatus arrangement: biblical genealogies (fols. 10v-17r); excerpts of Revelation (18r-
30r); Commentarium in Apocalypsin (fols. 30r-264r); De Adfinitatibus et Gradibus (fols. 264v- 266v); 
Hieronymi in Danielem (fols. 267r-316r). 
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little indication of subsequent use: it bears few lection marks, and it does not display 
any conspicuous signs of wear and tear – an aspect to which I will return in due 
course. 
 
 
 The Silos Beatus 

The youngest member of family IIa is London, British Library, Add. 11695.367 Its six 
colophons provide invaluable information about its dates and place of production, the 
timeframe of its creation, the names of its scribes, illuminator and commissioners 
(even their relationship to the craftsmen) as well as concerning its spiritual patrons – 
elements which grant us a unique understanding of this manuscript. The scribal 
statements detail that the manuscript was created in two, or even possibly three, 
stages and that the copying of the text and illumination were not concurrent. The first 
stage (recorded on folios 265v-266r and 277v-278r) comprised the writing of the text 
of the Commentarium – completed on 18 April 1091 – and of Jerome’s Commentary 
on Daniel, finished one day later;368 the team of scribes was identified as Dominicus 
and Munnio.369 The second stage, reported on folio 275v, was the completion of the 
illuminations by prior Petrus on 1 July 1109; the expression ab integro iluminabit 
tells us that he was responsible for the whole of this task.370 It is also reported that 
the manuscript was begun during the time of Abbot Fortunius (ca. 1073-1100) and 
finished under Abbot Johannes (ca. 1106-1144). However, as Boylan observed, the 
colophon also seems to suggest an intermediate stage of work during the period of 
Abbot Nunnus (ca. 1100-1106), which would indicate that the manuscript went 
through three stages of production rather than two.371 In the absence of further 
information, this is impossible to pursue. In addition to the references to the three 
abbots of Silos, the colophonic expression Silensis cenobii sub atrio reliquias ferente 

                                                
367 CCV, Cat. n. 106; Williams, TIB, vol. 4, pp. 31-40. 
368 Boylan, Manuscript Illumination, p. 66. 
369 M(emo)r(i)a o(b) (h)onorem sancti sebastiani librum abba fortunio librum Munnio presbiter titulat 
hoc (fol. 276r), transcription by Williams, TIB, vol. 4, pp. 31. Ego D(omi)nico pr(e)sb(ite)r et 
consanguinei mei Munnio pr(e)sb(ite)r exigui libri huius prescibere sollerter cepim(us) opus 
erumnose uite huius per acto hoc gestum Siliensis cenobii sub atrio reliquias ferente s(an)c(t)i(s)simi 
Sebastiani (fol. 277v), my transcription. 
370  Ad ultimu(m) uero, tempore I(o)h(a)nnis abbatis dommus Petrus prior consaguineus Nunni 
abbatis, co(m)pleuit et conplendo ab integro illuminabit: Silos Beatus, fol. 275v. Transcription by 
Williams, TIB, vol. 4, pp. 31, 40; see also Boylan, Manuscript Illumination, p. 87. 
371 See Boylan, Manuscript Illumination, p. 69. 
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Sebastiani localises the manuscript to the Castilian monastery of Santo Domingo de 
Silos (dedicated to Saint Sebastian prior to its rededication to Santo Domingo): it is 
the only Beatus to supply this type of information directly. Thus, based on what the 
colophons report, it can be established that the production of the manuscript took 
place in the monastery of Silos over a period of eighteen years, and that the writing 
and the illumination were undertaken separately. 
 The date of completion of the illumination has, however, raised questions. 
Petrus stated that he finished the manuscript on 1 July 1109, the same day as the 
death of King Alfonso VI (Explicitusque est in ipsis kalendis iulii mensis, quando 
obiit gloriosus Adefonsus, totius Yspanie imperator). 372  These apparently 
coincidental events are, however, difficult to reconcile. Although the completion of 
the Silos Beatus was certainly contemporary with the death of the king, such 
precision in dating seems implausible, since, as Miguel Vivancos noted, it would 
have taken a few days for the news from Toledo (where the king fell) to reach the 
region of Burgos where the manuscript was created.373 The use of a significant date 
may therefore have been intended to increase the solemnity to this manuscript or as a 
commemoration of the death of the King. Hence, it seems safest to conclude that the 
illustrations of Silos were completed around, rather than necessarily on, the date 
reported in the scribal inscription. 
 The origin of the craftsmen, and what portion of the work they in fact 
executed, are also debatable. For instance, there is no consensus regarding the 
number of hands involved in the copying of the text: while Vivancos considers that 
only two scribes undertook the task,374 Boylan and Williams see two main hands 
(those of Dominicus and Munnio) assisted by two more that were responsible for a 
smaller part of the work.375 In addition to his scribal duties, Munnio also seems to 
have engaged in the decoration of the pages that are now found at the end of the 

                                                
372 Silos Beatus, fol. 275v. 
373 Miguel Vivancos, ‘Historical and Codicological Aspects of the Silos Beatus’, in Beatus of 
Liébana: Codex of Santo Domingo de Silos Monastery, [commentary volume to the facsimile edition], 
ed. by Manuel Moleiro (Barcelona, 2003), pp. 11-69, esp. 57. In the earlier colophon (dating 1091), 
Dominicus stated that the manuscript was finished on the Thursday, 18 April - XIIII K(a)l(en)d(a)s 
Mais, hora VIa die V f(eria) sub era T C XXIIIIa -, Vivancos has, however, ascertained that in 1091 
this day was a Friday not a Thursday, which implies a scribal error on the date. 
374 Vivancos, ‘Historical and Codicological’, p. 57. 
375 According to Williams and Boylan, the work of the scribes was divided as follows: Munnio fols. 1- 
152; Dominicus fols. 155v-275v and 278v-279v. Fols. 152v-154v and 154v-155r were executed by 
the putative assistants; see Boylan, Manuscript Illumination, p. 67; Williams, TIB, vol. 4, p. 32.  
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manuscript, such as the frame in the De Adfinitatibus et Gradibus table (fol. 218r), 
the acrostic (fol. 276r) and the cross (folio 277r).376  
 The manuscript has 280 folia.377 Like its predecessors, the text is laid out in 
two-column format and is written in a competent late Visigothic minuscule, with 
display script in majuscule forms. The hand of one of its scribes, however, exhibits 
some Caroline features378 – an unsurprising characteristic given the later date of this 
manuscript. According to Vivancos, its ruling was also executed in a Frankish 
fashion (each folio received direct ruling on the hair side) and, unlike its earlier 
counterparts, it was not pricked between the columns of text, but in the outer 
margins.379 Like Facundus, the parchment is light in colour and well prepared, 
exhibiting little sign of use.380  
 Only one hand is identifiable in Silos’s illuminations, which accords with the 
statement of the manuscript’s twelfth-century colophon;381 the exceptions are the 
aforementioned decorative elements executed by Munnio and the prefatory hell 
miniature (on folio 2r), which presumably was created by a later unidentified 
artist. 382  Petrus, the illuminator of the Apocalypse and Daniel cycles, was an 
exquisite draughtsman and painter; his style of illumination is, however, one of the 
most intriguing aspects of this manuscript. Although executed at the beginning of the 
twelfth century (when some parts of northern and central Iberia had already adopted 

                                                
376 Boylan, Manuscript Illumination, pp. 73-76. 
377 The Silos Beatus measures 394 x 245 mm and is composed of 280 folia. With the exception of the 
first, seventh and thirty-fifth quires (a binion and two ternions, respectively), the remaining gatherings 
are quarternions, all displayed according to Gregory’s Rule: that is, the system and practice of 
collating the parchment leaves in a codex, so that the flesh side of the membrane faces the flesh side 
of the subsequent page throughout the codex, with the same implications for the hair side of the 
parchment leaves. This was a common practice amongst book producers in the Middle Ages. Pricking 
marks are still visible in the manuscript’s outer margins, testifying to a different preparation method 
from that of the earlier Leonese and Castilian Beatus. This feature may reflect the increasing influence 
of trans-Pyrenean practices on Iberian scriptoria from the end of the eleventh century onwards. 
Despite some variations in a number of folia, the layout of the text is mainly even throughout, being 
organised according to the classical format of two columns. The number of lines, however, varies 
from thirty-four to thirty-nine, sometimes even within the same quire. The preparation of the 
parchment is sound and even. For a complete codicological examination, see Vivancos, ‘Historical 
and Codicological’, pp. 54-57; for the text page diagram see Appendix V, volume II, fig. 5. 
378 Ibid., pp. 57-58. 
379 Ibid., p. 57. 
380 As also verified by Boylan, ‘The Silos Beatus’, p. 191, footnote n. 83; Vivancos, ‘Historical and 
Codicological’, p. 58. Only a few coeval lection marks can be observed in Silos, including brief notes 
about the text, and other annotations that may have functioned as indications of contents, see 
Vivancos, ibid. p. 58. 
381 See above footnote n. 370. 
382 Concerning the miniature of Hell, see Boylan, Manuscript Illumination, pp. 45, 51. 
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the Romanesque style),383 Silos’s illuminations still exhibit features akin to the tenth-
century ‘Mozarabic’ school of León-Castile. As suggested by Boylan, the most 
suitable way to characterise the style of Silos is as revivalist: 384 its visual imagery 
reveals a penchant for the schematisation and two-dimensionality of the tenth-
century copies, while displaying a more controlled technique of drawing and 
colouring. Simultaneously, the representation of elements of twelfth-century Iberian 
material culture, such as garb and accessories, reflects the actual date of the book. It 
is reasonable to presume that Petrus may have aimed at emulating his exemplar, 
possibly a tenth-century Beatus from Valeránica, but not slavishly.385  
 Lastly, it should be noted that Silos exhibits some variations from its 
counterparts in terms of arrangement. Like Valladolid, it does not present the 
evangelist portraits and the biblical genealogies; there are, however, two full-page 
miniatures at the beginning that are unique to this manuscript: the scene of hell and 
the maiestas domini.386 Following the Commentarium and the Daniel cycles, it 
includes a brief compilation of Patristic texts that finish the work.387 Bound in the 
same codex, and before the Commentarium textual and pictorial matter, are four folia 
from a tenth-century Antiphonal, but the reasons for its inclusion in the Silos Beatus 
remain unknown.388 
 
 

3.2. The Beatus IIa: General Features and Pictorial Kinship 

Collectively, the Beatus IIa contain more than 400 images; of these, seventy-four 
illustrate the Commentarium cycle, that is, the Apocalypse narrative and the para-
apocalyptic material cited by Beatus. The remaining miniatures comprise, as already 
noted, prefatory imagery and the cycle of Jerome’s Commentariorum in Danielem. It 
has been proposed that the pictorial cycle of the Beatus depicts the events of 
                                                
383  The Osma Beatus, dating 1086, is a clear example of the transformation in the style of 
illuminations that occurred in this period. El Burgo de Osma, Biblioteca de la Catedral, Cod. 1; El 
Beato de El Burgo de Osma. Apocalipsis de San Juan, ed. by Peter Klein (Valencia, 2015). 
384 See also Boylan, Manuscript Illumination, pp. 92-95, esp. 95. 
385 On this discussion see Angela Franco, ‘Authors, Style and Chronology’, Beatus of Liébana: Codex 
of Santo Domingo, pp. 205-227, pp. 208-209; Boylan, ‘The Silos Beatus’, pp. 188-189. 
386 Respectively: Silos Beatus, fols. 2r, 7v.  
387Silos textual arrangement: Antiphonal (1r-4v); Commentarium in Apocalypsin (5v-217v); De 
Adfinitatibus et Gradibus (218r-219v); Hieronymi in Danielem (220r-266r); Miscellanea of texts by 
Jerome, Gregory and Augustine (268r-279v). 
388 Concerning the Antiphonal, see Boylan, ‘The Silos Beatus’, pp. 191-193.  
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Revelation and, correspondingly, that the exegetical commentary did not play an 
important role in defining the iconographic programme.389 While to a certain extent 
it is true that the Beatus illuminations mainly reflect the content of Revelation, 
Williams and Klein have rightly argued that the impact of the commentary in the 
conceptualisation of the imagery cannot be disregarded, as a number of miniatures 
reflect elements and references that are only found in Beatus’s exegesis.390 This 
demonstrates that the Beatus cycle could not have derived directly from an illustrated 
Apocalypse manuscript and, conversely, that it was created for the text as a whole, 
even if relating predominantly to its scriptural content. The illuminations were often 
structured as multi-scene images, especially in the case of full-page miniatures and 
openings.391 The episode of the rise of the two witnesses (Rev. 11, 11-14) in Morgan 
is a clear example: this storia was devised as a full-page illumination divided into 
four registers that demarcate the different events reported in the narrative. In the first 
(top) register, God is represented in a space alluding to the celestial realm, being 
rendered in majesty and flanked by two cherubim; in the second and third registers, a 
group of Christians gaze at the two witnesses that ascend into heaven; while the 
fourth (and lowest) register represents the destruction of the city in the aftermath of 
the great earthquake (ill. 15).392 As this example demonstrates, these multi-scene 
illuminations aimed not only to establish a separation between the celestial and 
terrestrial realms but also to encapsulate different moments of the narrative in a 
single composition. There are nonetheless images of single events, though most 
frequently rendered as half-page illuminations: the messages to the Seven Churches 
of Asia and the Seven Woes provide examples (e.g. ills. 4, 12). Moreover, the 
Apocalypse illuminations in this sample are enclosed within decorated frames and 
set against polychromatic backgrounds rendered as horizontal bands of colour. As 
one of the most distinctive features of families IIa-b,393 such backgrounds have been 
identified as ‘borrowings’ from the Carolingian manuscripts, more specifically high-
status manuscripts from Tours, that played a determining role in the introduction of 
                                                
389 About this discussion see Williams, TIB, vol. 1, pp. 31-36. 
390 As stated by Klein, ‘Review of Mireille Mentré, Contribución al Estudio de la Miniatura en Leon y 
Castilla en la Alta Edad Media (Problemas de la Forma y del Espacio en la Ilustración de los Beatus)’, 
Speculum, 53: 3 (1978), pp. 600-601; Williams, TIB, vol. 1, pp. 31-33. The influence of Beatus’s 
exegesis in the visual imagery will also be explored in Chapters Four and Five in this study. 
391  Mentré defined early Iberian illumination as ‘synoptic’ by nature, Mentré, Illuminated 
Manuscripts, pp. 109-112.   
392 Morgan Beatus, fol. 154v. 
393 Williams, TIB, vol. 1, pp. 61-64, 73-78. 
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new stylistic elements in the later pictorial editions of the Commentarium.394 The 
way in which the transmission of such features occurred remains, however, 
unknown, as there is no extant evidence of Carolingian manuscripts in the libraries of 
the north-central Iberian kingdoms, though surely Iberian illuminators must have 
known them.395 By contrast, the extra-apocalyptic passages that are inserted in Books 
II, IV and VI396 differ in format from those of the apocalyptic scenes: they were 
invariably composed as half or quarter-page frameless miniatures, rendered on bare 
parchment in a similar fashion to the miniatures in the Beatus Vitrina 14–1 and on 
illuminated pandects.397 Only Revelation scenes present lavish ornamentation.  
 Despite the remarkable coherence of the Beatus IIa, there are nevertheless 
subtle variations between them that should be explored. These consist of 
compositional and/or iconographic disparities, such as occasional additions and/or 
suppression of pictorial elements either in a single manuscript or in a group of them. 
Previous scholarship has interpreted such variations in the Beatus – as indeed in 
other medieval pictorial cycles398 – as a consequence of multiple lost copies in which 
these differences featured.399 Accordingly, in modern stemmata, a number of lost 
copies were signalled as missing links between some of the extant manuscripts of 
family IIa. This hypothesis gained strength from the circumstance that none of the 
copies within family IIa preserves its textual and/or pictorial exemplars. Insofar as 
Morgan is the earliest member of this group – and considering that the posthumous 
edition of the Commentarium is ascribed to some time in the first half of the tenth 
century – it would be the prime candidate for the position of ur-manuscript of family 
IIa.400 Several aspects exclude such a possibility, however, including iconographic 
departures from the other IIa copies that are too significant for Morgan to have been 

                                                
394 See A Spanish, pp. 21-22; Williams, TIB, vol. 1, pp. 62-64. 
395 A Spanish, pp. 21-22. Connections between north-central Iberia and the Carolingian court are 
known since the last decades of the eighth century, as testified by the support that Beatus received 
from Charlemagne and Alcuin during the Adoptionism crisis (see Chapter One in this study). In light 
of these relationships, and of the Carolingian features observable in Iberian manuscripts from the 
tenth century, the exchange of people and books must certainly have occurred. 
396 About these images and the ‘reformed’ Commentarium, see Chapter Two in this study. 
397 Respectively: Madrid, BNE, MS Vitrina 14–1; León, Archivo Capitular de la Real Colegiata de 
San Isidoro, Ms 2 (San Isidoro Bible); Madrid, BNE, MS Vitr. 13–1 (Hispalensis Bible). 
398 See for instance, Kurt Weitzmann, Illustration in Roll and Codex. A Study of the Origin and 
Method of Text Illustration (Princeton, 1947). 
399 As shown in the Beatus stemmata codicum. For a critical analysis of the multiple stemmata see 
Williams, TIB, vol. 1, pp. 19-27; see also Appendix III, volume II in this study. 
400 Williams, TIB, vol. 2, p. 29. 
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their archetype. It is therefore generally held that Valladolid, Urgell and later 
Facundus and Silos derived from a manuscript with different characteristics.401 
Whether the lost exemplar that Maius used to create his copy was the archetype of 
this branch, as has been hypothesised, is unknowable.  

The other three ‘Leonese’ copies resemble each other very closely, especially 
Valladolid and Facundus.402 Due to their almost identical compositional features, 
Valladolid, Urgell and Facundus are believed to descend from a common lost 
exemplar that, directly or indirectly, provided the programme of illuminations for all 
of them.403  The exact number of manuscripts (if any) that stood between the 
archetype of the family and these copies is, however, impossible to ascertain. Silos 
has been placed on this side of the family tree, being closer to Valladolid, Urgell and 
Facundus. Its exemplar is believed to have been coeval to Morgan, and of Castilian 
origin, possibly from the scriptorium of Valeránica.404  A number of divergent 
characteristics that are absent from the previous three manuscripts may indicate that 
their common ancestor displayed certain features that were then lost in the three 
Leonese copies or, perhaps more plausibly, that these were directly introduced in 
Silos itself.  

 
 

3.3. Pictorial Variations  

The loss of the immediate exemplars for all five manuscripts means that the reasons 
behind the deviations observed within family IIa are difficult to pin down.405 There 
are, however, some significant differences between them that have been interpreted 
as a consequence of the existence of different pictorial models within this branch of 
the tradition, and the most conspicuous cases are worth examining in some detail. 

                                                
401 See A Spanish, p. 20; Williams, TIB, vol. 2, p. 29. 
402 Williams, TIB, vol. 3, p. 36.  
403 Klein, ‘La Tradición’, p. 87 expounds the relationship between manuscripts based on their pictorial 
kinship; see also Appendix III, volume II, stemma 1. 
404 Boylan, ‘The Silos Beatus’, pp. 175- 177; Williams, TIB, vol. 4, p. 34. 
405 It should be noted that not every copy preserves exactly the same illuminations. Previous 
codicological analysis has demonstrated that there are missing folios in some manuscripts which were 
possibly removed at a later stage. For tables on the missing subjects in the Beatus of family IIa, see 
Williams, TIB, vol. 2, pp. 30-31, 41; Ibid., vol. 3, pp. 19, 39; Ibid., vol. 4, p. 38. See also Appendix 
VI, volume II in this study. 
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This will help us to determine to what degree the material can be compared in the 
subsequent chapters. 

Analysis of the individual images demonstrates that Morgan departs from the 
other manuscripts on a number of occasions. Although only preserved in three 
specimens (Morgan, Facundus and Silos), one of the most conspicuous examples is 
the episode of the Vision of the Lamb in heaven (Rev. 4, 6-14).406 The illustration is 
almost identical in all three copies: within a circular starred frame upheld by a group 
of angels, the four evangelists, the sacred musicians and the elders are represented 
surrounding the Agnus Dei, which stands at the centre holding cross and book (ills. 7, 
93, 115). A change to this format is observed in the two later copies of Facundus and 
Silos where a niche was added above the circular frame to enclose God in majesty 
surrounded by flames. Morgan does not include this feature, remaining closer to 
what is believed to have been the earlier format for this miniature.407 

The episode of the rise of the two witnesses to heaven (Rev. 11, 11-14) 
presents another case. In Morgan the scene is divided into four registers which are 
delimited by bars that separate the background coloured bands (ill. 15).408 The first 
one separates heaven and earth and is decorated with rosette-like stars, possibly 
alluding to the firmament. The two witnesses are displayed between the first and 
second registers seemingly in an allusion to their ascension to heaven; two groups of 
Christian worshippers (one set standing in veneration with their hands towards 
heaven, the other in proskynesis) are displayed in the second and third bands 
respectively; whilst the fourth and last register comprises the vision of the destroyed 
city. In the remaining four copies, the number of registers is reduced to two: the first 
contains the ascension of the witnesses and God, who is depicted within a circular 
frame rather than in a register of his own; the second represents the ruined city (ills. 
43, 72).409 The two middle sections in Morgan were therefore conflated into one 
register in the remaining copies. The consistency with which this is represented in 
the four manuscripts in question (and whose pictorial models are much closer to each 

                                                
406 Morgan Beatus, fol. 87r; Facundus Beatus, fol. 116v; Silos Beatus, fol. 86v. 
407 As preserved in the twelfth-century Lorvão Beatus (Lisbon, ANTT, MS Lorvão 43) which has 
been proposed by Klein as one of the best examples of the earlier pictorial model for this image, see 
Beato de Liébana: Codice del Monasterio de San Mamede de Lorvão [commentary volume of 
facsimile edition], ed. by Peter Klein, 2 vols. (Madrid, 2004), p. 40. 
408 Morgan Beatus, fol. 154v. 
409 Valladolid Beatus, fol. 128r; Urgell Beatus, fol. 137v; Facundus Beatus, fol. 182v; Silos Beatus, 
fol. 144r. 
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other than to that of Morgan) suggests that Morgan and the other manuscripts drew 
on different pictorial models.  

Other variations are unique to Silos. The most evident appear in the episodes of 
the revelation to John (Rev. 1, 1- 6), the vision of the ‘Son of Man’ (Rev. 1, 10-20), 
and the Last Judgement (Rev. 20, 11-15).410 In the first of these, the upper register is 
conceived in a different way from all the other copies: here, God is represented not in 
the conventional three-quarter position, but frontally and inside a mandorla beneath a 
Romanesque arch – elements that are absent from the other IIa copies (ill. 110). And 
while in the earlier specimens God is represented as if communicating with the 
messenger angel, in Silos God looks directly at the reader.411 Whereas the Last 
Judgement is traditionally composed of a four-register composition on the left-hand 
side of the opening (comprising the divine realm and three ‘interim’ areas where 
Christians are being judged), in Silos there are only two registers: one displaying the 
judged and saved (depicted under God in majesty), the other the ten judges in 
judgement (ill. 135).412 Werckmeister has convincingly argued that the changes in 
this image were influenced by another section of the Commentarium rather than by 
the preceding or subsequent text, which signifies that this particular composition may 
have been devised in Silos itself.413 
 Other variations across the sample of manuscripts relate to particular details 
within the compositions, such the number, size and/or aspect of their figures. In total, 
sixteen such instances have been identified across the five manuscripts. The 
miniature of Noah’s ark (in Book II) is a useful example. In contrast to the textual 
description, the ark is a stylised pentagonal shape divided into multiple storeys 
containing Noah, his family and the rescued animals. 414  In three manuscripts 

                                                
410 Respectively: Silos Beatus, fols. 18v, 24r, 205v-206r. 
411 The same treatment is seen in the vision of the ‘Son of Man’ (fol. 24r), in which this figure is 
equally represented in a frontal position unlike the other IIa specimens. Furthermore, no separation is 
established between the celestial scene and the terrestrial sphere where John is depicted looking at the 
seven churches. This preference seems to be aligned with new trends of representation, see Williams, 
TIB, vol. 4, p. 33. 
412 On this particular illumination and its eschatological connotations, see Klein, ‘Eschatological 
Expectations’, pp. 154-155. 
413 See Werckmeister, ‘The First Romanesque’, pp. 180-187, esp. 181. The right-hand page of this 
composition follows the same format as the other copies of this branch. 
414 IA, p. 268. Beatus continues the lengthy description of the ark until the end of Book II, in which he 
included constant explanations of the spiritual meaning of this element. Yet, the description of the ark 
in the Commentary does not match the illustrations, as it is defined as a three-storey structure with 
very specific measurements, not followed in any of the extant Beatus copies. However, Mentré, ‘La 
Présentation de l'Arche de Noé dans les Beatus’, Actas del Simposio, vol. 2, pp. 300-313, esp. 312, 
argues that the representation of Noah’s ark in the Beatus accords with the text, being an example of 
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marginal depictions of the dove, the olive tree and of a corpse (being pecked by a 
raven) complement the depiction of the vessel.415 The arks in Morgan and Facundus 
are slightly bigger than the others: they are divided into five registers, while those in 
Valladolid, Urgell and Silos are divided into four (ills. 5, 31, 64, 90, 113). Morgan’s 
ark is particularly detailed in relation to its counterparts, as not only does it include 
more storeys with more animals but it also divides each of its compartments with 
bars, thereby grouping the animals according to size and species. For instance, in the 
first register (at the top) Noah and his relatives are separated from the two swallows 
that flank this storey, while in the second register the birds are separated from the 
rodents and the reptiles. Despite representing the same elements, the other 
manuscripts do not show such rigorous separation. Particularly telling is the fact that, 
although most of our Beatus present the same animals rendered in a similar way, 
Facundus includes a group of fantastic beasts unseen elsewhere, not even in its 
closest relative, Valladolid. This may constitute, therefore, an example of artistic 
agency concerning the choice of figures.  
 Variations in the representation of objects (within the pictorial storiae) which 
reflect the material culture in which these copies were created are also conspicuous. 
In the vision of God with the elders (Rev. 4, 1-6), God is represented in majesty 
within a circular frame at the centre of the composition; above and below the twenty-
four elders are seated on their thrones (ills. 6, 32, 65, 92, 114). In the last register, 
John is represented in ecstasy, lying down as if asleep. While in the three tenth-
century copies John is rendered lying in an abstract space with his arms crossed over 
his chest, and resting on a brocade cushion,416 Facundus and Silos introduce new 
elements to the composition. In the former, the apostle lies on a simple dais, which 
although schematic, probably represents the type of furniture current in early 
eleventh-century central Iberia; in Silos John rests with his hands raised in prayer on 

                                                                                                                                     
‘conceptual iconography’ which performs a ‘synoptic function’. Based on the pictorial evidence, her 
arguments are difficult to support. 
415 In terms of the marginal depiction, in Morgan, the illuminator included the olive tree (from which 
the dove takes a branch) on the right-hand side: this scene seems to precede what we observe in the 
centre of the composition where the dove is represented returning to Noah with the olive branch. On 
the left-hand side, a corpse (representing the sinners who died in the flood) is being eaten by a raven. 
The marginalia varies between the five IIa copies: both Urgell and Valladolid display only the corpse 
and the raven (the former renders them under the ark, whereas the latter places them amid the text in 
the following folio); Facundus and Silos suppressed these elements, despite the space available for 
their depiction. This suggests that the copying of these marginal depictions was erratic, and also that 
these elements were deliberately excluded from the later copies.  
416 Morgan Beatus, fol. 83r; Valladolid Beatus, fol. 76v; Urgel Beatus, fol. 86r. 
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a bed of Romanesque form.417 Such adaptations were certainly worked in these very 
manuscripts by their respective artists who were responding to real-world 
experience. This therefore demonstrates that these artists were prepared to treat 
certain details of their models with flexibility. 
 Lastly, in a single instance all illuminators responded to a specific storia 
differently. For the episode of the opening of the seventh seal – the silence in heaven 
(Rev. 8, 1) – three illuminators resorted to a quarter-page rectangular frame filled 
with yellow, possibly reflecting the standard design established in the posthumous 
pictorial edition (ills. 9, 36, 117).418 Yet, the way in which the concept of silence was 
portrayed differs from copy to copy. In Morgan, the frame contains twelve rosette-
stars (similar to those alluding to the firmament in other miniatures in this 
manuscript), each one carrying a letter of the sentence silentium est; in Valladolid the 
frame is filled with a labyrinth of symbols and letters (in which the word silentium is 
repeated a number of times), while in Silos it is solely painted yellow, with no other 
pictorial and/or graphic elements. Whether this was an unfinished miniature or, 
alternatively, an intentional allusion to the idea of silence is unknowable.419 

 Considering the heterogeneity that characterises the Beatus pictorial tradition, 
as a family within the stemmata, these five manuscripts show the coherence and 
completeness unmatched by any other group of copies that are required for the 
detailed analysis undertaken in the subsequent chapters. This cohesiveness was 
determined not only through the representation of the same textual and pictorial 
edition of the Commentarium but certainly also by a common context of 
production.420 Here, only Silos is an exception, having been created in the aftermath 
of momentous religious, political and cultural changes in Iberia, the importance of 
which will be discussed further in due course. The copies from this sample whose 
images are the most divergent from others in terms of composition are Morgan and 
Silos. Although recent scholarship has generally assumed that this is a consequence 

                                                
417 Facundus Beatus, fol. 122v; Silos Beatus, fol. 83r. A similar bed to that represented in Silos can be 
observed in a French illuminated manuscript from the Mont Saint-Michel dating to 1150: Cartulaire 
du Mont Saint-Michel, Avranches, Bibliothèque municipale, Ms 210, fol. 4v. 
418 Morgan Beatus, fol. 133r; Valladolid Beatus, fol. 112v; Silos Beatus, fol. 125v. 
419 Franco, ‘The Illustrations in the Santo Domingo de Silos Beatus’, Codex of Santo Domingo, pp. 
73-204, esp. 122. Facundus fol. 162r marked this representation with the word silentium in yellow and 
red display script; Urgell did not illustrate this storia. 
420 Klein, ‘The Role’, pp. 2, 8. 
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of them having different pictorial models,421 it is worth pondering whether these 
changes could have occurred in Morgan and Silos themselves rather than in their lost 
exemplars. For instance, despite Morgan not being the archetype for this family, it 
may still have introduced iconographic variations. If Maius was an experienced 
illuminator at the time he conceived this manuscript, it is perfectly plausible that he 
could have introduced modest variations to the programme of illustrations, especially 
at a time of experimentation and iconographic renewal of the Commentarium. 
Moreover, if the monastery of Tábara was a centre that specialised in the production 
of Beatus, as well as being the workplace of Maius, he could have drawn inspiration 
from different copies held there.422 The creation of ‘hybrid’ Beatus, with elements 
from other editions, did indeed occur – Urgell being an example of this practice.423 

The same question can be asked in the case of Silos; however, due to its 
conspicuous Castilian features, a different immediate exemplar from that of 
Valladolid, Urgell, and Facundus has reasonably been postulated.424 Nevertheless, it 
should be noted that some variations in its mode of representation were a 
consequence of its later date of production: cases in point are the preference for the 
frontal depiction of God and Christ – akin to representations in contemporary 
monumental sculpture and mural painting425 – the introduction of the mandorla (as 
opposed to the circular or horseshoe arches common in the earlier Beatus), and the 
representation of updated material objects that differ from the earlier specimens. 
Despite some stylistic differences, Valladolid, Urgell and Facundus are the most 
uniform; Morgan and Silos are sufficiently different that they allow an investigation 
of alternative modes of representation of the episodes of the Commentarium, while 
simultaneously enlightening us about how such changes may have occurred. Thus, 
                                                
421 See stemmata codicum in Appendix III, volume II, especially stemma 1. 
422 Concerning this scriptorium see Williams, Visions, pp. 29-57. 
423 The San Millán and the Saint-Sever Beatus are examples of copies which drew (either directly or 
indirectly) on exemplars from different editions. The text and the first half of the illuminations in the 
former were copied from a family I exemplar, whilst the second half of its miniatures reflect an 
exemplar of the family IIa. The latter copy, by contrast, presents the earliest version of the 
Commentarium text (ca. 776), that is, of family I, whilst its body of illuminations was copied from a 
manuscript embodying family IIa pictorial programme: see Klein, ‘The Role’, p. 20; concerning these 
manuscripts, their history and features, see Williams, TIB, vol. 3, pp. 21-28, 44-57. 
424 See above footnote n. 404. 
425 Two famous examples of Iberian mural paintings from the eleventh and twelfth century that show 
this mode of representation include the maiestas domini in the vaults of the royal pantheon of San 
Isidoro de León (eleventh century) and the apse painting of Sant Climent de Taüll (early twelfth 
century), now preserved at the National Art Museum of Catalonia. These instances are amongst the 
best-preserved and most exquisite examples of Romanesque wall painting from the Iberian Middle 
Ages. 
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analysis of the similarities and discrepancies between these copies not only helps to 
define the parameters required for the analyses conducted in the following chapters 
but also has the potential to cast light on the process of copying a Beatus. Variations 
between copies reveal the existence of a number of different pictorial models within 
family IIa, but also changes ad hominem, testifying to the fact that inherited designs 
could be treated with flexibility.  
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CHAPTER FOUR 
 

 

Colour in the Beatus Manuscripts 

 
 

 

Analysing the mechanisms through which the textual was translated into the visual is 
essential when aiming to understand the thought processes of scribes and artists and 

how they conceptualised the Beatus illuminations. Comprehension of these aspects 
of their production will lead to more solid conclusions about the role of the Beatus as 
illustrated texts – a question that will be addressed in the final chapter of this study. 
Due to the ubiquity of colour references in Revelation and to the importance 
accorded in the Commentarium to its symbolism, an investigation of the uses of 
colour in the Beatus IIa is a particularly helpful way of interrogating the material. 
Thus, this chapter examines the colour choices of the Beatus illuminators and how 
the visual imagery was conceived in relation to the texts of Revelation and 
Commentarium in this respect. The interpretation and explanation of colour 
symbolism in Beatus’s treatise must be therefore the point of departure, followed by 
a systematic examination of the body of illuminations. This will reveal to what 
extent, and how, the symbolic language of colour in the sacred text was translated 
into the visual medium. These responses will then be compared and contrasted to the 
Carolingian and Ottonian Apocalypses, so as to shed light on the idiosyncrasies of 
the Iberian corpus in relation to other contemporary Revelation cycles. Accordingly, 
the analysis that follows is considerably (and palpably) detailed, but it is a 
fundamental exercise in order to obtain solid and credible answers to these complex 

questions.426  
 
 
 
 

                                                
426 For the sake of clarity, the main text in this chapter examines a number of significant test cases; 
further examples are, however, offered in footnote whenever relevant. The conclusions drawn from 
this analysis are presented in sections 4.1.3 and 4.4; their broader implications are discussed in 
Chapter Six, section 6.1. 
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4.1. Colour References in the Commentarium Text   

References to colour and light abound in early Christian writings. Their 
understanding, and the interpretation of their meaning, have been, however, a 

continuous challenge for medieval and modern reader alike. While early Church 
Fathers and subsequent theologians sometimes commented on visual perception and 
on the phenomena of colour and light,427 they did not address the role of colour in 
Scripture and its significance to the same degree. The few early sources that offer a 
glimpse of attitudes to colour symbolism in Scripture (and elsewhere) are dispersed 
and inconsistent. 428  Recent studies into historic perceptions of colour have, 
moreover, demonstrated that its terminology and meaning were not fixed, but rather 
that they were formed by, and varied according to, specific social and historical 
contexts. In other words, colour meaning was fluid, imprecise, and often 
contradictory, even within a single cultural milieu.429  
 The Bible is one of the richest sources in colour references within the 
Christian textual tradition, especially its last book, Revelation. Here we find a wealth 
of colour references either associated with specific apocalyptic characters, as their 
attributes, and/or connected to natural and supernatural phenomena reported in the 
text.430 On numerous occasions, in addition to colour words in their strictest sense, 

                                                
427 For a comprehensive discussion about colour perception and the phenomena of colour and light in 
the classical and medieval periods, see John Gage, Colour and Culture: Practice and Meaning from 
Antiquity to Abstraction (London, 1993); Colour and Meaning: Art, Science and Symbolism (London, 
1999); Liz James, Light and Colour in Byzantine Art (Oxford, 1996); Peter Dronke,‘Tradition and 
Innovation in Medieval Western Colour-Imagery’, in Peter Dronke (ed.), The Medieval Poet and His 
World (Rome, 1984), pp. 51-107.  
428 The first western medieval treatise to address colour symbolism in a liturgical context was De 
Sacro Altaris Mysterio composed ca. 1195 by Innocent III, P.L. 217, 799-802. Concerning the 
meaning of liturgical colours, see Joseph Braun, Die Liturgische Gewandung im Occident und Orient, 
nach Ursprung und Entwicklung, Verwendung und Symbolik (Freiburg im Breisgau, 1907). There is 
greater documentary evidence regarding colour symbolism for the late Middle Ages, especially with 
the development of heraldry, see Dronke, ‘Tradition’, pp. 72-73; Gage, Colour and Culture, pp. 80-
91. Concerning colour symbolism in the late Middle Ages, see also Michel Pastoureau, Black: The 
History of a Color (Princeton, 2009); Blue: The History of a Color (Princeton, 2001); Green: The 
History of a Color (Princeton, 2014), Red: The History of a Color (Princeton, 2016). 
429  See Dronke, ‘Tradition’, p. 56; Bolman, ‘De Coloribus: The Meanings of Color Beatus 
Manuscripts’, Gesta, 38: 1 (Chicago, 1999), pp. 22-34, esp. 24, 31; Gage, Colour and Culture, p. 83; 
Heather Pulliam, ‘Color’, Studies in Iconography, 33 (2012), pp. 3-14; see also Mark Bradley, Colour 
and Meaning in Ancient Rome (Cambridge, 2009). For a comprehensive study of colour meaning, see 
Christel Meier, Rudolf Suntrup (eds.), Lexikon der Farbenbedeutungen im Mittelalter, Pictura et 
Poesis (Cologne, 2011). For specific works on the evolution of colour terminology in Latin and 
medieval Spanish, see André, Études sur les Termes; Barrio Estévez, ‘Processos Semánticos en la 
Creación’, pp. 251-262; Duncan, ‘Adjetivos de Color en el Español Medieval, pp. 463-472; ‘Color 
Words in Medieval Spanish’, pp. 53-71; Dworkin, ‘La Estabilidad Léxica: la Pervivencia, pp. 245-
257. 
430 For Revelation verses containing colour references see Appendix VII, volume II of this study. 
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references to substances and natural materials that possess chromatic properties 
(and/or evoke brightness and light) are observed.431  In Revelation colours are 

presented as narrative elements (often employed as qualifying adjectives), assisting 
the creation of its literary imagery. As already mentioned in Chapter One, the 
interpretation of Scripture, particularly of John’s Apocalypse, required the reader to 
scrutinise its words and to engage with its profound (and non-literal) meanings. 
Thus, the interpretation of colour, for its conceptual fluidity, was dependent upon the 
reader’s hermeneutical approach.432  
 Important insights into the meaning of colour can be found in the text of 
Beatus’s Commentarium. Expositions of colour in Revelation and Scripture more 
generally are found throughout the work, from its introductory sections to the 
subsequent twelve books. Given that Beatus aimed to clarify the language and the 
complex descriptions of the ‘events to come’, it is unsurprising that colour was one 
of the elements upon which he focused his attention, expanding its significance and 
offering brief reflections on the importance of interpreting it accurately.433 It should 
be remembered, however, that this invaluable information was not new knowledge. 
Here too, Beatus followed verbatim the previous Latin authors he drew upon, 
appropriating their thoughts as the most accurate explanations on the meaning of 
colours in Scripture.434 However, the sheer quantity of material that he selected for 
inclusion attests to the importance Beatus accorded to the subject, and to the fact that 

colour was perceived as an important vehicle of meaning. The impact of the 
Commentarium on Iberian monasticism over five centuries suggests that it may have 
played a correspondingly important role in the thought of Iberian monastic 
communities, and may have shaped their understanding of scriptural texts and of the 
manifestation of the divine more broadly.  

                                                
431 On this topic see Gage, Colour and Meaning, pp. 68-69; James, ‘Colour and Meaning in 
Byzantium’, Journal of Early Christian Studies, 11: 2 (2003), pp. 223-233, esp. 224 (this discussion is 
taken further in chapter five of James, Light and Colour). 
432 See Chapter One in this study. 
433 An aspect that was briefly mentioned by Fontaine, ‘Fuentes’, p. 97 (footnote n. 53), although it was 
not explored in depth. 
434 The sources used by Beatus concerning colour in biblical exegesis will not be discussed in this 
work, since the authorship of some of these passages is still difficult to establish. References to the 
authors cited by Beatus will only be made in cases where they have been identified by previous 
scholars. The focus of this section will be therefore on Beatus’s selection and compilation of this 
material and how he interpreted and transmitted it. For the sources employed by Beatus more 
generally, see Chapter One, section 1. 2. 
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 In the Commentarium colour meaning is addressed from the outset. The first 
brief references appear in the introductory Summa Dicendorum, which summarises 

the main and the most difficult content of Revelation. Many more expositions on 
colour appear throughout the remaining twelve books, even in circumstances in 
which Beatus introduces excursus drawn from para-apocalyptic texts (as in Prologue 
to Book II and the treatise on Noah’s ark by Gregory of Elvira), an aspect which 
testifies to his particular interest in the analysis of this subject. Indeed, the only 
section that does not comment on colour is the prologue, where the analysis of 
Scripture has not yet commenced. It is difficult to calculate the total number of 
colour references in absolute terms in such a lengthy and intricate text as the 
Commentarium. Nonetheless, detailed examination of the Summa and Book I has 
revealed eighty-three lines containing colour terms in a total of 1823 lines – a 
considerable number relative to the length of these sections of the Commentarium.435 
Unsurprisingly, the colours mentioned there often reflect those present in Revelation. 
In a few instances colour references are drawn from other biblical and theological 
works (mostly the Old Testament), increasing the variety of colour terms in the 
Commentarium in relation to its main source.436 The most frequently cited colours 
are albus (white), niger (black), rufus and rubeus (both referring to red and/or 
reddish tones), followed by pallidus ('pale') and purpura (purple). Other colour 
words that appear include viridis (green), coccinus (scarlet), vermiculus (possibly 

qualifying as an orange-red tone) and croceus (qualifiable as saffron colour or a 
golden yellow tone); in one passage there is a distinction between vermiculus 
(possibly a cochineal-derived red) and rubrum, which demonstrates that the 
definition (and possibly the significance) of a colour was also influenced by the 
nature of the pigments.437 Natural materials and compounds, such as gold, silver, 
bronze and brass, and organic compounds, such as wax, mud, coal and precious 
stones, are sometimes expounded for their colour value and, accordingly, they will 
be analysed here too.  

                                                
435 Calculations conducted with the BAC edition (Obras Completas y Complementarias, vol. 1). In 
order to conduct an objective analysis, the unit of measurement employed (and which has proven to 
be most suitable) is the number of lines containing colour terms in this edition of the Commentarium; 
colour references in the Revelation pericopes included in the Commentarium were also counted. 
Eighty-three lines therefore correspond to five percent of the total length of the Summa and Book I. 
436 An example of which may be found in Book IV, where Beatus employed citations from Zechariah 
(Zac. 1, 8) to support his explanation about the colours and the meanings of the apocalyptic horses. 
See IA, p. 338. 
437 IA, p. 376.  
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Beatus provided information concerning colour in two ways: directly and by 
analogy. On several occasions, he offered an exact definition for a given colour, 

while at other times its significance is implied through the general explanation of a 
given passage. Two examples of direct information may be seen in Book II:  

 
‘And so now for kings a garment of purple is regal 
dignity.’438 

 
‘white, that is, the purity of baptism.’439 

 
 
A representative case of explanation by analogy appears in the Summa Dicendorum, 
where Beatus quotes some verses of the storia of the opening of the sixth seal (Rev. 
6, 12): 

 
‘and the sun became black as sackcloth of hair, and the 
moon became as blood (…) the sun refers to the 
incredulous men for whom the splendour of doctrine will 
become obscure.’440  

 
 
In contrast to the previous examples, here the significance of the colour is not stated 
directly; it is ‘black’ in association with the sun that determines the meaning of the 
verse. While elsewhere the sun is presented as a synonym of the divine, here its 
blackness determines its negative connotation, conferring a contrasting meaning. The 
significance of this colour therefore emerged through the interpretation of the whole 
passage. To facilitate the subsequent discussion of the concept of colours in the 
Commentarium, the terms ‘colour-word(s)’441 and ‘substances as colours’ will be 

adopted to express very specific concepts.442 ‘Colour-word’ will be employed when 
referring to terms directly employed to signify colours in the text by their current 
denomination, that is, red and green. Conversely, 'substances as colours' will 

                                                
438 Et sicut nunc regibus indumentum purpurae insigne est regiae dignitates: IA, p. 122.  
439 Albus, id est, candor baptismi: IA, p. 154.  
440 Rev. 6, 12, DRA edition (in italics). Per solem incredulis obscurabitur splendor doctrinae: IA, p. 
38.  
441 For convenience, the term ‘colour-word’ as employed by Gage, Colour and Meaning and Bolman, 
‘De Coloribus’ will also be used in our study. 
442 Bolman, ‘De Coloribus’, pp. 24-26 provides examples of substances with chromatic properties, 
although they are not explored at length in this article. 
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categorise indirect sources of colour, such as natural materials and media that 
transmit colour, for instance, gold and precious stones.  

 

 

4.1.1. Colour-words 

A suitable example to illustrate how colour meaning was conveyed to the readers is 
the episode of the opening of the sixth seal (Rev. 6, 1-8), for it introduces the colours 
that occur most frequently in the Commentarium. This episode represents the 
opening of the seals that unleashed the four horsemen, each one riding a horse of a 
different colour, and described as albus (white), niger (black), roseus ('rose-toned' or 
red) and pallidus (‘pale’). While the text of Revelation introduces these colour-words 
solely as descriptors of those horses, the Commentarium provides an explanation for 
their significance in which colour plays a dominant role: 
 
 

‘the first [horse] is white, that is the Church and its rider is 
Christ. The second is rose-coloured, that is the people 
against the Church, and it is hitched by the blood-stained 
devil. The third is black, that is the spiritual hunger inside 
the Church and it is hitched by the pseudo-prophet. The 
fourth is ‘pale’ and it is hitched by death to which was 
given the power to kill with the sword, with hunger, and 
with the beasts of the earth.’443 
 
 

This excerpt perfectly illustrates how the meaning and the function of these horses 
were based upon their colours, which in turn were seen by Beatus not simply as the 
physical attributes of the animals, but as symbols of specific spiritual values or the 
lack thereof. He resumes the explanation of the apocalyptic horses at greater length 
in Books II, IV and XI, where the symbolism of their colours is a constant point of 
reflection. In the prologue to Book II – concerning the explanation of the Christian 
heresies – the author dedicates an entry to these horses (De Equis), in order to 
establish the necessary distinction between the three horses of Christ and the three 
horses of evil (De equis malis). Albus (white), rufus (red) and niger (black) horses 

                                                
443 Primum album, quod est Ecclesia, et sessorem Christum. Secundum roseum, id est, populum 
adversantem Ecclesiae, et sessorem suum diabolum sanguinolentum. Tertium nigrum, id est, famem 
spiritualem intra Ecclesiam, et sessorem suum Pseudoprophetam. Quartum pallidum, et sessorem 
suum mortem, cui data est potestas interficere gladio, fame, et morte, et bestiis terrae, in quo etiam et 
haereses in Ecclesia deprehenduntur: IA, p. 38. 
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compose the former group, whereas rufus, niger and pallidus specimens form the 
latter; only one colour differentiates them. For this reason, in contrast to the equis 

malis, the good horses are described as follows: 
 

‘The Lord’s [good] horses are the ones that Zechariah saw 
(…). These are three horses. The white, that is, the candour 
of the baptism; the black, that is, the desolation of penance; 
the third is red, that is the passion of martyrdom. These 
three horses are only one and Christ is its rider.’444 

 
 
In this second exposition the reader is, therefore, confronted with a fundamental 
hermeneutic problem: the dichotomic nature of colours in biblical texts. Both 
examples demonstrate that the same colours in different contexts could present 
diametrically opposing meanings. Beatus did not offer overt explanations concerning 
the dual nature of colour symbolism, yet he frequently recapitulated previous 
passages concerning their significance in order to emphasise the important message 
that meaning was dependent upon context. Thus, rigorous contextualisation and 
repetition seem to have been Beatus’s devices to instruct the readers in the 
interpretation of colour in Scripture.445  

Similar cases appear throughout the Commentarium. As already mentioned, 
niger (black) may be associated with the positive values of mourning and penance,446 
but it seems to be more frequently associated with negative elements. When 

employed as the sun’s attribute in the storia of the opening of the sixth seal, the sun 
is transformed into a negative element, which symbolises the disbelievers who forgot 
Christian doctrine. Another example may be found in Book II concerning the 

                                                
444 Equi Domini sunt quos Zacharias vidit missos in mari, id est, in praedicationem mundi. Hi equi 
tres sunt. Albus, id est, candor baptismi: niger, id est, squalor poenitentiae: tertius rufus, quod est 
passio martyrii. Hi tres unum sunt, et sessor suus est Christus: IA, p. 154.  
445 In the Prologue to Book II, Beatus reinforced his explanation by evoking again the Book of 
Zechariah: Equi Domini sunt quos Zacharias vidit missos in mari: IA, p. 154. Here, the author also 
employed the expression quem superius diximus (possibly introduced by Beatus himself), in order to 
remind the reader of the previous exposition on the subject in the Summa Dicendorum (IA, p. 64). The 
significance of the apocalyptic horses is resumed in Books IV and XI, in which the white horse is 
evoked as a symbol of sanctity and virtue, whereas the red and black horses represent the works of 
darkness: IA, p. 340. In Book IV Beatus revisits, once more, Zechariah to explain and contextualise 
why the devil’s horse in Revelation (which fights the Church) and Christ’s horse in the prophet’s 
vision are both red: see IA, p. 398. 
446 An exception to the negative connotation of black is found in Book III in the passage of the vision 
of God enthroned (Rev. 4, 1-6). Although in Revelation the rainbow is compared to carnelian and 
emerald, the Commentarium introduced two other colours to characterise it: red and black, which are 
described as the colours of fire and water, the two symbols of the Last Judgement: see IA, p. 278. 
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infamous raven which did not return to Noah’s ark upon its release. The corvid’s 
intrinsic blackness is evoked as the sign of its impurity: 

 
 

'the raven denotes the pleasures of the cunning and impure 
souls; and the infamy of the colour black [of the raven] 
shows the iniquitous flaws of the sinners.'447 
 
 

In addition, other words implying sombre colour, such as obscurity, darkness or 

dimness, are commonly found – both literally and metaphorically – as descriptors of 
negative events and, simultaneously, as a trope for the conduct of bad Christians.448   
 In Antiquity, rufus and rubeus – both terms qualifying red and/or shades of 
red – were understood as tonalities close to light, a notion which was transmitted to 
the Middle Ages and, correspondingly, is present in the Commentarium,449 where red 
(and its shades) is, at times, imbued with a sense of sanctity. In Book I, the colour-
word rubeus (red) is linked to strength of faith, since it is the colour of the blood of 
Christ and the martyrs. 450  It is also described as the colour of the fire of 
condemnation on Judgement Day as well as one of the two hues which (according to 
the text) compose the rainbow that arches above the throne of God (Rev. 4, 1-6). Yet, 
this colour also appears with contrasting significance in the text of the 
Commentarium. It is, for instance, the hue of the horse ridden by the devil, of the 
serpent and of the beast.451 Most strikingly, it is presented in the Commentarium as 
the colour of heresy: on several occasions the author states that it is the colour 
associated with heretics and sinners. In the Summa, hypocrites are compared to 
actors who colour their faces with black and red (here niger and minium) to conceal 
their real features – it is the colour of deception.452 Furthermore, while the garments 

                                                
447  Corvus enim subdolae et impurae animae significant voluptates: et nigri coloris infamia 
peccatorum iniusta vitia demonstrabat: IA, p. 270. It should be noted that this excerpt from Book II 
does not relate to the text of Revelation but rather to Gregory of Elvira’s De Arca Noe.  
448 Despite some exceptions, in both Revelation and Commentarium darker colours have negative 
connotations for their absence of light. Concerning the understanding of colour in the Middle Ages 
see Gage, Colour and Meaning, pp. 69-70; Pulliam, ‘Color’, pp. 3-14, esp. 4. 
449 Concerning the perception of red in Late Antiquity and the early Middle Ages, see Gage, Colour 
and Meaning, pp. 71-73. 
450 IA, p. 88. 
451 IA, pp. 50, 62. 
452 IA, p. 58. The term minium has been interpreted here as the red tone that derives from the pigment 
red-lead that was widely used in Antiquity and Middle Ages to produce the colour red for painting. 
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of the sinners described in Book IV are said to be dyed in multiple colours, most of 
these are shades of red: rubrum (red), vermiculus (orange-red),453 and coccum 

(scarlet) – this last being also one of the main colours in the garments of Babylon and 
of its inhabitants, as described in Books IX and X.454 The case of purpura (purple) is 
akin to that of rufus and rubeus. On the one hand, it is described as being present in 
the garments of the sinful (such as the luxurious robes of the whore of Babylon);455 
on the other, it is mentioned as the colour of dignity, royalty and transcendence. It is 
twice associated with the garments of the Church and, most significantly, it is said to 
be the colour of the celestial realm.456 

The colour most frequently mentioned in the Commentarium is albus (white). 
In fact, this colour-word is found in eight different sections: in the Summa and in 
seven other books, but most frequently in Books II, IV and XI. The first reference to 
albus concerns the aforementioned episode of the apocalyptic horsemen; as noted, it 
was connected to the horse of Christ, which represented the Church and its inherent 
spiritual qualities.457 Although Beatus returns to this storia in different books to 
clarify the apparently contradictory meanings of the horses in their multiple contexts, 
the significance of the white horse remains unaltered throughout. Its association with 
Christ, the Church and with the purity of baptism is invariable. The description of the 
celestial army and its equis albis (white horses) (Rev. 19, 11) – as the saints of the 
Church who with their white bodies follow in the footsteps of the horse of Christ – is 

a case in point,458 and so is John’s first vision of the 'Son of Man' (Rev. 1, 14-15), 
whom he describes as having white hair like white wool, as white as snow (capilli 

erant albis tamquam lana alba, et tamquam nix). The colour-word albus is essential 
for the transmission of the concepts of purity and the immaculate nature of Christ: 

 
‘The Church’s head is Christ. The white hair indicates the 
multitude of those clothed in white. (…) and not without 

                                                
453 IA, p. 376. 
454 IA, pp. 550, 574. 
455 IA, p. 550. 
456 Caelestis regionis purpuram: IA, p. 314. Bede also established a similar comparison, stating that 
the purple amethyst symbolises the celestial realm. Beda, Expositio Apocalypseos, ed. by Roger 
Gryson, CCSL, 121A (Turnhout, 2001); Bede: Commentary on Revelation, ed. and trans. by Faith 
Wallis (Liverpool, 2013). On the historical significance of purple more generally, see also Gage, 
Colour and Meaning, p. 73.  
457 IA, p. 38. 
458 IA, p. 584. 
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reason it is called candour, as it is compared to the white 
wool and to the snow.’459 
 
 

Following from this, and in order to underline the meaning of this colour in this 
passage, Beatus included an excerpt from Isaiah on colour symbolism, in which the 
contrast between albus (white) and rubeus (red) is established so as to emphasise the 
qualities of the former: ‘And then come, and accuse me, saith the Lord: if your sins 
be as scarlet, they shall be made as white as snow: and if they be red as crimson, they 
shall be white as wool’.460 The use of an excerpt from another biblical author to 
support his interpretation of the ‘whiteness’ of Christ underlines Beatus’s 
attentiveness to colour symbolism.461 In like manner, the Church – as an entity – is 
also often described as white not only for its brilliance and clarity but also for 
holding the power of ‘whitening’ (that is purifying) through its flame.462 These 
examples are, therefore, testament to the fact that albus (white) has an unambiguous 

meaning in the Commentarium, even if it may have had a dual meaning in other 
contexts.463 It characterises only God, Christ, the Church and those they have 
purified.464 
 Lastly, while not being a specific colour-word, it is important to reflect on the 
expression diversi colores ('multiple colours') that was also included in Beatus's 
treatise. Interestingly, these references are consistently associated with negative 
contexts. As mentioned above, some evil agents were described as wearing garments 
of various colours (e.g. purpura, rufus and rubeus). Correspondingly, a passage in 
Book IV suggests that abundance of colour was not regarded as a positive quality: 
 

                                                
459 Caput Ecclesiae Christus est. In capillis albis multitudinem albatorum dicit. (…) Candor, non sine 
causa nuncupatur, quod lanae albae et nivibus comparatur: IA, p. 94.  
460 Is. 1, 18, DRA edition. 
461 For instance, this colour-word also appears in the explanatio of the storia of the Church of 
Pergamum (Rev. 2, 12-17) in which John foretells that a small white stone will be offered to the one 
who overcomes evil; the stone is a metaphor for the whitened bodies of those who were baptised, 
which will be part of the temple of God: see IA, p. 216.   
462 IA, pp. 54, 510, respectively. 
463 See William Jervis Jones, German Colour Terms: a Study in their Historical Evolution from the 
Earliest Times to the Present (Amsterdam, 2013), pp. 147-148. 
464 Several other references to the meaning of white are found throughout the Commentarium. For 
instance, Ut super fratruelem Christum dealbata conscendas, et te possit diligere filius meus: IA, p. 
164; Qui non inquinaverunt vestimenta sua, et ambulabunt mecum in albis, quia digni sunt: IA, p. 
238; Et vestimentis albis, id est, nitore bonorum operum decorator: IA, p. 262. 
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‘But the perfect try to weave the white wool of the Lamb so 
as to be dressed in white. For that which is darkened from 
the white wool of the lamb by dye of various colours, those 
are heresies which, by changing and by varying the 
blameless wool, from the snowy-white cloth through these 
colours, corrupt themselves with the bitterness of the 
dye.’465 
 
 

This example therefore reveals that, unsurprisingly, albus (white) was the supreme 
and holiest colour and that, by contrast, profusion of colour is perceived negatively. 
Although there are nevertheless instances of different hues being used to characterise 
the Church, descriptions encompassing several colours, or the term diversi colores 

('multiple colours'), are associated with the concepts of opulence, luxury and sin. 
 

 

4.1.2. ‘Substances as Colour’  

References to substances deriving from the natural world also abound in the 
Commentarium. Most of them are mentioned for their material properties; there are 
nonetheless a few cases in which they are cited for their chromatic qualities – it is the 
latter group that we will now consider. Precious minerals and metals are the 
materials most commonly found in the Commentarium evoked for their colours and 
capacity to emit light. Other natural elements such as blood, fire and water are also 

mentioned for their chromatic value. Not surprisingly, blood is presented, at times, as 
an equivalent for rubeus (red). In the Summa, for instance, the devil and his steed – 
the red horse – are described as covered in blood, the substance that characterises 
them physically.466 Blood is also mentioned for its positive qualities, as the symbol 
of martyrs for Christ. Perhaps for this reason, blood is also defined in the 
Commentarium as the substance of faith.467  

Fire is, by contrast, evoked not as a surrogate of a specific hue, but for its 
value, that is, for its brightness and lightness. Once again in the Summa, Beatus 

                                                
465 Perfecti tamen castalis imbuantur agni vellera candidata texere conantur. Nam quod ex agni 
vellere candidato diversi coloris tinctura fuscatur, istae sunt haereses, quae ex nivali lana veste plus 
quam innocua mutando per colores, et variando, se amaritudine tincturae semper inficiunt: IA, p. 
376; see also Tractatus, vol. 2, p. 531. The syntax of this passage is particularly problematic and, for 
this reason, the best I can offer is an approximate translation.  
466 IA, p. 38. 
467 IA, pp. 38, 88, respectively. 
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stated that God’s eyes are like two flames that ‘provide light for all the believers’.468 
The same description is found in Book II, where it is complemented by the statement 

that fire is, in a spiritual sense, a source of clarity.469 It is also commonly associated 
with the apostles, the Holy Ghost, and with the ‘light’ which, like fire, illuminates 
the path of the good Christians.470 In fact, in Books IV and VII, Beatus compares fire 
to gold and states that both represent purification and spiritual knowledge.471 
However, like the previous examples, this element also had a negative connotation 
when associated with the beast and the abyss, as both are characterised by fire.472 
 Although references to precious stones abound in the work, Beatus only 
considered the chromatic properties of a few of them. Two minerals that are treated 
thus are jasper and carnelian, which are addressed in Book III in connection with the 
rainbow (Rev. 4, 1-6). Beatus explains that jasper and carnelian are the two stones 
which compose the rainbow: jasper irradiates an intense green colour, like ‘water’ 
(lapis enim iaspis viridi et acutissimo fulgore radiatur), and is compared to the 
immaculate flesh of the body of Christ and with his eternal strength and purity; 
carnelian – a reddish stone (sardonis autem lapis est rubicundus) – is compared to 
fire, which here represents the purity of the flesh of the immaculate Virgin. This is a 
weighty passage, given that it provides information not only concerning the material 
colour of these stones and which natural elements they represent (green as water, red 
as fire) but also about their spiritual significance.473  

Whilst most metals mentioned in the Commentarium are evoked for their 
tangible properties, gold is highlighted for both its material (preciousness, 
incorruptibility) and chromatic qualities (light). Most frequently, the word gold 
appears as a descriptor of divine implements, such as the seven golden lamps, the 
golden altar, the golden chalice, the golden measuring rod and the gold crowns of the 
elders. An example in which gold is employed for its preciousness and colour occurs 
in Book IV in the explanatio about the two altars in the Temple (Rev 6, 9-10); here it 
is the material that determines the meaning of these objects: 

                                                
468 IA, p. 94.  
469 IA, p. 218. 
470 IA, pp. 344, 520. 
471 IA, p. 520. 
472 See example: IA, p. 422. 
473 IA, p. 278. On the symbolism of gemstones, see Christel Meier, Gemma Spiritalis: Methode und 
Gebrauch der Edelsteinallegorese vom frühen Christentum bis ins 18. Jahrhundert (Munich, 1977). 
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‘as the golden altar is recognised as the heaven, so the 
altar of bronze is understood as the earth, under which is 
hell’.474 

 
 
Moreover, in Book IX, the author stated that ‘wisdom can be understood in the 
gold’.475 Further metaphors for gold as an equivalent of knowledge and divine nature 
appear elsewhere in the Commentarium where the word of God, the Gospel and the 
apostolic doctrine are gold476 and, most notably, ‘gold is the spiritual sense, which in 
the Church means mystical knowledge’.477 From these excerpts, we understand that 
the precious metal embodies the divine condition not only for its incorruptibility but 
also for its brightness and brilliance. This is made even more apparent in Book XII in 
the description of the Heavenly Jerusalem: no stones or colour-words per se are 
employed as descriptors of the sacred city, only glass and gold478 which, for their 
great light and brightness, are described as symbols of the celestial nation.479 Yet, 

despite its association with the highest spiritual qualities, like blood and fire, gold is 
also found in negative contexts, such as in the episode of the vision of the locusts 
with golden crowns (Rev. 9, 7-12), and in the description of the woman riding the 
beast and holding the golden chalice (Prol. Book II). In both contexts Beatus 
explains that gold emulates and falsifies sanctity, that is, it is a medium to seduce the 
unwary Christians who cannot distinguish between real gold and one ‘full of 
impurities.480 
 Lastly, glass features in three sections of Beatus’s text, most significantly, in 
Book XII concerning the Heavenly Jerusalem,481 whose walls are described as made 
of pure gold and pure glass, for they are transparent from the outside and shine with 

                                                
474 Sicut ara aurea coelum agnoscitur, sic et ara aerea terra intelligitur, sub qua est infernus: IA, p. 
346. 
475 Aliquando enim in auro sapientia intelligitur: IA, p. 548.  
476 IA, p. 262.  
477 Offerabat alius aurum, sensum spiritualem, quod est in Ecclesia mystica intelligentia: IA, p. 216.  
478 Sancta Ecclesia auro vitroque describitur: in auro clara, in vitro perspicuitate: IA, p. 628.  
479 IA, pp. 626, 628. 
480 IA, pp. 548, 550.  
481 The first reference of this nature concerns the description of the sea of glass, mare vitreum, which 
is compared to the waters of baptism: et vidi sicut mare vitreum, id est, fontem baptismi perlucidum: 
IA, p. 516.  
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‘pure clarity’ from the inside.482 Thus, glass is special not only for its transparency 
but also for brilliance, therefore embodying the divine qualities of purity and light.483 

Accordingly, alongside the colour-word albus (white), glass is regarded (on account 
of its transparency and absence of colour) as the most desirable substance, 
symbolising the flawlessness of the soul, which should not be stained by sumptuous 
colours. Whiteness and transparency represent, therefore, unequivocally positive 
values in Beatus’s Commentarium.484 
 
 

4.1.3. Relevance and Meaning 

From this analysis it becomes apparent that Beatus’s Commentarium is an 
exceptionally rich source for colour symbolism in Scripture. The author goes beyond 
Revelation to offer comprehensive explanations for its varied meanings, and how 
they are to be interpreted in each context. Given Beatus’s working method of 
excerpting and arranging material from previous writings, he produced within his 
Commentarium a unique compendium on the significance of colour, thereby offering 
one of the richest sources for colour meaning in the early medieval west. 
Correspondingly, it constitutes one of the best sources for investigating early 
medieval colour interpretation. The Commentarium also demonstrates that in early 
medieval Iberia (as elsewhere) colour had a protean nature: its meaning could differ 

according to context.485 Furthermore, it has shown that these meanings were most 
often binary (that is, either positive or negative), making the correct interpretation of 
each case in the many different passages of Revelation all the more important. This 
was certainly true of niger (black), purpura (purple), croceus (saffron-yellow), 
pallidus (‘pale’), as well as for the varied shades of red cited (rubeus, rufus, 
coccinus, vermiculus). The colour-term albus (white) and glass (that is, the absence 
of colour) were the only exceptions, which in the context of the Commentarium had 

                                                
482 IA, p. 626.  
483 As also briefly mentioned in Fontaine, ‘Fuentes’, p. 97 (footnote n. 53). 
484  In his Etymologiae, Isidore of Seville also established the association between colour and 
falsehood, see Isidorus Hispalensis, Etymologiarum siue Originum Libri XX (CPL 1186); 
Etymologiarum Sive Originvm Libri XX, ed. by Wallace Martin Lindsay, Scriptorum Classicorum 
Bibliotheca Oxoniensis, 2 vols. (Oxford, 1911); for the English translation, see The Etymologies of 
Isidore of Seville, ed. and trans. by Stephen Barney, et al. (Cambridge, 2006), p. 380.  
485 As also argued by Bolman, ‘De Coloribus’, p. 31; Gage, Colour and Meaning, p. 83; Pulliam, 
‘Color’, p. 5. 



	 109	

a single meaning due to their unequivocal association with the Divine. Ultimately, 
for Beatus colours and associated substances were not only physical manifestations 

in the natural world but also – and perhaps primarily – vehicles of meaning, which 
represented spiritual qualities and/or flaws; and precisely for their ever-changing 
significance it was of paramount importance to learn what these colours represented 
in each passage of Scripture, especially Revelation.  
 
 

4.2. Colour in the Beatus Illuminations 

One of the most striking features of manuscript production in early and high 
medieval Iberia is the sumptuous and distinctive use of vibrant and highly 
contrasting colour. As Meyer Schapiro rightly stated, ‘Mozarabic painting is 
essentially an art of colour’.486 Before examining the choices and uses of colour in 
the Beatus IIa, it is helpful to outline the main characteristics of the palettes of early 
Iberian manuscripts more generally, as well as those of the Beatus and of Carolingian 
and Ottonian Apocalypses more specifically. This will provide context for the 
analysis that follows, and what is, and is not, distinctive about the Iberian corpus will 
become more apparent.  
 The earliest Iberian illuminated manuscripts to survive, dating from the ninth 
century, reveal a more limited palette than their later counterparts; they are generally 
restricted to four or five hues: red, orange, yellow, green and blue, with figures 

outlined in brown and/or black ink.487 Hues were seemingly employed in a pure 
state, at maximum saturation,488 showing no experiments with tonality. In terms of 
layout, while decorated frames were sometimes employed, figures seem to have been 
often drawn directly onto the bare parchment. One of the best examples of an early 

                                                
486 Schapiro, ‘From Mozarabic to Romanesque’, p. 324. 
487 The earliest illustrated specimen to survive is believed to be a Visigothic orational, known as the 
Verona Orational, dating to pre-711 (Verona, Cathedral, Biblioteca Capit. Cod. LXXXIX). Other 
examples of extant pre-Conquest manuscripts include the Cava Bible, dating from the ninth century 
(Cava de Tirreni, Biblioteca Statale del Monumento Nazionale Badia di Cava, Ms. memb. I). For an 
overview on the materials, techniques and the palette of early Iberian illumination, see Mentré, 
Illuminated Manuscripts, pp. 44-46, 65-69, 139-141, esp. 45; see also Williams, Early Spanish, pp. 8-
14, esp. 10-11. 
488 Mentré, Illuminated Manuscripts, p. 140 broadly defines early Iberian manuscript illumination 
thus; however, certain ideas presented by the author require revision. For instance, although she 
claimed that ‘Mozarabic’ illuminations employed exclusively highly saturated pure hues and, 
correspondingly, that there was no mixture of colours, this is certainly not the case. As will be 
discussed in the following sections, several manuscripts produced in the mid-tenth century present an 
exquisite variety of tones achieved through the combination of different colours. 
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Iberian illuminated manuscript bearing these features is a copy of the Vitae Patrum, 
dated AD 902,489 whose dynamic anthropomorphic and zoomorphic initials are 

outlined in dark brown and the figures are mostly painted in ochre tones, such as 
orange, yellow and brown in contrast with green. Despite its vibrant visual effect, its 
palette is limited to four tones only. 
 Transformations may be observed from the second half of the tenth century 
onwards. At this point manuscript illumination began to employ a greater range of 
hues and tones; illuminators began to mix colours more frequently to achieve 
different grades of lightness and darkness, as has been shown by recent scientific 
studies of the Valladolid Beatus, for example.490 Multi-coloured highlights and 
accents were also employed to create volume and texture, and the palette now 
embraced different shades of blue, brown, green, pink and purple.491 This diversity is 
particularly conspicuous in Leonese and Castilian scriptoria, where some of the most 
sumptuous illuminated manuscripts from this period were created, namely the 
Antiphonal of León (León), the Biblia Primera de León and the Moralia in Job from 
Valeránica (Castile).492 Within the Beatus corpus, the older specimens of family I 
(embodying the earlier stages of the tradition) also exhibit a more limited range of 
hues. Typifying these features are the fragment of Silos (dateable to the late ninth 
century) and Vitrina 14–1, dating from around the mid-tenth century.493 The single 
extant illustrated page of the former presents only four hues; the latter, although 

colouristically richer than the former, nevertheless reflects a simple chromatic 
scheme without pronounced variations. Yet while such features have been generally 
accepted as a reflection of anterior models (presumed to have been colouristically 
more modest), it is worth remembering that most of the extant tenth-century 
specimens of family I are ascribed to the region of La Rioja, and some to the 
monastery of San Millán de la Cogolla – a scriptorium whose illuminations were not 

                                                
489 Madrid, BNE, MS 10007; CCV, Cat. n. 164; see also Mentré, Illuminated Manuscripts, pp. 65-69.  
490 See Rull, et al., ‘Case Study’, p. 122.   
491 Mentré, Illuminated Manuscripts, pp. 45, 139. 
492 Antiphon of León: León, Archivo Capitular de la Real Colegiata de San Isidoro, Ms. 8; Bible of 
León, León, Archivo Capitular de la Real Colegiata de San Isidoro, Ms 2; Moralia in Job: Madrid, 
Biblioteca Nacional de España, MS 80. About the scriptorium of Valeránica in the tenth century, see 
Díaz y Díaz, ‘El Escriptorio de Valeránica’; Williams, ‘A Contribution to the History’. Concerning 
colour in Iberian illuminated manuscripts more generally, see Mentré, Illuminated Manuscripts; pp. 
44-46; 139-141; La Peinture, pp. 160-169. 
493 Respectively: Silos, Biblioteca del Monasterio de Santo Domingo, fragm. 4; Madrid, BNE, Vitr. 
14–1.  
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as colourful as those from the Leonese and Castilian scriptoria.494 Accordingly, 
whilst the presumed simplicity of the colour schemes of their exemplars may have 

influenced their palette, colour use may also have been determined by house style 
and material constraints.495  
 The manuscripts of family II, embodying the tenth-century developments of 
the Commentarium, are witnesses to the expansion not only of the iconographic 
programme but also of the chromatic repertoire, marking the apogee of colour use in 
Iberian book illumination.496 These manuscripts employ a greater range of hues than 
their tenth-century family I counterparts, and reflect more ambitious 
experimentations with them. Colour dominates the compositions, creating contrasts 
of great intensity and drama. Multiple tones of blue, green and yellow as also of 
purple, mauve and salmon-pink were introduced into the Beatus miniatures as in 
Iberian production more widely.497 Unfortunately, very little scientific analysis of the 
materials and pigments used in the production of Beatus has been undertaken; 
judgements on the nature of pigments have mostly been based on common 
knowledge about practices of the time drawn from medieval recipe books.498 To date 
only two specimens – the Valladolid (970) and Lorvão Beatus (1189) – have been 
analysed using modern techniques.499 The examinations in question have revealed 
that the pigments used in Valladolid were cinnabar (red), orpiment (yellow), both 
raw verdigris and vergaut (green),500  indigo (blue), carbon (black), white lead 

(white), as well as some mixtures such as minium-cinnabar (orange), orpiment-

                                                
494 Concerning the relationship between San Millán de la Cogolla and the production of Beatus, see 
Díaz y Díaz, Libros y Librerías, pp. 209, 265; Williams, Visions, pp. 58-64. 
495 As noted by Williams Visions, p. 60, the manuscripts produced in San Millán de la Cogolla reveal 
a particular palette broadly characterised by darker tones and an abundant use of brown in 
combination with yellow.  
496 This period is generally considered in historiography to be the ‘golden age’ of Iberian book 
illuminations, see Mentré, Illuminated Manuscripts, p. 43. Concerning the characteristics of family II 
manuscripts, see Chapter Two in this study. 
497 Mentré, Illuminated Manuscripts, pp. 44-46, 139-141; Williams, TIB, vol. 1, pp. 64, 73. 
498 Brief considerations on pigments for illumination are found in the commentary volume of the 
facsimile edition of the Silos Beatus. These are, however, mostly general remarks based on what is 
known from contemporary medieval treatises, such as Theophilus De Diversis Artibus (ca. 1125), 
rather than from scientific analysis of the manuscript: see Franco, ‘Authors, Style’, p. 215. For the 
treatise in question, see Theophilus, De Diversis Artibus, ed. and trans. by Charles Reginald Dodwell 
(Oxford, 1961). 
499 Melo, et. al, ‘The Colour of Medieval’; Rull, et al., ‘Case Study’. 
500 The vergaut pigment used in the Valladolid Beatus is composed of a mixture of indigo and 
orpiment: Rull, et al., ‘Case Study’, p. 125. 
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cinnabar (warm yellow) and cinnabar-white lead (flesh tones).501 The same colour 
stuffs are present in Lorvão, with the exception of indigo, verdigris and vergaut, 

since blue and green are not part of its palette.502 While it has been stated that 
precious metals (especially gold) are rare in early Iberian manuscripts,503 this is 
contradicted by the evidence of our copies. Gold was used both as leaf (in the cases 
of Morgan and Silos) and in a powdered form (Facundus). Though less frequently 
employed, silver nevertheless appears in copies seemingly from Morgan onwards.504 
Until more specimens have been scientifically examined it is impossible to comment 
on pigment use (not to mention the costs of these materials) and how this might (or 
might not) have varied between scriptoria and from one period to another.505  
 
 

4.2.1. Colour in the Beatus IIa 

The chosen sample of manuscripts comprises the Beatus copies that are 
colouristically the most exquisite. The Commentarium pictorial renewal, of which 
these are witnesses, encompassed the introduction of several compositional elements 
which favoured an expansion of the illuminator’s palette. As previously discussed, 
the Apocalypse pictorial cycle began to be contained within elaborate frames 
decorated with geometric interlace and foliate motifs and set against backgrounds of 
multi-coloured bands, which radically transformed the way in which colour was 

used. Such presentation is visible in all copies that are the focus of this study.506  

                                                
501 Rull, et al., ‘Case Study’, pp. 122-127. 
502 Melo, et. al, ‘The Colour of Medieval’, p. 159. 
503 Mentré, Illuminated Manuscripts, p. 46. The Biblia Primera de León (960) is another example of 
an early Iberian manuscript that exhibits gold as stated by Suaréz González, ‘Una Lectura 
Arqueológica de Nuestras Biblias Medievales (Siglos X-XIII)’, Memoria Ecclesiae, 38 (2013), pp. 
163-214, esp. 184. 
504 Williams, TIB, vol. 2, p. 23, claimed that silver is also found in the Morgan Beatus, given that 
some figures and initials that were painted in gold have tarnished. Yet, scientific analysis is still 
required to ascertain the exact nature of the alloys employed to this end. 
505 For the most up to date studies about pigments in medieval book illumination, see Stella 
Panayotova, et al. (eds.), Colour – the Art & Science of Illuminated Manuscripts (London, 2016). 
506 Henceforth the descriptions of the colour palettes of the manuscripts analysed will be undertaken 
according to the modern (post-Newtonian) understanding of colour, and therefore current English 
colour terminology will be employed. The five Beatus manuscripts on which my investigation is 
based were examined under indirect natural light (whenever possible), or with the assistance of 
fluorescent light. Additionally, the method of isolation of colour areas in the manuscripts with sheets 
of white paper was conducted to enable a more objective assessment of the hues. Concerning the 
transformations that the Commentarium underwent in its posthumous edition, see Chapter Two in this 
study. 
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 Of the five manuscripts, Morgan has the most sumptuous palette. It is 
certainly the richest in terms of its range of hues, revealing a tonal variety hitherto 

unseen in Iberian illumination.507 Indeed, in the opening on folia 117v-118r  no fewer 
than eighteen different tones can be identified (Ill. 10).508 These can be broken down 
to nine main colours: yellow, orange, red, blue, green, purple, red-brown, black and 
white,509 from which other tones derive, including four types of blue, three shades of 
green, two of yellow, and a light mauve. The pronounced chromatic contrasts 
characteristic of this manuscript are achieved through the juxtaposition of yellow, red 
and orange against darker shades of blue and green; the lighter and less contrasting 
tones create brightness, balancing the colour scheme as a whole. The drawing in 
Morgan is executed in a combination of black and red ink, the precise balance of 
which varies from folio to folio, and often from figure to figure, sometimes even 
within the same scene. Although the images were generally drawn first with ink and 
subsequently coloured, there are several instances which demonstrate that some parts 
(mostly background areas) were painted prior to the rendering of the figures and, 
equally, that some elements were painted without previous outlining. This is 
certainly the case for vegetation (painted over the grounds) as well as for the 
colourful stripes that characteristically adorn the garments of the human figures 
throughout the manuscript. Yet whilst Morgan is one of the most lavish specimens in 
the tradition, it is not uncommon to find folia which display uneven colouring. 

Although the paints are, in general, densely applied, several areas feature lighter 
washes as well as uneven colouring, in some cases possibly undertaken with a pen 
rather than a brush.510 Moreover, while both gold leaf and gold paint were employed 
in its illuminations, the gold leaf applied to initials and some miniatures in the first 
200 folia of the codex was scraped off at an uncertain date.511  

                                                
507 Williams, TIB, vol. 2, p. 23. 
508 Bolman,‘De Coloribus’, p. 28 ascertained that certain figures in Morgan present seven to nine 
different tones in their garments.  
509 For convenience, black, white and grey will be addressed and considered amongst other hues; 
however, for the sake of precision, it has to be noted that in modern colour theory they are achromatic. 
510 Mentré, Illuminated Manuscripts, pp. 45-46 defined colour in the early Iberian manuscripts as 
opaque and saturated. However, first-hand analysis of the five Beatus IIa (and the cursory observation 
of other tenth- and eleventh-century Iberian manuscripts) has revealed that paints are not as opaque as 
they possibly seem in reproductions. While their brightness and intensity may help to produce this 
visual effect, in several areas of the manuscript paint was visibly applied as washes. 
511 A Spanish, p. 20. During my first-hand examination of Morgan, I identified gold, both in its leaf 
and ink forms, in the following folia: 1v, 2r, 2v, 3r, 3v, 4r, 23r, 26r, 27r, 48r, 62r, 70v, 77r, 83r, 89r, 
109r, 112r, 115v, 133r, 144r, 146r (vol. 1); 154v, 156v, 153r, 176v, 178v, 183v; possibly also on 238v 
243r, 253v (vol. 2).  
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 Despite being qualitatively more modest in terms of draughtsmanship, the 
two tenth-century copies of Valladolid and Urgell also exhibit rich palettes. While 

sharing several colours with Morgan and Valladolid, Urgell introduces bright purple, 
light blue and a highly saturated green juxtaposed with bright yellow and orange, 
which together create one of the brightest and most vivacious palettes within our 
sample.512 Here, the drawing is generally outlined in black, occasionally in red and 
orange. Moreover, as noted by Klein, Urgell’s colour scheme is particularly 
impressive through the continuous juxtaposition of colours (which are now 
understand as ‘complementary’), which further enhance the vibrancy of the 
compositions.513  The illuminators of Urgell understood that the conjugation of 
certain hues produced a particularly striking visual effect. 514  Unlike Morgan, 
however, there is no evidence for the employment of gold and other metallic inks; 
this is concordant with the general impression that it is a humbler product than its 
counterparts. 
 Valladolid’s palette also presents idiosyncrasies. Its predominant colours are 
yellow, orange and red set against strong shades of brown, dark purple, blue and, at 
times, green.515 Even though these hues are also present in Morgan, their different 
arrangement in Valladolid creates a colour scheme that is warmer than those of 
Morgan and Urgell. Nonetheless, lighter tones (such as mauve and salmon-pink) are 
also visible in some background areas and figures. In addition to these hues, there is 

also a seemingly different type of pigment, possibly a metallic ink, whose 
deployment will be discussed in due course. Appearing to the naked eye as a 
granular dark grey substance, it has been identified as a combination of cinnabar and 
carbon.516 
 Although Facundus’s palette shares several hues with its earlier counterparts, 
it does not show the same degree of colour variation as do the other tenth-century 
manuscripts. This is partially due to a greater sobriety of approach, especially in 
relation to human figures, which no longer exhibit the multi-coloured striped garb 
observable in Morgan and Valladolid. Facundus’s dominant colours are red, yellow, 
                                                
512 Both Klein, Codex Urgellensis, pp. 28-29 and Williams, TIB, vol. 3, p. 17 shared the same opinion 
about this manuscript, stating that it stands out in the corpus for its vibrant palette.  
513 Klein, Codex Urgellensis, pp. 28-29. 
514 Ibid., pp. 28-29. 
515 The shade of green being akin to what is commonly defined in modern colour terminology as 
‘moss green’; that is, a dark green shade with a pronounced tint of yellow. 
516 Rull, et al., ‘Case Study’, p. 126. 
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blue, purple and a distinctive tone of dark blue (hereafter termed blue-black) that is 
used abundantly throughout this manuscript. The juxtaposition of these strong hues 

produces striking contrasts. The vision of the Lamb in heaven illustrates the 
heightened nature of colour contrasts in Facundus in comparison to the earlier 
copies: while in Morgan the scene is set against a bright purple background, enclosed 
by a dark blue frame, and the figures in the composition are dressed in yellow, dark 
red, blue and orange garb, in Facundus the background is painted in dark blue, the 
frame is dark purple, and the figures are dressed in bright yellow, bright red, blue-
black and dark purple garments, which together create a powerful visual effect (ills. 
7, 93).517 Thus, although Morgan presents greater variety of colours, Facundus tends 
to privilege intense chromatic contrast. Nevertheless, it also presents lighter tones 
employed both in figures and backgrounds, namely a tint of light purple, salmon-
pink, light and dark green, as well as a beige tint that is only slightly darker than the 
parchment itself; black and white are omnipresent. Possibly due to its nature as a 
royal commission, Facundus also makes extensive use of gold, especially in the 
frontispiece illuminations with the alpha and omega, the labyrinth with the names of 
the commissioners and scribes, as well as in the portraits of the evangelists. Gold ink 
is also found throughout the manuscript not only in the Apocalypse and Daniel 
cycles but also in the decoration of several of its frames. 
 As for the Silos Beatus, while in some parts of the manuscript the colour 

scheme is akin to that of the tenth-century specimens, other sections reflect a 
different aesthetic. In the first 110 folia the palette is bright and highly contrasting, 
being composed of yellow, red, orange, brown, blue, green and grey tones. Towards 
the middle and the end of the book, the colour scheme changes to less strident 
contrasts through a combination of lighter tones of grey, yellow, green and mauve 
against red, orange and brown.518 The remaining illuminated folia return to the more 
intense colours of the first pages, but with a tendency for darker backgrounds. Silos 
also preserves the bright polychromatic backgrounds characteristic of family IIa. An 
element of innovation may, however, be observed in the introduction of a dotted 
pattern ornamenting some of them: for instance, the first illustrated folio of the 
Apocalypse cycle shows a dark grey background covered with small red and white 

                                                
517 Morgan Beatus, fol. 87r; Facundus Beatus, fol. 116v. 
518 E.g. Silos Beatus, fols. 111v-126r and 181r-190r. In this respect see also Franco, ‘Authors, Style’, 
pp. 215-216. 
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dots that create flower-like patterns (ill. 110).519 Commonly found in Romanesque 
illuminated manuscripts yet absent from other Beatus in this branch, this sort of 

pattern represents a contemporary element in Silos amidst archaic features.520 
Nevertheless, despite this profusion of colour, tonal variety was not explored to the 
same degree as in the previous copies. In terms of technique, its painting seems to fit 
within the general trend: colour is generally quite densely applied; however, some 
areas are more lightly painted. Gold and silver were also used, though not 
systematically – similarly to Morgan, Silos shows signs that gold leaf was either 
removed or lost from some folia at some point.521  
 Thus, despite showing different chromatic schemes and colour combinations, 
the palettes of the family IIa Beatus are relatively similar insofar as they share the 
same hues. There are nonetheless appreciable differences between the deployment of 
the colours in each copy. Morgan presents the greatest tonal variety and introduces 
tints and shades unseen in the remaining four copies;522 Facundus prefers very dark 
tones contrasted with saturated red and yellow; Urgell gives a more prominent role to 
different colours such as light purple and bright green that are not particularly 
dominant in other manuscripts, whilst Valladolid presents the warmest palette of 
them all. To some extent, this evidence suggests that Bolman’s assertion that colour 
was not copied slavishly from manuscript to manuscript is plausible, but given that 
none of the putative exemplars for these copies survive, this cannot be proven.523 It is 

nevertheless reasonable to assume that even if illuminators were influenced by the 
chromatic schemes of their models, they were not constrained by them. Lastly, it 
should be emphasised that the use of precious metals in all copies but one testifies to 
the high status of their commissions and to the importance placed upon these 
sumptuous works. 

                                                
519 Silos Beatus, fol. 18v. 
520 Concerning the style of the Silos Beatus and the combination of archaic and contemporary 
features, see Boylan, Manuscript Illumination; pp. 58-62, 98-108; Schapiro, ‘From Mozarabic to 
Romanesque’; Williams, TIB, vol. 4, pp. 32-35. 
521 The rendition of gold objects in Silos is more erratic than in the other two copies. Some miniatures 
exhibit real gold, others use yellow paint as a surrogate, while others are left uncoloured. The 
representations of the golden altar on folia 135r, 139r, and 105v, 126r, 168r are examples of these 
different approaches. One may wonder whether this was caused by problems with material supplies at 
the time of the commission, as proposed by Shailor: A Spanish, p. 20. 
522 Bolman, ‘De Coloribus’, p. 34, footnote n. 70 identified 110 different tones in Morgan, while only 
fifty-eight tones in Silos. She also informs us that Klein, Der ältere, pp. 238-239 identified 180 tones 
in Facundus. 
523 Bolman, ‘De Coloribus’, pp. 25, 29. 
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 4.2.2. Colour in Early Trans-Pyrenean Apocalypse Manuscripts 

Though few in number, the early medieval Apocalypses produced in Carolingian and 

Ottonian contexts, dating from ca. 800 to ca. 1000, provide important comparanda 
for the Iberian corpus not only for iconographic aspects but also for chromatic 
ones.524 They are, however, a completely separate tradition from that of the Beatus. 
The substantial differences between these corpora reflect their derivation from 
different prototypes: while Carolingian and Ottonian specimens are held to descend 
from a Roman tradition, the Beatus are believed to have developed from a North 
African one.525 Four Carolingian illustrated Apocalypses survive: Trier, Cambrai, 
Valenciennes and Paris 1132.526 Despite having been produced in a similar milieu, 
they stem from two separate traditions and diverge in decoration and palette as well 
as in number of images. Trier and Cambrai (which are related to each other as 
mother and daughter) are believed to descend from an early Christian Roman model, 
as their modes of representation are akin to what is known of Roman biblical 
cycles.527 Conversely, Valenciennes and Paris 1132 possibly reflect a Northumbrian 
intermediary.528  
 The compositions of the oldest copy, the Trier Apocalypse (ca. 800),529 are 
dominated by blue and red combined with orange, yellow and green. In the full-page 
miniature of the angels fighting the dragon (ill. 146), red was used for the frame, blue 
was employed to create the sky, and green to emulate the ground area; between these 

                                                
524 For the purposes of our study only early medieval Apocalypse cycles in codex form were 
considered. Given that the Munich Fragment (Munich, Bayerische Staatsbibliothek, Clm 29159) and 
the copy of Bede’s Commentary on Revelation (Einsiedeln, Stiftsbibliothek, MS 176) preserve a 
single image each, these manuscripts will not be included in our analysis. For an overview of early 
medieval illustrated Apocalypses, see Emmerson; Lewis, ‘Census and Bibliography of Medieval 
Manuscripts’, pp. 337-379; see also Appendix I, volume II in this study. 
525 See Klein, ‘Introduction: The Apocalypse’, p. 176; Williams, Visions, p. 24. 
526  Respectively: Trier, Stadtbibliothek Weberbach Codex 31; Cambrai, Médiathèque 
d’Agglomération, Ms. B 386; Valenciennes, Bibliothèque municipale de Valenciennes, Ms. 99 [92]; 
Paris, Bibliothèque nationale de France, Ms Nouv. acq. lat. 1132.  
527 Klein, ‘Introduction: The Apocalypse’, pp. 176-179, esp. 176.  
528 Ibid., pp. 177-178. See also Jonathan James Alexander, Insular Manuscripts, 6th-9th Century: A 
Survey of Manuscripts Illuminated in the British Isles, 9 vols. (London, 1975-1996), vol. 1, Cat. n. 64, 
pp. 82-83. 
529 Trier, Stadtbibliothek Weberbach, Codex 31. Trier was conceivably produced in northern Francia 
circa 800. The manuscript is written in an elegant Caroline minuscule and presents seventy-four full-
page miniatures of Revelation. It measures 257 x 216 mm and contains seventy-five folia. For 
facsimile edition, see Die Trierer Apokalypse: Staatsbibliothek Trier Codex 31, ed. Peter Klein, et al. 
(Graz, 2001). 
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the terrestrial realm was left uncoloured.530 Blue, yellow and red compose the angels’ 
palia, while the dragon is yellow – this general colour scheme is consistent 

throughout the manuscript. There are three points to make in respect to Trier’s colour 
use: first, hues were employed to define distinctive spaces (e.g. heaven and earth) 
and they show correspondence to the natural world as it was perceived; secondly, the 
same colour could be employed in a variety of characters and contexts; and thirdly, 
the natural tan of the parchment was used as a background for the composition. In 
terms of technique, the paint was invariably applied in dilute washes. 

The palette of the Cambrai Apocalypse,531 a manuscript possibly dating from 
the first half of the tenth century, and widely regarded as a direct copy of Trier,532 
does not differ greatly from that of its predecessor. Cambrai, however, makes a more 
profuse use of colour: there is, for instance, a wider employment of green and 
orange, and the general palette seems brighter than that of Trier (possibly due to the 
better conservation of Cambrai). Moreover, in contrast to the simple monochromatic 
frames in Trier, Cambrai exhibits elaborate ones, whose decoration ranges from 
foliage to geometric patterns, leading to a wider exploration of colour combinations. 
Similarly to Trier, hues create the different theatres of action: the sky is rendered in 
blue (sometimes punctuated with red and orange highlights), the ground in dark blue, 
brown or green, while the remaining pictorial space is left uncoloured.  
 The sister copies of Valenciennes533 and Paris 1132534 have a smaller body of 

illustrations than their counterparts. The former exhibits a strikingly different colour 
scheme in comparison with the previous copies: here green is the dominant hue, 
                                                
530 Trier, fol. 38r. 
531 Cambrai, Médiathèque d’Agglomération de Cambrai, Ms B 386. The Cambrai Apocalypse is a 
daughter copy of Trier, thus it reproduces a virtually identical body of illuminations to its ancestor. It 
was also produced in northern France, possibly in the first half of the tenth century. It measures 311 x 
230 mm and preserves forty-six full-page illuminations and forty-eight folia written in Caroline 
minuscule. For the facsimile edition, see Der Apokalypse von Cambrai, ed. Peter Klein, et al. (Luzern, 
2016). 
532 Klein, ‘Introduction: The Apocalypse’, p. 176. 
533 Valenciennes, Bibliothèque de Valenciennes, Ms 99 [92]. The origin of this manuscript remains 
debated; however, the ninth-century Rhine region has been seen as a strong possibility. It measures 
270 × 202 mm and contains thirty-eight full-page illuminations and forty-two folia, written in 
Caroline minuscule. Although it derives from the Roman-Christian tradition, it is believed to descend 
from a Northumbrian model, see Klein, ‘Introduction: The Apocalypse’, p. 178. For the facsimile 
edition see Apocalipsis de Valenciennes, ed. by Peter Klein (Madrid, 2009). 
534 Paris, BnF, Nouv. acq. lat., 1132. Conceivably produced in northeast France in the early tenth 
century. It measures 288 x 210mm and is composed of forty illustrations (many half-page) and forty 
folia written in Caroline minuscule. This manuscript has not yet been the subject of a facsimile 
edition. See Emmerson; Lewis, ‘Census’, pp. 344-345; Klein, ‘Introduction: The Apocalypse’, p. 177; 
Henri Omont, 'Un Nouveau Manuscrit Illustré de l'Apocalypse au IXe Siécle’, Bibliothéque de l'École 
des Chartres, 83 (1922), pp. 273-296. 



	 119	

being often juxtaposed with red, orange and yellow; blue is absent from its palette. 
However, similarly to Trier and Cambrai, its backgrounds are mostly unpainted; here 

too, colour is sometimes used as a means to establish the difference between heaven 
and earth.535 Despite the close similarities to Valenciennes, Paris 1132 is more 
difficult to analyse, for its cycle of illustrations was not brought to completion. Yet, 
the painted miniatures help us to surmise how the completed manuscript might have 
looked. They reveal a palette composed of orange, red, brown, yellow and blue hues, 
this last being a dominant tone. Thus, although Valenciennes and Paris 1132 are 
close in terms of pictorial model, their colour schemes are completely different. Paris 
1132 also differs substantially from its Carolingian counterparts in terms of painting 
technique. Here colour is employed in swift brush strokes that accentuate the lines of 
the underlying drawing, adding a sense of movement and volume to the figures. 
Hues are only applied solidly to a small number of elements, comprising essentially 
(though not exclusively) the haloes of saintly figures, religious implements, and 
elements in the representation of the Heavenly Jerusalem.536 It can also be inferred 
that, like the previous cases, here too the backgrounds were envisaged as uncoloured.  

The scenario changes dramatically with the only complete extant Ottonian 
Apocalypse: a luxurious manuscript produced for an imperial patron, possibly at 
Reichenau (or conceivably in Trier), which became known as the Bamberg 
Apocalypse. 537  Although drawing on a Carolingian exemplar, it transforms its 

aesthetic into a much richer one with sumptuous colours and extensive golden 
grounds – typical of Reichenau illumination.538 The range of hues is outstanding and 
the tonal variety exquisite, with several delicate tones of light green, mauve, and 
light blue and grey set against dark brown, purple and warm golden backgrounds. 
Colours are skilfully applied, being solid and opaque and qualitatively superior to 
                                                
535 E.g. Valenciennes, fols. 5r, 6r. 
536 E.g. Paris 1132, fols. 15v, 23r, 33r.  
537 Bamberg, Staatsbibliothek, MS A. II. 42. Although its provenance has been much debated, 
Reichenau is now considered the most plausible. Its date has also raised similar (if not more) complex 
questions. Recent studies have, however, determined on palaeographical grounds an upper threshold 
of ca. 1000. It was conceivably commissioned by Otto III, and offered by Henry II and Kunigund to 
the Collegiate Church of St. Stephen in Bamberg, ca. 1020. The manuscript measures 295 x 204 mm 
and contains fifty Apocalypse illuminations, as both full- and half-page compositions. In total it has 
106 folia written in late Caroline minuscule. It also includes in the same codex a Gospel Lectionary 
(fols. 61v-106r). For facsimile edition see Das Buch Mit 7 Siegeln. Die Bamberg Apokalypse, ed. 
Gude Suckale-Redlefsen, Bernhard Schemmel (Luzern–Wiesbaden, 2000). Concerning dating, see 
Peter Wind, ‘Die Shift und deren Umfeld’, in Die Bamberg Apokalypse, pp. 159-164; Suckale-
Redlefsen, ‘Datierung und Lokalisierung’, in Die Bamberg Apokalypse, pp. 93-100.  
538 On the development of Ottonian book illumination and the style of Reichenau, see Mayr-Harting, 
Ottonian Book Illumination, pp. 25-55. 
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those in the Beatus manuscripts, whose application was at times irregular and 
unstable. 

Although the use of colour in the Beatus and the Carolingian and Ottonian 
cycles reveals considerable differences, there are nevertheless interesting points of 
comparison. While exhibiting a markedly different palette from the Iberian corpus, 
Bamberg shows some similar colour features to the Beatus. The profuse use of 
colour both in their backgrounds and pictorial cycle is comparable (Bamberg’s use of 
gold grounds aside). The Ottonian manuscript and the Iberian ones both employ 
paint extensively and exuberantly, not allowing their pictorial space to be left 
unfilled.539 By contrast, the pictures in the Carolingian Apocalypses are simpler and 
may in fact be better described as coloured drawings than as compositions defined by 
colour. Consider the almost identically-conceived portraits of the evangelists found 
in Trier and Cambrai as well as in Morgan and Facundus: in the Iberian examples, 
the evangelists are set against multi-coloured banded backgrounds, an effect further 
complemented by the density of colours in their garments and in the frames; gold is 
often employed in their books and implements. In the Carolingian case, by contrast, 
the backgrounds are left unpainted, and colours are neither as bright nor as solidly 
applied as in the Beatus; moreover, none of these copies includes gold. 
Chromatically there is little common ground between the Iberian specimens and the 
coeval illuminated Apocalypse cycles from north of the Pyrenees. There are, 

however, similarities between the modes in which colour is applied to the Beatus and 
to Bamberg, as in both colour dominates the compositions, but this is almost 
certainly coincidental.  

 
 

4.3. Colour References and Iconography in the Beatus IIa  

As mentioned at the beginning of the chapter, important information about the 
production and conceptualisation of these manuscripts can be revealed through the 
examination of the process of colour selection and the extent to which it was 
influenced by Revelation and the Commentarium. This exercise is, however, a vast 
and complex one: even within the sample of five specimens, the great number of 
illustrations – a collective total of around 400 – rules out a comprehensive 
examination. Thus, the relationship between colour, text and iconography in the 
                                                
539 Mentré, Illuminated Manuscripts, p. 139. 
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chosen sample will be analysed via a series of test cases. Four points in particular 
will be explored in this section: first, the pictorial responses of illuminators to colour 

references in the text (that is, the Revelation storiae included in the Commentarium 
and, to a more limited extent, Beatus’s exegesis); secondly, the general use of colour 
in storiae which do not include colour references; thirdly, the phenomenon of the 
polychromatic backgrounds that are characteristic of family II manuscripts; and 
lastly, how the responses observed in the Iberian corpus compare and contrast with 
the evidence provided by Carolingian and Ottonian Apocalypse manuscripts.  
 
 
 4.3.1. Pictorial Responses to Colour References  

The first Apocalypse episode bearing colour references for which there is an 
iconographic counterpart is the third Revelation storia in Book I of the 
Commentarium. This episode represents the vision of the 'Son of Man' and the 
commission to write the book for the seven Churches of Asia (Rev. 1, 10-20) – an 
account whose rich literary imagery includes several elements with chromatic 
properties. John describes the vision of seven golden lamps (septem candelabra 

aurea) amongst which stood the 'Son of Man' dressed in a long tunic adorned with a 
golden girdle (praecinctum ad mamillas zona aurea); his hair was white (capilli 

erant albis) and his eyes like flames (oculi eius velut flamma ignis). The pictorial 

equivalents to this passage in our five manuscripts present points of connection, but 
also interesting divergences.540 Although all copies generally employ similar hues 
and tones, the exact distribution of colour differs from one copy to the next (ills. 2, 
29, 60, 87, 111). For instance, no two specimens present exactly the same 
background colours or the same hues in the clothing of the different figures. There 
are, nevertheless, commonalities between them. Morgan, Facundus and Silos show 
fidelity to the text in respect to golden elements. Facundus and Silos present the 
seven lamps and Christ’s girdle in real gold (ink and leaf, respectively); in Morgan 
the lamps are coloured in yellow and outlined in red (gold leaf being reserved for 
Christ’s girdle only).541 The illuminators of Valladolid seem to have intended to have 
applied gold in the lamps and in the girdle, as witnessed by the provision of what 
                                                
540 Morgan Beatus, fol. 27r; Valladolid Beatus, fol. 20v; Urgell Beatus, fol. 22r; Facundus Beatus, fol. 
46r; Silos Beatus, fol. 24r. 
541In Morgan and Silos the use of real gold is extended to Christ’s halo: e.g. Morgan Beatus, fols. 26r, 
27r, 154v; Silos Beatus, fols. 18v, 21r, 24r. 
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seems to be a preparatory ground for the metal, but did not in the event supply it.542 
In Urgell both lamps and girdle are left uncoloured, being outlined in red ink. 

Furthermore, Christ’s hair – described as white like white wool and snow – led to 
heterogeneous pictorial responses. Here, only Facundus follows the textual reference, 
Christ’s hair being painted in white. Furthermore, this is also the only copy in which 
Christ’s eyes are painted in red, like flames. The other four copies ignored the textual 
description of the physical attributes altogether.  
 Another valuable case-study through which to explore our artists’ responses 
is the storia of the opening of the fourth seal (Rev. 6, 1-8) considered in detail in 
Book IV, but also resumed in the Prologue to Book II and Book XI. The text 
describes the emergence of the four horsemen and their multi-coloured horses, 
described as albus (white), roseus ('rose-toned' or red), niger (black) and pallidus 
(‘pale’). In the four copies preserving this image, the horses’ colours relate, to a 
greater or lesser extent, to the textual references (ills. 33, 66, 94, 116).543 In all copies 
the black horse is coloured thus, as is the white horse, varying only from solid white 
(Urgell) to white punctuated with dots of different colours (Valladolid, Facundus, 
Silos). Although generically characterised as red (for it is tinted by the blood of the 
martyrs), the second horse is described both in Revelation and Commentarium as 
roseus (rather than rubeus or rufus). Presumably it is for this reason that in three 
manuscripts (Valladolid, Urgell, Facundus) the equus roseus is painted in a salmon-

pink tone rather than employing an intense red hue which otherwise would have 
resembled blood more closely. Here Silos is an exception, as the equus roseus is, in 
fact, painted white with black coat marks, possibly due to an error by the artist.544  
 The colour choices concerning the pallidus horse seem to have been more 
complex. Neither Revelation nor the Commentarium provide an explanation for this 
colour. Perhaps because of its ambiguous meaning, the 'pale' horse is represented 
either in a very light tint of yellow (almost beige in Urgell and Valladolid) or in a 
                                                
542 First-hand examination of Morgan, undertaken with the aid of a magnifying lens and a fluorescent 
light, has also revealed similar dark preparatory grounds applied on gilded figures. The most 
conspicuous examples appear in folio 183v, where the angels’ golden girdles exhibit a dark 
preparatory ground. However, during the examination of Valladolid I could not observe any particles 
of gold over the corresponding dark grounds, as verified in Morgan.  
543	Valladolid Beatus, fol. 93r; Urgell Beatus, fol. 103v; Facundus Beatus, fol. 135r; Silos Beatus, fol. 
102v. The relevant folio is missing in Morgan. For the missing episodes in this manuscript, see 
Williams, TIB, vol. 2, pp. 30-31. 
544 Silos Beatus, fol. 102v. The equus roseus is identifiable not only through the attribute carried by its 
horseman described in Revelation but also by the titulus written above it. This suggests that this 
caption was either added after the completion of the illumination or, alternatively, that Petrus ignored 
the colour reference when executing this figure. 
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salmon or orange tone (Facundus and Silos, respectively). This suggests that the 
illuminators, who followed the textual references faithfully in the three previous 

examples, understood this term differently or, alternatively, they were attempting to 
evoke pale flesh tones. Regardless of their intentions, it is telling that in the four 
copies only colour saturation varies, as the tones employed to represent the pallidus 
horse are not dissimilar.  
  The coloured horses are revisited in Book XI, though here with greater focus 
on the white horse of Christ (Rev. 19, 11-16). This Apocalypse passage relates the 
vision of the Faithful and True rider who, dressed in a robe tinted with blood (veste 

adspersa sanguine), galloped through the skies on his equus albus (white horse), 
followed by his celestial army dressed in pure white linen (induti byssinum album, 

mundum). The corresponding illustration is only preserved in Facundus and Silos 
(ills. 107, 134).545 In the former, the composition accords precisely with the text: six 
white horses dominate this full-page illumination, with emphasis being placed upon 
the horse of Christ which, interestingly, shares the same coat markings of the white 
horse in the opening of the fourth seal previously discussed. This seems to suggest 
that the illuminator responsible for the folio aimed to differentiate this horse from the 
other five and, moreover, to create a sense of visual narrative by repeating here the 
features of the first white horse depicted many folia earlier. Similarly, all the milites 
are dressed in white, yet the folds and outline of Christ’s robes are drawn in bright 

red ink, possibly alluding to the blood stains on his clothes described in the text.546 
However, unlike Facundus, in Silos there is no direct connection to these colour 
terms (at least prima facie): all horses and knights are seemingly painted in a light 
brown shade and their outlines are in black ink. 547  
 The para-apocalyptic text extracted from the Book of Daniel (Dan. 2, 31) 
about the vision of the statue and the four beasts also provides interesting points for 

                                                
545 Facundus Beatus, fol. 240r; Silos Beatus, fol. 196r. 
546 Bolman,‘De Coloribus’, p. 22 has convincingly proposed that the colours employed in the outlines 
of certain characters are also significant. According to Bolman, the white outlines of the seven angels 
in Morgan fol. 183v (unseen in the corresponding miniature of the remaining Beatus IIa) reflect their 
characterisation in Revelation as dressed in pure white linen. Valladolid, fol. 96r and Facundus, fol. 
138v show a similar practice in the storia of the opening of the fifth seal, in which the martyrs are 
described as bearing white stoles. However, this practice is only seldom observed; see examples in 
Appendix IX, volume II, ills. 34, 95. 
547 This light mushroom tone appears in several folia of the Silos Beatus. Naked eye examination of 
the manuscript suggests that this was a light brown patina used over white; however, scientific 
analysis is required to understand the precise nature of the pigments as well as whether this tone 
derives from oxidation and/or ageing of the materials: e.g. Silos Beatus, fols. 102v, 105v, 196r; see 
also Appendix IX, volume II, ills. 116, 118, 134. 
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reflection. The idol is described as an anthropomorphic multi-coloured figure: its 
head was golden, its chest and arms were made of silver, its abdomen and loins of 

bronze, and its calves and feet of iron and clay. The depiction in the Morgan Beatus 
shows an appreciable degree of fidelity to this description (ill. 3). Maius seems to 
have been aware of the different parts into which this statue was divided, defining 
five separate body areas: the head painted in a golden-like wash, the abdomen and 
the loin in grey-green shade (to represent bronze), the calves and feet in orange (iron) 
and the soles of the feet in black (clay). The chest and the arms, described as being 
made of silver, are coloured with a delicate light grey wash (almost imperceptible to 
the naked eye), being moreover decorated with small blue dots at the joints 
(shoulders, elbows, wrists). This illustration thus compellingly suggests that, at least 
in the case of Morgan (or of a possible exemplar, if one existed), there was interest in 
reflecting colours specified in other biblical texts used in the composition of the 
Commentarium in addition to Revelation. In the remaining cases the treatment of 
colour in this episode varies. While in Urgell the statue is outlined in orange ink and 
is left mostly uncoloured (with the exception of part of the calves and feet which are 
painted black), in Valladolid and Facundus it is rendered in a slightly different way. 
In both cases, the statue’s face is not clearly visible, as the whole head is covered 
either in a grey preparatory ground or in gold paint, respectively; red outlines for 
facial expression can, nevertheless, be observed underneath the painted surface (ills. 

28, 62, 89). Moreover, in Facundus, the torso is apparently painted in a single colour 
without the separation between chest/arms and abdomen/loins; a metallic ink was 
employed for this purpose, as there are evident signs of corrosion. The legs were, 
however, left uncoloured, only outlined in red. By contrast, in Valladolid the 
illuminator separated these body parts and the distinction between calves and feet is 
represented via different colours.548  
 The vision of God in majesty with the elders (Rev 4, 1-6) in Book III also 
contains a considerable number of elements with chromatic qualities. John described 
'the one' he saw on the celestial throne, amongst seven lamps of fire, as like jasper 
and carnelian, with a rainbow (similar to emerald) above his throne; before him was a 
transparent sea, similar to glass (mare vitreum). In addition, the apostle saw twenty-
four elders dressed in white and bearing crowns of gold (in veste alba, et in capitibus 
                                                
548 Morgan Beatus, fol. 40v; Valladolid Beatus, fol. 42v; Urgell Beatus, fol. 46r; Facundus Beatus, fol. 
71r. This miniature is absent from Silos. First-hand observation of Valladolid suggested that two 
different materials were employed for the painting of the idol’s upper and lower abdomen. While both 
areas seem to have been painted with metallic inks, they have slightly different tones and textures.  
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eorum coronas aureas). The illuminators were only partially faithful to this wealth of 
colour references. The four earlier copies show no real connection to the colours of 

jasper (qualified in the text as viridis – green), carnelian (as rubeus – red) and 
emerald; their responses vary considerably (ills. 6, 32, 65, 92).549 An exception may, 
however, be observed in the case of Silos (ill. 114), where God’s garb is 
predominantly red and green, with some elements in yellow. Could this be an 
allusion to the colour of the two minerals described in the Commentarium as green 
and red? Additionally, another aspect which seems to reflect the influence of the 
exegetical commentary in some copies is the manner in which the sea of crystal is 
rendered. Although described in Scripture as transparent like crystal, in both Silos 
and Morgan it is painted dark green – an unusual colour for the representation of 
water in the corpus. Tellingly, in the explanatio of this episode there is a simile 
comparing water to the green colour of jasper. Thus these illuminators may possibly 
have responded to the commentary text not only for the representation of Christ’s 
robes (in Silos) but also for the mare vitreum (Morgan and Silos).550  

In all five copies the twenty-four elders are dressed in multiple colours (being 
outlined in white in Valladolid, Urgell and Facundus), bearing no direct resemblance 
to the actual textual description.551 The crowns are, however, rendered according to 
the text: in Morgan they show remnants of a possibly gold wash; in Facundus they 
were painted in gold ink; Valladolid presents the aforementioned grey preparation, 

while in Silos the crowns are painted yellow. Tellingly, in Urgell the crowns are 
outlined in red but, once again, left uncoloured, as was the case in this manuscript for 
other elements described as being made of gold, thereby reinforcing the idea that this 
was the artists’ standard approach to rendering golden objects and implements. 
Lastly in this passage, the lamps of fire, as suggested by the text, are depicted 
entirely in red in Morgan, Valladolid, Urgell, and Facundus. The exception is Silos 
where they are painted in yellow and light purple. 
                                                
549 Morgan Beatus, fol. 83r; Valladolid Beatus, fol. 76v; Urgell Beatus, fol. 86r; Facundus Beatus, fol. 
112v; Silos Beatus, fol. 83r.  
550 The treatment of the mare vitreum in the other Beatus varies considerably. In Valladolid, fol. 76v, 
the sea is painted in a grey tone; in Facundus, fol. 112v, it is light orange with wave lines in red, 
yellow and blue; in Urgell, fol. 86r, the illuminator left the band representing the sea uncoloured. 
First-hand examination of this manuscript reveals that this area was purposefully scraped with the aid 
of a sharp implement. This raises the questions whether for its illuminator the concept of transparency 
implied the absence of colour. 
551 Valladolid Beatus, fol. 76v; Urgell Beatus, fol. 86r; Facundus Beatus, fol. 112v. Whether these 
outlines symbolise the whiteness of their garb described in Scripture (as suggested by Bolman, ‘De 
Coloribus’, pp. 24-25 in relation to the seven angels in Morgan: see footnote n. 546) is unknowable, 
given the erraticism of this practice in our manuscripts.  
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An interesting response can also be observed in the illuminations of the 
sounding of the fifth trumpet (Rev. 9, 7-12). This passage reports the opening of the 

abyss and the release of the plague of locusts, described as bearers of fake gold 
crowns ready to seduce unwary Christians. Morgan renders the crowns in yellow; 
Valladolid employs the customary grey ground; Facundus uses gold ink; and Silos 
employs gold leaf. Urgell is consistent with its own convention of leaving gold 
objects uncoloured.552 Despite the fact that yellow was used on many occasions as a 
surrogate for gold in this episode, curiously, two of our illuminators employed the 
real precious metal instead of an imitative colour; those who did not employ the real 
metal resorted to their standard solution for the representation of gold. Therefore, 
although the text indicates that the crowns were made of fake gold, the treatment of 
these pictorial elements is akin to that of divine gold attributes. 

One of the most exuberant and sumptuously painted illuminations in the 
corpus is the episode of the woman facing the great dragon (Rev. 12, 1-18) addressed 
in Book VI. Here, the former is described as clothed with the sun, the latter as roseus 
('rose-toned' or red). In the four earlier copies, the woman’s garments are depicted in 
yellow and orange tones, colours associated with the sun and other bodies of light in 
the corpus; the dragon is also painted according to its respective colour-word, though 
often highlighted with several other hues for the creation of texture effects (ills. 14, 
44, 74, 101, 124).553 In Silos, while the dragon is red and grey, the woman’s 

garments are predominantly yellow and dark blue – the latter colour at odds with the 
text. Similar text-image correspondence is observed in the representation of the 
sinful woman – the whore of Babylon – described in Revelation 17, 3-13, and 
discussed in Book IX. She is described as dressed in rich purpura and coco garb 
(purple and scarlet) and adorned with gold, precious stones and pearls, whilst riding 
a scarlet beast and holding a chalice made of impure gold. In the earlier Beatus there 

                                                
552 Morgan Beatus, fol. 142v; Valladolid Beatus, fol. 120r; Urgell Beatus, fol. 129r; Facundus Beatus, 
fol. 171v; Silos Beatus, fol. 133v. 
553 The sun and the moon are also associated with specific colour terms. The illumination of the 
opening of the sixth seal (Rev. 6, 12-17) offers the first example: the sun turned black and the moon to 
blood. In the three tenth-century copies both sun and moon accurately reflect the description (Morgan, 
fol. 112r; Valladolid, fol. 98v; Urgell, fol. 108v); Facundus and Silos (fol. 141v and 108r, 
respectively) painted the sun blue-black and dark brown, respectively. Similarly, although there is no 
specific colour-word in the storia of the sounding of the fourth trumpet (Rev 8, 12-13), it reports that 
the third part of the sun, moon and stars were darkened. Accordingly, in Morgan (fol. 138v) and Silos, 
(fol. 130r) the third part of the sun and the moon are painted in a dark hue; however, Valladolid (fol. 
117r), Urgell (fol. 127v), and Facundus (fol.168r), show the opposite: the third part is left uncoloured, 
whilst the rest of the sun and the moon are painted in orange or red. This shared trait raises the 
question of whether this was an anomaly in an archetype unthinkingly copied in the later copies. 
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are evident connections between text and image (ills. 52, 80, 104).554 In Urgell, the 
woman is dressed in a loose purple garb with red sinuous accents and with small 

white dots (which probably evoke the pearls mentioned in the text); interestingly, she 
holds a chalice painted in yellow and orange, unlike the previous golden holy 
implements in this manuscript; the beast is coloured in red-brown with black coat 
markings. In Valladolid and Facundus, by contrast, the dominant colour of the garb 
is red rather than purple with white and yellow dotted effects in the dress; the beasts 
are rendered in red-brown and in blue-black with bright red and yellow highlights on 
its coat respectively, whilst the chalice is painted with the dark grey preparation and 
orange in Valladolid, and in gold in Facundus. Amidst their different solutions 
regarding the dominant colours of the image, all our manuscripts respond to the 
textual description.  

The passage concerning the Heavenly Jerusalem (Rev. 21, 1-27) offers the 
last test case of this section. This sumptuous depiction, which represents the holy city 
in a schematic and anti-perspectival form (allowing the observer to visualise it from 
above and in its totality), embodies what Carruthers defined as a visual synthesis of 
the description in the text.555 Yet, although the design of the Heavenly Jerusalem is 
almost identical in all five manuscripts, the colour schemes vary (ills. 25, 58, 85, 
109, 136). Morgan’s illustration is perhaps the richest in tonal variety: the precious 
stones, the doors and even the apostles at the gates are coloured in multiple hues, 

creating an intense and vivacious composition.556 There are, nonetheless, links to the 
textual description: the colour of the city walls and central courtyard are yellow, 
evoking the gold of the text; the gold measuring rod held by the angel in the centre of 
the composition is also yellow. The references to the transparency of the city were, 
however, ignored. Urgell’s approach is similar to that of Morgan: the structures and 
implements which are yellow in the latter are left uncoloured in the former. 
Valladolid and Facundus follow the same principles, rendering these elements in the 
preparatory grey ground and in gold ink, respectively.557 Silos, however, does not, as 
although its miniature exhibits several elements painted in bright yellow, this colour 

                                                
554 Valladolid Beatus, fol. 161v; Urgell Beatus, fol. 168v; Facundus Beatus, fol. 225v; Silos Beatus, 
fol.183v. The relevant folio is missing in Morgan. 
555 As stated by Carruthers, The Craft, p. 151. 
556 Morgan Beatus, fol. 222v. 
557 Valladolid Beatus, fol. 182v; Urgell Beatus, fol. 186v; Facundus Beatus, fol. 253v. 
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is not applied to the structural elements as described in the text – the illuminator 
privileged colour variety.558 

 
 

 4.3.2. General Responses to Colour  

This section will now examine how colour was used in the illuminations when no 
textual references containing colour terms were supplied. Determining whether the 
emphasis of the scriptural text influenced colour choices more generally (and how it 
did so) will provide important complementary information about the creation of the 
Beatus imagery. As colour terms are mainly associated, as attributes, with sacred and 
profane entities and implements described in Revelation, a thematic approach, 
focusing on pictorial elements that form the Apocalypse’s literary imagery, is 
therefore the most suitable way of probing the material. 

As previously established, responses to colour references were selective and, 
at times, inconsistent. While some colours are rendered in accordance with the text, 
others are not. This was particularly evident in the cases of physical attributes, 
especially apparel, which was only seldom coloured in accordance with the text. Not 
surprisingly, similar responses are observed throughout the corpus of illuminations 
more generally. The compositions on the first three illustrated folia in Morgan 
demonstrate that even the most important characters in the whole pictorial corpus – 

God and Christ – were not associated with any specific colour.559 On the contrary, 
there is little coherence to the hues employed on their garments. While in the first 
episode God’s robes are coloured yellow with dark red sinuous accents, in the second 
they are dark red and blue, and in the third green with yellow and red highlights. 
Morgan was typical in this regard: the same inconsistency is observable in the other 
four copies. 

Similar chromatic erraticism is seen in the representations of the remaining 
holy figures. John’s robes are likewise depicted in differing colours (sometimes in 
different styles), even in sequential parts of the same episode, as observed in the 
miniature of the measurement of the Temple. 560  Although the textual sources 
describe this as a single action, the illumination is divided into two moments: first, 
                                                
558 Silos Beatus, fol. 208v. 
559 Morgan Beatus, fols. 23r, 26r, 27r. 
560 Morgan Beatus, fol. 146r; Valladolid Beatus, fol. 123v; Urgell Beatus, fol. 133r; Facundus Beatus, 
fol. 176v; Silos Beatus, fol. 139r. 
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the angel bestows the book (right side of the image) and, secondly, the measuring rod 
(left side of the image). John is represented in different colours in these two 

moments, despite the fact these are in reality one event (ills. 13, 41, 73, 100, 123). 
Depictions of the four evangelists and of the seven apocalyptic angels also reflect 
this practice. The same is true of representations of evil characters: false prophets, 
gentiles, heretics and even the Devil in his anthropomorphic form are not associated 
with any specific colour or tonal value. In fact, in various images they share exactly 
the same colours as holy figures – a clear example being the storia of the rise of the 
two witnesses and the great earthquake in Morgan, in which both cherubim which 
surround God’s throne and some of the gentiles (who seek refuge in the mountains 
depicted below) are coloured in an identical manner (ill. 15).561  

Nevertheless, other physical attributes flag up the existence of certain 
patterns of colour use. In Morgan there is a general preference for the application of 
gold leaf on God’s and Christ’s halo. Although the practice was abandoned at some 
point during the production, this is certainly the case for the illuminations in the first 
half of the manuscript. 562  In the remaining illustrations, this holy attribute is 
presented either in orange or in warm yellow – tonalities close to the lightness and 
colour of real gold (ills. 1, 2, 14, 22, 26). While the same practice is seen in Silos,563 
there is no consistency in this respect in Urgell, Valladolid and Facundus: while 
God’s halo is occasionally orange or yellow, it is generally painted in an arbitrary 

hue (ills. 29, 32, 68, 74, 87, 92). This trend, which seems to respond to aesthetic 
principles rather than symbolic ones, is observed across the board in the case of the 
haloes of other saintly figures.  

The depictions of animals respond to two different principles: some are 
rendered in a reasonably naturalistic colour scheme;564 others are not and rather 
reflect either the illuminator’s imagination or, at times, symbolic connotations. While 
most animals in Noah’s ark are colouristically varied, being essentially represented 

                                                
561 Morgan Beatus, fol. 154v. 
562 The replacement of gold for other hues may have been due to problems with the use of gold leaf 
during the commission, see A Spanish, p. 20. 
563 There are, however, a number of exceptions in this respect in Silos, where the haloes were painted 
green, blue and purple, though a golden cross was nevertheless inscribed within them: e.g. fols. 24r, 
194v, 205v. 
564 Mentré, Illuminated Manuscripts, p. 140, rejects a naturalistic use of colour in Beatus. However, 
some important elements and figures are doubtless treated naturalistically. Consequently, I must agree 
with Bolman who ascertained that, in several instances, the Beatus illuminators found inspiration in 
the natural world: see Bolman, ‘De Coloribus’, pp. 26-27. 
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in non-naturalistic hues (e.g. light blue cats and purple horses),565 the creatures which 
are conceptually relevant to this storia – the crow and the dove – are represented in 

specific colours which, although naturalistic, may also have symbolic meaning. 
While the crow is described as black in the text, no colour-word is offered in this 
episode for the dove; however, in the Commentarium this bird is described as a 
symbol of the Holy Spirit and of the Church dressed in gold.566 Accordingly, in all 
five copies, the bird is coloured in a golden yellow tone, Valladolid and Urgell 
giving blue accents to its wings (ills. 5, 30, 64, 90, 113). Symbolically, this tone is 
diametrically opposed to that of the crow on the scale of colour value (i.e. the scale 
of brightness and darkness): while the blackness of the corvid was associated with 
spiritual flaws as seen, the lightness of the golden dove represented the spiritual 
qualities of the Church. Given that no direct colour-word is offered in Scripture, the 
coherence across the five copies (when other animals were more freely painted) 
suggests that there was a common understanding of what hue to adopt for the dove 
and that the exegetical text may have played a role in establishing this mode of 
representation. Moreover, the passage concerning Daniel’s vision of the four beasts, 
also in Book II, seems to combine all these approaches in a single miniature. In the 
four manuscripts in which this image survives, naturalism, imagination and 
symbolism all seem to have played a role in their creation (ills. 61, 88).567 The 
lioness, the leopard, and the bear show a certain resemblance to their real-world 

counterparts – the first two certainly assimilated indirectly, as they were not native to 
Iberia. Lioness and leopard are painted in an orange-brown tone (though in Morgan 
the lioness is pink), the latter presenting the rosettes characteristic of its species. 
Furthermore, the bear (an animal with which the Beatus makers might have been 
familiar) is painted in a dark blue tone – while not realistic, it possibly stands for the 
very dark coat that these animals can exhibit. By contrast, the ‘terrible seven-headed 
beast’ is painted differently in all copies; it is nonetheless invariably rendered in dark 

                                                
565 Morgan Beatus, fol. 79r; Valladolid Beatus, fol. 74r; Urgell Beatus, fol. 82v; Facundus Beatus, fol. 
109r; Silos Beatus, fol. 79v; see also Klein, Codex Urgellensis, p. 28. 
566 IA, p. 166. On the symbolism of the two birds and their respective colours, see George Henderson, 
‘Raven into Dove: Assimilation and Conflation in the Making of a Sacred Image’, in Jane Hawkes, 
Shaun Tyas (eds.), Making Histories: Proceedings of the Sixth International Conference on Insular 
Art (Donnington, 2013), pp. 215-238. 
567 Morgan Beatus, fol. 40r; Valladolid Beatus, fol. 42r; Urgell Beatus, fol. 45v; Facundus Beatus, fol. 
70v. 
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shades (ranging from dark purple to dark green) – the choice of darker tonalities 
plausibly employed to reinforce its negative connotation.568  

The animal that reveals greatest colour consistency is the Agnus Dei. In all 
four earlier copies, the Lamb is invariably represented in solid plain white (ills. 7, 10, 
46, 58, 85). Silos is the only specimen in which it is depicted in two different 
colours: either grey or, occasionally, white (ills. 115, 120, 128, 136). This is 
particularly telling because, although Revelation describes the Lamb as pure and 
immaculate, it does not specify a colour as such.569 In Book I, however, Beatus 
established the association between white and sheep and, most importantly, with the 
‘purity’, ‘candour’ and ‘perfectness’ of the Lamb’s wool.570 Although this paradigm 
of representation bears an obvious connection to the natural world, a case for a 
symbolic meaning should also be made, especially when we consider that in Silos the 
image of the Agnus Dei was not necessarily white. A symbolic dimension is further 
supported by the fact that no characters other than the most sacred ones (i.e. Christ’s 
horse, the cloud of Christ’s epiphany, and Christ himself) are wholly rendered in this 
colour.571  

The treatment of the Devil in his bestial form and other creatures associated 
with evil also yields interesting patterns. Very dark tones of blue, green, red, brown, 
and black are invariably employed for the representation of these beasts in the 
pictorial repertory of our manuscripts.572 This is true of the representations of the 

beast of the earth (Rev. 13, 11-17) and of those in the storia of the veneration of the 
beasts (Rev. 13, 1-10), where the creatures are rendered in different colours, but 
consistently in dark hues (ills. 16, 45, 74, 75, 102, 103, 125, 132). Illustrations of the 
                                                
568 As also proposed by Bolman, ‘De Coloribus’, p. 27. 
569 Only Rev. 7, 14 presents a direct association between the Lamb and white, however, here too, 
white does not characterise the Lamb directly but rather the purifying power of its blood: ‘And I said 
to him: My Lord, thou knowest. And he said to me: These are they who are come out of great 
tribulation, and have washed their robes, and have made them white in the blood of the Lamb’, Rev. 
7, 14, DRA edition. 
570 IA, p. 94. 
571 Although white appears as highlights in garments and coating marks of several figures, it is never 
used as a dominant solid colour other than in the Agnus Dei and figures directly connected with God 
and/or Christ, such as Christ’s white horse; see also Bolman, ‘De Coloribus’, p. 27. 
572 Bolman, ‘De Coloribus’, p. 26-27, 30, argues that the Beatus artists privileged colour value over 
hue in their compositions, an assessment that has been rejected by Klein, Codex Urgellensis, pp. 28-
29 who considered that colour choices in the Beatus were mainly driven by aesthetic preferences. The 
systematic examination of this manuscript sample has, however, revealed a variety of responses: 
sometimes colour contrast is the desired effect; on other occasions colours are indeed chosen based on 
their value (i.e. degree of lightness or darkness), while on other they were chosen for the intrinsic 
symbolism of their hue or for their association with the real world. Thus, no single principle seems to 
have guided colour choices in the Beatus manuscripts – colour use and interpretation were flexible.  
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devil in his bestial form maintain the pattern. Similarly, the representations of the 
serpent or dragon are remarkably consistent. Though never rendered in a single hue 

(other colours are employed as highlights and accents to evoke texture), the 
dominant colour of the serpent – red – is respected throughout, even when the text 
does not supply such information. Only in Silos do we witness disruption to this 
pattern, with the serpent represented in other colours (ills. 124, 125, 132). Here red is 
employed solely when the text directly specifies it.  

Although seldom associated with specific colours in the text, holy objects and 
implements bear witness to some of the most striking examples of colour consistency 
in the illustrations of our five manuscripts. For instance, notwithstanding the scarcity 
of colour references about God’s altar, it is systematically rendered in gold or in its 
equivalent colour (ills. 8, 37, 41, 67, 100, 123). The same is true for other objects of 
a similar nature, such as crosses – common attributes of the Agnus Dei, of angels or 
as architectural elements. Just like the altar, crosses were invariably represented in 
gold or in a colour imitative of it, as observed in the episodes of the Churches of 
Smyrna and Laodicea in Morgan.573 Moreover, the pictorial equivalents of the living 
word of God (mostly represented in the shape of a book or, in some instances, as a 
scroll) also reveal the same pattern.574 For instance, in the episode of the rise of the 
two witnesses (ill. 15), the book that God keeps is represented in a surrogate of gold, 
whereas in the sequence of the seven Churches of Asia (Rev. 2, 1-19; 3, 1-22) books 

are represented in a combination of yellow, orange (at times gold) with blue and 
green – in the last two cases outlined in bright orange (ill. 4).575 This is also the case 
for the rod used by John when measuring the Temple, and that held by the angel in 
the depiction of the Heavenly Jerusalem (ills. 13, 25, 41, 73, 85, 100, 109, 123), 
which are collectively represented in gold or yellow (or according to the ‘local’ 
formula for golden objects). The same trend is observed in the representation of the 

                                                
573 Morgan Beatus, fols. 52v, 77r. Similar practices appear in the illustrations of the Vision of the 
Lamb in heaven (fol. 87r,) the angels and the four winds (fol. 115v) the 144,000 Elect (fols. 117v-
118r), and the Heavenly Jerusalem (fol. 222v). 
574 Morgan presents a slightly different trend: while most books held by God, Christ and the Agnus 
Dei are rendered in gold (or a surrogate), those held by other characters are painted in different 
colours (such as blue and green). They are, however, invariably outlined in yellow or orange – hues 
used as surrogates of colours. This feature is in line with Bolman’s argument that the outlining is also 
significant in the Beatus illuminations: see footnote n. 546 above. 
575 In some episodes an object resembling a casket was drawn in lieu of the book and was also treated 
thus. See examples in Appendix IX, volume II, ills. 6, 7, 63, 92.  
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seven angels’ vials, which are consistently rendered either in gold, yellow or orange 
tones (ills. 18, 19, 48, 49, 77, 79, 128, 129).576  

  

 

 4.3.3. The Problem of the Coloured Backgrounds 

The polychromatic backgrounds also offer important insight for this enquiry. 
Alongside the expansion of the pictorial repertoire, the grounds in question are 
characteristic features of the new format of the Commentarium, setting the copies 
which embody this 'reformulation' apart from the others.577 These backgrounds 
consist, for the most part, of well-defined horizontal bands rendered in multiple 
colours. Regarding their origin, Williams has convincingly proposed a connection 
with manuscripts of the school of Tours. In spite of the marked contrasts between the 
Iberian and the Carolingian works (including their use of colour), similar striated 
backgrounds appear in the illuminations of high-status Touronian manuscripts, 
especially those in some of their Bibles, Gospel books and Psalters.578 Questions 
concerning the introduction of such grounds to the Beatus tradition, as well as their 
purpose, nevertheless persist and standpoints about their role vary considerably. 
Accordingly, this section will examine a selection of illuminations within the sample 
and explore how colour was chosen and rendered in their backgrounds. 
 The opening visio in the Commentarium – the revelation to John on Patmos 

(Rev. 1, 1-6) – is the first Apocalypse scene in the five manuscripts to present 
coloured backgrounds (ills. 1, 27, 59, 86, 110). This half-page miniature comprises 
two different moments of the narrative: above, God entrusts the message of 
Revelation (symbolically depicted as a book or a scroll) to one of the two cherubim 

                                                
576 Surprisingly, the only slight divergence from this pattern of representation appears in Facundus: on 
three occasions (in a sequence of nine illustrations), the angels’ vials are not painted in gold but in 
yellow and, on one occasion, blue (fols. 218v, 219r, 219v). In Silos, the vials are systematically 
rendered in yellow, with the exception of fols. 172r, 173r where the implements were left uncoloured. 
577 In Morgan and Facundus the prefatory portraits of the evangelists also exhibit this type of 
background; the remaining para-apocalyptic scenes are rendered on the bare parchment. 
578 Manuscripts bearing similar types of backgrounds include the Moutier-Grandval Bible (BL, Add  
MS 10546) ,  the Vivien Bible (BnF, MS lat. 1), Psalter of Charles the Bald (BnF, MS lat. 1152) 
whose folio 1v presents one of the best parallels to the backgrounds of the Beatus; its colours are, 
however, much softer and lighter than those in the Iberian manuscripts. Concerning these manuscripts, 
see Herbert Kessler, The Illustrated Bibles from Tours (Princeton, 1977); Wilhelm Koehler, Die 
karolingischen Miniaturen 1: Die Schule von Tours, 3 vols. (Berlin, 1930). On the influence of 
Carolingian art in the Beatus, see Williams, TIB, vol. 1, pp. 61-64; see also Schapiro, ‘From 
Mozarabic to Romanesque’, p. 324 who briefly described colour in the Silos’s 
backgrounds. 
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present in this scene; in the lower register, this cherub delivers the 'book' to John. 
The treatment of the background in this miniature varies considerably in our five 

copies. In Morgan, the background is composed of six horizontal bands rendered 
(from top to bottom): in yellow – orange – green – warm yellow – dark red – grey-
green. In Valladolid and Urgell there are only two bands, corresponding to the 
separation between the upper and lower registers. In the former manuscript these are 
painted in yellow and brown respectively, and in bright yellow and dark purple in the 
latter. Five bands (in bright yellow – dark purple – bright yellow – dark blue – bright 
orange) form the corresponding background in Facundus.579 Silos reveals a different 
treatment not only in terms of colour combinations but also in use of surface pattern: 
in this episode, the background is monochromatic (painted grey) enlivened by the 
application of small red dots creating the flower-shaped patterns described earlier.580  

Although identical in terms of composition, the sequential scenes of the 
message to the seven Churches of Asia (Rev. 2, 1-22) also testify to variations not 
only in terms of background colour but also of structure across our sample of 
manuscripts. For instance, while Morgan exhibits four background bands in the 
episode of the message to the Church of Smyrna (Rev. 2, 8-11), Urgell presents 
three, Valladolid five, Facundus three, and Silos four. 581  Occasionally, some 
illustrations present instances of consistency either across the sample as a whole or 
peculiar to a sub-group of copies. The episode of Christ’s epiphany on the white 

cloud (Rev. 1, 7-9) provides an example: although the backgrounds in Morgan and 
Silos differ, those of Valladolid, Facundus and Urgell are structured in an almost 
identical manner and, equally, the colour schemes are broadly comparable.582 Further 
examples of correspondence between these copies are found in the illustration of the 

                                                
579 Morgan Beatus, fol. 23r; Valladolid Beatus, fol. 15r; Urgell Beatus, fol. 16r; Facundus Beatus, fol. 
41r. 
580 Silos Beatus, fol. 18v. 
581 Colour arrangement in backgrounds: Morgan Beatus, fol. 52v (pink – purple – green – bright 
yellow); Urgell Beatus fol. 57v (dark blue – yellow – dark blue); Valladolid Beatus, fol. 56r (blue – 
salmon-pink – brown – yellow – grey – mauve); Facundus Beatus, fol. 82v (dark blue – light purple – 
dark blue), Silos Beatus fol. 58v (green – red – bright yellow – blue). Another clear example is seen in 
the episode of the four angels and the four winds. Although this miniature is identical in all five 
copies, their backgrounds differ considerably: Morgan Beatus, fol. 115v (bright yellow – light purple 
– salmon-pink), Valladolid Beatus fol. 101r (green – yellow – orange – dark purple – orange, brown), 
Urgell Beatus fol. 111r (green – yellow – brown – light purple – brown); Facundus Beatus fol. 145r 
(blue-black – light yellow – orange –purple– bright red); Silos Beatus fol. 111r (light grey-blue – 
olive green – brown – olive green). 
582  These three manuscripts present three background bands painted brown–yellow–brown in 
Valladolid Beatus fol. 17v; orange – yellow – orange in Facundus Beatus fol. 43v and orange – 
yellow – purple in Urgell Beatus fol. 19r. 
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four horsemen (Rev. 6, 1-8), where the backgrounds of Urgell and Facundus share 
precisely the same structure and colours: blue – bright yellow – orange and a tone of 

salmon-pink. Whilst different, the colours in Silos for this episode (orange – brown – 
blue) are not radically distant from those employed in these earlier specimens (ills. 
33, 66, 94, 116).583  

The illustration of the vision of the ‘Son of Man’ (Rev. 1, 10-20) offers 
another example of consistency, though here in respect to colour value not hues. This 
composition is formed by two well-defined registers: in the upper one Christ sits on 
his throne (holding the key to the Church), while John is prostrate at his feet in 
adoration; in the lower part, John is depicted ‘holding’ the message of Revelation 
whilst standing before the seven Churches (ills. 2, 29, 60, 87, 111). Although the 
number of bands differs in some of these copies, there are striking similarities 
between the tones chosen for the bands. In all five copies, the first band is painted in 
a dark tone (either dark blue or dark purple), possibly employed as a device to 
increase the contrast with (and to place greater emphasis on) the seven golden lamps 
– key elements in this visio. The dark tone of the band thus creates an effective visual 
contrast when juxtaposed with the golden and/or bright yellow colours of the lamps 
(or the white colour of the parchment in Urgell). Underneath this band, the ‘Son of 
Man’ is, by contrast, set against the brightest bands (ranging from bright yellow to 
bright red) which, juxtaposed with the upper dark band and the dark colours of his 

garb, create intense tonal contrast.584 
The opening featuring the woman clothed with the sun and the red dragon 

(Rev. 12, 1-18) shows other significant responses (ills. 14, 44, 74, 101, 124).585 
Although colours differ in general,586 in Morgan, Valladolid and Facundus the first 
                                                
583 Valladolid Beatus, fol. 93r; Urgell Beatus, fol. 103v; Facundus Beatus, fol. 135r; Silos Beatus, fol. 
102v. 
584 Once again, there is a close relationship between the colours in Valladolid, Urgell and Facundus. 
Exceptions are, however, found in Facundus, where God is rendered over blue bands (e.g. fols. 46r, 
116v).  
585 Morgan Beatus, fols. 152v-153r; Valladolid Beatus, fols. 130v-131r; Urgell Beatus, fols. 140v-
141r; Facundus Beatus, fols. 186v-197r; Silos Beatus, fols. 147v-148r. 
586 The background colours in Valladolid and Urgell are similar, yet not identical. In both manuscripts 
the first band is blue (or partially blue) and the following are painted in dark green, bright yellow, 
brown-red. A slight difference is observed in the last band: in Valladolid it is divided into two shades 
of purple, while Urgell employs one tone of light purple only. Facundus also shows considerable 
affinity to Valladolid and Urgell in this respect: the upper band and the celestial frame are painted in 
dark blue, the second band in blue-black, and the following ones in bright yellow, red, orange and 
light purple in the last background. The meticulous rendition of the second band in blue-black (as 
opposed to dark green as in Valladolid and Urgell) probably constitutes another example of 
illuminators respecting the same colour value of the previous copies, thus raising the hypothesis that 
this may have been a feature transmitted by their pictorial model.  
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background band is blue; Urgell and Silos are the exception here, being painted in 
light purple and brown respectively. On the right side of this opening, there is an 

inset frame, decorated with white stars, that separates God’s realm (where the child 
is presented to him by a seraph) from the rest of the composition. This frame is 
likewise painted in dark blue in Morgan, Valladolid and Facundus, but light purple in 
Urgell and green in Silos. The consistency of this detail in three manuscripts is, 
however, not a coincidence. It reveals that the illuminators were alluding to the 
natural world, and using these grounds as devices to define a recognisable space 
within the composition by colouring the upper band in the composition (as well as 
the frame that separates God from the terrestrial realm) in deep blue – the natural 
colour of the starry sky. This intention becomes all the more clear when focusing on 
the case of Valladolid where only one third of the band (the part immediately above 
the woman, representing the sky) is painted blue, while the remainder is orange. The 
practice of rendering elements of the natural world in their perceived colours is not 
unusual in our corpus, especially in Morgan and Facundus.587 The first bands in 
some miniatures alluding to the terrestrial realm are sometimes painted blue so as to 
emulate the sky. This association is strengthened by the presence of celestial bodies 
(such as in this opening) and/or flying figures depicted against these bands, alluding 
to an aerial space. Urgell is, once again, the exception; and it presents a pattern of its 
own: heaven, sky and celestial arches are frequently painted in light purple (ills. 13, 

37, 43, 72, 73, 74) – a hue that is also mentioned in the Commentarium as the colour 
of the celestial realm.588 Other storiae with references to the natural world elicited 
similar responses. The episodes of the angels and the seven trumpets show that water 
sources were mostly painted in blue (or in blue-grey tones) and that these are 
sometimes represented as background bands. Furthermore, depictions of earth are 
also relatively consistent: across the board, this element is rendered as a background 
band in red, brown-red, orange-red or grey-brown – all plausible real-world 
tonalities.  

Analysis of the backgrounds thus yields several interesting features. As in the 
case of individual figures, there was considerable freedom in the choice of colours 
and also of structure (i.e. number of bands).589 Furthermore, in this respect too, 

                                                
587 As also identified by Bolman, ‘De Coloribus’, pp. 26-27. 
588 E.g.: Urgell Beatus, fols. 130r, 132v, 133r, 137v as well as in the starred frame on fol. 141r. 
Concerning the association between purple and the celestial real, see IA, p. 314. 
589 In her analysis of the Beatus, Bolman stated, ‘De Coloribus’, p. 24, that colour choices were not 
determined by the manuscripts’ exemplars and, as a result, that there was a considerable degree of 
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colour was not exclusively attached to a particular meaning. The backgrounds in 
Morgan and Silos are the most distinctive in our sample, those of the former being 

the most colourful in this group, those of the latter presenting more restricted colour 
combinations. Unlike the earlier copies, Silos presents some examples of 
monochromatic backgrounds, in which the banded effects are suppressed.590 Whilst 
still preserving an intense range of hues, Petrus, the illuminator of Silos, may have 
conceptualised the pictorial space in a slightly different manner from the earlier 
artists. There are, nevertheless, a few instances in which telling resemblances 
between the copies can be observed. 

References to the natural world also seem to have had an impact in the choice 
of background colours: water, earth and the sky are often incorporated as grounds, 
and painted in naturalistic colours, especially in Morgan and Facundus.591 Yet this is 
only the case in episodes with specific textual references to these elements; in storiae 
without colour or other spatial references, backgrounds do not relate to the natural 
world. But if these polychromatic grounds only seldom relate to the natural world, or 
have a representational function, their role is open to debate. Previous scholars have 
offered several hypotheses. Hermenegildo García-Aráez, for instance, asserted that 
the Beatus backgrounds were ‘purely stylistic’ devices and that they did not bear any 
relation to the iconography.592 By contrast, Mentré argued that one of the main 
functions of the Beatus backgrounds was to organise the pictorial space and, by 

extension, to ensure that the narrative was more ‘legible’ and more easily understood 
by the reader.593 Concerning Mentré’s first point: notwithstanding a few examples 
where this is arguably the case, the pictorial evidence cannot sustain so generalised 
an interpretation, as there are numerous instances where the figures were laid out in 

                                                                                                                                     
freedom in the use of colour. While this is generally true, there is compelling evidence that the affinity 
in the colour scheme of some miniatures in our manuscripts (especially in those grouped within the 
same sub-branch of family IIa) may not be fortuitous and may be due to the influence of their pictorial 
models. 
590 See e.g.: Silos Beatus, fols. 118v, 77v, 157r, 176v. 
591 Although Mentré and Klein stated that colours in the Beatus manuscripts bear no resemblance to 
the natural world, the pictorial evidence shows that illuminators approached colour both in an anti-
naturalistic and naturalistic fashion, depending on context: as demonstrated by Bolman, ‘De 
Coloribus’, pp. 26-27. See also Klein, Der ältere Beatus, p. 242; Mentré, Illuminated Manuscripts, p. 
140; ‘L’ Utilisation de Couleurs’, p. 419. More recently, Klein, Codex Urgellensis, pp. 28-29 has 
described that some elements in the Beatus pictorial programme are indeed represented in a 
naturalistic way.  
592 García-Aráez, Las Miniatura en los Códices de Beato de Liébana – su Tradición Pictórica 
(Madrid, 1992), p. 38. 
593 Mentré, La Peinture, p. 175. 
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relation to the backgrounds with great freedom.594 Perhaps more problematic is 
Mentré’s further assertion that the coloured backgrounds increased the legibility (and 

consequently the intelligibility) of the Apocalypse narrative, for this would imply 
that the illuminations of family I Beatus (that do not include backgrounds organised 
in coloured bands) were not as easy to understand.595 In addition, Mentré claimed 
that the intense colour contrast in the backgrounds functioned as vehicles for 
mystical experiences, through the generation of what she conceptualised as a 
‘malaise perceptif’, that would lead the reader into an anagogical experience of 
Revelation.596In other words, the juxtaposition of these strong and highly contrasting 
colours in a system of bands facilitated an experience of apocalyptic ecstasy.597 This 
argument is, however, highly questionable, given not only the inconsistency of the 
approach in our corpus as a whole but also the appearance of similar grounds in other 
contexts, such as Touronian Bibles, Psalters and Gospel books, where no such effect 
can have been intended.598 Conversely, although these backgrounds certainly had an 
aesthetic function, the pictorial evidence offered by the earlier Beatus IIa 
manuscripts strongly suggests that they were visual and perceptual devices. In 
several miniatures we see that the combination of background colour with the colour 
in the figures creates points of chromatic intensity and contrast599 localised in areas 
where the most important figures (God, Christ or the Agnus Dei) are depicted. This is 
a relatively consistent feature of the tenth-century copies and also of Facundus.600 

                                                
594 Examples that contradict Mentré’s claims are observed, for instance, in the sequence of the 
illuminations of the Seven Churches of Asia, in the miniatures of Christ’s epiphany in the white cloud 
and the vision of the ‘Son of Man’ in Morgan fols. 26r, 27r; in the rise of the witnesses in Valladolid 
fol. 128r; in Satan’s last assault to the city and in the vintage and the harvest in Facundus fol. 209r.  
595 Mentré’s considerations about the Beatus backgrounds are problematic, as not only did she provide 
a single example to illustrate this point but also the example in question does not corroborate her 
thesis adequately: see Mentré, La Peinture, p. 175. It should be also noted that, later in the same work, 
the reader faces a number of contradictions in this respect, when Mentré, Ibid., p. 207 claims that the 
intense colour contrasts created by the background bands were, in fact, an element employed to 
‘visually deconstruct’ the compositions. 
596 Mentré, La Peinture, p. 206. 
597 Ibid., pp. 207-208.  
598 Klein and Williams expressed similar reservations concerning Mentré’s interpretations, see Klein, 
‘Review of Mireille Mentré Contribucion al estudio’; Williams, ‘Review of Mireille Mentré’. 
599 Unsurprisingly, several authors have mentioned colour use in the Beatus and in early Iberian 
manuscripts more generally, acknowledging the clear penchant of Iberian artists for the creation of 
intense colour contrasts. However, the only author who has attempted an interpretation of such 
features was Mentré, whose arguments present several problems, as mentioned above. Concerning 
this subject see also Schapiro, ‘From Mozarabic to Romanesque’, pp. 22-24; Williams, TIB, vol.1, p. 
129. 
600 This effect is less conspicuous in Valladolid, possibly due to its warmer palette which does not 
create such striking visual contrasts. 
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Taking the example of the first illustrated storia in Morgan and Urgell (God’s 
revelation to John, Rev. 1, 1-6), the former manuscript places greater visual emphasis 

on the image of God enthroned due to the intense colour contrast created between the 
colours of the throne and the background bands. The second register (where the 
apostle receives the message) is painted in darker and less vibrant tones, of lower 
contrast (ill. 1).601 Thus, the eye of the observer is more readily attracted to the upper 
part of the composition, where the colours of the throne clash with the backgrounds, 
and correspondingly, where God is represented. Similarly, though Urgell has a 
smaller chromatic range, we witness the same visual effect (ill. 59).602 Moreover, in 
four of our copies the brightest hues (yellow and orange) are often employed in the 
background bands behind God and/or Christ (ills. 2, 6, 27, 35, 65, 92, 96). The 
exception is Silos which uses a more restricted range of background colours, and 
gives no particular chromatic emphasis to the sacred figures.603 The principle of 
colour combination observed in the earlier copies are not continued here. 

 
 
 4.3.4. Colour and Iconography: The Beatus IIa and the  
 Trans-Pyrenean Apocalypse Cycles 

Earlier in this chapter it was established that the palette of the Beatus IIa varied 
markedly from those of other early western Apocalypse manuscripts.604 The question 
that remains is whether these substantial differences in chromatic range also reflect 
                                                
601 The intense colour contrast is achieved through the painting of the throne in bright yellow with 
outlines in bright purple (two complementary colours) against a background composed by bright 
orange and dark green bands. Morgan Beatus, fol. 23r. 
602 Urgell Beatus, fol. 16r. Here, God is dressed in dark green and depicted against a bright yellow 
background, thus creating the most intense tonal contrast observable in this illumination. Although 
John (depicted in the second register) exhibits the same colours, greater contrast in relation to the 
background is created in the upper one. On the characteristics of colour appearance to the human eye 
and chromatic and achromatic contrast, see Steven Shevell, ‘Colour Appearance’, in Steven Shevell 
(ed.), The Science of Color (Amsterdam, 2003), pp. 165-166. I am also indebted to Dr. Hannah 
Smithson (University of Oxford) and Dr. Claudia da Costa Paula (Department of Ophthalmology, 
Moorfields Eye Hospital, London) for their explanations of the morphology of the human eye and 
colour perception.  
603 This is particularly conspicuous in the illumination of the vision of the Lamb in heaven on folio 
86v: the Agnus Dei is painted grey and set against a blue circular ground which makes it almost 
imperceptible when compared to the surrounding angels and musicians who are painted in bright red 
and yellow against a light purple background. By contrast, in Morgan and Facundus, the Lamb is the 
most striking figure in the composition, for its bright white colour against a red ground (darker red in 
Morgan, bright red in Facundus) creates the most intense contrast in the miniature. See Appendix IX, 
volume II, ills. 7, 93, 115. 
604 The original Carolingian and Ottonian manuscripts were not examined first-hand. The impressions 
and conclusions here offered derive from the analysis of surrogates, such as published and digital 
facsimiles and high–resolution images. It should be noted that the examination of colour in the Trier 
Apocalypse requires caution due to the poor state of conservation of its illuminations.  
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different attitudes towards the use of colour in their pictorial programmes. Thus, in 
this section I will briefly compare the Beatus to the Carolingian and Ottonian 

Apocalypse cycles, in order to ascertain if the use of colour in their illuminations was 
governed by similar principles. 
 In the four Carolingian copies, as in the Beatus, almost no hue had an 
exclusive association with a particular figure, item or theme; on the contrary all hues 
were employed in a range of different contexts. This is most noticeable in the Trier 
Apocalypse: in the episode of the message to the Church of Sardis (Rev. 3, 1-3) both 
the divine figures (God, John and the angel) and the human ones (the soldiers) are 
coloured with the same hues, varying solely in their combination. 605  The 
corresponding illustration in the Cambrai Apocalypse shows the same approach, 
albeit with brighter colours (ill. 138). Valenciennes and Paris 1132, although 
following a different pictorial model, also reflect the same practice.606 Nonetheless, 
as with the family IIa Beatus, there are several instances which show close 
connections between text and image in terms of colour-words. For example, in the 
episode of the sounding of the sixth trumpet (Rev. 9, 17-21) of Trier and Cambrai, 
the three horses described as having ‘breastplates of fire and of hyacinth and of 
brimstone’ (loricas igneas et hyacinthinas et sulphureas) are arguably executed 
according to the text: their bodies are painted in a sulphur-like yellow tone, and the 
heads of two of them are painted in a light-blue tone, which may evoke one of the 

colours associated with the hyacinth plant (ill. 143);607 the fire that comes out of their 
open mouths is red. Similarly, in the representation of the rider ‘Faithful and True’ 
(Rev. 19, 11), Christ is depicted riding his horse, followed by his celestial army: the 
steeds are all painted white, as described in the corresponding passage.608  
 Valenciennes also offers examples which show some fidelity to the text. In 
the vision of the 'Son of Man', Christ is depicted with a long yellow and red garment 
and his hair is painted in white, corresponding to the relevant description: capilli 

erant albis (Rev. 1, 10-20), features which were only followed in one of our Beatus 

copies (ill. 153). 609  He, however, does not exhibit the golden girdle which, 

                                                
605 Trier, fol. 10v. 
606 Several illustrations in Paris 1132 are unfinished. For this reason, this manuscript will only be 
referred to when serving as an adequate comparison.  
607 Trier, fol. 30r. 
608 Trier, fol. 63r.  
609 Valenciennes, fol. 5r. 
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interestingly, is the only element of the description that is consistently included in the 
Beatus iconography. The seven golden lamps are also painted according to the text; 

here coloured in yellow as a surrogate of gold.610 Moreover, the sealing of the 
144,000 elect (Rev. 7, 9) – composed as an opening in the Beatus – is depicted in 
Valenciennes as a group of only seventeen figures.611 While in the Beatus the 
'uncountable crowd' is rendered in multiple colours, in Valenciennes the characters in 
the front row are dressed in white mantles, according to the text in which they are 
described as amicti stolis albis (dressed in white stoles). Similarly, the seven angels 
in Revelation 15, 6, dressed in linum mundum splendidum (clean and bright linen), 
are also represented thus (ill. 156). Yet, while the artist employed white for the 
garments as an allusion to the brightness and cleanliness of the linen, he omitted the 
golden girdles, a feature which was included in the Beatus analysed.612 These 
instances reveal that even when illuminators took colour references from the text, 
they favoured certain elements over others.  

For the aforementioned episode of the vision the 'Son of Man', the illuminator 
of the Bamberg Apocalypse (like their counterparts in Beatus and Valenciennes) 
partially followed the textual description (ill. 170). Christ is represented with a long 
white and purple tunic adorned with a golden girdle (in actual gold); however, his 
capilli albis (white hair) is neglected, as are also the candelabra aurea (the seven 
golden lamps), which are presented in a pink shade rather than gold. The miniature 

of the four horsemen, by contrast, reveals greater consistency with the text. As in the 
Beatus and Valenciennes, Bamberg’s horses are accurately coloured in white, red-
brown (for the equus albus and roseus, respectively), grey-black (for niger) and, 
interestingly, light orange-brown (for pallidus) 613 – not so different from the tones 

                                                
610 In this case too, the four horsemen display the colours mentioned in Revelation. The representation 
of the fourth horse (here painted green) corroborates the impression that the term pallidus lent itself to 
several interpretations, see Valenciennes, fol. 13r. 
611 Valenciennes, fol. 15r. 
612 Valenciennes, fol. 30r. 
613 The damaged condition of Trier, fol. 19v, and the unfinished nature of Paris 1132, fols. 8r-8v, 
preclude the analysis of colour use in their corresponding illustration of the opening of the sixth seal. 
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for this horse in the Beatus (ills. 172, 173, 174, 175).614 The remaining depictions in 
this manuscript, however, exhibit greater freedom in the use of colour.615  

In episodes whose texts do not include colour references, the use of colour in 
the Carolingian Apocalypses was free. There are, however, a few interesting 
instances that demonstrate that the illuminators sought a degree of colour 
consistency. In Trier, care is evident with regard to representations of God and John: 
while the former is rendered in a combination of a light yellow or white tunic with a 
red mantle, the latter is frequently represented with a blue tunic and a light-yellow 
mantle (ills. 137, 138, 141, 143). Although not exclusively applied to these 
characters, these colour combinations seem to have been favoured for them, possibly 
as a pictorial device to facilitate their identification. Not surprisingly, given the 
relationship between Trier and Cambrai, the same is visible in the later manuscript: 
John depicted with a yellow mantle and Christ with a red one, however, not with the 
same degree of consistency as in Trier. No such consistent usage appears in the 
remaining Carolingian and Ottonian copies or indeed in the Beatus IIa.  

It has been shown that the most striking instances of coherent use of colour in 
the Iberian corpus was in relation to the depictions of holy figures and sacred objects, 
which were mostly coloured in gold or in its surrogate hues. By contrast, the 
treatment of these elements in the Carolingian copies varied considerably. In Trier 
the illustrations of sacred implements (i.e. John’s quill, the Lamb’s throne, the 

crosses held by the angels, the seven trumpets, the crucifix, the measuring rod and 
the walls of the Heavenly Jerusalem) were seemingly left uncoloured (ills. 138, 141); 
in Valenciennes most of these items were rendered in yellow, whereas no particular 
colour was applied to them in Paris 1132 (ills. 157, 159, 163, 164, 167). 
Significantly, none of the extant Carolingian copies shows evidence of the 
application of gold in these elements.  

These copies also show different approaches to the symbolic representation 
of the word of God. In Trier, the rolls held by John were mostly left uncoloured, 
whilst the books held by the Agnus Dei and the Evangelists were painted in brown-
red, though when depicted open, they simply retain the colour of the bare parchment 
                                                
614 Other such cases in Bamberg are the opening of the fifth seal (Rev. 6, 9-11), where the 
predominant colour of the martyrs’ clothes is white as in Scripture, and the visio of the whore of 
Babylon riding the beast (Rev. 17, 1-18), in which most of the colours specified by the text are 
employed in the colouring of her garments: Bamberg, fols. 16v, 43r. 
615 Despite the systematic use of white for the main garments of God, John and the angels (combined 
with red, purple and blue palia), white was not a prerogative of saintly figures, therefore there was no 
exclusive use of hues in this manuscript either. 
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(ills. 141, 142). This pictorial solution may reflect an attempt to emulate the real 
world of books – something which must certainly have been well known to the 

illuminators. Another solution is observed in Cambrai and Valenciennes: in the 
former the books held by Christ and the Evangelists were often rendered in yellow or 
orange-brown; in the latter they were often highlighted in bright yellow, being closer 
to what we see in our Beatus (ills. 148, 157). Furthermore, while the Beatus 
manuscripts invariably employed darker hues for the depiction of evil characters, the 
Carolingian manuscripts are, however, less consistent in this regard. In Trier, evil 
characters share the same hues as other figures in the compositions: the serpent and 
the beasts are mostly coloured in earth tones (light browns and yellow), sometimes in 
red with blue highlights (ill. 146).616 In Valenciennes some of the monsters and 
beasts are painted in combinations of bright yellow and red-brown (as in Trier), 
while others are painted in darker shades (ills. 158, 160).617  

The use of colour in Bamberg reveals that overall it has little in common with 
the systems of colour use seen in the Beatus and the Carolingian copies. The 
representations of the book containing the message of Revelation provide a clear 
example: while in the episode of the commission to write the book it is rendered in a 
dark brown, that of the measurement of the temple is in orange; in other instances it 
is gold or simply white (ills. 169, 170, 177, 184). Thus, colour was used with 
remarkable freedom in Bamberg’s iconographic programme.  

The backgrounds and settings reveal dramatically different approaches. The 
Carolingian Apocalypses present large unpainted areas within the picture spaces – 
most scenes are set against bare parchment. Exceptions are observed when these 
manuscripts employ colour in parts of their backgrounds to evoke elements of the 
natural world, as seen in Trier and Cambrai. The miniatures representing the fight 
between Archangel Michael, his army and the dragon illustrate this point: in the 
upper zone of the composition part of the background is painted blue to emulate the 
sky (where the good angels stand) and below, at the very limit of the composition, 
there is a ground painted with plants to evoke the earth (ills. 145, 146, 150).618 Thus 
Trier’s and Cambrai’s backgrounds can be considered naturalistic, since they 
establish the difference between the earthly and the divine realms by depicting 
                                                
616 In the illustration of the message to the Church of Smyrna, the devil is uncoloured; whether this 
was intentional or the unfortunate result of subsequent pigment detachment cannot be established 
without consulting the original: Trier, fol. 7v. 
617 See further examples in Valenciennes, fols. 26r, 36r, 37r. This cannot be verified in Paris 1132. 
618 Trier, fol. 38r; Cambrai, fol. 27v. 
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elements of the real world. The backgrounds of Valenciennes and Paris 1132 do not 
have an obvious representational function; in fact, most of the pictorial area is left 

uncoloured. In Valenciennes background colour (invariably green) is introduced 
when God, Christ and the angels are present. In the episodes of the message to the 
seven Churches of Asia, the semi-circular frame rendered in the upper right corner, 
including the image of Christ, is filled in green; the remaining pictorial surface 
remains uncoloured.619  

Bamberg is closer to the Beatus with respect to its backgrounds, which not 
only occupy the entire pictorial surface but are also composed of polychromatic 
bands of different widths. The Ottonian manuscript thus retreats from the 
Carolingian naturalism – best preserved in Trier and Cambrai – to a non-illusionistic 
approach to its pictorial space.620 Technically, and even chromatically, however, 
Bamberg differs from the Iberian corpus here too. Even if not evoking an identifiable 
space, the bands, with their skilfully modulated hues, imbue the composition with a 
sense of depth – a quality absent from the Beatus. The episode of the seven angels 
with the vials illustrates the effect in question: in contrast to the flat and unmodulated 
quality of the painting in the Beatus, both the angels above and the musicians below 
are displayed on a ground which extends beyond the limit of their feet, adding depth 
and weight to the figures (ill. 180).621 The range of colours employed in these 
grounds is also different from our manuscripts. Perhaps the most outstanding feature 

of Bamberg is the unparalleled use of gold leaf in its backgrounds. The remaining 
colours employed are bright and light – often light tones of grey, blue, green, pink 
and purple – which do not lend themselves to the same violent contrasts observed in 
the Beatus; on the contrary, their effect is harmonious. For instance, in the full-page 
illumination of the angel rolling the millstone (Rev. 18,21-24), the angelic entity is 
dressed in light blue-grey (close to white) and wears a dark purple cloak; the 
background is divided into four bands in pink, light purple, gold and blue-grey (ill. 
182).622 The contrast between the colours in the body of the angel and the gold 
background imparts an illusion of ethereal space, but without the stark colour 

                                                
619 Valenciennes, fols. 6r-9r. This approach is followed throughout the manuscript, with the exception 
of two miniatures: the rise of the two witnesses (fol. 22r) and the vision of Christ and the Evangelists 
(fol. 10r), where all figures are represented within a green area. Paris 1132, fols. 3r, 4r, 5v reflect a 
similar practice to that observed in its predecessor Valenciennes.  
620 See Mayr-Harting, Ottonian Book Illumination, vol. 2, pp. 11-30. 
621 Bamberg, fol. 38v. 
622 Bamberg, fol. 46r. 
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contrast that the Beatus’s illuminators engineered. Thus, while employing strikingly 
different aesthetic languages and palettes, there are conceptual similarities between 

the Beatus IIa and Bamberg. In both traditions the backgrounds are essentially non-
spatial: even when some illustrations evoke elements of the natural world as 
observed, a naturalistic treatment is rare. Rather than a specific setting, the grounds – 
and their lavish colours – create a metaphysical environment, which projects rather 
than grounding the figures. 
  
 
4.4. Conclusion 

Examination of the five Beatus IIa has led to important conclusions not only about 
how colour was used in their illuminations but also about how the images relate to 
the text they accompany. While the textual sources that formed the basis of the 
Beatus visual imagery were rich in colour references and symbolism, the pictorial 
evidence demonstrates a variety of responses to them. Despite an appreciable degree 
of correspondence between the two media, this relationship was always partial and 
selective.623 This is particularly conspicuous in illuminations of Apocalypse storiae 

containing multiple colour references: while illuminators respected certain colour 
terms specified in the text, others were seemingly ignored. Moreover, although the 
Beatus IIa are broadly consistent in their renderings, the precise degree of adherence 
to the text also varied from copy to copy, indicating that some illuminators followed 
these references more closely than others.624 Morgan and Facundus stand out as the 
manuscripts with the highest degree of text-image correspondence in this respect, 
while Silos shows a looser connection to the textual sources. This manuscript 
nonetheless reveals adherence to colour terms in some significant cases (some 
possibly even drawn from the Commentarium), qualifying previous characterisations 
of Silos as ‘singularly free of colour links between text and image’ as inaccurate.625 
Might the nature of the commission, or the experience of the scribe and illuminator, 
have played a part here? This is an issue to which we will return in Chapter Six.  
 In addition to highlighting these relations, this examination has also revealed 
that fidelity to colour terms is higher in the case of objective colour-words; 

                                                
623 As also concluded by Bolman, ‘De Coloribus’, p. 30. 
624 Bolman,	‘De	Coloribus’, p. 25. 
625 Ibid., p. 25.  
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unspecified colour descriptions, such as pallidus or ‘darkening’, seem not to have 
been interpreted in a unanimous way by our artists, and so details responding to these 

colour terms present more variations, as one might expect. Another relevant point is 
that in circumstances where colour-words were not rigorously followed, colour value 
– that is, the principle of brightness and darkness – was sometimes respected.626  
 There are nevertheless clear trends in the use and choices of colour in relation 
to the iconographic programme. References to substances with chromatic properties, 
for instance, were almost invariably followed by all illuminators: objects and 
attributes described as being made of precious metals (especially gold) were 
methodically represented in either real gold or its surrogates. This practice is also 
extended to the representation of sacred implements and of holy attributes even when 
not specified by the text. Whilst not using gold (or its most evident surrogate 
colours), Valladolid and Urgell nevertheless show a coherent internal system for 
representing golden objects. 627 Thus, the rendition of implements and holy objects in 
gold elicited similar responses from the illuminators of the Beatus IIa.628  

By contrast, human and divine figures seem to have been generally coloured 
at whim, and only rarely do they bear a connection to textual description. The 
multiple characters in the visual narrative share the same hues regardless of their 
connotations, which reveals on the one hand that identity was not dependent on 
colour and, on the other, that colour meaning was not univocal.629 Only one colour 

had an exclusive purpose in the Beatus IIa: white, which was employed exclusively 
(as solid colour) in the images of the Agnus Dei and, to a lesser extent, of other 
sacred entities, as a symbol of purity and holiness.630 It is of crucial importance to 
remember that the text of the Commentarium reflects the same understanding of this 
colour. This strongly suggests that the illuminators of the Beatus IIa, and/or those 

                                                
626 As also argued by Bolman, ‘De Coloribus’, p. 25. 
627 It is known that gold leaf was the first element to be applied after the conclusion of the drawing in 
manuscript illumination. Thus, the illuminators in charge seem to have mindfully chosen to leave 
these objects uncoloured, rather than this being the consequence of an awaited supply of gold that 
never came to being. 
628 Although the use of colour in the Beatus shows a considerable degree of freedom (as stated by 
Bolman, ‘De Coloribus’, p. 30) there are conspicuous patterns of representation, and of colour use, in 
the Beatus IIa, as demonstrated. 
629 As also identified in Bolman, ‘De Coloribus’, pp. 27, 30. 
630 Ibid., p. 27. 
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before them who produced their exemplars, were aware of its symbolism as 
articulated within the text.631  

The polychromatic backgrounds also vary from manuscript to manuscript, 
with no overarching pattern of colour use. However, at times, there are clear 
affinities between copies either in terms of the number of bands included in a given 
composition or in terms of their hues or colour value. Although Bolman argued that 
colour choices in the Beatus (including backgrounds) were not determined by their 
pictorial models,632 certain commonalities between the backgrounds in Valladolid, 
Urgell and Facundus – manuscripts which are believed to descend from a common 
ancestor – suggest that they may, on the contrary, have exerted some influence. 
Regarding the function of background colour, hues may have been employed with 
the aim of creating a visual and emotional impact on the reader. By enhancing the 
colour contrast and/or the brightness in the areas of the composition where the 
holiest figures were rendered (especially the image of God), illuminators created a 
mechanism through which the reader’s eye was (and still is) especially attracted to 
those characters. The practice, while conspicuous in Morgan, Urgell and Facundus, 
is less striking in Valladolid due to its warmer palette, and seems absent from Silos. 
This suggests that the extent to which the backgrounds were considered as a 
meaningful part of the composition varied; as a practice, it seems to have been more 
characteristic of earlier copies. 

 Collectively, this data reveals three important points about the 
conceptualisation of the pictorial programme of the Beatus IIa and the work of their 
illuminators. The first of these is that attitudes towards colour were far from univocal 
and that the illuminators did not always follow the text of the volume they were 
illustrating: craftsmen manifestly enjoyed a degree of freedom in the use of colour in 
their artwork even in relation to the word of Scripture. This evidence contradicts 
Mentré’s claims that there is a complete conformity of text and image in the most 
lavish ‘Mozarabic paintings’, a category within which the Beatus corpus is evidently 
included.633 The second point is that there are conspicuous patterns of colour use 
across the sample of manuscripts here studied, even in relation to elements that were 
not specified in the textual sources. This is particularly significant as it indicates that 

                                                
631 See section 4. 1 in this chapter. 
632 Bolman, ‘De Coloribus’, pp. 25, 29. 
633 ‘The complete conformity of text and image is particularly highly developed in some of the more 
elaborate Mozarabic paintings’: Mentré, Illuminated Manuscripts, p. 112. 
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there was a shared understanding of how certain elements should be treated and 
which could be rendered more loosely, and which could not. Perhaps surprisingly, 

the colours associated with the physical features of God, Christ and of other holy 
figures, as well as their garb, were amongst the elements that were more freely 
coloured, only seldom relating to Scripture. By contrast, the agents of evil were 
almost invariably rendered in accord with their textual description, and their colour 
attributes were consistently followed throughout. 
 The final important point is that when comparing the Beatus IIa to 
contemporary non-Iberian Apocalypses, it is clear that although the specific 
responses to the colour references of Revelation may sometimes differ between 
corpora, the broader attitudes towards the use of colour were not dissimilar. The 
degree of fidelity to the text, and the general patterns of colour use also varied in the 
Carolingian and Ottonian specimens, and not only from one book to the next but 
also, at times, from folio to folio within the same manuscript. Colour consistency – 
and absolute fidelity to Scripture – does not seem to have been a critical point in the 
conception of the illuminations of these Apocalypse cycles. However, it should be 
noted that despite broadly reflecting similar attitudes towards colour, the fidelity of 
the Beatus to the textual sources, and the coherence that they show in the treatment 
of some iconographic elements, is more pronounced than in their Carolingian and 
Ottonian counterparts. The significance of this feature will be discussed in due 

course. Thus, it becomes apparent that, although conformity with Scripture was not 
absolutely required during the creation of the visual imagery, certain iconographic 
elements, namely sacred and divine objects symbolising the word and the 
manifestation of God, and the attributes of evil agents, were invariably consistent 
with Scripture in most of the Beatus IIa.  
 
 
 

* 

 The analysis of colour in the Beatus leads directly into the following chapter 
in which the theme of number will be considered in a similar light and with the same 
aims in mind. As explained at the introduction of this study, while colour and 
number constitute distinct subjects, their treatment in the textual and visual media 
can be investigated through similar methods and the set of data obtained can be 
usefully compared and contrasted. The results of these separate analyses will be 



	 149	

brought together in the final chapter, in which the broader implications of the 
practices and responses observed in the manuscript sample, and what they reveal 

about the nature and role of the Beatus visual imagery, will be discussed. 
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CHAPTER FIVE 

 
 

Number in the Beatus Manuscripts 
 
 
 
 
Numerology – or more precisely number symbolism – is a pervasive subject in the 
writings of the Latin Church fathers and biblical commentators.634 The celebrated 
verse from Wisdom 11, 21 – ‘but thou hast ordered all things in measure, and 
number, and weight’ – was crucial for the development of a system of belief in 
Christian tradition in which number played a determining role.635 This element, and 
all the creatures and phenomena characterised by it, were regarded as God’s own 
manifestation in the world. Accordingly, comprehension of its significance was key 
not only for the interpretation of the symbolic language of Scripture but also for the 
understanding of the word of God more broadly.636  
 Revelation is one of the biblical books richest in numerical references. 
Numbers are systematically (and strikingly) evoked throughout the narrative, 
becoming one of its most distinctive and complex textual features. Here, number is 
																																																								
634 The complex history of the development of Christian number symbolism is outside the scope of the 
present study. On the importance of number in early Christian theology and philosophy, and on its 
development from the schools of Antiquity, see Vincent Hopper, Medieval Number Symbolism: Its 
Sources, Meaning, and Influence on Thought and Expression (New York, 2000), pp. 69-135. For a 
comprehensive survey of number in biblical texts, see Heinz Meyer, Rudolf Suntrup (eds.), Lexikon 
der mittelalterlichen Zahlenbedeutungen (Munich, 1987) – work known indirectly.  
635 Wisdom 11, 21, DRA edition. See also Hopper, Medieval Number, pp. 75, 78. 
636  Augustine of Hippo was one of the most prominent Latin theologians to address number 
symbolism in Scripture. Drawing on Classical principles (especially on Neo-Pythagoreanism), he 
dedicated lengthy passages in his writings to the meaning of biblical numbers. Although Augustine 
never composed a treatise on numerology per se, he explored the subject in several of his writings, 
including De Civitate Dei, De Libero Arbitrio and De Doctrina Christiana. Some of his most telling 
comments are found in De Civitate Dei, XI, 30 where he stated that the ‘knowledge (or science) of 
number should not be dismissed, especially in the context of Scripture. Moreover, in De Doctrina 
Christiana II, 16 he stressed the point that the incomprehension of numbers prevents the reader from 
understanding the figurative and mystical meaning of Scripture, while in De Libero Arbitrio II, 16, 
Augustine stated that everything in creation has its numbers. See Augustinus, De Civitate Dei (CPL 
0313); De Civitate Dei, ed. by Bernhard Dombart, Alphonse Kalb, CCSL, 47–48 (1955); De Doctrina 
Christiana. De Vera Religione (CPL 0263), De Doctrina Christiana. De Vera Religione ed. by Klaus-
Detlef Daur, Joseph Martin, CCSL, 32 (1962); De Libero Arbitrio (CPL 0260), Contra Academicos. 
De Beata Vita. De Ordine. De Magistro. De Libero Arbitrio, ed. by William Green, Klaus Detlef 
Daur, CCSL, 29 (Turnhout, 1970). See also Hopper, Medieval Number, pp. 78-80; Michael Batts, 
‘The Origins of Numerical Symbolism and Numerical Patterns in Medieval German Literature’, 
Traditio, 20 (1964), pp. 462-471, esp. 463-465. 
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employed as both a literary and a symbolic device, as not only does it assist the 
creation of the literary imagery of Revelation but it also constitutes an integral part of 

its figurative language. References of this kind are mainly found in direct connection 
to Apocalypse characters (either linked to their physical attributes and/or to the 
organisation of groupings) and to astronomical phenomena. Multiple instances also 
demonstrate that number was not only evoked per se (as integers) but also in indirect 
forms, namely in the shape of structures and their geometric forms, in the 
periodisation of events, and in arithmetical references (such as fractions and the 
division of elements into their constituent parts). The extensiveness and intricacy of 
these varied types of references are at the base of the complex and ambiguous nature 
of Revelation and of its many ‘hidden messages’. Understanding it and them in their 
full range of meanings would require the accurate interpretation of the numerological 
references therein.637 Thus, it comes as no surprise that, as with colour, Beatus 
discussed number symbolism to a remarkable length in his Commentarium. This 
chapter will now explore the manifestation of number in the text and illuminations of 
this work. As before, textual evidence will be examined first, in order to determine 
the importance and meaning of number in Beatus’s Commentarium. This exercise 
will be followed by the analysis of the interconnections between text and image, 
whose findings will be subsequently compared and contrasted with the Carolingian 
and Ottonian Apocalypse cycles.638  

 
 

5.1. Number in Beatus’s Commentarium: Textual References 

 Even a summary reading of the Commentarium exposes the centrality of 
number in Beatus’s exegesis.639 His concern with the orthodox interpretation of 
numbers is made apparent by virtue of the fact that numerical references are 

																																																								
637 See IA, p. 312, where Beatus explored the ‘obscure’ nature of the language of Scripture. 
638 As in Chapter Four, the present chapter is highly detailed and, here too, the analysis has to be 
conducted through a selection of representative cases. Once again, for the sake of clarity and 
intelligibility, the main text will examine a number of key test cases; further instances are offered in 
footnote, whenever relevant. The conclusions are discussed in the sections 5.1.2 and 5.4 in this 
chapter, and more broadly in Chapter Six, section 6.1. 
639 Despite being a central element in Beatus’s exegesis of Revelation, little attention has been granted 
to this subject in modern scholarship on the Beatus. To the best of my knowledge, only Leslie 
Freeman has addressed number in Beatus’s writings and manuscript illuminations. His work, 
however, presents a series of methodological problems which will be addressed in the following 
sections: Freeman, ‘Elementos Simbolicos’, pp. XXXIII-LVI, esp. XXXV-XL, XLVI-L; ‘Simbolismo 
en el Texto’, pp. 278-314. 
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approached from the outset, in the introductory Summa, and subsequently explored 
in every single book of the Commentarium. Whilst most of his numerological 

expositions concern the content of Revelation, it is not uncommon to find references 
drawn from other scriptural texts, especially in the Old Testament, which permitted 
comparisons between Revelation and other biblical numbers. This customary practice 
not only strengthened Beatus’s exposition but also offered overarching 
interpretations of the meaning of number in Scripture. 
 As already noted, the information presented in the Commentarium was not 
Beatus’s own words; he collated the exegetical material of previous auctoritates to 
make his own new composition.640  This means that expositions of number in 
Revelation were drawn from other writings, namely those of Isidore641 (particularly 
his Etymologiae), Apringius and Tyconius. 642  However, the meticulous 
‘interweaving’ of these multiple sources demonstrates that Beatus was not a passive 
conduit: he engaged critically with the subject by selecting and organising the best 
material to convey both a method for and a key to the interpretation of number in 
Scripture – an ‘art’ that his ‘brothers’ ought to master.643 In considering the stable 
transmission of the Commentarium over a five-century period, it is reasonable to 
assume therefore that its content – and, possibly, the importance of number in 
biblical exegesis more specifically – remained relevant for the Iberian monastic 
communities who received and copied these works.  

 Due to their exceptional frequency, quantifying the exact total of numerical 
references in the Commentarium is a challenging (and palpably arduous) process. A 
similar assessment to that conducted for colour terms in the previous chapter proved 

																																																								
640 On this subject see Chapter One in this study.  
641 In addition to the numerical references in his Etymologiae (Book III, De Mathematica), Isidore is 
also the putative author of one the earliest medieval treatises in numerology, known as Liber 
Numerorum. This brief work, produced ca. 612-615, addresses the meaning of the main numbers in 
Scripture as well as their broader cosmological significance. Little is known about it and about its 
reception, therefore its influence upon Beatus’s work cannot be ascertained. Isidorus Hispalensis, 
Liber Numerorum, ed. and trans. by Jean-Yves Guillaumin (Paris, 2012). Concerning Beatus’s 
sources in respect to number symbolism, see Freeman, ‘Elementos Simbolicos’, p. XXXVI. 
642 As before, the authorship of the passages compiled by Beatus in respect to number symbolism will 
not be discussed in this study. Here as in Chapter Four, the focus will be on how Beatus interpreted 
and explained the significance of number in Scripture to his readers. Considering Beatus’s sources 
more generally, see Chapter One, section 1.2. 
643 The term ‘art’ applied to the knowledge of numbers appears in Book IV of the Commentarium – 
Sic et alii in Scripturis Sacris numeri existunt, quorum figuras non nisi noti huius artis scientiae 
solvere possunt: IA, p. 372. Considering the relevance of this message, see also Freeman, ‘Elementos 
Simbolicos’, pp. XXXIX, XLVII.  
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to be the most suitable way forward in this case too.644 Through this method it was 
possible to estimate that there are 237 lines containing numerical references out of a 

total of 1823 that compose the Summa and Book I – a remarkable figure (thirteen 
percent of the content) which reinforces how prevalent this element is in Beatus’s 
exegesis. Found throughout the Commentarium, certain books – especially IV and 
XII – are, however, particularly rich in numerological information. The former 
presents one of the most telling excerpts in the whole treatise, which offers 
invaluable insight into the importance that Beatus granted to the meaning of number. 
In his explanatio of the vision of the 144,000 elects, he cited the passage of Wisdom 
11, 21, which has already been discussed, and mused on the presence of number in 
Scripture: 
 

‘Whence the reckoning of numbers is not to be 
condemned by wise men, not by catholic and religious 
men, as in many passages of the Holy Scriptures it is 
shown how great a mystery they have. For it is not without 
reason that, in God’s praise, it is said:	 but thou hast 
ordered all things in measure, and number, and 
weight.’645  

 
 

Later in this section of the commentary, Beatus also alludes to the forty days during 
which Moses, Elijah and the Lord fasted, so as to reinforce the idea that these events, 
or indeed any biblical account, cannot be fully understood without the ‘knowledge of 
number’.646 Two other excerpts in book IV (still regarding the episode of the elect) 
are equally telling. Here Beatus conveyed the idea that both the Church and the 
world, more generally, are ordered through number and that it is the knowledge of 
such principles that determines the cognitive difference between men and other 
creatures. Even if these are not Beatus’s own words, the selection of such passages 
testifies to the importance attributed to the mastery of such skills:647 

																																																								
644 Here too the unit of measurement employed was the number of lines containing numerical terms in 
the BAC edition of Beatus’s Commentarium (Obras Completas y Complementarias, vol. 1). In my 
survey I considered references to number as integers (cardinal numbers), ordinal numbers, dates, 
fractions, Roman numerals as well as the word ‘number’ itself and its derivatives. 
645 Wisdom 11, 21, DRA edition (in italics); Unde et a sapientibus et viris catholicis vel religiosis 
ratio numerorum contemnenda non est: in multis enim Sanctarum Scripturarum locis quantum 
mysterium habent elucet. Non enim sine causa in laudibus Dei dictum est: Omnia in mensura, et 
numero, et pondere fecisti: IA, p. 372.  
646 IA, p. 372.  
647 See also Freeman, ‘Elementos Simbolicos’, pp. XXXIX, IL.  



	 154	

‘It is certain that, according to the tradition of the Holy 
Scriptures, the whole order of the Church is revealed 
through number. Indeed, through number we are 
instructed lest we be mistaken. Take computation away 
from an age and all things are embraced by blind 
ignorance. It is not possible to distinguish one who does 
not know calculation from other animals.’648 

 
‘And so by calculating through number, with God 
leading, we have explained the whole world.’649 

 
 
  As with the case of colour, number was also explained both directly and by 
analogy; and also, at times, Beatus discussed arithmetical relationships between 
integers from which important meaning could be extracted. In the introductory 
‘Summa’ as well as in Book II, we may observe two clear instances of direct 
explanation: 
 

‘Seven thousand and ten thousand are understood as 
perfect numbers’.650 

‘The number fifty always refers to penance.’651 

 
These excerpts demonstrate that these two numbers are linked in a direct and 
unambiguous manner to a quality and/or metaphysical concept that determines their 

value and/or meaning. Explanations by analogy differ slightly, for the intrinsic 
meaning of the number is not explicit, and is only implied through similes:  

 

‘The crown of twelve stars, however, means the choir of 
the patriarchs.’652 

																																																								
648  Certum est enim, per Sanctarum Scripturarum traditionem, per numerum deducere omnem 
Ecclesiae ordinem. Per numerum siquidem, ne confundamur, instruimur. Tolle saeculo computum, et 
cuncta ignorantia caeca complectitur. Nec differre potest a ceteris animalibus, qui numeri nescit 
rationem: IA, p. 372. This passage was also highlighted by Freeman, ‘Elementos Simbolicos’, p. 
XXXVI. 
649 Et quia calculando per numerum, Deo praecedente, explanavimus omnem mundum: IA, p. 396.  
650 Septem milia et decem milia, perfectus numerus intelligitur: IA, p. 48. 
651 Quinquagenarius semper ad poenitentiam refertur: IA, p. 196. 
652 Corona autem stellarum duodecim chorum partum significat: IA, p. 50. 
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‘Whether it is the Son of Man, the seven golden lamps, or 
the seven stars, this all is the one Church, which with 
seven members makes a single body.’653 

 
These passages therefore demonstrate that the meaning of the numbers in question 
was defined by the significance of the entities and/or principles to which they were 
compared: the words ‘patriarchs’ determine the positive (and holy) connotation of 
number twelve that, in turn, characterises the crown.654 
 On some occasions, Beatus also addressed number symbolism through the 
discussion of elementary arithmetical principles. Calculation enabled the recognition 
of the integers which form each number, and hence revealed their meaning. In Book 
XII, Beatus illustrates this method in a clear manner:  
 

‘And because three and four make twelve, they mean the 
four parts of the world which received the mystery of the 
Trinity. In truth, three times twelve – the twelve doors and 
the twelve corners and the twelve superscript names – 
means the thirty-six patriarchs, that is, the twelve 
patriarchs [who are] sons of Jacob, the twelve prophets 
and the twelve apostles.’655 
 
 

These passages then demonstrate that for Beatus every single numerical reference 
had important and instructive meaning – every number was in itself an allegory. 

Perhaps for this reason, even if not directly stated in respect to number, though 
certainly applicable, in Book V Beatus declared that only those who know the 
‘mysteries’ of Scripture (and understand their parables) might ‘open this book’ or in 
other words, comprehend Revelation.656 

 
 

																																																								
653 Sive autem filius hominis, sive septem candelabra aurea, sive septem stellae, hoc totum una 
Ecclesia est, quae septem membris unum corpus facit: IA, p. 88. 
654  Hopper, Medieval Number, p. 135, also mentioned this method of exposition of number 
symbolism. He employed the example of the five wounds of Roland as an allusion to the five wounds 
of Christ.  
655  Et quia ter quaterni duodecim fiunt, Trinitatis mysterium quatuor mundi partes suscepisse 
significat. Cum vero ter duodecim, XII portas, et XII angulos (sic), et XII nomina suprascripta dixit; 
triginta sex patres expressit, id est, XII patriarchas filiorum Iacob, et XII profetas, et XII apostolos: 
IA, p. 620. 
656 Librum autem istum potest solvere, qui Scripturarum sacramenta cognovit, et intelligit et verba 
tenebrosa propter mysteriorum magnitudinem, et interpretatur parábolas, ut occidentem litteram 
transferat ad spiritum vivificantem: IA, p. 438. 
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 5.1.1. Individual Numbers: Context and Meaning 

Examination of numerical references in the Commentarium reveals that the most 

frequently mentioned were, unsurprisingly, the numbers present in the text of 
Revelation. There are, however, some instances in which integers that are not 
included in the Apocalypse narrative are cited by Beatus as comparanda. Overall, 
seven and twelve are the most prevalent and meaningful numbers in Revelation and 
the Commentarium, followed (in no particular order) by two, three, four, six, ten and 
twenty-four. Five, eight, nine, and also higher numbers, such as eleven, twenty, 
thirty, forty-two, fifty, 120, 144, 1000, 10,000 and 12,000, were also evoked, though 
to a more limited extent. The following subsections explore the meanings of the 
numbers that were most expressive as presented by Beatus, through a selection of 
telling examples. This exercise helps us to understand how number must have been 
interpreted by the readers of the Commentarium. For the sake of clarity two terms 
will be adopted to address the different numbers evoked in the Commentarium: the 
term ‘apocalyptic numbers’ will be used when referring to a group or to individual 
numbers present in Revelation, while ‘para-apocalyptic numbers’ will be employed 
when considering integers which, although evoked by Beatus in his Commentarium, 
are not mentioned in Revelation.  
  
 

 Apocalyptic Numbers 

Notwithstanding Beatus’s interest in the subject, not every ‘apocalyptic number’ 
within this category received the same degree of attention. It comes as no surprise 
that the most frequently occurring ones in Scripture were also those which merited 
more prominent and regular consideration. This is certainly true of the number seven, 
which in Revelation is found in association with a variety of characters and elements, 
namely angelic entities and their attributes (lamps, vials, trumpets, seals of the book), 
the Churches of Asia as well as physical features of both holy and unholy characters 
(the seven eyes and horns of the Lamb and the seven heads of the beast). Perhaps for 
this reason, seven is discussed from the outset. The first episode addressed in the 
‘Summa Dicendorum’ is the vision of the ‘Son of Man’ with the seven lamps and the 
seven stars (Rev. 1, 10-20). Here Beatus briefly explains the meaning of these 
septenaries: 
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‘The seven Churches, and the seven golden lamps, and the 
seven stars are the one Church which is intimately 
associated with Christ through the ‘septiform’ grace’.657 

 
 
While the direct, or intrinsic, meaning of this number is not stated, its spiritual 
significance is indicated through its association with Christ and the Church – the 
method most frequently employed by the author to expose the meaning of sacred 
numbers.658 Direct explanations abound nonetheless. In Books I, III and IV, for 
instance, seven is expounded as the symbol of plenitude: in the first, it is stated that 
all plenitude is contained within this number;659 in the second (apropos the seven 
seals) that being sealed with seven seals means that one is secure with a ‘plenitude of 
the mysteries’;660 while in the third, seven symbolises plenitude in relation to 
everything with which it is associated.661 By the same token, on other occasions, it is 
presented as a symbol of perfection. In the episode of the seven angels carrying the 
vials with the seven plagues (Rev, 15, 1-4), considered in Book VII, the author 

expressed this belief: 
 

‘The said seven plagues show the perfect number. The 
sacred Scriptures are sometimes wont to place seven as the 
perfect number’. 662 
 
 
 

Despite its association with the holiest attributes of the Church, seven is also 
mentioned in the Commentarium as a number with negative connotations, most 
notably when linked to the seven heads of the beast. The negative meaning is 
extensively discussed in books VI and IX, which explain that its connotations 

																																																								
657 Septem Ecclesiae, et septem candelabra aurea, et septem stellae, una Ecclesia est, quae per 
septiformem gratiam Christo copulata sociatur: IA, p. 36. For other examples see: IA, pp. 56, 88. 
658 An example of this practice appears in Book II where it is stated that the soul has seven gifts, as in 
Is. 11, 2 – Et requiescet, ait, super eum spiritus sapientiae, spiritus intelligentiae, consilii, virtutis, 
agnitionis, pietatis, spiritus timoris Domini: IA, p. 266. 
659 Sed in septnerio numero omnis plenitudo consistit: IA, p. 112. 
660 Signatum sigillis septem, id est, omni mysteriorum plenitudine obseratum: IA, p. 330. 
661 Ubique enim septenarius numerus plenitudo est eius rei de qua agitur: IA, p. 342. 
662 Septem plagas quas dicit, perfectum numerum ostendit. Scriptura enim Sacra aliquando septem 
pro perfecto numero ponere consuevit: IA, p. 516. The concepts of plenitude and perfection were not 
just associated with seven, but equally with some of its multiples 700 and 7000; see further examples: 
IA, pp. 48, 626. 
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differed from that of the divine ‘septenaries’.663 In some passages the seven heads of 
the beast represent the seven kings of the earth,664 while in others the seven hills of 

Rome, which in turn symbolise the seven vices665 – this demonstrates that seven held 
a binary meaning. 
 Twelve is another notable number in Revelation and Commentarium. In the 
former, it is essentially connected to the tribes of Israel and to the physical structure 
(attributes) of the Heavenly Jerusalem; in the latter it is given a wider range of 
meanings and relationships. Twelve was mostly explained by analogy: its meaning 
was most frequently conveyed through its association to other important entities and 
elements in Scripture. The ‘Summa’ likewise presents the first considerations on this 
integer: first, twelve is introduced as the number of the apostles and the prophets; 666 
secondly, 12,000 (its multiple) is defined as the number of the servants of God who 
represent the Church, which is, in turn, described as being ‘constituted by the number 
twelve’.667 Although the reasons behind this connection are not fully explored (they 
are no more than statements), these associations are repeatedly evoked by Beatus. A 
similar consideration can be found in Book IV:  
 

‘Upon it stood the seraphim: the one had six wings, and 
the other had six wings. These are twelve wings, because 
the Church is constituted by the number twelve.’668 

 

 
Simultaneously, twelve is described as a symbol of divine order and ecclesiastic law. 
In fact, the concept of ‘judgement’ seems to be closely related to it: in Book V 
Beatus cited Matthew 19, 28 claiming that those who followed God in all perfection 
will be seated with him on twelve thrones to judge the twelve tribes of Israel.669 The 

																																																								
663 IA, pp. 470, 472. 
664 IA, p. 458. 
665 IA, p. 556. 
666 IA, p. 36. The same analogy appears in IA, p. 132.  
667 IA, p. 38. In the prologue to Book II, in the passage concerning the name and the meaning of the 
patriarchs, we see a similar statement: Ecclesia in duodenario numero constituta: unde et duodecim 
tribos Israel dicuntur: IA, p. 128.  
668 Is. 6, 2, DRA edition (in italics); Seraphim quoque stabant super illud, sex alae uni, sex alae alteri. 
Haec duodecim alae sunt, quod est Ecclesia in duodenario constituta: IA, p. 390. For further examples, 
see IA, pp. 280, 618. 
669 ‘When the Son of man shall sit on the seat of His majesty, you also shall sit on twelve seats 
judging the twelve tribes of Israel’: Mt. 19, 28, DRA edition; see also IA, p. 412. 
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association is, once again, found in Book XI in the storia of the good judges and the 
martyrs (Rev. 20, 4-6). This is a particularly relevant case, given that Revelation does 

not introduce a numerical reference for the judges in question. It is in the 
Commentarium that we find this analogy between the thrones, the Church and the 
number twelve.670  
 Only seldom was this number explained directly. Yet, in the event, it is 
overtly defined as the perfect number. In the commentary to the opening of the first 
four seals (Rev. 6, 1-8), Beatus explored the allegory of the barley and the wheat 
(symbolising the bishops and the people who compose the one Church); here the two 
integers – seven and twelve – are presented as holy and perfect.671 Even if frequently 
linked to different elements in the narrative, their relevance and meaning seem 
interchangeable: they are both perfect, holy and represent the Church – seven 
symbolises the elements which constitute its body (the Church ‘septenaries’), 
whereas twelve symbolises the Church in its totality.672 
 Ten also shares some of the meanings of the previous integers. This number 
is connected in both textual sources with the periodisation of events and apocalyptic 
phenomena (e.g. the fall of the tenth part of the city). Beatus, however, overtly 
introduced it as a number of perfection: 
 

‘the figure of number ten is a perfect number and it 
designates the cross of Christ.’673 

 
 
‘and the tenth part of the city fell: and there were slain in 
the earthquake names of men seven thousand. For ten is a 
perfect as also seven.’674 

 
 

In the explanatio of the storia of the Church of Smyrna, in Book II, it is said that the 
days of tribulation are ten because they symbolise all that exists and the 
																																																								
670 IA, pp. 594, 596. 
671 IA, pp. 340, 342.  
672 One can also find excerpts associating twelve with the order and rhythms of the created world. For 
instance, in the prologue to Book II, it is explained that there are twelve hours of daylight and that 
those hours are illuminated by the sunlight, which is Christ: IA, pp. 134, 136. A similar reference 
appears in Book III where the apostles are, once again, compared to the twelve hours of the day: IA, p. 
280. 
673 Denarii enim numeri figura perfectus numerus est, et crucem Christi demonstrat: IA, p. 196. 
674 Rev. 11, 13, DRA edition (in italics). Et decima pars civitatis cecidit, et occisa sunt in terraemotu 
nomina virorum septem millia. Denarius enim numerus et septenarius perfectus est: IA, p. 450.  
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completeness of time.675 Moreover, the numbers resulting from its multiplication by 
100 or 1000 also hold spiritual qualities and are, by their derivation from ten, 

envisaged as perfect.676 Nonetheless, ten also appears in connection with the seven-
headed beast, whose heads bear a total of ten horns. As with seven, the opposing 
meanings of this number are contextualised through the comparison of these 
attributes to other negative elements: in some instances it is said that the seven heads 
represent the seven kings, whilst the ten horns symbolise the kingdoms; in others, the 
ten heads are the ten kings of Rome who represent all the vicious men from the 
Passion until the end of time;677 while on one occasion, it is simply stated that the 
beast had seven heads and ten horns because these are perfect numbers and they are 
perfect in their malice.678  
 Although appearing less frequently, two, three, four, six and twenty-four are 
also significant numbers in the Commentarium.679 Expositions of the meaning of two 
were mostly conducted by analogy, it being commonly associated with holy pairs 
and general expressions of duality. 680 Both ‘Summa’ and Book V report that the two 
witnesses are the Law and the Gospel and that their attributes, the two olive trees, are 
the two Testaments. 681 A similar explanation is found in Book VI concerning the 
storia of the woman and the red dragon (Rev. 12, 1-18): here too Beatus explained 
that the pair of wings given to the woman to fly away to the desert symbolises the 
two Testaments.682 The Asturian monk further remarked that all elements – as the 

Church itself – are bipartite.683 This is exemplified through the characterisation of 
two types of people in the world, explored in Book VII: one type is outside the 
Church and therefore is associated with the devil; the other type is inside the 

																																																								
675 IA, p. 204. 
676 IA, p. 598. 
677 IA, p. 562. For further references to the ten kings and the kingdoms: IA, pp. 156, 458, 470, 472, 
558. 
678 IA, pp. 50, 52.  
679 Beatus also considered the numbers five and eight, though less frequently. Unsurprisingly, the 
meaning of eight is also twofold: it is, on the one hand, the number of the saved men in Noah’s ark 
who together symbolise the Church (IA, p. 88), on the other, it is associated to the beast, for eight of 
the ten kings will prevail after the slaughter of the three of them (IA, p. 560). For the meaning of five, 
see IA, p. 602. 
680 See also Freeman, ‘Elementos Simbolicos’, pp. XXXVI, XXXVII. 
681 IA, pp. 44, 442. 
682 Duas alas, duo Testamenta dicimus esse, quae accepit quo serpentem fugeret in eremum: IA, p. 
466. 
683 IA, p. 458. 
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Church.684 This number itself highlights the duality of meanings that can be extracted 
not only from numbers in general but also from almost every aspect of Scripture: 

while at times two is associated with holy figures and with the organisation of the 
Holy Scriptures, in other circumstances it represents the dichotomic nature of the 
world – good and evil – and of the Church itself. 685 
 Three also lends itself to several interpretations. In Revelation its implications 
are manifold: it is found in connection with divine agents and/or with acts of God 
(e.g. the three plagues that slayed the third part of men in Revelation 9, 18) and with 
periodisation (e.g. the resurrection of the two witnesses after three and a half days, 
Revelation 11, 11). The Commentarium offers, however, further contextualisation. 
While not overtly stated in Revelation, Beatus associated this number with the 
Trinity and, consequently, with perfection.686 The aforementioned allegory of the 
barley and the wheat in Book IV provides evidence for this point: 
   

‘However, one two-pound measure is not less than three. 
For two pounds is one measure and three pounds are three 
measures: because perfection is both in unity and, 
likewise, in the Trinity.’687  

 
 
Accordingly, three is also frequently evoked as a number of divine order. On several 
occasions, the author explained that it reflects the structure of the Church itself, as 
exemplified by the treatise on Noah’s ark in Book II. The ark is described as having 
three decks which symbolise the ‘Catholic Church’, itself divided into three: heaven, 
paradise and the new land (altera terrae novae).688 This episode is revisited in Book 
IV where the ark – here representing ‘the first spiritual Church’689 – is said to have 
carried the three groups of beings: men, birds and beasts. Concomitantly, this 
																																																								
684 IA, p. 508. 
685 Further examples appear in the ‘Summa’ and in Book IV where Beatus states that two ‘buildings’ 
compose the Church: one created on rock, that is Christ, and the other on sand that represents the 
heresies; IA, p. 48. There are also two types of men: the interior and the exterior one, that is, the body 
and the soul, one was created through mud and the other according to God: Et quia duo homines sunt 
interior et exterior, id est, anima et corpus, unus est de limo terrae formatus, alter est secundum 
Deum creatus: IA, p. 384. 
686 In tribus Trinitatis esse mysterium; IA, p. 626. See further examples: IA, pp. 366, 598. 
687 Non est autem minus una bilibris a tribus. Bilibra enim unus modius est, et tres librae tres modii 
sunt: quia et in unione perfectio est, et in Trinitate similiter: IA, p. 340. 
688 IA, pp. 268-270.  
689 Secunda aetas est a Noe usque ad Abraham. Habuit mane arcam, quae prima vocatur spiritualis 
Ecclesia: IA, p. 374. 
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number is found in association with evil and mundane contexts alike. Three are the 
horses that attack the white horse of Christ at the opening of the first four seals,690 

the number of the apocalyptic beasts (the one from the abyss, the one from the sea 
and one from the earth),691 as well as of the representatives of evil: the serpent, the 
beast and the false prophet (Rev. 16, 13-16).692 Accordingly, this number, too, holds 
dual and diametrically opposing meanings, reflecting not only divine order but also 
the acts and the agents of evil. 
 Four is essentially linked to the evangelists – a connection which Beatus 
explored at length.693 In Book III he evoked Ezekiel 1, 11 to contextualise the vision 
of the four living creatures, stating that their ‘four plumes’ (quae sunt quatuor 

pennae sanctorum)694 represent the four virtues: love, hope, fear and penance.695 
Later in the same book, the positive meaning of four is strengthened through its 
association with the river of Paradise, which is divided into four parts.696 Perhaps 
more significantly, the structure of the Bible was not only twofold (the Law and the 
Gospel) but also fourfold, being further divided into Law and Prophets in the Old 
Testament, and the Gospel and the Acts of the Apostles in the New.697 
 Associations between this number and the earthly sphere are also common. In 
the storia of the four angels captive in the river Euphrates, approached in Book IV, 
this idea is explored:  
 

‘As was just said, the seven angels therefore are the 
Church; all seven of which are implied even if only one is 
mentioned: as the number is said according to what the 
case requires. Thus he now said four angels in order to 
show that the Church holds sway in the four corners of the 
earth.’698  

																																																								
690 IA, p. 344.  
691 Rev. 11, 19; 13, 11-17; see IA, p. 470. 
692 IA, p. 538. 
693 For direct associations between number four, the evangelists and the Gospels: IA, pp. 270, 292, 
366.  
694 Quid autem pennae animalium , nisi alae nominantur? Qua in re nobis diligenti praescrutatione 
quaerendum est, quae sunt quatuor  pennae sanctorum, ex quibus duae extentae iunguntur: IA, p. 296. 
695 IA, p. 296.  
696 IA, p. 308. 
697 IA, p. 320. 
698 Septem ergo angeli, ut iam dictum est, Ecclesia est, quorum septem si unum nominat omnes sunt: 
prout enim causa exigit, et numerum dicit. Sicut nunc quatuor angelos dixit, ut in quatuor angulos 
terrae ostenderet Ecclesiam tenere: IA, p. 362. 
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This analogy between the number four and earthly matters is often encountered. 
According to Beatus, the Heavenly Jerusalem has three doors rather than four, 

because it is a spiritual not an earthly structure. Yet, four is also the number of the 
false prophets (the heretic, the schismatic, the superstitious and the hypocrite),699 of 
the beasts from the four parts of the world in Daniel’s vision as well as of the four 
kingdoms of the world (Babylonian, Persian, Macedonian and Roman).700 
 Substantial importance was also placed upon the number six. It is first and 
foremost associated with the six days of creation: in the Summa Beatus cites Exodus 
20, 11 to instruct his readers in this spiritual truth.701  It is also explained that the four 
living creatures were endowed with six wings as an allusion to the six days of the 
week, which consequently symbolise the duration of the world.702 As a result, this 
number is also, unsurprisingly, defined as perfect (as it represents the timeframe of 
God’s creation), a quality, moreover, proven by the analysis of its constituent parts. 
Beatus stated that six can be divided in three ways: by six, by three and by two, 
which result in one, two and three, respectively. When these are added together – 1 + 
2 + 3 – the product is, once again, six, hence its perfection.703 By the same token, the 

Commentarium makes exhaustive reference to the number of the Antichrist – 666 – 
of which six forms part. Interestingly, however, Beatus did not seem to stress a 
connection between the two numbers; here his chief concern was deciphering 
numerical and alphabetical cyphers in order to achieve the key for the Antichrist’s 

name.704 It seems that the actual integer 6 does not participate directly in the negative 
meaning of the number of the beast, as no mention is made of it in this respect in the 
Commentarium. 
 The explanations regarding the number twenty-four are more restricted. In 
both Revelation and Commentarium, it is connected with the elders with whom God 
stands in heaven. Considerations about this number mostly derive from the fact that 
it is formed by two groups of twelve. As a result, the meaning of elders is also often 

																																																								
699 IA, p. 58. 
700 IA, p. 156. 
701 ‘For in six days the Lord made heaven and earth, and the sea, and all things that are in them, and 
rested on the seventh day: therefore the Lord blessed the seventh day, and sanctified it’: Ex 20, 11, 
DRA edition; see also IA, p. 72. 
702 IA, p. 290. 
703 For the complete citation see IA, p. 366. In this Book, Beatus also discusses the organisation of 
the world in six ages (see IA, pp. 374, 376, 378).  
704 IA, pp. 492, 494, 496.  
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explained by metonymy, being compared to the prophets, to the apostles, to the tribes 
of Israel and to the Church itself.705 Another apocalyptic number whose significance 

is often explained by its connection with other holy integers is 144. Mathematical 
principles were employed to shed light on its significance: in Book XII it is 
explained that twelve (the number of the Church) when multiplied by ten (a perfect 
number) is 120, by adding twenty-four (the number of the elders) the total is 144. It 
then becomes clear why Beatus considered this number – or its multiple 144,000 – to 
be the symbol of the Church in its totality.706 
 
 
 Para-Apocalyptic Numbers 

 The group of non-apocalyptic numbers, drawn from other biblical texts, is much 
more restricted, and considerations of them are, correspondingly, more succinct. The 
Commentarium nonetheless includes revealing information about their meaning, and 

the contexts with which they are associated. Although mentioned infrequently, 
eleven is perhaps the most significant of them.707 In Beatus’s work, this number is 
invariably and exclusively linked to the Antichrist.708 In a complex passage in the 
Prologue to Book II, Beatus stated that the beast had seven heads (representing the 
kings) and ten horns (the kingdoms), but amongst those ten horns there was a smaller 
one which represented an eleventh king; this one would kill three of the ten kings 
and win over the others – this eleventh king was the Antichrist.709 The negative 
connotation of eleven is, however, expressed through its association not solely with 
this character but also with the hours of the day. Considering the structure of time 
(i.e. the number of months in the year, the number of the seasons and of the days and 
hours in the year), Beatus includes a verse from John 11, 9 conveying the idea that 

																																																								
705 IA, p. 426. 
706 IA, p. 620. 
707 Eleven only appears in Revelation in its ordinal form in the enumeration of the precious stones of 
the Heavenly Jerusalem (Rev. 21, 10). Accordingly, for the purposes of this study, it will not be 
considered an ‘apocalyptic number’. 
708 In Isidore’s Liberum Numerorum eleven is also exclusively associated to negative contexts. It is 
the symbol of ‘transgression of law’ (undenarium transgressio legis) and the decrease in sanctity 
(diminutio sanctitatis): LN, pp. 71,73. 
709 Et undecimum surrecturum esse parvulum regem, id est, Antichristum, qui de parvula gente 
iudaeorum, id est, de tribu Dan: IA, p. 460. The same association is established in IA, pp. 558, 600. 
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the day has twelve hours of light and that the saints are called in the twelfth hour; the 
remaining eleven were left to the sinners.710  

 While no other para-apocalyptic number has received such well-defined 
treatment, certain others are ascribed some significance. For instance, fifteen is held 
to represent plenitude and intelligence, as it is composed of three times five;711 
eighteen were the number of years during which the woman was in the Devil’s 
captivity (that is, three times six);712 while thirty is evoked in respect to the height of 
Noah’s ark – the holiness of this number is justified by an allusion to Christ’s age at 
the time of his baptism. Some three and four digit integers are also evoked, such as 
120 which was interpreted as the number of people over whom the Holy Ghost 
descended: twelve multiplied by ten, that is 120, representing the Church in its 
perfection. 713 
 
 
 5.1.2. Concluding Remarks  

Beatus’s Commentarium is replete with numerological analysis. Although his focus 
was primarily the interpretation of numerical references in Revelation, he also 
offered a thorough explanation of the meaning of different numbers in Scripture 
more broadly, as well as about their fundamental importance for full comprehension 
of the word of God.714 Perhaps for this reason, Beatus is exhaustive in his discussion 

of the subject, turning the Commentarium into a compendium on number symbolism, 
comprising even para-apocalyptic numerical terms indirectly connected to 
Revelation. Through his explanation the reader is also instructed about the flexibility 
of number symbolism: its meaning always depended on context, and its implications 
could be manifold. More conspicuously, as with colour, number often bore a dual 
meaning (both positive and negative) and even within the two opposite sides of the 
spectrum, it could be found in association with a variety of entities and/or concepts; 
in other words, the meaning of number could vary from chapter to chapter, even 

																																																								
710 IA, pp. 598, 600. 
711 IA, p. 626. 
712 IA, p. 368.  
713 IA, p. 272. Furthermore, forty evokes ‘the fourfold doctrine of the Gospels’: IA, p. 626; and fifty 
represents penance and the measurements of Noah’s ark which, in turn, symbolises Pentecost: IA, pp. 
196, 270, 272, 530.  
714 As also acknowledged by Freeman, ‘Simbolismo en el Texto’. 
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from verse to verse depending on context. It then becomes apparent why the accurate 
interpretation of its meaning was crucial in biblical exegesis. 715 

 The numbers six, seven and twelve, as well as their multiples, were 
particularly significant for Beatus. They were often described as perfect in their 
essence and, therefore, as symbols of the order and structure of the Church, both in 
the context of Revelation’s narrative and more broadly. For this reason, these 
numbers were frequently evoked throughout the treatise, not only apropos of new 
storiae but also in other circumstances as a means to recapitulate their significance.  
While most numbers were twofold, some integers had a univocal meaning in the 
Commentarium as also in Revelation. That was the case of twelve and of its 
multiples 144 and 144,000: these numbers are linked exclusively to the perfection, 
completeness and the triumph of the Church. Although briefly mentioned, eleven – a 
‘para-apocalyptic number’ – was the one that Beatus singularly characterised as the 
number of evil, linking it to the Antichrist. Thus, as witnessed in the previous chapter 
on colour, here too it is clear that whilst most numbers had a protean nature, a few 
held a singular meaning and, correspondingly, were prerogatives either of the divine 
or of evil, and their meaning remained stable and unaltered throughout. 
 Thus, Beatus makes clear that understanding Scripture was dependent upon 
comprehending number symbolism and, for this reason, it may reasonably be 
assumed that the monastic communities which received and engaged with this work 

were aware of its centrality for biblical exegesis. This hypothesis is strengthened by 
the fact that the few library catalogues that survive from medieval Iberia record 
works which, although not numerological compendia, considered the significance of 
number at some length, namely Isidore’s Etymologiae, Julian of Toledo’s 
Prognosticum and Augustine’s De Civitate Dei – some of the works on which Beatus 
himself drew.716 
 
 

5.2. Number in the Beatus Illuminations  

With the importance Beatus attributed to number clearly in view, the impact of 
Revelation and the Commentarium text upon the Beatus IIa illuminations will now be 

																																																								
715 As also broadly discussed in Hopper, Medieval Number, p. 82.  
716 Concerning Beatus’s sources, see Chapter One in this study. A discussion on the library catalogues 
that survive from medieval Iberia will be conducted in Chapter Six, section 6.3. 
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examined. Three main points will be investigated: first, the direct relationship 
between text and image and how numerical references informed the creation of the 

illuminations; secondly, the treatment of pictorial elements which do not directly 
relate to passages with numerical references; and lastly, the treatment of this subject 
in non-Iberian Apocalypses, in order to ascertain if the extra-peninsular copies reflect 
similar approaches to the Iberian corpus. 
 
 
 5.2.1. Number and Iconography in the Beatus IIa: Text-Image 

Relationship 

An interesting example to begin with is Revelation 1, 10-20, which corresponds to 
the third pictorial storia in the Commentarium, which Beatus discussed at the 
beginning of Book I. As highlighted in the previous chapter (as this storia also offers 
the first meaningful references to colour-words), the episode relates the vision of the 
‘Son of Man’ and John’s commission to write the book for the seven Churches of 
Asia. Pictorially, this was composed as a full-page illumination divided into two 
main registers: in the upper one John is entrusted with the commission; in the second 
he is represented standing before the Churches. The passage introduces three 
numerical references: John describes that ‘the Son of Man’ held seven stars on his 
right hand and stood amidst seven golden lamps; the apostle also heard a voice which 
commanded him to write the book – describing all that he saw – for the seven 
Churches of Asia. Examining the corresponding illumination in our five copies, we 
see that the numerical elements of this storia were accurately illustrated in all of 
them (ills. 2, 29, 60, 87, 111).717 They all depict the seven golden lamps above God 
as well as the seven arches of the Churches of Asia in the second register. The seven 
stars – correctly rendered on the right side of God – were also included in four 

manuscripts; they were not depicted in Urgell where there is merely the titulus 
septem stellas.  
 The para-apocalyptic treatise on Noah’s Ark, included in Book II, also offers 
pertinent references. Noah was entrusted with the construction of a wooden ark that 
should measure 300 cubits in length, fifty in width, thirty in height, and one cubit at 
the top; it should also be divided into three parts – an allusion to the structure of the 

																																																								
717 Morgan Beatus, fol. 27r; Valladolid Beatus, fol. 20v; Urgell Beatus, fol. 22r, Facundus Beatus, fol. 
46r; Silos Beatus, fol. 24r.  



	 168	

Church.718 The ark should carry multiple pairs of animals of different species as well 
as the men worthy of salvation: Noah, his wife, their three sons and their three wives, 

who in the Commentarium are simply described as the ‘seven souls’ (representing 
the seven Churches) who together with Noah become eight.719 The ark is represented 
in a non-naturalistic manner: it is depicted in diagrammatic form, as a pentagonal 
shape, providing the reader with a ‘vertical cross-section’ of the vessel and its 
occupants within (ills. 5, 30, 64, 90, 113).720 The ark is also divided into several 
‘decks’: five in Morgan and Facundus, four in the remaining specimens. Inside, the 
different beings are ranked according to their genus (beast in the lowest parts, birds 
and humans in the highest).721 It is therefore immediately apparent that the shape and 
the division of the ark do not follow the textual description literally. The unusual 
pentagonal form722 nonetheless, seems to echo both Scripture (Gen. 6, 15-16) and the 

																																																								
718 Gen. 6, 15-16; IA, pp. 264, 268. Notwithstanding the division of the ark into four and five parts in 
most Beatus manuscripts, Mentré argued that the ark accords with Scripture, for conceptually it is 
divided into three parts: men, birds and beasts. Visually, however, there is no clear attempt to 
emphasise this distinction, as animals of different species are grouped together. Moreover, Mentré’s 
explanation of the meaning of the ark’s pentagonal shape (and her allusion to principles of sacred 
geometry) are also difficult to sustain: see Mentré, ‘La Présentation de l’Arche de Noé dans les 
Beatus’, Actas del Simposio, vol. 2, pp. 300-313, esp. 306-307. For a more nuanced view, see A 
Spanish, p. 179. 
719  While in Genesis 6, 18 the chosen people are described as being Noah’s family, in the 
Commentarium they are simply referred to as the seven souls: IA, pp. 266, 268, 270, 374. 
720 Morgan Beatus, fol. 79r; Valladolid Beatus, fol. 73v; Urgell Beatus, fol. 82v; Facundus Beatus, fol. 
109r; Silos Beatus, fol. 79v. On this illumination see also Mentré, ‘La Présentation de l’Arche’, pp. 
305, 309.  
721 IA, p. 88.  
722 Mentré also compared this image to several other representations of Noah’s ark across artistic 
media. She established comparisons between the Beatus pictorial model and flood scenes in the 
mosaics of the synagogue of Gerasa (ca. fourth/ fifth century), in the sarcophagus of Trier (ca. 300-
310), in the Coptic wall paintings of El Bagawat, as well as in manuscript sources, such as the 
Ashburnham Pentateuch (ca. late sixth/early seventh century, BnF, Nouv. acq. lat. 2334), the Bible of 
San Pedro de Roda (ca. 901-1100, BnF, Ms. lat. 6 (1– 4) ) and the ‘Cosmas of Sinai’ (ca. 1100, Mount 
Sinai, St. Catherine’s monastery library, MS 1186). Other examples of early and high medieval 
representations of the ark not contemplated in Mentré’s investigation include BL, Cotton Claudius B. 
IV (ca. second quarter of the eleventh century), Bodleian Library, Junius 11 (ca. 960-990) and the 
frescoes of the abbey of St. Savin sur Gartempe (ca. 1100). Most of the aforementioned examples can 
be divided into two types: the ark is either conceived in a ‘box-like’ shape (e.g. the sarcophagus of 
Trier) or as a stylised vessel (e.g. BL, Cotton Claudius). While Mentré argued that there are many 
points in common between the Beatus ark and the examples evoked, only in the ‘Cosmas of Sinai’ and 
in the Roda Bible do we see arks bearing pentagonal shapes that recall the model of the Beatus. The 
disposition of figures within them is, however, fundamentally different. See Mentré, ‘La Présentation 
de l’Arche’, pp. 300-313; on the BL, Cotton Claudius and Bodleian Junius 11, see Charles Reginald 
Dodwell, Peter Clemoes (eds.), The Old English Illustrated Heptateuch British Museum Cotton 
Claudius B. IV, Early English Manuscripts in Facsimile, 18 (Copenhagen, 1974); Israel Gollancz 
(ed.), The Cædmon Manuscript of Anglo-Saxon Biblical Poetry: Junius XI in the Bodleian Library 
(London, 1927); Mira Friedman, ‘L’Arche de Noé de Saint-Savin’, Cahiers de Civilisation Médiévale, 
40: 158 (1997), pp. 123-143. 
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Commentarium in some respects.723 In both sources, the ark is described as wider at 
the base and narrower at the top, ending in one cubit. While the measurements 

provided were, naturally, not replicated, the pentagonal shape of the ark seems to 
allude to these structural features.724  
 While Genesis includes numerical references to the animals brought on board 
(seven pairs of the clean beasts; two pairs of the unclean ones),725 the Commentarium 

does not consider these passages. Perhaps for this reason, the representation of the 
number of animals is inconsistent between our copies, and only in a few instances do 
we see animals grouped in pairs.726 By contrast, the number of ‘chosen humans’ is 
accurately rendered: in our five copies the illuminators displayed four women on the 
left side of the composition, three men on the right, and Noah in the centre of the ark 
reaching for the olive branch brought by the dove. The importance of this group of 
characters – and especially their number – can best be understood in relation to this 
miniature in Urgell (ill. 64). Here, the illuminator, struggling with spatial constraints, 
failed to depict the eight figures within the top section of the ark, as seen in the 
remaining copies; nevertheless, he made a clear attempt to include the accurate 
number of ‘souls’ in this picture by introducing two female figures in the upper right-
hand corner of the miniature, between the side of the ark and the border of the frame. 
Thus, while the number of animals seems not to have concerned the illuminators, the 
case of the ‘seven souls’ and Noah – whose symbolic meaning was scrutinised at 

length by Beatus – was demonstrably significant.  
 In the episode of the vision of God with the elders (Rev. 4, 1-6), John reports 
seeing God in heaven, standing before seven burning lamps and surrounded by the 
twenty-four elders. As previously described, here God is depicted at the centre of the 
composition within a circular frame, flanked by the seven lamps of fire; the elders 
																																																								
723 ‘And thus shalt thou make it: the length of the ark shall be three hundred cubits, the breadth of it 
fifty cubits, and the height of it thirty cubits. Thou shalt make a window in the ark, and in a cubit shalt 
thou finish the top of it, and the door of the ark thou shalt set in the side, with lower, middle 
chambers, and third stories shalt thou make it’, Gen. 6, 15-16, DRA edition. 
724 IA, p. 88.  
725 ‘And of every living creature of all flesh, thou shalt bring two of a sort into the ark, that they may 
live with thee: of the male sex, and the female. Of fowls according to their kind, and of beasts in their 
kind, and of every thing that creepeth on the earth according to its kind; two of every sort shall go in 
with thee, that they may live’: Gen. 6, 19-20, DRA edition; ‘of all clean beasts take seven and seven, 
the male and the female. But of the beasts that are unclean two and two, the male and the female. Of 
the fowls also of the air seven and seven, the male and the female: that seed may be saved upon the 
face of the whole earth’: Gen. 7. 2-3, DRA edition. 
726 There are no recognisable pairs of animals in Urgell and Facundus; Valladolid shows a pair of 
horses and Silos a pair of lions. Morgan, by contrast, exhibits two pairs of birds of different species, a 
pair of snakes and a pair of canids. 
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are depicted above and beneath him, while John lies in ecstasy at the base of the 
picture. Morgan, Valladolid, Facundus and Silos exhibit the lamps thus (ills. 6, 32, 

92, 114). They also show twenty-four elders, albeit arranged in groups that differ in 
size.727 Urgell, however, diverges from its counterparts (ill. 65): the illuminator 
responsible for this image included only six lamps and twenty-three elders (twelve 
above and eleven below). Considering the stability of this depiction in relation to the 
other four copies, this aspect may reasonably be regarded as an error by Urgell’s 
illuminator, either in counting the figures or, alternatively, in managing the space 
available for the illumination.728 
 The vision of the Lamb in heaven (Rev. 4, 6; 5, 6-8) offers further points for 
reflection. This episode enumerates details of the four living creatures (each with six 
wings and their bodies covered with eyes), and of the Lamb (with seven horns and 
seven eyes), alongside whom were the twenty-four elders. As noted, this remarkable 
illumination – the only full-page miniature in the Beatus corpus composed in a 
circular shape – is only preserved within our sample in Morgan, Facundus and Silos 
(ills. 7, 93, 115).729 Despite some pictorial differences (which have already been 
discussed), the episode was transmitted in a stable way, and all copies exhibit the 
aforementioned characters. There are, however, some deviations from the text in all 
of them: the four living creatures are not rendered with six wings, but only two; 
equally, the Lamb does not exhibit seven horns and seven eyes, and is represented in 

a more naturalistic manner. Furthermore, the figures identified as the elders (holding 
citharas, vials and bowing before the Lamb) are not twenty-four, but twelve.730 

																																																								
727 Morgan Beatus, fol. 83r, Valladolid Beatus, fol. 76v; Urgell Beatus, fol. 86r; Facundus Beatus, fol. 
112v; Silos Beatus, fol. 83r. In Morgan there are ten elders in the upper part of the composition 
(divided into two groups of five) and fourteen below (seven facing the left-hand side of the page and 
seven facing the right). Valladolid presents fourteen above (divided into two groups of seven) and ten 
below; in Facundus there are fourteen above (divided into two groups of seven) and ten below 
(divided into two groups of five). In Silos there are twelve elders standing above and twelve below 
(divided into two groups of seven and five). As these examples demonstrate not only was the accurate 
number of elders included but the figures were also grouped in even numerical clusters. 
728 Another possible mistake by the illuminators of Urgell appears in the episode of the vision of the 
city of God (Rev. 19, 1-10), where twenty-three elders were rendered instead of twenty-four. There 
was, however, sufficient space to include one extra figure, thus leading us to believe that it was a 
calculation error by the artist responsible for this miniature.  
729 Morgan Beatus, fol. 87r; Facundus Beatus, fol. 116v; Silos Beatus, fol. 86v. 
730 The episodes of the measurement of the Temple (Rev. 10, 1-10) and the triumph of the Lamb over 
evil (Rev. 17, 14-18) are further examples of miniatures that do not accord with the numerical 
references in Revelation. In the former, the ‘seven thunders’ reported in the narrative were not 
depicted; in the latter, the Lamb does not present the seven eyes and the seven horns described in 
Scripture. Respectively: Morgan Beatus, fols. 146r, 200r; Valladolid Beatus, fols.123v, 165v; Urgell 
Beatus, fols.133r, 172v; Facundus Beatus, fols. 176v, 230v; Silos Beatus, fols. 139r, 188r. 
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Interestingly, however, in Morgan and Facundus the number of stars decorating the 
circular frame is precisely twenty-four: while neither Revelation nor the 

Commentarium refers to them here, this number does not seem fortuitous, especially 
when two copies which do not share the same exemplar include the same quantity of 
stars.731 This numerical feature is, however, absent from Silos.  
	 Frequently in the text of Revelation, especially in the sequence of the seven 
woes, references are found to the division (or destruction) of the ‘third-part’ of 
natural elements. The sounding of the second trumpet (Rev. 8, 8-9) describes how, 
following this command, a third part of the sea turned into blood and a third of the 
sea creatures and vessels were destroyed. The corresponding illuminations in 
Morgan, Valladolid, Facundus and Silos follow the description quite closely: the 
pictorial area defined as the sea is divided into three relatively coherent strips of 
colour: one part red and two parts blue or grey (ills. 11, 38, 98, 121).732 However, the 
division of the sea creatures and vessels was not rendered in all manuscripts. 
Equally, the sounding of the fourth trumpet presents a similar case. Here, the third 
part of the sun, of the moon and of the stars became dark (Rev. 8, 12-13). In all our 
copies, both the sun and the moon are depicted as perfect circles: they are 
meticulously divided into three parts like diagrams (with particular success in 
Facundus and Silos), one of the parts being painted in a different colour to evoke the 
‘obscured part’ (ills. 12, 39, 70, 99, 122).733 The stars depicted in the upper area of 

the composition, however, are not organised or painted in any way to suggest the 
destruction of their third part.734 

																																																								
731 A similar use of graphic symbols in lieu of important entities appears in the tenth-century Codex 
Aemilianensis (Escorial, Biblioteca del Monasterio, Cod. d. I. I) in the miniature of the Visigothic 
bishops who attended the Toledo III in 584, on folio 393r. The miniature is composed as a circular 
diagram (resembling a wind-rose), and the bishops are represented within it. While twelve of them are 
depicted in a naturalistic manner, the remaining bishops are represented by sixty-two golden dots 
depicted on the background of the diagram: see Werckmeister, ‘Art of the Frontier’, p. 124. 
732 Morgan Beatus, fol. 137r; Valladolid Beatus, fol. 115v; Urgell Beatus, fol. 125v; Facundus Beatus, 
fol. 166r, Silos Beatus, fol. 128v. Morgan and Silos are particularly accurate in this division. By 
contrast, in Valladolid and Facundus the registers are not as meticulously divided. The miniature in 
Urgell is more difficult to interpret as, although the sea is separated into three coloured bands, the use 
of anti-naturalistic colours makes this separation less intelligible than in its counterparts. 
733 Morgan Beatus, fol. 138v; Valladolid Beatus, fol. 117r; Urgell Beatus, fol. 127v; Facundus Beatus, 
fol. 168r; Silos Beatus, fol. 130r.  
734 The miniature of the pouring of the seventh vial and the division of the city into three parts (Rev. 
16, 17-21) exhibits as an architectonic structure (representing the city) resembling a loggia with five 
arches (six in Silos). In all five manuscripts the city is painted in a manner that suggests its division 
into three parts, as reported in Scripture. Morgan Beatus, fol. 193r; Valladolid Beatus, fol. 159r; 
Urgell Beatus, fol. 166v; Facundus Beatus, fol. 223r; Silos Beatus, fol. 181r. See Appendix IX, 
volume II, ills. 20, 51, 79, 130. 
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 One of the most striking and iconographically rich illuminations in the 
sample is the opening devoted to the woman clothed with the sun facing the dragon 

(Rev. 12, 1-8).735 As previously described, the woman is represented twice (first in 
labour and then in flight into the desert), while the Archangel Michael and his army 
of angels are attacking the dragon. Within this two-page composition there is also a 
small inset frame within which the child, God and two seraphim stand; this element 
separates the terrestrial vision from the celestial one (ills. 14, 44, 74, 101, 124). The 
storia includes a series of numerical references: the woman wears a crown with 
twelve stars, the dragon has seven heads adorned with seven diadems, and ten horns, 
and it sweeps away the third-part of the stars in heaven with its tail, casting them 
down to earth. All five copies represent this episode in a homogeneous manner, 
including all the elements identified here. The number of stars standing above the 
woman (as her crown) is twelve in all the manuscripts but one (Facundus), and the 
dragon’s head, the diadems and horns also accord with the text.736 Perhaps the most 
striking numerological feature in this storia is the division of the third-part of the 
stars in heaven. Despite their different approaches, most of the illuminators created 
an image in which the dragon restrains exactly one third of the total number of stars 
depicted in the illumination. In Morgan, Maius considered the total number of stars 
rendered on the right-hand page of the opening, where the action takes place: here he 
depicted twenty-seven stars, and the dragon’s tail ‘drew’ nine of them.737 The same 

approach was followed in Silos. Although Petrus, the illuminator, included sixty-four 
stars (a number indivisible by three), the dragon nonetheless restrains seventeen of 
them, the quantity closest to a third of sixty-four.738 In Urgell and Facundus the 
interpretation of the third part includes the total number of stars on the whole 
opening, that is, even the stars rendered above the woman. In the former, there are 
forty-eight stars in total and the dragon keeps sixteen of them; in the latter there are 
forty-five and the dragon restrains fifteen. This last example further demonstrates 
that, although the illuminator of Facundus may have omitted one star from the crown 

																																																								
735 Morgan Beatus, fols. 152v-153r; Valladolid Beatus, fols. 130v-131r; Urgell Beatus, fols. 140v-
141r; Facundus Beatus, fols. 186v-187r; Silos Beatus, fols. 147v-148r. 
736 An exception may, however, be observed in Facundus fol. 186v where, possibly due to a 
miscalculation by the illuminator, only eleven stars were depicted in the crown. 
737 As also mentioned in A Spanish, p. 193.  
738 Due to lacunae in some areas of this illumination, it is impossible to count the exact number of 
stars once depicted in the corresponding opening of the Valladolid Beatus. 
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(possibly by mistake), he was clearly aware of the total number of stars that he 
rendered on the opening when he represented those restrained by the dragon. 

 The illumination of the vision of the unclean spirits (Rev. 16, 13-16) offers an 
example where the emphasis of the Commentarium is probably manifested in the 
illuminations. Both textual sources describe the vision of the great dragon, the beast 
of the earth and the false prophet regurgitating three evil spirits resembling frogs. In 
the four copies that preserve this illustration, the numerical references were generally 
followed (ills. 50, 78).739 It is possible, however, to identify a telling addition: three 
prophets, as opposed to the one described in Revelation. In the explanatio to this 
storia, Beatus mused at some length on the meaning of the number three, and on why 
the dragon, the beast and the prophet are specifically three, further adding that the 
false prophet represents the false priests, thereby suggesting that one entity stood for 
a whole group of people.740 Although certainty is impossible, it is reasonable to 
assume that Beatus’s exegesis informed this departure from Scripture in the 
illuminations.741 Similarly, the Commentarium may have influenced the vision of the 
good judges and of the martyrs (Rev. 20, 4-6). This half-page illumination presents 
God enthroned holding a book while facing the judges (also on their thrones); the 
souls of the martyrs are represented as doves beneath. Although Revelation mentions 
the vision of those who judge with God, the passage includes no specific 
enumeration of them. It is in the Commentarium that a relevant number appears. 

Beatus explained that the thrones symbolise the Church which is ‘constituted’ by the 
number twelve; he also added that there will be twelve thrones for the judgement of 
the tribes of Israel.742 Interestingly, in Urgell and Facundus there are precisely twelve 
figures and twelve thrones as presented in Beatus’s exegesis.743 While preserving the 
same conceptual approach, Valladolid reveals a slight variation, for God is included 

																																																								
739 Valladolid Beatus, fol. 157r; Urgell Beatus, fol. 164v; Facundus Beatus, fol. 220v; Silos Beatus, 
fol. 178v. The corresponding miniature is not preserved in Morgan. 
740 IA, p. 538. 
741 The visio of the two witnesses (Rev. 11, 3-6) contains multiple references to the number two. In 
Revelation, John reported that the two witnesses were the two olive trees and the two lamps. In 
Beatus’s exegesis they are, moreover, described as the symbols of the two Testaments: the Law and 
the Gospel (IA, p. 442). Accordingly, this half-page illustration presents the two witnesses, the two 
trees and the two lamps. Although not mentioned in Revelation, they are also holding two books: the 
two Testaments, as described by Beatus in his commentary. This detail provides another example of a 
close reading of the Commentarium and its influence on the design of the visual imagery: Morgan 
Beatus, fol. 149r; Valladolid Beatus, fol. 125v; Urgell Beatus, fol. 135r; Facundus Beatus, fol. 179v; 
Silos Beatus, fol. 141v. 
742 Drawn from Matthew 19, 28.  
743 Valladolid Beatus, fol. 176r; Urgell Beatus, fol. 181r; Facundus Beatus, fol. 245r. 
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in the total of twelve judges (ills. 55, 81, 105). In Morgan and Silos, by contrast, 
there are fourteen and nineteen judges, respectively, therefore these illuminations do 

not appear to respond to Beatus’s commentary (ills. 22, 133).744 
 The last passage in Revelation to offer significant material for this analysis 
relates to the Heavenly Jerusalem (Rev. 21, 1-27). Indeed, this episode is one of the 
richest in number symbolism and, as noted, Beatus dedicated a lengthy exposition to 
the multiple meanings therein. John saw the golden city descending from heaven 
adorned with twelve precious stones; it was square in shape and measured 144 
cubits. In addition, it possessed twelve gates (each facing one of the four cardinal 
points) guarded by twelve angels; these gates bore the names of the twelve apostles 
and of the twelve tribes of Israel.745 The features of the city are mostly respected 
across all the different witnesses examined here: all five manuscripts exhibit twelve 
gates (accurately arranged 4 x 3), though guarded by twelve apostles, not angels; 746 
above them are the twelve precious stones (ills. 25, 58, 85, 109, 136).747 However, 
Morgan is the only copy to represent the city as a square structure; the remaining 
ones default to the more rectangular shape determined by the natural form of the 
codex. Perhaps more significantly, Morgan is also the only one in which we find a 
connection to the sacred measurements of the city: the 144 cubits of height. Maius 
created the central courtyard with twelve square units on each side: twelve for height 
and twelve for width – a total space of 144 units.748 Even if the illuminator struggled 

to create a regular squared grid within the courtyard (and one of the sides of the 
square has thirteen units rather than twelve) this strongly suggests that Maius 
intended his illumination to represent symbolically the official measurements of the 
heavenly city. 
 
 
 

																																																								
744 Morgan Beatus, fol. 214r; Silos Beatus, fol. 201r. 
745 The representation of the Heavenly Jerusalem is a bird’s-eye view: the city is seen from above and 
as a whole. Although not specific to the Beatus tradition, this type of representation of the sacred city 
became closely associated with the Beatus manuscripts; see A Spanish, p. 209; Carruthers, The Craft, 
pp. 150-155, esp. 151.  
746 As identified in A Spanish, p. 209.  
747 Morgan Beatus, fol. 222v; Valladolid Beatus, fol. 182v; Urgell Beatus, fol. 186v; Facundus Beatus, 
fol. 253v; Silos Beatus, fol. 208v. 
748 As also identified by Mentré, Illuminated Manuscripts, p. 196; however, the author did not take 
this idea further.  
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 5.2.2. Number and the Iconography of the Beatus IIa:  
 Extra-Textual Responses  

As already demonstrated, numerical references in Revelation are mostly found in 
association with particular apocalyptic characters and phenomena described in the 
narrative, and these were almost always translated into the visual imagery. Thus, as 
with extra-textual responses to colour, a thematic approach to the material is the best 
way to interrogate such a vast corpus in respect of so intricate a topic. Accordingly, 
here I shall examine individual subjects and/or elements in the body of illuminations 
which are not directly related to numerical terms in the textual sources.749 The extent 

to which illuminators were influenced by the emphasis of the text, and what the 
visual imagery conveyed in this respect (and how), will become more discernible.  

 In the textual sources numerical references are often linked to holy characters 
(the evangelists, the elders and angelic entities) and, at times, to sacred places and 
structures (such as the Temple and the Heavenly Jerusalem). For this reason, the 
representations of holy figures provide the most fitting point of departure. Angels are 
invariably rendered in accordance with the descriptions of both Revelation and 
Commentarium. Yet, where the text does not specify their number, fluctuations 
occur, as one would expect. Useful examples to consider are the two aforementioned 
openings (already mentioned) representing the vision of the 144,000 elect (Rev. 7, 4-
12) and the woman clothed with the sun and the red dragon (Rev. 12, 1-18). In the 
former, a group of angels is represented in the upper register alongside God and the 
evangelists; in the upper right corner is a small inset frame where John is shown 
receiving the message from one of the angels. This frame establishes the separation 
between two parts of the narrative, that is, between the celestial vision and the 
terrestrial one (ills. 10, 97, 120).750 In Morgan we can count a total of twelve angels: 
a group of five on the left-hand side of the opening, six on the right and one within 

the inset frame. Whilst preserving the same pictorial model, the remaining copies 
show variations. In Urgell and Facundus there are fourteen angels: six on the left-

																																																								
749 Although some storiae that include numerical terms will be considered in this section, only the 
elements which are not associated with direct (or indirect) numerical references will be analysed. It 
should be also noted that the selection of a more concise group of miniatures was imperative in this 
section, for images featuring only one or two characters do not offer a safe ground for interpretation, 
and for this reason will not be considered.  
750 Morgan Beatus, fols. 117v-118r; Valladolid Beatus, fol. 102r; Urgell Beatus, fols. 112v-113r; 
Facundus Beatus, fols. 147v-148r; Silos Beatus, fols. 112v-113r. In Valladolid this illumination is 
preserved in a fragmentary state, given that the left side of the opening was lost. For this reason, this 
analysis cannot be conducted in relation to this manuscript.  
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hand side of the opening, seven on the right, and one within the inset frame. Silos, by 
contrast, organises these figures in two groups of seven, plus one within the frame. In 

spite of the heterogeneous number of angels in some of these copies, their numbers 
seem to reflect an intentional choice by the illuminators: twelve and fourteen (that is, 
two groups of six and seven) are, as seen, frequently associated with the celestial 
elements and the divine in both textual sources.751 

  In the second opening, the woman and the dragon are accompanied by the 
Archangel Michael and his army (ills. 14, 74, 44, 101, 124). As in the previous 
example, in the upper right-hand corner of the opening there is a small inset frame, 
here representing the celestial realm where the Child is introduced to God by two 
cherubim. Morgan includes, once again, twelve angels: seven fighting the dragon, 
three casting sinners into hell, and two standing at either side of God within the inset 
frame. Valladolid, Facundus and Silos reveal a different approach: these copies 
exhibit seven angels fighting the dragon and the sinners, and two within the frame.752 
It appears that, even if the total number of angels differs between Morgan and the 
other IIa specimens, here too the groupings are organised according to paradigmatic 
apocalyptic numbers: seven (or its multiple fourteen) and twelve.  
 For the most part, however, represented holy entities tend to vary 
considerably in their number.753 In the opening of the sixth seal (Rev. 6, 12-17) a 
group of haloed figures stands to either side of God in the upper register – the titulus 

included in Morgan identifies them as the elders (seniores). Despite previous 
references to their number in the textual sources (twenty-four), none of the copies 

																																																								
751 The pictorial evidence in Morgan, Valladolid, Urgell and Facundus suggests that the angel 
represented within the inset frame had formed part of the cohort of the angels in heaven (depicted on 
the upper left-hand side of the opening), and that he departed from this group to take the message to 
the apostle rendered in ‘the inset frame’. Although it is impossible to be certain, we may hypothesise 
that the opening represents the sequence of actions described in Scripture, since there is one fewer 
angel at the right-hand side of God than on his left, thereby creating an unbalanced grouping of angels 
– uncommon in the representation of the celestial realm in the Beatus IIa. This feature is, however, 
absent from Silos, where the angelic cohort is composed of two even groups of seven, and one angel 
is within the inset frame, showing a different conceptualisation of the scene.  
752 Morgan Beatus, fols. 152v-153r; Valladolid Beatus, fols. 130v-131r; Urgell Beatus, fols. 140v-
141r; Facundus Beatus, fols. 186v-187r; Silos Beatus, fols. 147v-148r. Urgell is an exception since, 
despite preserving the same pictorial model as Valladolid, Facundus and Silos, six angels fight the 
dragon, rather than seven. 
753 Although Freeman rightly stated that there are fluctuations amongst the Beatus manuscripts in 
respect to number symbolism (especially in those of family II), and that not every illuminator had a 
penchant for number, his analysis of these variations (and of number symbolism in the Beatus more 
generally) is mostly conjectural and harnessed to an anachronistic methodology: see Freeman, 
‘Simbolismo en el Texto’, pp. 290, 297. 
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represents them in this way.754 Each manuscript groups them in different ways: four 
in Morgan (two elders at either side of God); eight in Valladolid (four on each side), 

twelve in Urgell (five on one side, seven on the other); six in Facundus and Silos 
(three on each side). 755  The same variation is visible in the four surviving 
illuminations of the Lamb standing on Mount Sion (Rev. 14, 1-5): there are twelve 
elders in Morgan, ten in Valladolid, eight in Facundus, and six in Silos (ills. 17, 46, 
126). 756  Nevertheless, it is possible to identify some examples of consistency 
between the copies. In the illumination portraying John receiving the rod and 
measuring the Temple (Rev. 11, 1-2), the number of faithful inside this building is 
the same in the four earlier manuscripts: they all exhibit fourteen figures in total, 
divided into two groups of seven, displayed within the lateral naves of the Temple 
(ills. 13, 41, 73, 100, 123).757 That the number of figures per se was indeed a concern 
is underlined by Morgan and Urgell, where small heads were purposefully included 
between the figures shown in full, so as to reach the correct number of worshippers. 
Once again, Silos shows a different approach from its counterparts, including ten 
figures in total (two groups of five).758 
 The opening of the Last Judgement (Rev. 20, 11-15) shows that illuminators 
had an evident penchant for the number twelve.759 In Morgan, the judges (split 
between three registers) are arranged in two groups of twelve figures and one of 
fifteen (ill. 24). In Valladolid and Facundus there are three groups of twelve, whilst 
																																																								
754 Morgan Beatus, fol. 112r; Valladolid Beatus, fol. 98v; Urgell Beatus, fol. 108v; Facundus Beatus, 
fol. 141v; Silos Beatus, fol. 108r. 
755 Several other examples of this nature can be observed throughout. In the illumination of the four 
angels and the four winds, most copies exhibit a different total number of figures. Furthermore, in the 
episode of the opening of the fifth seal, the number of martyrs under the altar also varies from copy to 
copy. Morgan Beatus, fol. 109r; Valladolid Beatus, fol. 96r; Urgell Beatus, fol. 106r; Facundus 
Beatus, fol. 138v; Silos Beatus, fol. 105v. 
756 Morgan Beatus, fol. 174v; Valladolid Beatus, fol. 145v; Facundus Beatus, fol. 205r; Silos Beatus, 
fol. 164r. This image is absent from Urgell. 
757 Morgan Beatus, fol. 146r; Valladolid Beatus, fol. 123v; Urgell Beatus, fol. 133r; Facundus Beatus, 
fol. 176v; Silos Beatus, fol. 139r. The tituli above these figures, in Morgan and Valladolid, identify 
them as those who adore the temple: isti adorant templum. 
758 The miniatures of the angels announcing the fall of Babylon (Rev. 14, 6-13) are also significant. In 
Valladolid, Urgell, Facundus and Silos there is a group of saintly figures, possibly the good 
worshippers, standing in line between the upper register (‘midheaven’) and the lower one (the 
destroyed city). While Silos shows thirteen of them, the remaining three have twelve. Morgan follows 
a different pictorial model for this composition that does not include them. Morgan Beatus, fol. 176v; 
Valladolid Beatus, fol. 147r; Urgell Beatus, fol. 155r; Facundus Beatus, fol. 207r; Silos Beatus, fol. 
166r.  
759 Morgan Beatus, fols. 219v-220r; Valladolid Beatus, fols. 180v-181r; Urgell Beatus, fols. 184v-
185r; Facundus Beatus, fols. 250v-251r; Silos Beatus, fols. 205v-206r. In Morgan and Urgell the 
number twelve was also chosen for the representation of the condemned ones: Morgan includes one 
group of twelve on folio 220r; Urgell presents two groups on folio 185r. 
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in Urgell there are two groups of twelve and one of thirteen (ills. 57, 84, 108). Given 
the subject of this episode and the previous association of the good judges with the 

number twelve (in the storia concerning Rev. 20, 4-6), this may constitute another 
example of the influence of the Commentarium on the conceptualisation of the 
iconography. Silos, however, continues to be an exception (ill. 135). The 
composition on the left side of the opening diverges considerably from the previous 
cases, showing a different organisation of the judges: they are now displayed in two 
groups ascending towards God (in the top of the composition) comprising twenty-
five figures in total.760 Underneath, there is only one group of judges composed of 
ten figures; this is also the number of the doomed peoples on the right-hand side of 
the opening. Excluding the case of Silos, the consistency with which figures 
symbolising divine authority are presented in groups of twelve reinforces the idea 
that this number had as an important symbolic meaning in the illustrations as it had 
in the text.  
 In the previous section I have also shown that, at times, celestial bodies were 
linked to specific integers. Though in general the number of stars in the body of 
illuminations of the Beatus seems to have been a matter of whim, two cases stand out 
as plausible exceptions and therefore merit our attention. The opening of the seventh 
seal (Rev. 8, 1) – the thirty minutes of silence in heaven – is only illustrated in three 
manuscripts, though only in Morgan was it conceived as a complete pictorial storia 

(ill. 9).761 This small illustration occupies the space of just eight lines, and consists of 
a yellow rectangle adorned with twelve rosette-like stars, one for each letter of 
silentium est. 762  The second meaningful example appears in a sequence of 
illustrations in Urgell on folia 132v, 137v and 138v where the illuminator depicted 
seven stars within three celestial arches that establish the separation between the 
divine and the terrestrial spheres (ills. 72, 73). Although this numbering of stars is 
only observable in three (out of six) ‘celestial arches’ in this copy, the consistency of 

																																																								
760 For further information concerning this miniature and how it differs from the other Beatus IIa, see 
Werckmeister, ‘The First Romanesque’, pp. 180-187. 
761 Morgan Beatus, fol. 133r. About the different treatments of this episode, see Chapter Three in this 
study. 
762 The family I Osma Beatus also includes twelve stars in this miniature, though within a circular 
frame and without text above each star. This strengthens the possibility that the choice of the number 
twelve for this representation was not simply undertaken to suit the titulus – silentium est – but rather 
due to the symbolic meaning of the number; see Burgo de Osma, Archivo de la Catedral, Cod. 1, fol. 
101v; Beato de Liébana del Burgo de Osma, ed. by Barbara Shailor, et al. (Valencia, 1992). 
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this pattern in neighbouring folia suggests an intentional choice for the representation 
of heaven in these miniatures.  

 Thus although in most illuminations of storiae without numerical references 
(or with elements not associated with numerical terms) pictorial elements were 
seemingly rendered more freely, specific numbers were sometimes privileged in the 
creation of certain scenes. In addition to the previous examples, Morgan presents the 
total number of seven figures depicted in the celestial realm in the opening of the 
sixth seal;763equally, the illumination of the Lamb on Mount Sion exhibits fourteen 
figures in heaven in Valladolid and twelve in Facundus,764 plus fourteen musicians 
divided into two groups of seven in both manuscripts. Silos, by contrast, seems to 
have considered these iconographic groups individually, showing, once again, a 
different conception of the pictorial programme: in the vision of the Lamb in mount 
Sion there are four evangelists, seven elders and ten musicians, divided into two 
groups of five.765 More apparent, however, is the intention of creating symmetry on 
the page through the organisation of pictorial elements into equal groups of figures 
regardless of their number. In the episode of the four angels and the four winds (Rev. 
7, 1-3), the first group of the elect are arranged in two groups of seven in Morgan 
and Facundus, and in two groups of five in Urgell.766 Likewise, the groups of doves 
representing the souls of the martyrs in the opening of the fifth seal (Rev. 6, 9-11) 
and in the vision of the good judges (Rev. 20, 4-6) are rendered in a symmetrical and 

harmonious manner (respectively: ills. 8, 34, 67, 95 - 118, 22, 55, 81, 105, 133).767 
To suit this visual effect, the birds are mostly displayed in rows of equal number and 
often in pairs. Thus, although in most cases the specific number of figures in these 
groups varies, their organisation in symmetrical ‘clusters’ is stable. This mode of 
representation may be explained on aesthetic and symbolic grounds: it seems that the 
illuminators sought visual harmony and order in their compositions. It is also 

																																																								
763 Morgan Beatus, fol. 112r. 
764 Valladolid Beatus, fol. 145v; Facundus Beatus, fol. 205r. 
765 Silos Beatus, fol. 164r. The saintly figures who stand at either side of God in the episode of the 
river of life flowing from heaven (fol. 209r) are also organised in two groups of ten in this manuscript. 
766 Morgan Beatus, fol. 115v; Facundus Beatus, fol. 145r; Urgell Beatus, fol. 111r. 
767 Opening of the fifth seal: Morgan Beatus, fol. 109r; Valladolid Beatus, fol. 96r; Urgell Beatus, fol. 
106r; Facundus Beatus, fol. 138v; Silos Beatus, fol. 105v. An interesting feature in Urgell is that two 
extra birds were outlined in this miniature, so as to achieve the effect of a harmonious composition. 
We may reasonably assume that this was performed a posteriori to correct a possible planning (and 
execution) error; see Appendix IX, volume II, ill. 67. The good judges and the martyrs: Morgan 
Beatus, fol. 214r; Valladolid Beatus, fol. 176r; Urgell Beatus, fol. 181r; Facundus Beatus, fol. 245r; 
Silos Beatus, fol. 201r.  
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significant that this practice reflects the paradigmatic dichotomy of celestial order 
versus terrestrial (or infernal) disorder – ubiquitous in western medieval art768 – since 

while symmetry is widely observed in the organisation of scenes and/or figures 
associated with the divine, it is less prevalent in the illustrations of the temporal 
world. 
 
 

5.3. Numerical References and Iconographic Responses in  
 Trans-Pyrenean Apocalypse Cycles 

Despite the differences in pictorial models between the Beatus and the non-Iberian 
Apocalypses here considered, it is nevertheless possible (and useful) to compare and 
contrast the illuminations of the three corpora in regard to their visual responses to 
number references in Revelation.769 A selection of episodes common to the Beatus 

and the Carolingian and Ottonian Apocalypse manuscripts will be examined to 
determine whether the numerological language of Scripture played as important a 
role in the creation of their visual narrative as it did in the Beatus. This will clarify 
whether responses of this nature were peculiar to the Iberian corpus or were a 
standard practice in illustrated Apocalypse manuscripts.  

 John’s commission to write for the seven Churches is illustrated in all three 
corpora. As previously discussed, the apostle reported seeing the ‘Son of Man’ 
amidst seven lamps and holding seven stars on his right hand; he instructed the 
apostle to write a book recounting his visions (Rev. 1, 10-20). The Beatus revealed a 

remarkable degree of correspondence between text and image here, and the same 
type of response can be observed in the non-Iberian copies. Despite the use of two 

																																																								
768 This mode of representation is seen not only across the Iberian corpus and in the two other 
manuscript corpora examined but also in medieval art more generally. Two paradigmatic examples 
include the portal of the Last Judgement on the western facade of the cathedral of Notre Dame in Paris 
(completed in c. 1225) and the Last Judgement triptych by Hans Memling (c. 1466–1473, held at the 
National Museum, Gdańsk). Both works illustrate this principle clearly by enhancing the sense of 
visual harmony, symmetry and order in the representations of the divine realm by opposition to the 
purgatorial and infernal realms, where the human figures were rendered more freely, in order to evoke 
a sense of disorder and chaos. 
769 Some episodes that are treated in the Beatus in a single miniature are, at times, divided into two or 
more illuminations in the non-Iberian copies. Although the compositions may vary from cycle to 
cycle (as sometimes they do not illustrate exactly the same verses of Revelation), it is nevertheless 
possible to conduct a comparative examination of text-image relationships between these three 
corpora. Differences in this respect will be always taken into consideration when establishing 
comparisons between them. 
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distinct formats, 770  in all copies the seven lamps (drawn as candlesticks) are 
accurately rendered at Christ’s side. However, only Valenciennes, Paris 1132 and 

Bamberg present the seven stars as well (ills. 137, 153, 162, 170).771 
 The vision of God enthroned with the elders (Rev. 4, 1-6) also offers 
significant numerical references: John reports that God stood between seven lamps 
of fire and was accompanied by twenty-four elders.772  In Trier, this vision is 
separated into two miniatures: the first shows God in majesty with the twenty-four 
elders beneath; the second presents God, the four living creatures, and the seven 
lamps (depicted as goblets of fire).773 Although the arrangement differs from that of 
the corresponding miniature in the Beatus, Trier and Cambrai are nevertheless 
faithful to the numbers in Scripture. By contrast, while in Bamberg this episode is 
condensed into a single illumination as in the Beatus, it does not follow the text as 
closely as the Iberian and Carolingian manuscripts: here God is represented at the 
centre of the composition in a mandorla, surrounded by the four evangelists, but only 
eight elders are represented, seven of them holding the seven lamps of fire (ill. 
171).774 
 The storia of the measurement of the Temple also reveals heterogeneous 
responses. In Trier and Cambrai we find interesting features comparable to the 
corresponding illumination in our Beatus.775 The four earlier Iberian specimens 
present two groups of seven figures inside the Temple (the servants of God). 

Although not rendered within the Temple as in the Iberian corpus, in Trier and 
Cambrai there are precisely seven figures standing below the apostle and the angel 
(ill. 149).776 Given that these characters are not linked to any numerical reference in 

																																																								
770 Representing the first format, in Trier fol. 4v the apostle stands between heaven and earth, bowing 
before God (with his body between the heaven and earth); lower down, the apostle is depicted holding 
the scroll whilst facing a group of buildings that represent the seven Churches of Asia. Conversely, in 
Valenciennes (embodying the second format), God is represented above the apostle who is depicted 
below, contemplating the epiphany. Bamberg presents a similar layout to Valenciennes.  
771 Valenciennes, fol. 5r; Paris 1132, fol. 2r; Bamberg, fol. 3r. This element is absent in Trier and 
Cambrai. Unlike the Beatus IIa, in these manuscripts the stars are depicted as seven small dots either 
on or above Christ’s right hand. The Carolingian Apocalypses and Bamberg respond to Revelation 
more literally than the Beatus in this respect.  
772 The corresponding compositions in the sister copies of Valenciennes and Paris 1132 include only 
God and the four evangelists, see Valenciennes, fol. 10r; Paris 1132, fol. 6r. 
773 Trier, fols. 14v, 15v,16v; Cambrai, fols. 10v, 11v. 
774 Bamberg, fol. 10v. 
775 Trier, fol. 33r; Cambrai, fol. 23r. 
776 In Trier and Cambrai it is treated as a full-page illumination including John, the angel and the 
Temple in the upper pictorial area and the servants of God in the lower part. The nature of these 
characters is, however, unclear, as the corresponding Revelation passage mentions both ‘those who 
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the text, it is interesting to observe that both cycles employed an important 
apocalyptic number (seven or its multiple) for this particular representation. 

Conversely, in Bamberg this scene is composed as a half-page illumination, 
including only John, the angel and the Temple depicted between the two and on a 
smaller scale than the two holy figures; the servants of God were not included (ill. 
177).777  
 The woman clothed with the sun facing the red dragon is another Apocalypse 
episode preserved in all the cycles under analysis. As discussed already, in the 
Beatus this episode was created as an opening comprising all the sequences of this 
complex passage; by contrast, in the non-Iberian manuscripts it was allotted one or 
more full-page illuminations (ills. 145, 146, 165, 166, 178, 179).778In all five 
manuscripts, the woman is accurately represented with a crown of twelve stars; only 
Bamberg, possibly due to a lapse by the illuminator, exhibits eleven stars in the first 
illumination; this was, however, rectified in the following image.779 In general, the 
beast is also accurately rendered with seven heads and ten horns, but without the 
diadems. The stars in heaven (that were swept down by its tail) are not represented in 
three of the five copies; only Trier and Cambrai include them, though no Carolingian 
or Ottonian illuminator attempted to show the dragon restraining the third-part of the 
stars with the rigorous accuracy of the Beatus – there is no evidence here of a 
meticulous division of the stars.780 

 As for the Heavenly Jerusalem (despite the lengthy description in Revelation 

concerning its physical qualities), the extra-peninsular manuscripts depict it in 
contrasting ways. If in the Beatus most of the textual features were followed and its 
shape was either square (as determined by the text) or rectangular, in the Carolingian 
and Ottonian manuscripts the city is depicted in dramatically different ways. In 
Trier-Cambrai the scene in question is much more descriptive: Jerusalem is depicted 
in a comparatively realistic way – as a fortress – and John and the angel stand on top 
																																																																																																																																																													
adore the Temple’ and the gentiles (Rev. 10, 1; 11, 2). A stronger case can be made in favour of the 
first interpretation as, although these figures do not exhibit haloes, they show a more formal garb that 
differs from that seen in the representations of the condemned and sinful men in these manuscripts. 
Trier, fol. 33r; Cambrai, fol. 23r. 
777 Bamberg, fol. 26r. Valenciennes and Paris 1132 do not exhibit the corresponding miniature.  
778 Trier, fols. 37r, 38r, 39r; Cambrai, fols. 27r, 27v; Valenciennes, fols. 23r, 24r; Paris 1132, fols. 17r, 
17v; Bamberg, fols. 29v, 30v, 31v. Valenciennes and Paris 1132 only present the woman and the 
dragon.  
779 Bamberg, fols. 29r, 31v, respectively. 
780 Trier, fol. 37r; Cambrai, fol. 27r; Valenciennes, fols. 23r, 24r; Paris 1132, fols. 17r, 17v; Bamberg, 
fols. 29v, 31v. 
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of a mound contemplating it from afar (ills. 151, 152, 186). 781  By contrast, 
Valenciennes and Paris 1132 show a much more conceptual approach: the city has a 

circular shape, being designed as a combination of twelve concentric circles – in the 
centre of the compositions stands the Agnus Dei. John and the angel are depicted 
outside this circle, gazing at the holy city (ills. 161, 168).782 Structurally, the 
corresponding image in Bamberg is not dissimilar from those of Valenciennes and 
Paris 1132. Jerusalem is also circular and the Lamb stands in the central courtyard. 
Yet, the style of this depiction is markedly different, revealing a more naturalistic 
treatment: the walls of the city are painted as if made of stone, the courtyard is 
rendered in gold, and John and the angel stand outside its walls on a hill below the 
city.783 Nevertheless, despite their significant formal and stylistic differences, all 
illuminations make reference to the twelve gates described in Scripture: in Trier-
Cambrai the building is shown surrounded by twelve towers; in Bamberg these 
twelve towers are arranged in four groups of three and displayed according to the 
four cardinal points; in Valenciennes-Paris 1132 the gates are rendered as schematic 
arches and, like Bamberg, are rendered in four groups of three. However, none of 
these copies preserves the depictions of the twelve apostles and of the twelve 
precious stones, as seen in the Beatus. Furthermore, no pictorial reference was made 
to the dimensions of the sacred city. 
 An impressionistic assessment of the organisation of the illuminations in 

these copies has also demonstrated that there was a tendency towards the creation of 
symmetry on the page through the rendition of figures in uniform groups. Although 
the pictorial cycle of Valenciennes and Paris 1132 does not provide many examples 
to test such a practice (due to the sparseness of their illuminations), Trier, Cambrai 
and Bamberg offer interesting examples. The representations of the elders are 
particularly telling in Trier and Cambrai: these figures are invariably displayed 
according to their ‘apocalyptic number’ (twenty-four) and mostly divided into two 
symmetrical groups of twelve (ills. 140, 141, 144). Trier shows another example: in 
the opening of the fifth seal the eight souls beneath the altar are arranged in two 
groups of four (one looking to the right, the other to the left), each standing before 
two angels who offer them white tunics – in total they are twelve (ill. 142).784 In 

																																																								
781 Trier, fol. 69r; Cambrai, fol. 42r. 
782 Valenciennes, fol. 38r; Paris 1132, fol. 33r. 
783 Bamberg, fol. 55r. 
784 Trier, fol. 20v. 
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Cambrai the number of figures standing below the angel in the episode of the elect is 
fourteen, being organised in two rows of seven (ill. 148).785 In both specimens the 

episode concerning Revelation 11, 16-19 is composed, once again, of two groups of 
twelve elders and seven servants of God, demonstrating not only that symmetry was 
important for the composition but also that, at times, ‘apocalyptic numbers’ were 
also employed when no specific numerical references were supplied by the textual 
sources.786 
 Bamberg is similar, and in several of its illuminations there are examples of 
the harmonious grouping of figures, especially in depictions of the sacred realm. 
Similarly to Trier, the souls beneath the altar at the opening of the fifth seal are 
organised into two groups of five (ill. 176).787 Furthermore, the saintly figures 
contemplating the Lamb on Mount Sion (Rev. 14, 1-5) are organised into two groups 
of ten, whilst in the storia of the seven angels with the seven vials (Rev. 15, 5-8) 
there are three pairs of musicians (ill. 180).788 An even clearer example may be found 
in the illumination of the Last Judgement.789 In this striking composition there are 
twelve angels (four on either side of God and four below, two enclosing the vision of 
heaven, two sounding the trumpets and two with the scrolls of Judgement), as well as 
two groups of six elders (placed on either side of God). Those who have been saved, 
standing on the right-hand side of God, are twelve, while those who have been 
condemned are eighteen (ill. 185).  

 These test cases show that the degree of correspondence to the numerological 
references of Revelation varied from cycle to cycle. The textual references were 
almost invariably followed in Trier and Cambrai, despite the suppression of a few 
relevant elements; Bamberg, by contrast, is not as literal: in several instances the 
illuminator ignored specific ‘apocalyptic numbers’. Due to the sparseness of their 
pictorial programme, Valenciennes and Paris 1132 do not show as close a connection 
to the text as their counterparts; there are several iconographic elements that were not 
included in their miniatures. These two copies nonetheless exhibit a few interesting 
																																																								
785 Cambrai, fol. 13r.  
786 Trier, fol. 36r; Cambrai, fol. 26r. The scene of the Last Judgement in Trier further corroborates this 
practice: God and the angels are seven in total; seven are also the saved souls depicted beneath them – 
Trier, fol. 67r.  
787 Bamberg, fol. 16v. In the episode of God in majesty with the elders (treated here in two separate 
miniatures) there are eight elders in each miniature, demonstrating a consistent treatment of these 
characters from page to page, see Bamberg, fols. 10v, 11v. 
788 Bamberg, fol. 34v, 38v, respectively. 
789 Bamberg, fol. 53r 
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responses to number, particularly in the case of the Heavenly Jerusalem. Certain 
Apocalypse cycles seem to have privileged the faithful representation of numbers 

more than others. More generally there was a propensity to organise the miniatures in 
a symmetrical manner, achieved through the grouping of different figures in 
‘clusters’ of equal numbering. This is particularly visible in Trier, Cambrai and 
Bamberg. Moreover, in the first two manuscripts, unlike in Bamberg and 
Valenciennes-Paris 1132, ‘apocalyptic numbers’ were sometimes employed to this 
end, even in cases where no direct numerical references were provided by the text.  
  

 

5.4. Conclusion  

 There are strong links between text and image in the Beatus IIa in terms of 
the numerical information supplied by Revelation and (to a more limited extent) by 
the Commentarium. Despite a few exceptions, the illuminators followed these textual 
references as closely as possible. The diligence with which they attempted to respect 
the numerical content of Scripture is particularly clear when they faced challenging 
spatial constraints but nonetheless managed to render the number of elements 
specified. However, in this respect too, some illuminators were more meticulous than 
others: Morgan and Facundus, once again, display a higher degree of consistency 
between text and image, as in this case does Valladolid. Urgell, by contrast, presents 
more variations, seemingly due to compositional difficulties (or calculation errors) 

on the part of its illuminators. Silos followed its own path, albeit still reflecting 
fidelity to Scripture in a significant number of cases. 
 The illuminations corresponding to passages without numerical information 
show a variety of responses. Although previous studies have proposed that the 
Beatus miniatures reveal an intricate numerological organisation (based on complex 
mathematical principles),790 overall the material analysed does not corroborate such 
an interpretation, and none of the responses observed are suggestive of any 
numerological system. There are, nevertheless, instances in which a seemingly 
intentional choice of sacred numbers is visible in the rendering of some miniatures. 
Unsurprisingly, the most frequently evoked were seven (or its multiple fourteen) and 
twelve, which were interpreted by Beatus as the numbers of the Church. Presumably 
for this reason, the practice is found in relation to holy figures and celestial contexts 
																																																								
790 Freeman, ‘Simbolismo en el Texto’, pp. 289-302. 
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only. In this respect too, Morgan is the copy with the greatest internal consistency, 
displaying an apparent penchant for the organisation of figures in groups of twelve. 

Silos, once again, is the most idiosyncratic: its individual responses arguably indicate 
a different understanding of (or a different importance attributed to) the ‘apocalyptic 
numbers’. Its illuminator, Petrus, seems to have favoured the number ten for the 
organisation of figures (an integer that was itself highly praised by Beatus). 
Moreover, although in the Commentarium Beatus pinpointed the numbers related to 
evil – most conspicuously eleven – the programme of illuminations in the five 
Beatus IIa does not show any trend for the organisation of evil characters according 
to these numerical principles.791 Only the ‘numerological attributes’ of the beast (the 
seven heads and the ten horns) were carefully followed.  
 The rigour with which the numerical information was translated into the 
visual imagery (when adherence to the text in other respects was often partial) 
indicates that scriptural numbers (and the symbolic meaning that they embody) seem 
to have been crucial principles to follow in the creation of the illuminations. If, as 
Beatus contended, numbers embodied divine truths, it may have been felt that the 
validity of the images depended upon transmitting them. Thus, the illuminations may 
have been an ‘aide-memoire’ for the correct interpretation of the metaphors and 
allegories evoked in Revelation which, in turn, concealed the most profound 
messages of Scripture.792 In addition, a conspicuous and generalised aspect of the 

Beatus pictorial programme (even if with varying degrees of success) is an apparent 
intention to create symmetry and order within the pictorial space, especially when 
depicting holy figures and scenes taking place in the divine realm. This effect was 
achieved through the organisation of figures into groups of equal number, reflecting 
a practice that was widespread in western medieval art. The number of groupings in 
question seems not to have been relevant, though this practice shows how 
compositional features could be used as vehicles of meaning. 
 But how typical were the Beatus responses within the panorama of early 
Apocalypse cycles? By and large, the responses to numerological details in 
																																																								
791 Instances of such practice can be observed across our sample of manuscripts, such as in the 
opening of the Woman facing the great red dragon and that of the Last Judgement. In the former 
illumination, the number of figures representing the damned souls in the pit of fire varies from copy to 
copy: Morgan presents fourteen figures (fol. 153r), Valladolid presents ten (fol. 131r), Urgell shows 
thirteen (fol. 141r), Facundus exhibits nine (fol. 187r), and Silos eight (fol. 148r). Similarly, the later 
opening also includes the representation of the condemned souls burning in the pit of fire following 
Judgement: Morgan presents twenty-one (fol. 220r); Valladolid includes fourteen (fol. 181r); Urgell 
presents eleven (fol. 185r); Facundus exhibits fourteen (fol. 251r), and Silos presents ten (fol. 206r). 
792 Concerning the Beatus as ‘aides-memoires’, see Carruthers, The Craft, p. 154. 
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Carolingian and Ottonian Apocalypses are broadly similar to what is observed in the 
Beatus IIa: all these illuminators seemed to convey pictorially the fundamental 

scriptural references. Equally, some of the non-Iberian Apocalypses show that 
certain sacred numbers were apparently connected with particular concepts in their 
pictorial programme; and, as in the Beatus, visual order and symmetry is a 
conspicuous part of celestial and divine environments. However, as observed in the 
case of colour, the key difference between the Carolingian Apocalypses – and 
especially the Ottonian one – and the Beatus IIa is the remarkable adherence of the 
Iberian manuscripts to the textual sources, presenting a level of scriptural detail 
unmatched by any of their extra-Iberian counterparts. The Beatus illuminators seem 
to have aimed at conveying as much numerical information as possible. The 
outstanding examples are, for instance, the scenes of the woman clothed with the sun 
facing the dragon and of the Heavenly Jerusalem: in most copies the illuminators 
followed the text to the point of having to undertake mathematical calculations of 
their own. No other cycles reveal so meticulous an approach.  
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CHAPTER SIX 

 
 

Broader Perspectives 

 
    

 
 

Et nox ultra non erit: et non egebunt lumine lucernæ, neque 

lumine solis, quoniam Dominus Deus illuminabit illos, et 

regnabunt in sæcula sæculorum.793 
 

 
 
The Beatus manuscripts offer endless avenues of enquiry. The richness of their 
textual and pictorial traditions, and the complex history of their development, invite 
the study of matters that range beyond the corpus itself to Iberian manuscript culture 
and history more generally. In considering the mechanisms through which the textual 
was translated into the visual, this study has shed light on a range of issues 
concerning not simply the Beatus IIa (both collectively and individually) but also 
various aspects of manuscript production more broadly. This investigation has 
sharpened understanding of the conceptualisation of the Beatus visual imagery and 
its relation to the text it illustrates; it has offered new views on scribal and artistic 
practices in this milieu; and finally, it has brought to light new evidence about the 
particular characteristics of the Beatus IIa in relation to the panorama of early 
medieval Apocalypse cycles preserved in codex form. Now the broader implications 

of this study shall be explored. The following pages will revisit what this 
investigation has demonstrated and consider it in its broader historical, cultural and 
artistic contexts. In particular, this concluding chapter will reflect on the Beatus IIa 
visual imagery – on its meaning and role – in a wider perspective, and determine 
how exceptional these manuscripts are in relation to the rest of the Beatus corpus and 
to non-Iberian Apocalypses. It will also consider the practices of the Beatus makers 
in relation to the general panorama of scribal culture in early medieval Iberia; the 

																																																								
793 ‘And night shall be no more: and they shall not need the light of the lamp, nor the light of the sun, 
because the Lord God shall enlighten them, and they shall reign for ever and ever’: Revelation, 22, 5, 
DRA edition. 
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impact and possible uses of the Commentarium in the context of Iberian 
monasticism; and lastly, the Beatus in the context of Iberian medieval history more 

broadly. In considering these manuscripts against this wider panorama, it will 
ultimately address the complex question of how the Beatus and their lavish 
illuminations were construed and received in early and high medieval Iberia.  
 

 

6.1. The Beatus IIa Visual Imagery and Its Meaning: Wider Perspectives 

The Beatus IIa are unique within the corpus of twenty-nine illustrated manuscripts 
for their unparalleled textual and pictorial cohesiveness; only on a few occasions are 
there variations between them, and these are minor. By and large, responses to colour 
and number in the illuminations of these five manuscripts – the elements of 
Revelation’s symbolism here analysed – reveal a series of common approaches 
across the sample, demonstrating for the most part a shared conceptualisation and 
understanding of the visual imagery. These manuscripts, however, represent only one 
segment of the whole tradition. It is appropriate to ask, therefore, to what extent can 
similar approaches be observed in other Beatus manuscripts, and to enquire further 

how distinctive they are (both the IIa group and the tradition as a whole) in relation 
to Carolingian and Ottonian Apocalypse cycles. Answering these questions will thus 
permit more solid and objective conclusions regarding the creation, meaning and the 
possible interpretation of the Beatus illuminations more generally. 
 This study has shown that, despite a considerable degree of fidelity to 
Scripture, responses to colour terms were often partial and selective. However, it is 
significant that the Beatus IIa almost invariably agree on which elements ought to be 
rendered according to Scripture and which could be represented more freely. It has 
been demonstrated that the colour terms that were frequently ignored by the artists 
were those characterising the garb of holy figures, especially of God, Christ and of 
John the Divine; by contrast, characters representing evil show a greater adherence to 
the scriptural description. More generally, although the Beatus IIa exhibit different 
colour schemes from one another,794 there are several instances that reveal common 
practices (and the same choices of colour in relation to the iconography) that were 

																																																								
794 On this subject see Chapter Four in this study; see also Bolman, ‘De Coloribus’. 
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not dictated by textual references, namely in relation to the representation of sacred 
implements, elements of the natural world and agents of evil. 

 Whilst numerological references specified by Revelation were almost 
invariably followed, number does not otherwise seem to have played a crucial role in 
the construction of the iconographic programme. More conspicuously, the miniatures 
exhibit a layout which reflects the dichotomy of celestial/divine order versus 
terrestrial/infernal disarray through the rendition of uniform ‘clusters’ of holy entities 
in celestial environments in opposition to disordered profane characters displayed in 
an earthly context. As noted, while the number of figures employed for this effect 
seemed unimportant, the layout was purposeful, being in itself a symbolic device 
alluding to the qualities of the divine in contrast to those of the mundane world. 
 Examining such details across the tradition as a whole is not without 
difficulties. Although the Beatus present, to a greater or lesser degree, the same 
Apocalypse episodes, the way they are treated varies considerably, especially 
between the specimens of family I and II. Moreover, several copies only survive in a 
fragmentary state, precluding comparisons between key scenes. A cursory 
assessment, focusing on a specific group of witnesses, can nevertheless be 
conducted. For this purpose, we sampled nine copies across the families, dating from 
the mid-tenth to the early thirteenth century: the Vitrina 14–1, San Millán, Girona, 
Saint-Sever, Osma, Turin, Lorvão, Navarra and Arroyo Beatus.795 Unsurprisingly, 

the analysis of these copies reveals a comparable variety of responses: while a few 
manuscripts exhibit a close relation to the text (as our IIa copies generally do), some 
show closer attention to colour words, though not to number terms (and vice-versa), 
whereas others render them more loosely.796 By the same token, some specimens 
present remarkable internal consistency in the treatment of certain iconographic 
elements in their illuminations, while others are less systematic. In short, the degree 
of fidelity to Scripture, and the coherence of the pictorial programmes, varies 
considerably from manuscript to manuscript. For instance, the two eleventh-century 
copies of Saint-Sever (ca. 1028–1072) and Burgo de Osma (1086) reveal as great a 
diligence in the treatment of these subjects as the Beatus IIa. Osma presents a 
																																																								
795 Respectively: Madrid, BNE, MS Vitrina 14–1; Madrid, Real Academia de la Historia, Cod. 33; 
Museu de la Catedral de Girona, Num. Inv. 7(11); Paris, BnF, MS lat. 8878; El Burgo de Osma, 
Biblioteca de la Catedral, Cod. 1; Turin, Biblioteca Nazionale Universitaria, Sgn. I. II. I; Lisbon, 
ANTT, MS Lorvão 43; Paris, BnF, Nouv. acq. lat. 1366 and Paris, BnF, Nouv. acq. lat. 2290. For 
their respective facsimile editions see the bibliography at the end of this study. 
796 For examples of text-image relationship drawn from these nine Beatus manuscripts, see Appendix 
IX, Volume II in this work.  
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number of cases in which the illuminator adhered to the textual descriptions with 
even greater fidelity than the IIa specimens. A telling example is found in the 

episode of the vision of the ‘Son of Man’ (Rev. 1, 10-20) who is rigorously depicted 
in accord with the text, exhibiting white garb, golden girdle, white hair, red feet 
(possibly emulating molten bronze) and red eyes like fire.797 Conversely, the golden 
girdle is the only element included in the Beatus IIa. 
 The remaining copies present different responses. The Girona Beatus – the 
only complete tenth-century IIb specimen – displays appreciable fidelity in the 
treatment of colour, but not in the renderings of numerical references. There are 
several examples which show that its illuminators were not as sensitive to these 
details as others were: in some miniatures the number of elders, the beast’s attributes, 
the division of third-parts, and the number of human figures in Noah’s ark do not 
correspond accurately to the passages they illustrate. Although most specimens 
faithfully represent the number of figures and elements specified by Revelation, the 
degree of adherence and detail varies from copy to copy. The miniature of the 
Heavenly Jerusalem (Rev. 21. 1-27) testifies to this point: while Saint-Sever exhibits 
all the elements described in the text (i.e. the twelve gates, twelve apostles, twelve 
angels and the twelve precious stones), Girona and Arroyo only include the twelve 
gates and the twelve apostles.798  
 An even looser connection to Scripture is exhibited by other copies, such as 

Lorvão and Navarra, whose pictorial programmes and palettes are less 
comprehensive and detailed than other specimens. There are nevertheless 
conventions for the representation of certain elements (e.g. sacred objects, 
substances, holy and evil characters), though they are not as consistently followed as 
in the IIa specimens. Given the nature of the figures that received this standardised 
treatment, it may reasonably be concluded that there was a shared understanding 
about the way certain scenes and/or iconographic elements ought to be represented in 
the Beatus pictorial tradition. In fact, such conventions extend beyond the Beatus to 
other contemporary illuminated manuscripts from this milieu, being also visible in 
Florentius’s Moralia in Job (945) and the Bible of San Isidoro (960).799 Thus the 
responses to colour and number references observed in family IIa – and the general 
																																																								
797 Osma Beatus, fol 23r. For the specific colour terms employed in this Apocalypse passage, see 
Chapter Four, section 4.3. 
798 Girona Beatus, fol. 230v; Saint-Sever Beatus, fols. 207v-208r; Arroyo Beatus, fol. 161v.  
799 Respectively: Madrid, BNE, MS. 80; León, Archivo Capitular de la Real Colegiata de San Isidoro, 
Ms. 2. 
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approaches to the creation of illuminations – are not peculiar to them as a group: 
other Beatus embody similar approaches to illumination. It should be noted, 

however, that the IIa manuscripts nonetheless stand out from the general corpus for 
the remarkable level of detail with which their programme of illuminations relates to 
Scripture: their pictorial programme is more encompassing, including more elements 
reported in Revelation than the vast majority of the extant Beatus – only a few other 
copies seem to match the accuracy and comprehensiveness of family IIa. Numerous 
examples corroborate this point, of which the most compelling are the illuminations 
which reflect all the numerical references offered in Revelation, even when requiring 
calculation to achieve these results.  
 Considering this evidence against such information as exists about the origin 
of these copies, it is clear that the level of detail of the Beatus illuminations (and 
their fidelity to the text) was not determined by the time and place of production or 
by the particular characteristics of each family. The aforementioned copies of Saint-
Sever and Osma were produced in Gascony (France) and Sahagún (Spain) 
respectively, and while the former exhibits a family II pictorial model, the latter 
embodies the family I type.800 Moreover, there are divergences even between close 
members of the same family, such as the Girona Beatus (produced in León) and its 
twelfth-century daughter, Turin (from Catalonia): for instance, while in Girona the 
number of human figures in Noah’s ark is seven (including Noah), in Turin the 

episode follows Scripture with precision, that is, Noah is accompanied by seven 
souls, so there are eight figures in total.801 Nor were these approaches correlated with 
particular scriptoria. There is strong evidence that Morgan and Girona were both 
produced in Tábara,802 yet they exhibit different solutions to the subjects here 
analysed. It is possible to deduce therefore that the precise degree of text-image 
accuracy, and the consistency in the treatment of certain pictorial elements, depended 
more on the individual scribes and artists than on their models.  
 Shifting the focus to the general panorama of early and high Apocalypse 
cycles in codex form, a diversity of approaches also appears. Attitudes towards 
colour and number likewise varied between cycles in extra-peninsular manuscripts 
and, at times, even between sister copies. Nevertheless, here too, common responses 
across cycles can be observed, mainly in relation to the representation of sacred 
																																																								
800 Klein, ‘The Role’, p. 20; Williams, TIB, vol. 1, pp. 22-23, 27. 
801 Girona Beatus, fols. 102v-103r; Turin Beatus, fol. 77v. 
802 Regarding the production from the scriptorium of Tábara, see Chapter Two in this study. 
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attributes and objects in gold, in the fidelity to the most important Apocalypse 
numerological references, and in the tendency to organise the miniatures according 

to the dichotomy of celestial harmony versus profane chaos. These are the same 
phenomena that have been observed in the Beatus tradition. However, they are also 
features that are widespread in medieval art, and they are common to all these 
Apocalypse manuscripts on that account, rather than as a consequence of any 
particular artistic interactions across the Pyrenees.803  
 Consideration of all these elements invites a series of broader reflections on 
the conceptualisation and uses of the Beatus visual imagery. Even if not presenting 
exactly the same features, the general approach to the textual sources in both the 
Iberian and the non-Iberian cycles is broadly similar: the relationship between text 
and image was selective and partial, and systems of representation are only 
observable in respect to a few iconographic elements. However, a group of Beatus 
manuscripts, of which the family IIa specimens form part, are exceptional for their 
detailed attention to Scripture. These copies reveal a closer connection between 
Scripture and illumination than do the non-Iberian corpora analysed. The image of 
the Heavenly Jerusalem again provides one of the clearest examples: while the non-
Iberian Apocalypses simply represent the city with its twelve gates, the Beatus IIa 
conceive it as a visionary quadrilateral space with walls of gold and twelve gates, 
within which are rendered the twelve apostles and the twelve precious stones, as 

described in the relevant biblical passage. As proposed by Carruthers, this miniature 
in the Beatus seems to be devised as a ‘gathering site’ for meditation, in which all 
these elements are meticulously represented to inspire interpretation in relation to the 
whole range of meaning that they could convey.804 My analysis demonstrates that 
this idea can be extended to most of the Beatus IIa illuminations.  
 The greater level of detail of the Beatus is perhaps tied, as Werckmeister 
proposed, to the nature of their texts: unlike the illustrated Apocalypse manuscripts 
analysed, the Beatus are commentaries on Revelation whose main aim, as a genre, 
was to introduce and to explain in detail the meanings of every single passage of 

																																																								
803 As previously discussed in Chapter Two, there are no demonstrable connections between the 
Beatus and the Carolingian and Ottonian Apocalypse cycles: see Klein, ‘Introduction: The 
Apocalypse’, pp. 175-188. 
804 Carruthers, The Craft, p. 152. 
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Revelation, providing the reader with the necessary tools to engage with Scripture.805 
Consequently, despite illustrating the same scriptural source, and showing common 

pictorial responses to key symbolic elements described in the sacred text, the Beatus 

reveal a distinct conceptual approach. Just as the figurative language of Revelation 
ought to be scrutinised and ‘decoded’ by the reader (as Beatus himself did in his 
commentary), so too any accompanying images should invite and sustain a 
comparable level of scrutiny and engagement. They would, first and foremost, assist 
the reader in the identification and memorisation of the storiae, and would 
subsequently inspire meditation on the visual symbols and on their meaning,806 
helping the reader to comprehend the signs of the future events. The results of this 
analysis therefore corroborate Carruthers’s argument about the Beatus miniatures: 
their comprehensive nature suggests that, more than simply literal illustrations of the 
text, they might have worked alongside it as an equally complete source of 
knowledge.807 Hence, these books – or more precisely the stage of the tradition that I 
have analysed here – may have been conceptualised so as to provide the reader with 
a dual experience of words and image, in which the latter was not secondary in 
relation to the former, but might, in fact, have offered a more emotive, memorable 
and thus effective experience.808 It should be also noted that, although some images 
reflect some aspects of the explanatio, by and large, they are not explanatory per se 

as previously argued; like the text, they seem to have been, above all, a basis to 

inspire exegesis, not exegetical by nature.809  

																																																								
805 As proposed by Werckmeister, ‘The First Romanesque’, p. 169, who also stated that the Beatus 
visual imagery is more minute than that of other Apocalypse cycles due to the nature of the text it 
illustrates; however, he did not elaborate this thought. 
806 Carruthers, The Craft, p. 152; Fontaine, ‘Propuesta de Conclusiones’, Actas del Simpósio, vol. 2, 
pp. 280-283, esp. 282; Mentré, La Peinture, p. 205. All have also hypothesised a meditative function 
for the imagery in the context of spiritual reading.  
807 Carruthers, The Craft, pp. 142, 152.  
808 As also advocated by Carruthers, Ibid. pp. 117, 155. Thus, the argument that the Beatus visual 
imagery was composed as a series of pictures to enable ‘the reader to visually check out [sic] the 
content of the text’, proposed by Werckmeister, ‘The First Romanesque’, p. 169, seems to be too 
superficial a view for their possible role. 
809 As mentioned in the introduction to this study, the nature and function of the Beatus visual imagery 
has been the subject of ongoing debate. Werckmeister and Williams, it will be remembered, proposed 
that the Beatus illuminations are literal representations of Revelation; Williams further added that they 
were surrogates to the text and hence a bridge between the storiae and the reader’s imagination; 
Werckmeister, ‘The First Romanesque’, p. 169; Williams, ‘Purpose’, p. 227; TIB, vol. 1, pp. 120, 129. 
Klein, ‘La Fonction’, pp. 318, 323, advocated a didactic function for the images, that would assist 
exegesis in spiritual reading, while Mentré, Illuminated Manuscripts, pp. 109-112 claimed that early 
Iberian illuminations (including those of the Beatus) were devices for the clarification of the content 
of the texts, implying their explanatory nature. While the Beatus illuminators mainly represented 
Revelation storiae in a straightforward and neutral manner (that is, not suggesting connotations 
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 Lastly, in contrast to the scribe copying a text, the creators of images enjoyed 
a greater degree of freedom, even in relation to the authoritative word of Scripture. 

Absolute conformity to the written sources was not mandatory; deviation was 
permissible – in different degrees, according to circumstances. The observed 
approaches therefore accord, once again, with Carruthers’s arguments about the 
creation of mental pictures more generally: an image is not required to be in absolute 
accord with the words of the text it illustrates, so long as it retains and conveys the 
essential content. 810  The extent to which colour and number references were 
embodied in the Beatus pictorial cycles is possibly then a measure of the symbolic 
significance of these details for the scribe, illuminators and communities responsible, 
and therefore those that scribes and artists followed with little compromise.  
 
 

6.2. The Beatus Makers: Considerations on Scribal and Artistic Practices 

The Beatus manuscripts are eloquent sources to interrogate for insight into scribal 
and artistic practices, not least because of their informative colophons. Within a 
corpus of twenty-nine copies (twenty-two in a relatively complete state), ten 
manuscripts bear scribal statements – a number that might have been higher had 
more complete copies survived.811 But how exceptional were the Beatus colophons 

in the context of early Iberian book production and how can the information they 
offer help to contextualise further the findings of this investigation? To address these 

questions effectively, I will now compare and contrast the Beatus colophons with 
examples found in other contemporary Iberian manuscripts; and subsequently, revisit 
the Beatus IIa colophons and weigh the information that they convey about their 
craftsmen against the pictorial responses verified in the previous chapters. The 
practices and attitudes of Iberian scribes and artists towards their work –especially of 
the Beatus illuminators – may then be better understood. 

																																																																																																																																																													
beyond what is conveyed in the text), the general conceptualisation of the visual imagery suggests that 
they were not simply illustrations supporting the text. The label ‘literal’ seems inadequate in a 
significant number of cases. In relation to Mentré’s assertions, although the Beatus illuminations may 
‘clarify’ the reader’s understanding of Scripture to a certain extent (insofar as a visual representation 
of a visionary text may help to imagine it better), the argument that they are explanatory images in the 
strict sense of the term cannot be sustained, for they do not explain the contents of Scripture or clarify 
its meaning visually. Furthermore, the tituli included in most Beatus illuminations only seldom 
provide an explanation for the scenes rendered.  
810 Carruthers, The Craft, pp. 120, 132.  
811 Concerning this subject see Chapter Two, section 2.2. 
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 A striking feature of the Beatus colophons is how loquacious some of them 
are: the lengthiest is almost eight hundred words long. As demonstrated in Chapter 

Two, even the most succinct examples provide crucial information about the 
production of their books. Most include references to the temporal and spiritual 
patrons and recipients, the date and time of completion and the name and status of 
the scribe (or scribes); in some instances, the name of the illuminators is also 
provided. The only category of information that does not seem to have been deemed 
essential was the place of production, although other Iberian manuscripts include it. 
While the absence of this feature sometimes indicates production for in-house use, 
this was not the case in relation to the Beatus.812 Pleas for prayers and manifestations 
of humility were also regular topics: scribes often declared their wish to be 
remembered, begged forgiveness for their mistakes, and professed their devotion. In 
addition, some colophons were designed with flair: Morgan’s develops from an 
acrostic of the name of the scribe-artist (Maius), Silos’s presents several elaborate 
decorated frames, while Tábara and Las Huelgas exhibit pictorial colophons 
representing the scriptorium of San Salvador de Tábara and its mighty tower.  
 How then does this compare with patterns of colophon use in pre-twelfth-
century Iberian manuscripts more generally? Generally, scribal statements are more 
commonly found in books such as Bibles, Patristic texts, homilies and commentaries 
on Scripture than in liturgica; the Beatus conform to this pattern. Like the examples 

in this corpus, colophons in other works also varied considerably in length: a copy of 
Ildefonsus of Toledo’s De Virginitate Perpetua Beatae Mariae (dating to 954) 
presents an inscription of no more than thirty-five words,813 while the colophon in a 
tenth-century Smaragdus’s Homiliarium from Valeránica is almost seven hundred 
words long.814 Notwithstanding such variations in length, most Iberian colophons 
present some biographical data, most frequently, the name of (at least) one scribe, the 
date of production, references to patrons, and sometimes to the reigning monarch. 
The most remarkable examples of such inscriptions are by the tenth-century scribe 
Florentius, the master-scribe from Valeránica. 815  His colophon in a copy of 

																																																								
812 Williams, Visions, pp. 27-63. Concerning this point see also Chapter Two.  
813 Escorial, Biblioteca del Monasterio, a. II. 9, fol. 132v; CCV, Cat. n. 44. 
814 Córdoba, Biblioteca Capitular, Cód. 1, fols. 3r, 3v, 4r; CCV, Cat. n. 39. For the respective 
colophon, see Díaz y Díaz, Códices Visigóticos, pp. 514-516. 
815 See examples in Collectanea Hispanica, ed. by Charles Upson Clarke (Paris, 1920), pp. 232-235; 
Díaz y Díaz, Códices Visigóticos, pp. 514-517; Martin de la Torre, Pedro Longás, Catálogo de 

Códices Latinos (de la Biblioteca Nacional), Bíblicos, I (Madrid, 1935), pp. 303-323. Concerning the 
scribe Florentius and the scriptorium of Valeránica, see also Díaz y Díaz, ‘El Escriptorio de 
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Gregory’s Moralia in Job (945)816 includes the title of the book, the date of its 
completion (comprising the month, the liturgical period, the day and the very hour) 

as well as references to the reigning king, bishop and count of Castile, the region 
where the monastery was located. Unlike all but one of the surviving Beatus, 
Florentius also named the place of production: Baleria, the medieval toponym for 
Valeránica. As well as giving his name and those of the spiritual and temporal 
patrons, he also informs us of his age when he completed the work, to which he 
added several lines of beseeching prayers. In addition, he terminated his colophon 
with some words of warning: after having been made aware of the difficulties of the 
strenuous work of the scribe, the reader is asked to turn the pages slowly and to keep 
their fingers away from the letters, likening the potential damage done by an 
incautious reader to that of a hail storm.817 Thus, although the Beatus present some 
lengthy and informative colophons, they are not exceptional in their milieu in this 
respect: other manuscripts present comparable texts. What is perhaps unique to the 
world of the Beatus is the existence of a colophon (in Morgan) that specifies the 
impact that this work should have upon the reader and why its artist conceived the 
book in such a manner; however, even within the Beatus corpus this seems to have 
been a unicum.818  

As in the case of the Beatus, not every high-status manuscript was endowed 
with a colophon. Here as elsewhere, they may have been the result of personal 

choice, scriptoria practices and, possibly, the influence of models. In this respect, it is 
not uncommon to find manuscripts that fully or partially replicate inscriptions from 
other specimens. The Tábara Beatus provided the model for the colophon of Las 
Huelgas, while parts of Silos’s colophons are found verbatim in the copy of Moralia 

in Job and Smaragdus’s Homilies from Valeránica – a monastery that supplied 
models to the scriptorium of Silos and, possibly even a Beatus copy.819  

																																																																																																																																																													
Valeránica’, in Antonio Viñayo González, et al. (eds.), Codex Biblicus Legionensis: Veinte Estudios 

(León, 1999), pp. 53-72; Williams, ‘A Contribution to the History of the Castilian Monastery of 
Valeranica and the Scribe Florentius’, Madrider Mitteilungen, 11 (1970), pp. 231-248.  
816 Madrid, BNE, MS 80; CVV, Cat. n. 152. For the respective colophon see Díaz y Díaz, Códices 

Visigóticos, pp. 516-517. 
817 Ideo tu lector lente folias uersa. longe a litteris digitos tene quia sicut grando fecunditatem telluris 

tollit sic lector inutilis scribturam et librum euertit: Madrid, BNE, MS. 80, fol. 500v. Transcription by 
Díaz y Díaz, Códices Visigóticos, p. 517. For the analysis of the colophon, see also Brown, 
‘Remember the Hand’, pp. 266-274. 
818 On this discussion see Chapter Two, section 2.2, esp. p. 65. 
819 Boylan, Manuscript Illumination, pp. 95-96; Williams, TIB, vol. 4, p. 35; Ibid., vol. 5, p. 38. 



	 198	

Specific reasons behind the exceptional penchant for colophon use in early 
Iberia discussed are, however, difficult to ascertain.820 The hypotheses raised by 

modern scholars, while interesting, are mostly impossible to substantiate.821 Here as 
elsewhere, the technical challenge and the physical strenuousness associated with the 
production of a manuscript may sometimes have motivated scribes to include 
colophons as vehicles through which to achieve spiritual recompense for their labour. 
Book production was understood to be an ascetic exercise in itself: in his Moralia, 

Florentius expressed that hoped that this work would save his soul from hell and 
grant him a place in heaven by God’s side.822 Furthermore, apart from providing 
communities with spiritual nourishment, scribes and illuminators – as mediators 
between God, the Church fathers and their communities – also understood their 
labour as glorification of God: Emmeterius, the scribe of the Tábara Beatus, candidly 
tells us that he aimed to finish this book for the blissful Lord.823 If the degree of 
effort required for a project was a factor, this might help to explain why, despite not 
being unique in their milieu, the Beatus (amongst the most complicated manuscripts 
to be made in Iberia) present some of the most fulsome examples: the greater the 
work, the greater the sacrifice and, ultimately, the greater the spiritual rewards.824 

 While elsewhere in Europe colophons became more common in the high and 
late Middle Ages, in Iberia the use of colophons seemed more prevalent in the tenth 
and eleventh centuries.825 This phenomenon is reflected within the corpus of the 

Beatus too: it is amongst the earlier manuscripts, especially those from the tenth 

																																																								
820 Even a cursory examination of Bénédictins du Bouveret, Colophons des Manuscrits Occidentaux 

des Origines au XVIe Siècle, 6 vols. (Fribourg, 1965–1982) shows that not only was the use of 
colophons more frequent in early medieval Iberia but they were also more fulsome than the examples 
found elsewhere in the early medieval West. For the transcription and edition of other early medieval 
colophons, see Brown, ‘Remember the Hand’; Gameson, ‘Les Colophons des Manuscrits du Mont 
Saint-Michel’; ‘ “Signed” Manuscripts; ‘The Colophon of the Eadwig’; The Scribe Speaks?. See also 
Chapter Two in this study. 
821 Werckmeister, ‘Art of the Frontier’, p. 123. On this subject see Chapter Two. 
822 Hoc opus hoc etenim forsan me subtraet ab igne ut merear adipisci regna beata poli. Amen: 
Madrid, BNE, Ms 80, fol. 500v. Transcription by Diaz y Diaz, Códices Visigóticos, p. 517. 
823 Williams, TIB, vol. 2, p. 43. 
824 This belief is illustrated in Orderic Vitalis’s Historia Ecclesiastica, in a passage concerning the life 
of William of St Thierry, in Book III. This excerpt recounts the story of a monk, who had disrespected 
almost every aspect of the monastic rule, but who was a devoted scribe who had willingly copied a 
lengthy volume of ‘divine law’[sic]. Despite his numerous flaws and dubious moral conduct, when the 
monk was brought to judgement following his death, his soul was saved from hell, since the words he 
had carefully written in life outnumbered his sins: Ordericus Vitalis, The Ecclesiastical History of 

Orderic Vitalis, 6 vols. ed. by Marjorie Chibnall (Oxford, 1969-1980), vol. 2, p. 50. 
825 See the examples provided by Brown, ‘Remember the Hand’, p. 263; Mentré, ‘L’Enluminateur’; 
Werckmeister, ‘Art of the Frontier, p. 123. 
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century, that most scribal colophons appear.826 It may therefore be hypothesised that 
the decrease in the use of colophons in subsequent centuries could have been a 

consequence of the marked cultural shifts that occurred with the opening of the 
Iberian Peninsula to the trans-Pyrenean world, where colophons were very much the 
exception. Embracing the spiritual and cultural values of the Roman Church, which 
were adopted officially in 1080, led to transformations not only in liturgical practice 
but also at the level of book production – the most conspicuous being that in script. It 
is therefore possible that the progressive reduction in the use of colophons in Iberian 
manuscripts may have been caused by new practices within scriptoria (and new 
personnel), and more prescriptive attitudes towards monastic labour and its 
commemoration, aspects otherwise in line with the Benedictine ordainment of 
humility in relation to monastic work and craftsmanship.827 The correlative is that, 
prior to this transition, Iberian scriptoria were seemingly more liberal towards scribal 
expressions of accomplishments. 
 
 Of the five manuscripts considered here, four copies can be securely dated 
and the circumstance of their production better understood thanks to their colophons. 
Maius and Obeco (craftsmen of Morgan and Valladolid, respectively) declared their 
condition as scribes and artists; Facundus introduced himself only as a scribe, while 
Munnio and Dominicus were the scribes and Petrus the illuminator of Silos.828 This 

information allows us to understand more profoundly some responses to the creation 
of the visual imagery observed in this study. The three copies that show the highest 
degree of fidelity to Scripture are Morgan, Valladolid and Facundus. While their 
accuracy could reflect the characteristics of their lost exemplars, it should be 
remembered that, in the case of Morgan and Valladolid at least, there is secure 
evidence that scribe and artist were one and the same. The fact that the illuminators 
																																																								
826 See Appendix II, volume II in this work. 
827 De Artificibus Monasterii. Artifices si sunt in monasterio cum omni humilitate faciant ipsas artes, 

si permiserit abbas. Quod si aliquis ex eis extollitur pro scientia artis suae, eo quod uideatur aliquid 

conferre monasterio, hic talis erigatur ab ipsa arte et denuo per eam non transeat, nisi forte humiliato 

ei iterum abbas iubeat: Benedictus de Nursia, Regula, 57, 1–3, (CPL 1852); PL, 66, 215. 
Werckmeister, ‘Art of the Frontier’, p. 128 argued that the extensive use of colophons in early 
medieval Iberia was a reflection of the importance conferred by the Rule of Saint Benedict on manual 
labour as a form of spiritual work. However, in light of the historical evidence we possess about the 
use of colophons north of the Pyrenees (where the Benedictine Rule had been more strictly observed 
from an earlier period than in the Peninsula), it seems more plausible that the adoption of the Cluniac 
customs in Iberia (signifying the strict observance of the Rule of Saint Benedict) may have led to 
more prescriptive practices in monastic scriptoria.  
828 Concerning the colophonic information in each individual Beatus IIa manuscript, see Chapter 
Three in this study. 
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had copied out the text they were illustrating may have contributed to the creation of 
more consistent pictorial programmes.  

 The case of the Facundus Beatus is, however, more complex. While it is often 
suggested that Facundus, the scribe, could have also been the primary illuminator,829 
there is no explicit evidence to support this claim. This Beatus, however, shows a 
striking fidelity to the textual sources as well as remarkable internal consistency in 
its representations. Facundus is as systematic and faithful as (if not more so than) 
Morgan and Valladolid in the rendering of the colours and numbers of the 
Apocalypse visions, suggesting that the illuminators responsible for its pictorial 
programme were intimately acquainted with the content of the text they were 
illustrating, as were the two illuminators who are also known to have been scribes. 
This evidence reinforces the hypothesis that the scribe Facundus may have been the 
primary illuminator as well as the master-calligrapher, or at least the supervisor of 
the project. 
 Urgell is the only copy in this sample that does not feature a colophon. This 
absence may, nevertheless, be a telling feature. Whilst the provenance of the other 
four copies is the neighbouring regions of León and Castile, that of Urgell is debated: 
Williams ascribed it to the region of León, whereas Klein and Díaz y Díaz advocate a 
possible Riojan origin, despite maintaining that it followed a Leonese model.830 In 
this connection, it is striking that the members of family IIa, as well as most of the 

extant tenth-century Beatus produced in León and Castile, exhibit scribal statements. 
Although nothing more than a hypothesis, the absence of a colophon in Urgell may 
be another indicator of a different context of production in relation to its 
counterparts.  
 The specimen that has shown greatest divergence is Silos. Although its 
pictorial model is, for the most part, identical to the rest of the family, its responses 
to colour and number are less precise, and it displays conspicuous differences in the 
rendering of a few scenes. While these features have been interpreted by some 
scholars as a consequence of Silos being a later copy – and therefore reflecting a 
‘functional shift’ in its illuminations831 – the explanation may alternatively lie in the 
vicissitudes of its production. Its six colophons detail a two-stage process of creation: 

																																																								
829 Williams, TIB, vol. 3, pp. 35-36; Visions, p. 96.  
830 Klein, Codex Urgellensis, pp. 26-27; Williams, TIB, vol. 3, pp. 17-18. Concerning this discussion 
see also Chapter Three. 
831 As claimed by Bolman, ‘De Coloribus’, p. 31. 
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the first was completed in 1091 and included the copying of the text by Munnio and 
Dominicus (with the creation of a few display pages); the second was finished by 

Petrus eighteen years later (in 1109), and encompassed the creation of other display 
pages and, most importantly, of the Apocalypse and Daniel cycles. 832  This 
demonstrates unambiguously that scribe and illuminator were not the same person 
and, moreover, that they were not even working at the same time or under the same 
supervision. Two important points follow from this. First, Petrus was not illustrating 
a text that he had copied himself (in contrast to the cases of Morgan, Valladolid and, 
arguably, Facundus). Secondly, the variations observed in Silos may not have 
featured in its model: given the consistent responses observed in the earlier tenth-
century specimens, and the strong possibility that Silos followed a tenth-century 
Valeranican exemplar,833  it seems unlikely that this would have featured such 
differences. The peculiarities of Silos may then reflect the work of an artist less 
constrained by the text or by his pictorial model (or indeed both) than the other 
illuminators of our family. The fact that it is precisely the copies that were produced 
by scribe-artists that show the closest text-image relationship and, by contrast, that 
the one that diverges the most was not produced in this way, strongly suggests that 
the degree of the illuminators’ knowledge of Scripture played a key role in defining 
how far the iconographic programme reflected the content – and indeed the symbolic 
elements – described in each visio. This evidence, therefore, reinforces the belief that 

transcribing texts was more than a mechanical activity: that scribes might engage 
with the content of what they were copying and, if they were also illuminators, might 
then illustrate it more sensitively. This is hardly surprising when we consider that 
most of the Beatus makers (at least in earlier periods) were ecclesiastics, predisposed 
to engage with these works. 
 
 

6.3. The Commentarium and Iberian Monasticism: Uses and Impact 

The illustrated Beatus present the most extensive corpus of illuminations to survive 
from (and, possibly, ever to have been created in) early and high medieval Iberia. No 
other manuscript (or group of manuscripts) within this context matches the 

																																																								
832 Boylan, Manuscript Illumination, p. 66; Williams, TIB, vol. 4, pp. 31, 40; see also Chapter Three 
in this study. 
833 Boylan, ‘The Silos Beatus’, pp. 188-189; see also Chapter Three in this study. 



	 202	

exuberance and the painterly qualities of the Beatus, not even the most exquisite 
pandects (ambitious and heavily illustrated as they are) or any of the high-end works 

from proficient scriptoria such as Valeránica and San Millán de la Cogolla.834 The 
profusion of the Beatus’s pictorial repertoire – especially of the copies that embody 
the iconographic expansion of the tenth century – is thus unparalleled in this milieu 
and, few contemporary non-Iberian works rival their lavishness. The Commentarium 

was, however, essentially an Iberian phenomenon, chiefly associated with the 
regions of León, Castile and La Rioja, with a few copies ascribed to the territories of 
present-day Portugal and Catalonia. Thus far only four specimens are known to have 
been produced outside the Peninsula.835  

 Despite the absence of knowledge regarding the first century and a half of its 
transmission, the position of the Commentarium as a fundamental work for Iberian 
monasticism is irrefutable. The high number of extant copies (comparable only to the 
survival rate of Gospel books elsewhere) and the records of several others which 
were lost, are testament to its centrality, reflecting an unprecedented reception for a 
work of this nature. As discussed in Chapter One, the substantial importance placed 
upon Revelation – established as mandatory reading matter from Easter to Pentecost 
and on holy Saturdays by the Fourth Council of Toledo in 633 – and the strength of a 
tradition of eschatological writings in early medieval Iberia, were arguably key 
contributing factors to the outstanding popularity of Beatus’s work.836 However, 

several important questions regarding the corpus have yet to be addressed 
satisfactorily: such as how were these lavish manuscripts used and construed by their 
readers, and what was their place in Iberian monasticism. Understanding the 
relationship between the Commentarium and the communities that produced and 
received it remains (and will always remain) one of the most complex issues in the 
study of the Beatus tradition. The dearth of adequate sources about monastic 
practices for the periods in question precludes solid conclusions:837 any interpretation 

																																																								
834 E.g. Biblia de San Isidoro, León, Archivo Capitular de la Real Colegiata de San Isidoro, Ms 2; 
Codex Aemilianensis, Escorial, Biblioteca del Monasterio, Cod. d. I. I; Moralia in Iob, Madrid, BNE, 
MS. 80. 
835 Saint-Sever Beatus, Paris, BnF, MS lat. 8878; Geneva Beatus, Geneva, Bibliothèque de Genève, 
MS lat. 357; Berlin Beatus, Berlin, Staatsbibliothek Preussischer Kulturbesitz, MS theol. lat. fol. 561; 
Fragment of Milan, Milan, Archivio di Stato, Rubriche notarili 3823. Concerning this discussion and 
for further bibliographic references see Chapter Two. 
836 On this subject, see Chapter One. 
837 Concerning these limitations see Linage Conde, Los Origenes del Monacato, vol. 2, pp. 491-497. 
The poor understanding of early Iberian monasticism was recently debated at the International 
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of the role of this work, and how it was used, has therefore to be tentative. 
Nevertheless, the interrogation of different forms of direct and indirect evidence, 

notably physical signs of use in the manuscripts themselves and the witness of 
medieval library catalogues, may cast complementary light on the issue, helping to 
advance this discussion. Thus, the brief analysis that follows will examine these 
forms of evidence. 

 The engagement of readers and users with the Beatus manuscripts can be 
observed in various ways. A significant number of copies received textual 
corrections, glosses and others lection marks added both in coeval and later hands: 
examples of these are particularly conspicuous amongst the tenth-century specimens, 
such as Vitrina 14–1, Morgan, Valladolid, Girona and Urgell. Others bear the scars 
of ritual iconoclasm: in some copies the images of the Devil and of other evil 
characters were purposely defaced in a seemingly apotropaic gesture.838 Likewise, 
these practices are more prevalent in the earlier manuscripts (such as Morgan and 
Urgell) though they can also be witnessed in later copies, such as Lorvão.839 If such 
defacing occurred at an early date (given that several tenth-century copies exhibit 
such signs), this reveals a great deal about the power of the Beatus imagery not only 
as a vehicle for the apprehension and memorisation of the content of Scripture but 
also as a medium through which actively to combat evil. These examples, moreover, 
remind us of what Maius stated in his colophon about the function of the images he 

painted in his book: they ought to inspire fear, that is, an emotional reaction to a 
threat,840 thus implying that the images therein were not seen as mere illustrations of 
the words of the text (that the reader would consult for clarification),841 but as a 
source imbued with spiritual power. Further direct engagement with our manuscripts 
is apparent through vestiges of candle wax and burns on the surface of the 
parchment. What cannot be established is the point at which such accidents, and 
hence the circumstances that led to them, occurred.  

																																																																																																																																																													
Medieval Congress of Leeds in 2017 (sessions 731 and 831), where a team of scholars from the 
Universidad Autónoma de Madrid discussed the most recent developments in this field. 
838 See also Williams, TIB, vol. 1, pp. 113, 120. 
839 Lisbon, ANTT, MS Lorvão 43, fols. 149 v, 152r, 186v, 201r, 203v. 
840 Inter eius decus uerba mirifica storiarumq(ue) depinxi per seriem ut scientibus terreant iudicci 

future aduentui. Peracturi s(e)c(u)li: Morgan Beatus, fol. 293r. Transcription by Williams, TIB, vol. 
2, p. 21. This is the one example that Carruthers cited in The Craft, p. 152, as compelling evidence for 
a meditative function of the Beatus illuminations. 
841 See above footnotes n. 806 and 807. 
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 By contrast, other Beatus copies survive in almost pristine condition. This is 
the case, for instance, of Facundus and Silos whose high-grade parchment pages 

seem virtually untouched by their early readers. These noticeable differences 
between copies therefore suggest varied patterns of use – a not uncommon aspect of 
book reception more generally. The relationship between reader and manuscript may 
have varied therefore not only over time but, arguably, also between communities.842 
The most direct references regarding the use of the Commentarium are found in two 
late copies: Lorvão (1189) and Las Huelgas (ca. 1220). The former presents a 
marginal note stating that the manuscript was read in the refectory during Matins, 
while the latter indicates that a specific passage (Rev. 21, 1-27 concerning the 
Heavenly Jerusalem) ought to be read on the first Sunday after Easter. Both lection 
marks were, however, added by much later hands, and in the context of Cistercian 
communities.843 Thus they reveal that, at this stage, the Commentarium was used in a 
context of communal reading; accordingly, it has been proposed that early use of the 
Commentarium may not have been dissimilar. 844  Yet, as both notes illustrate 
practices carried out many centuries later and by different communities from those 
that produced the manuscripts in question, one must exercise caution. Whilst they 
testify to the continuous relevance of the message of Beatus’s treatise (or to the 
usefulness of a sumptuous book conveying the almost complete text of Revelation, 
albeit in its archaic Vetus Latina version), they are not records of how it was used in 

earlier periods, and their plausibility in this respect has to be weighed against a wider 
range of sources and evidence. 
 Through a combination of the information supplied by surviving manuscripts 
(further supported by modern studies and attributions) and the glimpses offered by 
the few relevant donation charters, inventories and library catalogues that survive, it 
is possible to formulate general impressions about libraries and readership in early 
medieval Iberia that assist in reaching a closer understanding of the work.845 
Donation charters, though relatively numerous from the tenth century onwards, 
seldom mention the Commentarium; liturgical texts are the books most frequently 
																																																								
842 An hypothesis also raised by Fontaine, ‘Propuestas de Conclusiones’, pp. 280-283 and Williams, 
TIB, vol. 1, p. 103; however, neither author has explored in any depth how this change occurred. 
843 Concerning these lection marks, see Ann de Egry, O Apocalipse do Lorvão (Lisbon, 1972), p. 30; 
Williams, TIB, vol. 1, p. 113; Visions, p. 26. 
844 Williams, Visions, p. 26. 
845 Especially thanks to the efforts of Díaz y Díaz who undertook two of the most thorough studies on 
manuscript production and reception in the early Iberian Christian kingdoms to date, see Díaz y Díaz, 
Códices Visigóticos; Libros y Librerías. 
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mentioned in such documents, underlining their unquestioned primacy. 846 
Notwithstanding the paucity of witnesses, library catalogues can be more telling. Yet 

only one instance from the ninth century remains; the most complete extant examples 
date from the thirteenth and fourteenth centuries – a period after the liturgical 
reformation that promoted the introduction of a new corpus of texts into the 
Peninsula which had not featured in early Iberian monastic libraries. These 
catalogues may nonetheless provide useful information, as not only do they list a set 
of works that was seemingly common across Iberia but, in some instances, they also 
mention books that belonged to those communities in previous centuries, thus 
offering some information about monastic reading in earlier periods.847  
 The only extant catalogue prior to the reform (and the oldest to survive in 
Iberia) is the list of forty-four titles found on folio 95r-95v of a copy of Isidore’s De 

Natura Rerum, dating from 882, known as Codex Ovetensis.848 In view of the 
absence of some works deemed fundamental for monastic communities at the time, 
and given a conspicuous penchant for poetry and history, the character of this 
collection remains debatable,849 and therefore its evidence must be considered with 
caution. It is nonetheless notable that Beatus’s Commentarium is listed alongside 
certain other works of an eschatological nature, namely Apringius’s Commentary on 

the Apocalypse, Jerome’s commentaries on Daniel and Ezekiel and Julian of 
Toledo’s Prognosticum Futuri Saeculi.850 

 Given the association of one of the IIa manuscripts with the monastery of 
Silos, the thirteenth-century catalogue that survives from this centre, albeit late in 
date, is of particular pertinence to our enquiry.851 In contrast to other broadly coeval 

																																																								
846 Díaz y Díaz, Códices Visigóticos, pp. 183-185. 
847 As is the case of the thirteenth-century library catalogue of the monastery of Silos that will be 
discussed below; see Boylan, ‘The Library at Santo Domingo de Silos and its Catalogues (XIth to 
XVIIIth Centuries)’, Revue Mabillon, 3 (1992), pp. 59-102.  
848 Escorial, Biblioteca del Monasterio. R. II. 18, fols. 95r-v. Edition used in this study in Díaz y Díaz, 
Códice Visigóticos, pp. 42-43; also in Gustav Becker, Catalogi Bibliothecarum Antiqui (Bonn, 1885), 
pp. 50-60.  
849 Given the nature of its books, Díaz y Díaz, Códice Visigóticos, pp. 48, 52 argued that this list may 
have been of a private library, though certainly ecclesiastic; Ruiz Asencio has, however, identified it 
in ‘Cultura en el Reino de León en el Siglo X’, in Codex Biblicus Legionensis, pp. 23-37, esp. 33, as 
the library of the church of Oviedo.  
850 See Díaz y Díaz, Códice Visigóticos, pp. 48, 52. 
851 An earlier inventory of books from the eleventh century survives from Silos; however, as it only 
records the donation of seven liturgical manuscripts to the community, it is not useful for our enquiry. 
The thirteenth-century catalogue is preserved in Paris, BnF, Nouv. acq. lat. 2169, fol. 16v and it has 
been edited and published by a number of scholars, namely Delisle, ‘Manuscrits de l’Abbaye de 
Silos’, pp. 53-116 and Mario Férotin, Histoire de l’Abbaye de Silos (Paris, 1897), p. 276. For the 
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catalogues, such as those of Oña and of Burgo de Osma (which already reflect wider 
trans-Pyrenean trends),852 the library of Silos reveals itself as more traditional and 

with a more limited range of works.853 This list also demonstrates that, despite the 
change in Rite, the library of Silos still preserved manuscripts from the tenth and 
early eleventh centuries associated with the earlier liturgical practices; some of them 
are still traceable today, including the Silos Beatus itself.854 This library was also 
more elementary in terms of its holdings of patristic texts than those of other 
contemporary centres from which book-lists survive.855 Although the document itself 
is from the thirteenth century, the collection it reports might have had much in 
common with those of earlier centuries, therefore providing important information 
about the essential readings for a monastic house in early medieval Iberia, and 
assisting in the comprehension of the literary culture in which the Beatus IIa were 
produced and received.  
 This catalogue shows us that while liturgical books are the most abundant, 
the remaining works reflect the basic doctrinal and educational needs of a monastic 
community of the early and high Middle Ages, comprising biblical and early patristic 
texts, homiletic writings and commentaries on Scripture as well as grammars and 
glossaries for the study of Latin.856 Considerable importance was also accorded to 
the Lives of Saints and to texts for the instruction and regulation of the monastic 
community, namely Cassian’s Institutiones and Collationes, Gregory’s Regula 

Pastoralis, and Smaragdus’ Expositio in Regulam Sancti Benedicti.857 By contrast, 
there is a dearth of classical and of contemporary theological works, not to mention 
																																																																																																																																																													
purpose of this study, I have consulted the most recent edition by Boylan, ‘The Library’, pp. 79-87. 
852 See Boylan, ‘The Library’, p. 66. 
853 Ibid., p. 66; Díaz y Díaz, ‘El Escriptorio de Silos’, Revista de Musicología, 15 (1992), pp. 389-401, 
esp. 397.  
854 A number of liturgical books listed in the thirteenth-century catalogue of Silos are identified as 
‘Toledanos’, thus they are unambiguously associated with the Mozarabic Rite, see Boylan, ‘The 
Library’, p. 64. 
855 Díaz y Díaz, ‘El Escriptorio de Silos’, p. 397.  
856 Boylan, ‘The Library’, p. 67; Díaz y Díaz, ‘El Escriptorio de Silos’, p. 396; Sanchez Mariana, ‘Los 
Codices del Monasterio de Silos’, Boletín de la Institución Fernán González, 69 (1989), pp. 219-236, 
esp. 226. 
857 Respectively: Iohannes Cassianus, Conlationes XXIIII (CPL 0512); Collationes, ed. by Michael 
Petschenig, CSEL, 13 (Vienna, 1886); Iohannes Cassianus, De Institutis Coenobiorum et de Octo 

Principalium Uitiorum Remediis (CPL 0513); De Institutis Coenobiorum et De Octo Principalium 

Vitiorum Remediis Libri XII, De Incarnatione Domini Contra Nestorium Libri VII, ed. by Michael 
Petschenig, CSEL, 17 (Vienna, 1888); Gregorius Magnus, Regula Pastoralis (CPL 1712), PL. 77, 13; 
Smaragdi Abbatis, Expositio in Regulam S. Benedicti, ed. by Alfred Spannagel, Engelbert Pius, 
Corpus Consuetudinum Monasticarum, 8 (Siegburg, 1974). Concerning the Silos catalogue listings 
see Boylan,‘The Library’, pp. 70-72. 
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natural philosophy texts. This reveals a milieu in which liturgical books were 
produced and early edifying and moralising texts were used, reflecting a community 

more engaged with early patristic commentary and instruction through exempla than 
with ‘modern’ theology and scientific knowledge – a contrast to what is known of 
the culture of some monastic centres in eastern parts of the Peninsula, such as Santa 
Maria de Ripoll, in Catalonia.858  
 Like the vast majority of early medieval catalogues, Silos’s list does not seem 
to present a coherent system: there is no apparent organisation by author or 
subject,859 nor separation between liturgical and non-liturgical books or between the 
readings of the old and the new Rite. The only divisions were determined by size and 
by type of donation: the manuscripts belonging to the chancery (libros de la 

capiscolia), the small books (libros menudos), and the ones donated by Garci 
Romero (libros q(ue) fuero(n) de don Garci Romero).860 It is, nonetheless, important 
to reflect on the order of items on this list as well as in that in the Codex Ovetensis. 
In most medieval catalogues – as in these two – the Bible is placed first (testament to 
its indisputable importance) and it is usually followed by the works of the Church 
Fathers.861 It is striking then that Beatus’s Commentarium is placed amongst the first 
books in our two catalogues. In Silos’s record we see two Apocalypses (‘Vini 

Apocalipsin’ – as the Commentarium was generally described) listed together in 
sixth place, while in the ninth-century Codex Ovetensis it is placed second, 

immediately after the Bible.862 It should be noted, however, that in the thirteenth-
century catalogue from the monastery of Oña the Commentarium is listed in thirty-
first place, being preceded by most of the Patristic authors. Whether this reflects a 
reduced importance accorded to the Commentarium by this date and by this 

																																																								
858 Díaz y Díaz, ‘El Escriptorio de Silos’, p. 397. The library of Ripoll contained 246 books according 
to its eleventh-century catalogue. For the catalogue edition see Eduard Junyent i Subirá, Diplomatari i 

Escrits Literaris de L'Abat i Bisbe Oliba (Barcelona, 1992); see also Díaz y Díaz, ‘La Cultura 
Medieval y los Mecanismos de Producción Literaria’, in José de la Iglesia Duarte (ed.), VII Semana de 

Estudios Medievale (Logroño, 1997), pp. 281-296, esp. 291-295.  
859 Taking Isidore’s works as an example, his Etymologiae is listed as number 7, De Origine 

Officiorum as number 41, Contra Iudeos is number 50 and Quaestiones de Veteri Testamento number 
73. Bolyan, ‘The Library’, pp. 79-87; Sanchéz Mariana, ‘Los Codices del Monasterio’, pp. 223-224. 
Concerning the organisation of library catalogues in the Middle Ages, see Albert Derolez, Les 

Catalogues de Bibliothèques, Typologie des Sources du Moyen Âge Occidental fasc. 31 (Turnhout, 
1979), pp. 20-33, esp. 27. 
860 Transcription by Boylan, ‘The Library’, pp. 79-87.  
861 Derolez, Les Catalogues de Bibliothèques, p. 31.  
862 Díaz y Díaz, Códice Visigóticos, p. 42. 
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community or, alternatively, a particular system of organisation, is unknowable.863 It 
is, however, significant that in these three catalogues the Commentarium is listed 

amongst key works of western monasticism: in Silos it is placed between Cassian’s 
Collationes (number 5) and Isidore’s Etymologiae (number 7) and amidst homiletic 
texts (possibly those by Gregory the Great) and Saints’ Lives; in the Codex Ovetensis 
it stands between the Bible (number 1) and Jerome’s in Ezechielem (number 3), 
whereas in Oña it is listed immediately before Cassian’s Institutiones and 
Collationes and is followed by Julian of Toledo’s Prognosticum.  
 Exploring the customs and spiritual practices of early Iberian monasticism is 
rendered difficult by the limited sources available. Most extant documentary 
evidence from these monasteries is essentially of an administrative and legislative 
character, telling us little or nothing about spiritual practices.864 Moreover, while 
liturgical manuscripts provide a significant amount of information about liturgy and 
Divine Office (showing how in Iberia they differed from Roman customs until the 
late eleventh century)865 and the texts of monastic rules reveal several commanding 
and organisational principles for these communities, they are mute in respect to the 
use of the Beatus and the specifics of lectio divina. None of the Iberian monastic 
rules – the Rules of Isidore of Seville, Fructuosus of Braga and the Regula 

Communis – offer information about which readings should be conducted; the same 
is true in respect to the Benedictine Rule.866Nevertheless, they do reveal that Iberian 

monasticism remained profoundly attached to its own traditions until the official 
introduction of the Roman customs in 1080 (and even later in some of the western 
parts of the Peninsula), and that these were based on a system of regula mixta: that 
is, eclectic observances, drawn from varied monastic rules, selected and compiled by 
the abbot in the codex regularum,867 thus varying from region to region, sometimes 

																																																								
863 Edited by Sanchéz Mariana, ‘Notas sobre la Biblioteca Monástica de Oña’, Revista de Archivos, 

Bibliotecas y Museos, 82 (1979), pp. 473-493; re-edited by Díaz y Díaz, Códices Visigóticos, p. 242. 
864 See Linage Conde, Los Origenes del Monacato, vol. 2, pp. 491-497. 
865 For a thorough assessment of this change and how it was undertaken, see Walker, Views. 
Concerning the peculiarities of the Mozarabic Rite, its liturgy and Divine Office, see Graham 
Woolfenden, Daily Prayer in Christian Spain – a Study of the Mozarabic Office (London, 2000); 
Jordi Pinell, Liturgia Hispánica (Barcelona, 1998). 
866 See Neil Allies, The Monastic Rules of Visigothic Iberia: a Study of their Text and Language, 
unpublished Ph.D. dissertation presented to the University of Birmingham (Birmingham, 2010), p. 88. 
Published on-line at University of Birmingham repository E-theses http://etheses.bham.ac.uk/787/. 
867 José Mattoso, Religião e Cultura na Idade Média Portuguesa (Lisbon, 1997), pp. 55-72.  
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even from monastery to monastery.868 As a result, while monastic houses that held 
Beatus manuscripts may already have observed several aspects of the Benedictine 

Rule in the tenth century,869 it is difficult to pin down how strictly they did so and, 
correspondingly, if that may have interfered with their spiritual practices. However, 
while Iberian monasticism differed from the Roman tradition at the level of liturgy 
and Divine Office, it may have not differed much in terms of lectio divina. Here as 
elsewhere private spiritual reading was a required exercise, with the aim of 
understanding the profundities of Scripture.870 The works used for this in the tenth 
and eleventh centuries were by Patristic and early Iberian authors; peninsular 
communities, in the north-central and western regions, do not seem to have been 
concerned with – or indeed to have desired – any engagement with contemporary 
trans-Pyrenean writings.871 The catalogue of Silos, though of later date, is wholly in 
accord with this. Thus Beatus’s Commentarium was perfectly suited to such a 
monastic environment where ascetic and moralising practices were of primary 
concern. Offering a mosaic of Revelation pericopes with a meticulous explanation of 
their meanings as expounded by the Church Fathers, it provided the reader not only 
with a thorough interpretation of the Apocalypse but also with a ‘methodological 
guide’ with which to approach Scripture in its literal, tropological, allegorical and 
anagogical sense, an approach that would ultimately lead to the profoundest levels of 
contemplation of the word of God – the aim of lectio divina.872 Thus the visionary 

nature of this text embodied the ultimate goal of spiritual reading: to contemplate and 
to be with God.873 
  The written evidence that later copies offer for the use of the Commentarium 
in collation, combined with its proximity to Cassian’s Collationes in some library 
catalogues (a work traditionally read at meal times in Benedictine communities), 

																																																								
868 Ibid., pp. 55-56. Heterodox practices of Iberian monastic communities are also exposed in the 
epistles exchanged between the Leonese kings and Gregory VII, who vehemently expressed his 
dislike for the heterodox peninsular practices: see Walker, Views, pp. 30-32. 
869 The sparse documentary evidence that survives confirms the existence of a monastery observing 
the Benedictine Rule since 905 (the monastery of San Cosme and San Damian of Abellar): see Linage 
Conde, Los Origines del Monacado, vol. 2, pp. 585-587, 758. The existence of copies of Smaragdus’s 
commentary on the Rule of Saint Benedict, dating from the mid-tenth century, and identified as 
products of Leonese and Castilian scriptoria also testifies to this fact. 
870 Mattoso, Religião e Cultura, pp. 345-346. 
871 Ibid., pp. 325-326. The exception being the works of Smaradgus of Saint-Mihiel; however, even 
these texts cannot be considered ‘contemporary’ works, for they are ninth-century texts. 
872 See Fontaine, ‘Fuentes’; Werckmeister, ‘The First Romanesque’, pp. 167-169. 
873 As discussed by Fontaine, ‘Fuentes’; Werckmeister, ‘The First Romanesque’, pp. 167-169.  
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imply such a function for the work in earlier periods as well. However, the physical 
signs of use observed in some of our copies, along with the witness of Maius’s 

colophon, unambiguously point towards private use of the work. In stating that the 
imagery of his book was created to inspire fear of future events, Maius implies that 
these images were to be gazed upon and experienced emotionally by the reader, thus 
suggesting a more direct and private (even if not necessarily solitary) interaction with 
the book.874 There is no reason indeed why the Commentarium could not have served 
both purposes concurrently. Yet, in practice, the information gathered from evidence 
of use, from the colophons and from the library catalogues, may also indicate 
different patterns of use at different times.875 Most signs of reader interaction are 
found in earlier manuscripts, mainly those from the tenth century (the period of 
Maius’s colophon), whereas the lection marks relating to reading at collation and the 
hints provided by library catalogues date from the thirteenth century onwards. It is 
natural to wonder, therefore, whether there was a shift over time from private to 
communal use – a theory which could explain why the Silos Beatus, the latest copy 
within our sample, survives in pristine condition. Without close comparative 
examination of the condition of the later Beatus, not to mention knowledge of their 
post-medieval treatment, this can only be a hypothesis. 
 But why was the Commentarium – a work with restricted impact outside 
Iberia and by an author of limited theological importance – so lavishly produced, to 

the point of becoming one of the most heavily illuminated texts of the early Middle 
Ages? While there is no doubt that the Book of Revelation inspired ambitious artistic 
interpretations across different media, the extension and exuberance of the pictorial 
programme and make-up of the Beatus set them apart from most of the early 
Apocalypse pictorial cycles. Even if Beatus originally drew on an illustrated 
commentary on Revelation by Tyconius for the creation of his treatise (a theory that 
is now disputed),876 the later developments in the tradition, embodied by family II 
manuscripts, were a uniquely Iberian response. Thus, the formal and aesthetic 
qualities of these works place them on a level with some of the finest books of the 
early Middle Ages, such as the Bibles and the Gospel books from ninth-century 

																																																								
874 See also Carruthers, The Craft, p. 152. 
875  Fontaine, ‘Propuestas de Conclusiones’, p. 282 and Williams, Visions, p. 132 also briefly 
mentioned the possibility of a dual function of the Commentarium; however, Fontaine postulated its 
use in a liturgical context, a hypothesis that lacks strength, as demonstrated by Werckmeister, ‘The 
First Romanesque’, p. 167 and Williams, TIB, vol. 1, pp. 104, 113.  
876 Williams, Visions, p. 24.  
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Tours, 877  a centre celebrated for the quality – and quantity – of its biblical 
manuscripts.  

 Plausible evidence that the Beatus manuscripts were also considered status 
symbols for monastic communities can be found in the context of Silos. Boylan’s 
meticulous study of the history of this scriptorium suggests that the creation of the 
Beatus coincided with a period not only of prosperity but also of intellectual, 
political and artistic expansion.878 Particularly relevant is the fact that the monastery 
does not seem to have had its own scriptorium until the end of the eleventh century; 
earlier books were apparently acquired from elsewhere.879 The first manuscript that 
can be securely tied to Silos on internal evidence is the copy of the 
Commentarium.880 If Boylan’s assessment is correct, the Silos Beatus was one of the 
first manuscripts (conceivably the first high-status one) to have been produced in this 
scriptorium, and was made immediately following its inception.881 Other Beatus 
copies can equally be associated with crucial moments for their communities and 
patrons. Facundus, for instance, seems to have been the first royal commission from 
Fernando I and Sancha (albeit ten years after they became the monarchs of León);882 
while Las Huelgas, it is hypothesised, may have been commissioned by Queen 
Berenguela (d. 1246) as a gift for that monastic community in commemoration of the 
marriage of her son Fernando III to Beatrix of Swabia in 1219.883 This strongly 
suggests that the Commentarium was not only a fundamental spiritual tool for 

monastic communities but also seemingly a symbol of devotion and prestige, 

																																																								
877 See Williams, TIB, vol.1, pp. 62-64, 93-97; Visions, pp. 42, 82, 155. 
878 See Boylan, ‘The Silos Beatus’, pp. 184-185. It should also be noted that the Silos Beatus was 
produced three years following the dedication of the altars of the new church in this monastery: 
Williams, Visions, p. 112. 
879 Boylan, ‘The Library’, p. 59.  
880 Ibid., p. 61. 
881 According to Boylan, Manuscript Illumination, p. 6, the production of the Silos Beatus was also 
relatively contemporary to the, now lost, Vita Dominici Siliensis: the life of the previous abbot of 
Silos – Domingo – turned patron saint of the community. This was certainly an instrumental work for 
the construction of the identity of the newly rededicated community of Silos and to sustain the cult of 
this saint.  
882 Such a late commission may be possibly justified by the fact that it was only from 1043 onwards 
that Fernando I managed to sustain a system of monetary tributes applied to the different Taifa 
kingdoms (akin to that of the system of the parias at a later stage), that permitted the commission of 
exquisite works of art; see Francisco García Fitz, Relaciones Políticas y Guerra. La Experiencia 

Castellano-Leonesa Frente al Islam. Siglos XI-XIII (Seville, 2002), pp. 30-37; Williams, ‘Fernando I 
and Alfonso VI’; José Maria Lacarra, ‘Aspectos Económicos de la Sumisión de los Reinos de Taifas 
(1010-1102)’, in José Maria Lacarra (ed.), Colonización, Parias, Repoblación y Otros Estudios 

(Zaragoza, 1981), pp. 43-76.  
883 Williams, Visions, pp. 96, 135, 138.  
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possibly associated with commemorative events. The commission of a Beatus – for 
its spiritual importance, material costs, aesthetic qualities, and the time and skill 

required for its production – must have constituted a supreme manifestation of piety 
and divine glorification not only from those who created it but also from those who, 
directly or indirectly, financed it. The colophon of Las Huelgas testifies to the 
redemptive power of commissioning such works: here the scribe requests that God 
spares the ‘pious Lady’ (possibly Queen Berenguela) from any afflictions and grant 
her the dignity of standing at his right side on Judgement Day.884 The commission of 
a Beatus manuscript – or indeed of any other cult object – may have had the same 
implications in earlier periods. Although sparse, there is evidence of copies being 
offered by important lay patrons to monastic communities in the tenth and eleventh 
centuries: records state that Mumadona Dias (d. 968), countess of Portucale, offered 
a Beatus copy to the monastery of Guimarães (present-day Portugal), and that Queen 
Urraca of Zamora (d. 1101), daughter of Fernando I, gifted a copy to the monastery 
of San Pedro of Eslonza in 1099; however, both specimens were lost.885 
 This leads to another significant issue. Outside Iberia we find several high-
status manuscripts were destined for personal ownership by important ecclesiastics 
or laity. Such was the case for various works produced at the scriptorium of Tours, 
including the First Bible of Charles the Bald, as also elsewhere, such as the 
Benedictional of Saint Æthelwold (made at Winchester) and the Gospels of Otto III 

(from Reichenau).886  Despite being the most luxurious books produced in the 
Peninsula, and notwithstanding the references to abbots and royal patronage in some 
of their colophons, it is generally accepted that the Beatus were mostly 
commissioned by and destined for monastic communities.887 While it is not possible 
to ascertain why they became the primary recipients of such lavish manuscripts, the 
role played by these institutions in Iberian history and culture was surely a major 
factor. In addition to being the dominant cultural and spiritual centres in the first 

																																																								
884 Las Huelgas Beatus, fol. 184r; Williams, TIB, vol. 5, p. 38. 
885 The Beatus copy gifted to the monastery of Guimarães has been hypothesised as the exemplar for 
the Lorvão Beatus: Egry, O Apocalipse, p. 30. Concerning Urraca’s donation: Justo Pérez de Urbel, 
Los Monjes Españoles en la Edad Média, 2 vols. (Madrid 1945), vol. 2, p. 402; Williams, TIB, vol. 2, 
p. 39. 
886  Respectively: Paris, BnF, MS lat. 1; London, BL, Add. MS 49598; Munich, Bayerische 
Staatsbibliothek, Clm 4453. 
887 It should be nevertheless noted that the Girona and the Urgell Beatus were sent, at a given time, to 
Catalonia, to the eponymous cathedrals, either as gifts or loans between communities. Yet, these 
exchanges are believed to have occurred centuries after their original production: see Williams, TIB, 
vol. 2, p. 51; Ibid., vol. 3, p. 17. 
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centuries following the Conquest, from the ninth century onwards monastic houses 
also became a fundamental means by which the newly-conquered territories were 

secured, consolidated and developed, and by which the ideology underpinning 
Christian territorial expansion was sustained.888 Iberian monastic communities were, 
both literally and metaphorically, the support networks of the Christian expansion. 
Accordingly, several of these houses developed close ties with the royal family and 
with local nobility.889  In the climate of political and financial restoration that 
obtained from the mid-ninth century onwards, contributing to the foundation and 
material wealth of a monastic house was not only a tactic employed by the secular 
elites to secure authority and influence over rural domains but was, demonstrably, a 
means to secure spiritual intercession.890 Donation of assets to and investment in 
churches and monasteries – building them and endowing them with cult objects – 
was an efficient way of legitimising authority, something that was crucial in the 
context of a society whose political power was under construction. Political and 
financial support – indirectly or even directly underwriting the production of lavish 
manuscripts – was certainly crucial for encouraging monastic settlement in perilous 
frontier regions. This may have also been a means to cement ties between high-
ranking laity and these communities, promoting the cause – and the territorial claims 
– of the elites in question. The information we possess regarding the symbiotic 
relationship between nobility and regular clergy points in this direction. Several 

religious works (including manuscripts) have been proposed as products of 
aristocratic patronage. Florentius’s Moralia in Job is one of them, having been 
hypothesised as a work sponsored by countess Sancha of Castile;891 another is the 
Biblia Primera de San Isidoro, possibly subsidised either by Elvira (daughter of 

																																																								
888 On the role of monastic communities in local development, see Inãki Martín Viso, ‘Monasterios y 
Poder Aristocrático en Castilla en el Siglo XI’, Brocar, 20, (1996), pp. 91-133; ‘Monasterios y Redes 
Sociales en el Bierzo Altomedieval’, Hispania: Revista Española de Historia, 71: 237 (2011), pp. 9-
38; Linage Conde, Los Origenes del Monacato, vol. 1, pp. 362-383, 395-299; Pérez Urbel, Los 

Monjes, vol. 2, pp. 280, 284. Concerning the role of monasteries in sustaining identity and memory, 
see Derek Lomax, The Reconquest of Spain (London, 1978), pp. 38-41; Richard Fletcher, ‘The Early 
Middle Ages’, in Raymond Carr (ed.), Spain: a History (Oxford, 2000), pp. 48-68, esp. 65-69; 
Werckmeister, ‘Art of the Frontier’, pp. 123-124; Wolf, Conquerors and Chroniclers of Early 

Medieval Spain (Liverpool, 1990), pp. 159-177.  
889 See above footnote n. 883. 
890 In addition to the statements of piety found in the Beatus colophons (most conspicuously in that of 
Las Huelgas Beatus, fol. 184r), other artistic media are testimonies to similar practices. Walker has 
identified a striking example in an impost in the church of Quintanilla de las Viñas, with an 
inscription stating: ‘Unworthy Flammola offers this small gift to God’: see her ‘Artistic Dialogue’, p. 
18. 
891 Walker, ‘Artistic Dialogue’, p. 24. 
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Ramiro II) or Ordoño IV.892 There is, however, no direct evidence to substantiate 
these suggestions, other than the elevated material qualities of the works in question, 

though this does not rule out monastic patronage, given the growing prosperity of 
these communities from the tenth century onwards.893 While the high costs of these 
manuscripts would arguably have been more easily borne by aristocrats than 
monastics, the influence of secular elites on their production (with the exception of 
the two copies of Facundus and Las Huelgas) may have been essentially indirect, 
through generous benefactions, which might in turn have fostered the manufacture of 
the occasional, truly outstanding book. 
 
 

6.4. The Beatus in Medieval Iberia: Change and Continuity  

Finally, the Beatus need to be considered against their wider political, religious and 
social backdrop. As a corpus that developed in tandem with five centuries of Iberian 
history, the forty-one Beatus copies are witnesses to crucial events and momentous 
transformations, which are worth revisiting so as to ascertain how these manuscripts 
fit into this complex panorama. This final section will outline some of these events in 
relation to the production of these manuscripts. The stimuli behind their continuous 
production, and the importance and purpose of the Commentarium in the culture and 
history of medieval Iberia, may then become more intelligible. 

 The history of the Beatus tradition began in eighth-century Liébana, north of 

the Cantabrian range, where the kingdom of Asturias was formed as a Christian 
stronghold in the aftermath of the Muslim conquest of the Peninsula in 711. Beatus 
of Liébana, possibly abbot in the monastery of San Martín de Turieno and prima 

facie author of the Commentarium, composed the first edition of the work sixty-five 
years after this event. The second edition, also probably from Beatus’s own hand, 
appeared eight years later, in 784. While little is known about the formation of 
communities in this area, the contemporary chronicles, and sparse documentary 
evidence, report the movement of people towards the Asturian region during the first 
two centuries after the Conquest and the settlement of monastic communities in these 
																																																								
892 Ibid., pp. 19, 24, 25.  
893 For case studies about the development of monastic communities in the Iberian early Middle Ages, 
see Jorge López Quiroga, et al. (eds.), Monasteria et Territoria. Elites, Edilicia y Territorio en el 

Mediterraneo Medieval (Siglos V–XI), (Madrid, 2007); Linage Conde, Los Origines del Monacato, 
vols. 2, 3.  
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territories;894 there has been much speculation that Beatus himself was amongst those 
who fled northwards to seek refuge in the mountainous territory, settling in this 

region as a cleric, though the truth of this matter is unknowable.895 As discussed 
earlier in this study, the environment in which the Commentarium was created was 
complex. In addition to the first Muslim incursions in the first half of the eighth 
century, a chain of concurrent events further compromised the stability (and indeed 
the survival) of the Iberian Christian kingdom. The settlement of Arab and Berber 
forces in the vast majority of the Peninsula led not only to the collapse of the 
political and administrative structure of the Visigothic kingdom but also to the loss 
of the fertile lands of the south.896 This was also a period characterised by major 
religious tensions: multiple forms of heresy threatened the stability of the young 
Hispanic Church.897 Even if postdating the first edition of the Commentarium by 
almost a decade, the Adoptionist dispute (in which Beatus was a fervent protagonist) 
resulted in the division of the Church, and in a far-reaching conflict that only 
terminated with papal intervention in 794.898 Concomitantly, contemporary sources 
suggest that this was a period marked by heightened eschatological concerns. In 
Iberia, as elsewhere, the end of the eighth century was (one of a number of centuries) 
construed as the possible terminus of the sixth age of the world, signifying the 
imminence of Judgement Day.899 This was an issue about which Beatus was vocal, 
touching upon it in his Commentarium, though his precise standpoint remains 

debatable.900 While none of these events can be securely identified as the catalyst for 
the composition of a new exposition on the Book of Revelation, it is not difficult to 
see how such a panorama of spiritual turmoil and political instability may have 
inspired the creation of an updated (and possibly more orthodox) commentary on 
John’s Apocalypse. Similarly to Tyconius (and Victorinus before him), who 

																																																								
894 For the relevant passages of the Chronica Mozarabe of 754, see Medieval Iberia – Readings from 

Christian, p. 35.  
895 As proposed by Williams, Visions, p. 22.  
896 See Hugh Kennedy, ‘The Muslims in Europe, 700–900’, in Rosamond McKitterick (ed.), The New 
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897  Palmer, The Apocalypse, pp. 151-152; Russell, Dissent and Reform, pp. 10-13; Williams, 
‘Purpose’, p. 221. 
898 See Chapter One in this study.  
899 Gil, ‘Los Terrores’, p. 217; González Echegaray, ‘Beato de Liébana y los Terrores’, pp. 87-100. 
900 See discussion in Chapter One. 
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composed his treatise under the intense political and religious persecutions of fourth-
century North Africa, Beatus created his work at a moment of severe socio-political 

and spiritual fragmentation in Iberia.  
 The transmission of the Commentarium can, however, be considered more 
securely in relation to the panorama of events from the tenth century onwards, a 
period from which a substantial number of Beatus manuscripts survive. Although 
most copies can only be tentatively localised, and while the precise cultural and 
social contexts in which they were produced remain poorly understood, there is no 
doubt that this was a period of increased prosperity and cultural development in both 
the Christian north and the Andalusian south.901 Interpenetrations between the two 
cultures are conspicuous in the art of this period, testifying to a ‘porous frontier’.902 
Accordingly, it is in the mid-tenth century that we witness the creation of some of the 
most exquisite Christian cult objects (some in costly materials, such as gold and 
ivory) indicating an epoch of greater financial resources and technical skill.903 It is 
precisely within this context that the Commentarium is believed to have undergone 
its ‘makeover’, thus reaching the final stage (and the pinnacle) of its pictorial 
development.904  
 Similarly to the previous centuries, the Beatus remained a monastic 
phenomenon intimately associated with the expansion of coenobitic life in the 
frontier regions, which by the mid-tenth century had reached the southern margins of 

the Duero River.905 As noted above, these institutions were instrumental not only in 
the development of ecclesiastic and lay communities but also in supporting the 
Christian kingdom both spiritually and ideologically. They were paramount in the 
‘reconstruction’ of the royal identity as descending from the glorious Visigothic past, 
the new Astur-Leonese kings representing the continuity of this lineage. The 
chronicles, law codes and art produced in monastic contexts helped to define and 

																																																								
901 Walker, Art in Spain, pp. 181-232. 
902 The expression ‘porous frontier’ was employed by Professor Eduardo Manzano (CSIC: Consejo 
Superior de Investigaciones Científicas) in the closing lecture of the colloquium After the Conquest, 
held at the Woolf Institute, Cambridge University from 12-14 February 2018. 
903 A remarkable example from this period is the remaining arms from a processional cross that 
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74 abc, pp. 149-150. 
904 Klein, ‘La Tradición’, pp. 95-97; Williams, TIB, vol. 1, pp. 61-63, 73-78. 
905 Collins, Early Medieval Spain, pp. 245-249. 
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substantiate such an identity.906 However, this was equally a time of dramatic 
political fluctuation. Periods of violence and turmoil alternated with brief (and 

fragile) moments of truce and alliances not only between the Christian kingdoms and 
the Umayyad caliphate but also between opposing Christian factions. Life at the 
frontier was uncertain: raids, pillage and destruction were frequent occurrences.907 
The military campaigns of Al-Mansur – the hayib who became nominal ruler of al-
Andalus from 978 to 1002 – are a good illustration of this instability. After a period 
of relative calm under Al-Hakam II, Al-Mansur irrupted through Christian territory 
in a series of fifty-six incursions, reaching as far as Compostela in 997, destroying, 
sacking and taking captives from communities and monastic houses along the 
way. 908  Even when territorial gains were not a concern, military strikes were 
regularly undertaken from both sides of the frontier, aiming at financial and, 
arguably, spiritual gains. Several monastic centres, including places where Beatus 
copies were held (namely San Miguel de Escalada and Valcavado, where Morgan 
and Valladolid were possibly kept at this time) were destroyed. In fact, Al-Mansur’s 
attack on the monastery of San Millán de la Cogolla in 1002 has been hypothesised 
as the cause behind the interruption of the San Millán Beatus, which is believed to 
have been in production here during this period but was only brought to completion 
in the twelfth century.909 It may be that copies of Beatus survived these events, when 
many other artefacts were destroyed and taken as booty, because they were 

safeguarded by fugitive monks; whatever the precise details, their strong survival 
suggests that they were treasured works. Thus, despite epochs of increased prosperity 
and of relative stability in the tenth and eleventh centuries, waves of violent military 
strikes followed, destroying ecclesiastic sites, sometimes irreversibly. This is 
believed to have compromised book production for decades, and has been interpreted 
as one of the main reasons for the absence of Beatus copies from the end of the tenth 

																																																								
906 The Chronicle of Albelda and the Chronicle of Alfonso III (dating ca. 883 and from the tenth 
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century until the third quarter of the eleventh – by which time scriptoria were 
recovering. 

 The apparent intense dissemination of the Commentarium in the tenth century 
also coincided with a period of millenarian concerns across the medieval west, with 
the approach of the year 1000.910 Although contemporary Iberian Christian sources 
tell us nothing about how profound these sentiments were, the creation of many 
copies around this date has raised questions about the possible association of the two 
phenomena.911 Although Maius’s colophon indeed reveals an eschatological tone, it 
is impossible to determine whether this statement reflects specifically millenarian 
beliefs or simply the general concerns about personal and collective salvation that 
were integral to Christian doctrine and faith throughout the Middle Ages.912 The fact 
that most of the extant tenth-century Beatus show that their production post-dated the 
passage of the year 1000 (according to the era hispanica) indicates that the 
popularity of the Commentarium in this period cannot be explained exclusively by 
chiliastic concerns.913 Furthermore, the production of the Commentarium did not 
cease in the following decades: Facundus (1047), Osma (1086) and Silos Beatus 

(1091-1109) testify to continuous investment in the work in the eleventh century. 
Concurrently, some copies were also being produced outside the Peninsula, such as 
in France and the Beneventan region, in the form of the Saint-Sever (ca. 1028-1072) 
and the Geneva and Berlin Beatus (ca. mid-eleventh and twelfth century, 

respectively), all post-dating the predicted events. 
 The eleventh century was a more prosperous time for the Leonese and 
Castilian kingdoms, strengthened by the disintegration of the caliphate into 
weakened petty principalities – the Taifas – in 1031, during the reign of Fernando I 
(d. 1065), followed by the conquest of Toledo – the mythical Visigothic capital – in 
1085 by his son Alfonso VI (d. 1109).914 But notwithstanding substantial financial 
and territorial gains, the political and military arena were still far from stable: 
Christian victories were often tarnished by severe counter-attacks. For instance, 
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when the Osma Beatus (1086) was being produced in Sahagún (a monastery closely 
related to the royal family), a new political and military force from North Africa – 

the Almoravids – was entering the Peninsula, endeavouring (and succeeding, albeit 
temporarily) to restore the political unity and the spiritual rigour of al-Andalus, and 
soon inflicted a calamitous defeat on Alfonso VI in the Battle of Sagrajas (near 
Badajoz), on 23 October 1086.915 In spite of the distance between Sahagún and the 
battlefield in the south, monastic houses were certainly aware of the military 
dynamics and internal disputes of their time, all the more so when many of these 
institutions were closely related to the monarchy. This is clear not least from the 
colophon of the Girona Beatus, which states that the manuscript was completed 
when Fredenando Flaginiz (possibly a noble man who presided over a part of the 
Duero valley, where the monastery of Tábara was located) was fighting the Moors in 
Toledo.916 Equally the creation of the Silos Beatus (1091–1109) was undertaken 
during times of intense political and religious turmoil. The Almoravid attack on the 
capital – Toledo – in 1090, their conquest of the Taifas of Seville and Granada in the 
same year, and the disastrous Christian defeat in Uclés in 1108 (where King 
Alfonso’s heir and the most of the Leonese and Castilian counts fell), followed by a 
war of succession following the death of the king himself in 1109, were among the 
momentous events that characterised this period.917 While these recurrences cannot 
be cited as catalysts for the production of these manuscripts, the panorama of 

constant military confrontation and political impermanence and crisis that they 
embody certainly provided its context. 
 In addition to the widespread political instability, the backdrop to the Beatus 
of the late eleventh to the early twelfth century was also one of far-reaching 
ecclesiastical transformation, epitomised by the official adoption of Cluniac and 
Benedictine customs (at the Council of Coyanza in 1055) and the change from the 
native Mozarabic to the Roman Rite (at the Council of Burgos in 1080). While 
Fernando I had already established ties with Cluny – the mediator of liturgical 
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change in the Peninsula – the reformist rite was only officially implemented by 
Alfonso VI. 918  This had wide-ranging implications for monastic practices, as 

discussed, including the uncompromising observance of the Benedictine Rule, 
despite being met with resistance in some places. 919  This process also had 
consequences for book production. As well as the introduction of a new corpus of 
texts, a new script – Caroline minuscule – replaced the Visigothic hand. Equally 
styles of book illumination, and the visual arts more broadly, began to reflect the 
trends of the trans-Pyrenean world. In light of these far-reaching changes, one might 
be tempted to imagine that the prescriptions of the new Rite and customs, and the 
influence of a new literary culture, would have rendered the Commentarium 

obsolete, but this was not the case. Not only did Beatus’s treatise continue to be read, 
it also continued to be copied – a process that actually gained momentum in the mid-
twelfth century.920  Copies such as Osma and Corsini demonstrate that Beatus 
manuscripts were being produced even in Sahagún, the ‘spiritual hub’ of the Cluniac 
Reform in Iberia, following the introduction of the new Rite, attesting that the 
transmission of this key monument of the Old Hispanic Church was still endorsed.921 
Although the introduction of the Roman Rite and Cluniac customs led to the 
relinquishment of many aspects of Iberian identity, the greatest concern of the 
Reform seems to have been the regulation of the structure and readings for the Mass 
and Divine Office as well as the standardisation of the celebration of saints’ feasts, to 

attune practices to the rest of medieval west so as to create a unified Christian 
Church.922 As a result, the Beatus continued to be part of Iberian monastic life until 
the thirteenth century, when they are found in close association with Cistercian 
houses – the reasons for which are as yet poorly understood.923 The complete 
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922 The readings for lectio divina by authors whose messages did not conflict with Roman customs 
seem to have been preserved. As Walker, Views, p. 211 proposes, an element of familiarity seemed 
permissible in this process of transition, so as to bridge the change from the old to the new. 
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absence of subsequent copies suggests that the Commentarium ceased to be produced 
hereafter. Textually, the Commentarium survived all these events virtually 

unchanged: additions to the text may have been made in the tenth century but 
thereafter it remained mostly unaltered. Visually, after having reached its maximum 
pictorial and iconographic development in the tenth century, the only conspicuous 
transformations were at the level of style and palette (from Pre-Romanesque through 
Romanesque to Gothic) and in the way in which the iconography accommodated the 
material culture of each period.924 If script is considered as a visual element, there is 
also a change from Visigothic through Caroline to Textualis forms.  
 The overview of the historical context in which the Beatus manuscripts were 
created shows a panorama of continuous conflict, tension and anxiety, despite the 
progressive territorial and financial gains of the Christian kingdoms. In the same way 
that the ur-text was composed in a climate of pervasive socio-political and religious 
instability, the later copies of the Commentarium cannot be dissociated from a 
society of militia and religious dissidence, where monastics may have been 
themselves spiritual milites. 925  Although there was no clear boundary between 
Christian and Muslim (and Jewish) societies, which were integrated to varying 
degrees and enjoyed constant exchange, the theory of peaceful ‘convivencia’ cannot 
be sustained either.926 Both sides of this shifting and permeable frontier experienced 
the consequences of centuries of socio-political instability and war. In addition, 

internal disputes and wars of succession within the Christian kingdoms caused 
further and almost constant fluctuations in power. Thus, the message of Beatus’s 
Commentarium – with its prophecies of the ‘great tribulation’ when the tragedies of 
war would fall upon the world and with its focus on salvation in extremis – remained 
timely. While scholarship has questioned the beliefs and motivations behind the 
production of the Beatus centuries after ominous dates (A.D. 800 and 1000) had 
passed, it seems plausible that continuing interest in these works may have stemmed 
from the enduring and pervasive sense of crisis, danger and possible annihilation that 
was an endemic condition of this frontier society.927 Chronicles are not absolutely 
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silent about such sentiments, and residues of apocalyptic thought and rhetoric are 
observable in various contexts.928 Christian writers in al-Andalus, such as Eulogius 

and Paulus Alvarus (d. 861), established analogies between the state of war, Islam 
and the coming of the Antichrist;929 and there are also expressions of apocalypticism 
amongst Andalusi Muslims, indicating that not only the Christian communities but 
also the Muslim ones envisaged these times as problematic.930 In such circumstances 
it is intelligible that the Commentarium should become such a central and enduring 
work for Iberian monasticism, and why investment in lavish copies was not just 
condoned but seen as highly desirable.  
 The cessation of production of the Commentarium from the thirteenth century 
onwards has been generally related to the emergence of new forms of spirituality in 
the Peninsula (especially the military and mendicant orders) and, correspondingly, a 
decline in the dominance of Benedictine monasticism.931 However, other factors may 
also have been involved. The existence by this date of sufficient copies in 
Benedictine monasteries (many of which preserved them until the nineteenth 
century) may have been one of them. Another, arguably more significant, was the 
increased political stability of the Christian kingdoms combined with the dramatic 
and irreversible decline in Muslim territorial and political power, now confined to 
the diminutive Nasrid emirate of Granada.932 This represented the dawning of a new 
era for Christian Iberia.  
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the Peninsula and the waning power of the Almohad dynasty: Lomax, The Reconquest, pp. 124-137. 
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*** 

 In conclusion, the Beatus visual imagery is far from being a straightforward 

illustration of Revelation. Their illuminations, in their final stage of development, 
were conceptualised to translate into visual imagery the fundamental elements that 
conveyed the important ‘hidden’ meanings of Scripture. The pictorial matter was not 
a proxy for the textual, but instead was a different medium – a more immediate, 
emotive and memorable one – to reach a similar end. 933  The programme of 
illuminations may have been the most efficient method to probe and meditate on the 
signs and the nature of the last things. As theorised by Gregory the Great – whose 
works were central for early Iberian monasticism – divine Glory cannot be seen, 
other than through a continual search for knowledge and through contemplation of 
the sacred word, of the instructions from heaven and of the warnings of the Spirit.934 
The Beatus may have fulfilled a similar function: through their images they invited 
the reader to partake in the experience, and during this process to recognise, to fear, 
and to memorise the manifold perils on the path to salvation. The Beatus were a 
‘window’ onto future events, as Maius himself declared.935  
 But were all Beatus created equal? The level of detail of their imagery varied 
considerably as did the degree of adherence to Scripture. While pictorial models may 
have contributed to some of these responses, this also depended significantly on the 
approach of the individuals who created the manuscripts, their knowledge of 

Scripture and of its exegesis and, certainly, on any prescriptions of the commission. 
The Beatus IIa are, however, exceptionally meticulous in their attention to scriptural 
detail (especially the earlier specimens from the tenth century) and, as a group, they 
are particularly consistent. The comprehensiveness and thoroughness of their 
pictorial programme may reflect the aims of the ‘reformed’ Commentarium. 
Whoever was responsible for its conceptualisation deemed it important to enlarge the 
textual and pictorial content and to increase the eschatological content of the work. 
The transformations were too significant to have just been simply a side-effect of 

																																																								
933 In line with Carruthers, The Craft, pp. 153-154. 
934 Cuis [Domini] similitudinem gloriae quia nos per spiritum prophetiae videre non possumus, hanc 

assidue cognoscere et sollicite contemplari in sacro eloquio, in caelestibus monitis, in praeceptis 

spiritalibus debemus: Gregorius Magnus, Homiliae in Hiezechihelem Prophetam (CPL 1710), I, 8, 32; 
Homiliae in Hiezechihelem Prophetam, ed. by Marcus Adriaen, CCSL, 142 (Turnhout, 1971). 
935 Inter eius decus uerba mirifica storiarumq(ue) depinxi per seriem ut scientibus terreant iudicci 

future aduentui: Morgan Beatus, fol. 293r. Transcription by Williams, TIB, vol. 2, p. 21. 
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new literary and aesthetic tastes.936 It may then be that the tenth century was the time 
(and León the place) in which greater importance began to be accorded to image as 

content in monastic practices, and to the value of the Beatus as picture books, thus 
revolutionising the work and the function of its imagery, and elevating the Beatus IIa 
to the position of the most extensive, detailed and comprehensive illuminated 
Apocalypse manuscripts of the early Middle Ages. The Commentarium should, 
however, be contemplated as a work which may have fulfilled varied roles, perhaps 
evolving over time.937 In addition to their devotional functions, copies may have also 
been status symbols for monastic communities, who clearly treasured these 
manuscripts above other possessions; equally they may have played a part, directly 
or indirectly, in cementing bonds between monastics and lay nobility. 
 Finally, the exceptional production of Beatus’s Commentarium in medieval 
Iberia and, conversely, its lack of impact elsewhere, become intelligible in relation to 
the idiosyncratic political and socio-religious circumstances of the Peninsula from 
the eighth to the thirteenth century. While previous scholarship has attempted to 
isolate particular events as triggers for the creation and continuous reception of the 
Commentarium,938 it is more credibly understood as a product of a wider, enduring 
context of menacing earthly circumstances, wherein the Apocalypse played an 
important role in promoting reform, in urging rectitude and directing attention to the 
inevitable passing of the present world and its supersession by the New Jerusalem.939 

The complex nature of early medieval Iberia – a society which struggled with 
orthodoxy, in which three different religions of the book interacted, and which was 
marked by continuous political and military confrontation – may have inspired a 
particularly fervent veneration of Revelation and, correspondingly, of Beatus’s 
Commentarium. Concerns about individual and collective judgement at Domesday 
were at the core of this complex milieu, where life was uncertain and vigilance, both 
physical and spiritual, a pressing need. Monastic communities, on behalf of all 
Iberian Christians, focused on that preparation, and by the production of a Beatus 

could rest assured that they had text and image with which to do so. 

																																																								
936 Klein, ‘Eschatological Expectations’. 
937 A hypothesis also raised by Klein, ‘La Fonction’, p. 320. 
938 On this discussion see Chapter One. 
939 Palmer, The Apocalypse, pp. 234-235. 
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(Amsterdam, 2017), p. 25. 
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Fig. 3. U

rgell Beatus  
		

	
Fig. 4. Facundus Beatus  
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Fig. 5. Silos Beatus  
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M - Morgan Beatus; V - Valladolid Beatus; U - Urgell Beatus; J - Facundus Beatus; D - Silos Beatus. 
(Sigla according to Williams, TIB, vol. 1, pp. 10-11) 

 
 X    Illustration present in manuscript  -     Illustrations not present in manuscript 
	

APPENDIX VI 
 
 

ILLUSTRATED STORIAE IN THE BEATUS IIA  
 
 
 
 

 
Storiae 

 
Source 

 
M 

 
V 

 
U 

 
J 

 
D 

 
 
Evangelists portraits 
 

  
 

X 

 
 
- 

 
 
- 

 
 

X 

 
 
- 

 
Revelation to John 
 

 
Rev. 1, 1- 6 

 

 
X 

 
X 

 
X 

 
X 

 
X 
 

  
 

Mappa mundi 
 

Prol. Book II 
 

X X X X X 

Christ epiphany in the 
white cloud 
 

Rev. 1, 7-9 
 

X X 
 

X 
 

X X 
 

 
The vision of the ‘Son of 
Man’  
 

Rev. 1, 10-20 X 
 
 

X X X X 
 
 

The Four beasts 
 

Prol. Book II  X X X X - 

The Statue 
 

Prol. Book II  X X X X - 

The woman riding the 
beast 
 

Prol. Book II  X X 
 
 
 

X 
 
 
 

X - 

Message to the Church of 
Ephesus 
 

Rev. 2, 1-7 X X X 
 
 

X X 
 
 

Message to the Church of 
Smyrna 
 

Rev. 2, 8-11 
 

X X X X X 

Message to the Church of 
Pergamum 
 
 

Rev. 2, 12-17 
 

X X X X X 

Message to the Church of 
Thyatira 
 

Rev. 2, 18-29 
 

X X X X X 

Message to the Church of 
Sardis 
 

Rev. 3, 1- 6 
 

X X X 
 
 

X X 



	 16	

Message to the Church of 
Philadelphia 
 

Rev. 3, 7-13 
 

X X X X X 

Message to the Church of 
Laodicea 
 

Rev. 3, 14-22 
 

X X X X X 

Noah’s ark 
 

Book II X 
 

X 
 

X 
 

X 
 

X 
 

The vision of God in 
majesty with elders 

Rev. 4, 1-6 X X 
 
 

X 
 
 

X X 
 
 

The opening of the first 
four seals: the four 
horsemen 
 

Rev. 6, 1-8 - 
 

X X X X 

The vision of the Lamb in 
heaven 
 

Rev. 4, 6-14 X - 
 

- 
 

X 
 

X 
 

Opening of the fifth Seal: 
vision of the souls of the 
martyrs 

Rev. 6, 9-11 X X X 
 

X 
 

X 

 
Opening of the sixth seal: 
the great earthquake 
 
 
 

 
Rev. 6, 12-17 

 
X 
 

 
X 
 

 
X 
 
 

 
X 
 

 
X 

 
The four angels with the 
four winds 
 

 
Rev. 7, 1-3 

 
X 

 
X 

 
X 

 
 

 
X 

 
 

 
X 

 
  

The 144.000 elect 
 

Rev. 7, 4-12 
 

X 
 

 
X 

 
 

 
X 
 

 
X 
 

 
X 

The palm tree 
 

Book IV 
 

X 
 

X 
 

X 
 

X 
 

X 
 

The opening of the 
seventh seal: Silence in 
Heaven 
 

Rev. 8, 1 X 
 

X 
 

- - X 
 

The seven angels with the 
seven trumpets 
 

Rev. 8, 2-5 
 

X X - X X 

First trumpet 
 

Rev. 8, 6-7 
 

X - X X X 

Second trumpet 
 

Rev. 8, 8-9 X X X X X 
 

Third trumpet 
 

Rev. 8, 10-11 X X X X X 
 

Fourth trumpet 
 

Rev. 8, 12-13 X X X X 
 

X 
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Fifth trumpet 
 

Rev. 9, 1-6 X X X X X 
 
 

 
The vision of the locusts 

 
Rev. 9, 7-12 

 
X 
 

 
X 

 
X 
 

 
X 

 
X 

Sixth trumpet 
 

Rev. 9, 13-16 
 

X X X X X 

The vision of the horses Rev. 9, 17-21 - - - X X 

John receiving the 
message and eating the 
book 
 
 
 

Rev. 10, 1-11 - 
 

X X 
 
 

X X 

 
The measurement of the 
temple 
 

 
Rev. 10, 1-11 

 
X 
 

 
X 
 

 
X 

 
X 

 
X 
 

 
The two witnesses 
 

 
Rev. 11, 3-6 

 

 
X 

 
X 

 
X 

 
X 

 
X 

The massacre of the two 
witnesses 
 

Rev. 11, 7-10 
 

X X X X X 

The rise of the two 
witnesses  
 
 
 

Rev. 11, 11-14 
 

X 
 

X X 
 
 

X 
 

X 
 

Seventh trumpet  
 

Rev. 11, 15-18 X X X X 
 

X 
 

The vision of the temple 
and the ark of the 
covenant 
 

Rev. 11, 19 X X X X 
 
 

X 

The woman clothed with 
sun facing the red dragon 
 

Rev. 12, 1-18 
 

X X X X 
 

X 

 
The veneration of the 
beasts 

 
Rev. 13, 1-10 

 
- 
 

 
X 

 
X 
 

 
X 
 

 
X 
 

 
The beast of the earth 
 

 
Rev. 13, 11-17 

 
X 

 
X 

 
X 
 

 
X 

 
X 

The fox and the hen Bk. 6 X X - 
 

X X 
 

 
Lamb on Mount Sion and 
the sacred musicians 
 
 
 

 
Rev. 14, 1-5 

 
X 

 
X 
 

 
- 

 
X 
 

 
X 
 

 
The fall of Babylon 
 

 
Rev. 14, 6-13 

 
X 

 
X 
 

 
X 
 

 
X 
 

 
X 
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The vintage and the 
harvest 
 

Rev. 14, 14-20 X X - X 
 

X 

The seven angels with the 
seven plagues  

Rev. 15, 1-4 X 
 
 

- X X 
 

X 
 

The opening of the temple 
 

Rev. 15, 5-8 X 
 

- X X X 

The seven angels with the 
seven bowls 
 

Rev. 16, 1 
 

X 
 

X X 
 
 

X 
 

X 

First angel 
 
 

Rev. 16, 2 
 

X X X X X 

Second angel 
 

Rev. 16, 3 X X X X X 

Third angel 
 

Rev. 16, 4-7 
 

X X X X X 

Fourth angel Rev. 16, 8-9 
 

X X X X X 

Fifth angel 
 

Rev. 16, 10-11 
 

X X X X X 

Sixth angel 
 

Rev. 16, 12 X X X X X 

The serpent, the beast 
and the false prophets  

Rev.16, 13-16 
 

- X X X X 

 
Seventh Angel: the 
earthquake and the 
division of the city  
 

 
Rev.16, 17-21 

 
X 

 
X 

 
X 

 
X 

 
X 

The great whore of 
Babylon and the kings of 
earth 
 

Rev. 17, 1-3 
 

X X X X X 

Woman riding the beast  
 
 

Rev. 17, 3 -13 
 

- 
 

X X X X 

The triumph of the Lamb 
over evil 

Rev. 17, 14-18 
 

X X 
 
 

X 
 
 

X 
 
 

X 
 
 

Babylon in flames 
 

Rev. 18, 1- 20 X 
 

X X 
 

X 
 

X 
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Table 3.  Revelation and para-apocalyptic episodes included in the Beatus IIa. 

The angel casting the 
milestone into the sea 
 

Rev. 18, 21-24 
 

X X X X X 

The adoration of God by 
the evangelists, John and 
the elders 

Rev. 19, 1-10 X X 
 

X X X 

The faithful and true 
rider and the celestial 
army 
 
 

Rev. 19, 11-16 
 

- - - X X 

The angel standing in the 
sun 
 

Rev. 19, 17-18 X 
 

X X X X 

The victory of the faithful 
and true rider over the 
beast 
 

Rev. 19, 19-21 X X 
 

X 
 

X 
 

X 

The angel enchaining the 
serpent and the Devil  

Rev. 20, 1-3 
 

X X X X 
 

X 

The good judges and the 
souls of the martyrs 
 

Rev. 20, 4-6 X 
 

X X X X 
 

 
Satan’s last attack to the 
city 

 
Rev. 20, 7-8 

 

 
X 
 

 
X 
 

 
X 
 

 
X 

 
X 

 
The lake of fire 
 
 

 
Rev. 20, 9-10 

 

 
X 

 
X 

 
X 

 
X 

 
X 

Last Judgment 
 

Rev. 20, 11-15 X X X X X 
 
 

Heavenly Jerusalem 
 

Rev. 21, 1-27 
 

X X X X X 

River of life flowing from 
Heaven 
 

Rev. 22, 1-5 
 

X X X X X 

John bowing to the angel 
 

Rev. 22, 6-21 X X X X X  
 
 Cycle of Jerome’s 

Commentary on Daniel 
  

X 
 

X 
 

X 
 

X 
 

X 
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APPENDIX VII 
 

COLOURS AND SUBSTANCES IN REVELATION 
 

 
WORDS 

 
VERSES 

 
White 

 

 
1,14; 2, 17; 3, 4-5; 3, 18; 4, 4; 6, 2; 6, 11; 7, 9, 7, 13-14; 14, 14; 15, 6; 
19, 8; 19, 11;19, 14; 20, 11. 

 
Black 

 
6, 6-5; 6, 12. 

 
Red 

 
6, 4; 12, 3. 

 
Pale 

 
6, 8. 

 
Purple 

 
17, 4; 18, 12; 18, 16. 

 
Scarlet 

 
17, 3-4; 18, 12; 18, 16. 

 
Gold 

 
1, 12-13; 1, 20; 2, 1; 3, 18; 4, 4; 5, 8; 8, 3; 9, 7; 9, 20;  
14, 14; 15, 6-7; 17, 4; 18, 12; 18, 16; 21, 16; 21, 18; 21, 21. 

 
Bronze 

 
(no reference) 

 
Silver 

 
9, 20; 18, 12. 

 
Brass  

 
1, 15; 2, 18; 9, 20; 18, 12. 
 

 
Fire 

1, 14; 2, 18; 3, 18; 8, 5; 8, 7-8; 9, 17-18; 10, 1; 11, 5; 13, 13;  
14, 10; 14, 18; 15, 2; 16, 8; 17, 16; 18, 8; 19, 20; 20, 9; 20, 14-15;  
21, 8. 

 
Blood 

 
1, 5; 5, 9; 6, 10; 6, 12; 7, 14; 8, 7-8; 11, 6; 12, 11; 14, 20; 16, 3-4;  
16, 6; 17, 6; 18, 24; 19, 2; 19, 13; 22, 14. 

 
Jasper 

 
4, 3; 21, 11; 21, 18-19. 

 
Pearls 

 
17, 4; 18, 12; 18, 16; 21, 21. 

 
Crystal 

 
4, 6; 21, 11; 22, 1. 

 
Glass 

 

 
4, 6; 15, 2; 21, 18; 21, 21. 
 

Table 4. Verses of Revelation containing references to substances and colours. 
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APPENDIX VIII 
 

NUMERICAL REFERENCES IN REVELATION 
 
 

 

 
NUMBERS 

 
VERSES 

 
Two 

 
1,16; 2,12; 6, 6; 9, 12; 11, 3-4; 11, 10; 12, 14; 13, 11; 19, 15; 19, 20. 

Three 8, 13; 9, 18; 11, 9; 11, 11; 16, 13; 16, 19; 21,13. 

 
Four 

 
4, 6; 4, 8; 4, 10; 5, 6; 5, 8; 5, 14; 6, 1; 6, 6; 6, 8; 7, 1-2; 7, 11;  
9,13-15; 11, 16; 14, 1; 14, 3; 15, 7; 16, 8. 

 
Five 

 
9, 5; 9, 10; 17, 10. 

 
Six 

 
4, 8; 6, 12; 9, 13-14; 16, 12; 21, 20. 

Seven 1, 4; 1, 11; 1, 12-13; 1, 16; 1, 20; 2, 1; 3, 1; 4, 5; 5, 1; 5, 5-6;  
6, 1; 8, 1-2; 8, 6; 10, 3-4; 10, 7; 11, 13; 11, 15; 12, 3; 13, 1;  
15, 1; 15, 6. 

Eight  17, 11; 21, 20. 
 

Ten 
 

2, 10; 9, 16; 12, 3; 13, 1; 17, 3; 17, 7; 17, 12; 17, 16; 21, 20. 
 

Eleven 21, 20. 

Twelve 12, 1; 21, 12; 2, 14; 22, 2. 

 
Twenty-four 

 
4, 4; 4, 10; 5, 8; 5, 14; 11, 16; 19, 4. 
 

Forty-two 11, 2; 13, 5. 
 

666 
 

144/ 144.000 

13, 18. 
 
7, 4; 14, 1; 14, 3; 21, 17. 

 
12.000 

 
7, 5-8; 21, 16.  

 
Third-part 

 
8, 7-12; 9, 15; 9, 18; 12, 4. 

 
Tenth-part 

 
11, 13. 

 
 

 

Table 5. Verses in Revelation containing references to numbers. 
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APPENDIX IX 

 
 
 
SELECTED EXAMPLES OF TEXT-IMAGE RELATIONSHIP IN BEATUS MANUSCRIPTS OF 

FAMILY I AND IIB
1
 

 

 
 
 
 
 

Vitrina 14-1 Beatus (family I) 

Madrid, Biblioteca Nacional de España, MS Vitrina 14–1.  

 
 
 
  

                                                
1 The number of examples provided varies according to the state of preservation of each Beatus manuscript here 
examined and, consequently, the availability of images that can be suitably compared to the text they illustrate.  
 
 

Revelation 
storia 

Textual references to colour and number Image Composition Folio 

 

Rev. 12, 1-18 

 

 
'And a great sign appeared in heaven: A woman clothed 

with the sun, and the moon under her feet, and on her 
head a crown of twelve stars' 
 
'And there was seen another sign in heaven: and behold 
a great red dragon, having seven heads, and ten horns: 
and on his head seven diadem' 
 
 'And his tail drew the third part of the stars of heaven, 
and cast them to the earth.' 
 

 
*(image preserved in fragmentary state) 
 
Includes: 
- Woman dressed in yellow  
- Crown with twelve stars 
 
Excludes: 
- Division of the third-part of the stars 
 

 
 
109v 

 

Rev. 15, 6-8 
'And the seven angels came out of the temple, having the 
seven plagues, clothed with clean and white linen, and 
girt about the breasts with golden girdles.' 

'And one of the four living creatures gave to the seven 

angels seven golden vials, full of the wrath of God.' 

 
Includes: 
 
-Seven angels 
 
Excludes: 
 
- Golden girdles 
- Angels dressed in white linen 
- Vials in gold (or surrogate colour) 
 

 
 
131v 
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San Millán Beatus (c. 10

th
 part family I; c. 12

th 
part family II) 

Madrid, Real Academia de la Historia, Cod. 33.  

 

 
 
  

Revelation 
storia 

Textual references to colour and number Image Composition Folio 

 

Rev. 1, 10-20  

 

'What thou seest, write in a book, and send to the seven 

churches which are in Asia' 
 
'And being turned, I saw seven golden candlesticks (...) 
And in the midst of the seven golden candlesticks, one 
like to the Son of man, clothed with a garment down to 
the feet, and girt about the paps with a golden girdle.' 

'And his head and his hairs were white, as white wool, 
and as snow, and his eyes were as a flame of fire. And 
his feet like unto fine brass, as in a burning furnace.' 
 

 
Includes: 
 
- Seven lamps 
- Seven stars  
- Seven Churches 
 
Excludes: 
 
- Christ's white hair 
- Christ's bronze feet 
- Christ's eyes like flames 
- Golden girdle 

 
 

20v 

 
 
 

Rev. 4, 6; 
5, 6-8 

 
'And I saw: and behold in the midst of the throne and of 
the four living creatures, and in the midst of the 
ancients, a Lamb standing as it were slain, having seven 

horns and seven eyes: which are the seven Spirits of 
God.' 
 
'And when he had opened the book, the four living 

creatures, and the four and twenty ancients fell down 
before the Lamb, having every one of them harps, and 

golden vials full of odours.' 
 

 
Includes: 
 
-Four living creatures  
-Lamb with seven horns and seven eyes 
-Twenty-four elders 
 
 
Excludes: 
 
- Twenty-four harps 
- Twenty-four vials 

 
 

92r 

 

Rev. 12, 1-18  

 

 
'And a great sign appeared in heaven: A woman clothed 

with the sun, and the moon under her feet, and on her 
head a crown of twelve stars' 
 
'And there was seen another sign in heaven: and behold 
a great red dragon, having seven heads, and ten horns: 
and on his head seven diadem' 
 
 'And his tail drew the third part of the stars of heaven, 
and cast them to the earth.' 
 

 
Includes: 
 
-Woman dressed in yellow 
- Red dragon 
- Dragon's seven heads,  
- Dragon's ten horns  
- Dragon's seven diadems 
 
Excludes: 
 
- Crown with twelve stars 
- Division of the third-part of the stars  

 
159v-
160r 
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Girona Beatus (family IIb) 

Girona, Museu de la Catedral de Girona, Num. Inv. 7 (11). 

Revelation 
storia 

Textual references to colour and number Image Composition Folio 

 

Rev. 1, 10-20 

 

 
'What thou seest, write in a book, and send to the seven 

churches which are in Asia' 
 
'And being turned, I saw seven golden candlesticks 
(...) And in the midst of the seven golden candlesticks, 
one like to the Son of man, clothed with a garment 
down to the feet, and girt about the paps with a golden 

girdle.' 

'And his head and his hairs were white, as white wool, 
and as snow, and his eyes were as a flame of fire. And 
his feet like unto fine brass, as in a burning furnace.' 

 
Includes: 
 
- Seven golden lamps 
- Christ's golden girdle 
- Seven golden lamps  
- Seven stars 
 
Excludes 
 
- Christ's white hair 
- Christ's eyes like flames 
- Christ's feet like bronze 

 
 

36v-
37r 

 

IA, Book II 

 

 
*Noah and the seven souls that represent the Seven 
Churches. 

 
*Includes seven figures in total rather than 
eight. 

 
102v-
103r 

 

Rev. 4, 1-6 

 

 'And that sat, was to the sight like the jasper and the 
sardine stone; and there was a rainbow round about 

the throne, in sight like unto an emerald. 

'And round about the throne were four and twenty 

seats; and upon the seats, four and twenty ancients 
sitting, clothed in white garments, and on their heads 

were crowns of gold.' 

'And there were seven lamps burning before the 
throne, which are the seven spirits of God.' 

'And in the sight of the throne was, as it were, a sea of 

glass like to crystal.' 

 
Includes: 
 
-Twenty-four elders dressed in white  
- Elders' golden crowns 
- Seven lamps painted red like fire 
 
 
Excludes: 
 
- Rainbow over the throne 
- Sea of glass 
- Jasper and sardine stone tones in God's 
garb 

 
 

107r 

 

Rev. 12, 1-18 

 

 
'And a great sign appeared in heaven: A woman 
clothed with the sun, and the moon under her feet, and 
on her head a crown of twelve stars' 
 
'And there was seen another sign in heaven: and behold 
a great red dragon, having seven heads, and ten 

horns: and on his head seven diadem' 
 
 'And his tail drew the third part of the stars of 
heaven, and cast them to the earth.' 

 
Includes: 
 
-Red dragon 
- Seven diadems  
 
Excludes: 
 
- Crown of twelve stars (10 instead) 
- Woman dressed in yellow tones 
- Dragon's ten horns (12 instead) 
- Division of third-part of stars 

 
171v-
172r 

 

Rev. 15, 5-8 

 

 
'And the seven angels came out of the temple, having 
the seven plagues, clothed with clean and white 

linen, and girt about the breasts with golden girdles.' 
 

 
Includes: 
 
- Seven angels dressed in white linen  
- Golden girdles 

 
198r 

 Rev. 19, 1-10  

 

 
'And the four and twenty ancients, and the 
four living creatures fell down and adored God 

 
Includes: 
 
- Four living creatures 

 
219v 
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Saint-Sever Beatus (Text: family I; Illuminations: family II) 

Paris, Bibliothèque nationale de France, MS lat. 8878.  

that sitteth upon the throne, saying: Amen; 
Alleluia.' 

 

  
Excludes: 
 
-Twenty-four elders (14 instead) 
 

 

Rev. 21, 1-27 

 
'And it had a wall great and high, having twelve gates, 
and in the gates twelve angels, and names written 
thereon, which are the names of the twelve tribes of the 
children of Israel.' 
 
'And the wall of the city had twelve foundations, and 
in them, the twelve names of the twelve apostles of the 
Lamb.' 
 
'And the foundations of the wall of the city were 
adorned with all manner of precious stones. The 
first foundation was jasper: the second, sapphire: the 
third, a chalcedony: the fourth, an emerald:' 
 
'The fifth, sardonyx: the sixth, sardius: the seventh, 
chrysolite: the eighth, beryl: the ninth, a topaz: the 
tenth, a chrysoprasus: the eleventh, a jacinth: the 
twelfth, an amethyst.' 
 
'And the twelve gates are twelve pearls, one to each: 
and every several gate was of one several pearl. And 
the street of the city was pure gold, as it were 

transparent glass.' 
 

 
Includes: 
 
- Twelve apostles 
- Twelve gates 
 
Excludes: 
 
- Twelve precious stones 
- Twelve angels  
- The walls of gold and crystal 

 
230v 

Revelation 
storia 

Textual references to colour and number Image Composition Folio 

 

Rev. 1, 10-20 

 
'What thou seest, write in a book, and send to the seven 

churches which are in Asia' 
 
'And being turned, I saw seven golden candlesticks (...) 
And in the midst of the seven golden candlesticks, one 
like to the Son of man, clothed with a garment down to 
the feet, and girt about the paps with a golden girdle.' 

'And his head and his hairs were white, as white wool, 
and as snow, and his eyes were as a flame of fire. And 
his feet like unto fine brass, as in a burning furnace.' 

 
Includes: 
 
- Seven lamps 
- Seven stars  
- Seven Churches 
- Christ's golden girdle 
 
Excludes: 
 
- Christ's white hair 
- Christ's bronze feet 
- Christ's eyes like flames 

 
 

31v 

 
 

Rev. 4, 6; 
5, 6-8 

 
'And I saw: and behold in the midst of the throne and of 
the four living creatures, and in the midst of the 
ancients, a Lamb standing as it were slain, having seven 

horns and seven eyes: which are the seven Spirits of 
God.' 
 
 
'And when he had opened the book, the four living 

creatures, and the four and twenty ancients fell down 
before the Lamb, having every one of them harps, and 

golden vials full of odours.' 
 

 
Includes: 
 
- Four living creatures full of eyes 
- Twenty-four elders with golden crowns  
- Twenty-four golden vials  
- Twenty-four harps 
 
Excludes: 
 
- The Lamb's seven eyes and seven horns  

 
 

121v-
122r 
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Osma Beatus (family I) 

Burgo de Osma, Biblioteca de la Catedral, Cod. 1.  

Revelation 
storia 

Textual references to colour and number Image Composition Folio 

 

Rev. 1, 10-20 

 

 
'What thou seest, write in a book, and send to the seven 

churches which are in Asia' 
 
'And being turned, I saw seven golden candlesticks (...) 
And in the midst of the seven golden candlesticks, one 
like to the Son of man, clothed with a garment down to 
the feet, and girt about the paps with a golden girdle.' 

'And his head and his hairs were white, as white wool, 
and as snow, and his eyes were as a flame of fire. And 
his feet like unto fine brass, as in a burning furnace.' 
 

 
Includes: 
 
- Seven lamps 
- Seven stars  
- Seven Churches 
- Golden girdle 
- White hair 
- Eyes like flames 
- Feet like bronze 
- Seven stars 
- Seven golden lamps 
 

 
 

23r 

 
 

Rev. 4, 6; 
5, 6-8 

 
'And I saw: and behold in the midst of the throne and of 
the four living creatures, and in the midst of the 
ancients, a Lamb standing as it were slain, having seven 

horns and seven eyes: which are the seven Spirits of 
God.' 
 
 

 
Includes: 
 
- Lamb's seven eyes and seven horns 
- Four living creatures with multiple eyes 
 
 
 

 
73v 

 

Rev. 6, 1-8 

 

 
'And I saw: and behold a white horse, and he that sat on 
him had a bow, and there was a crown given him' 
 
'And there went out another horse that was red' 
 
'Come, and see. And behold a black horse'  
 
'And behold a pale horse, and he that sat upon him, his 
name was Death' 
 

 
Includes: 
 
- White horse 
- First horseman with golden crown 
- Red horse 
- Black horse 
- Pallidus horse (in white) 
 
*this composition also includes the four living 
creatures that are described and depicted opening 
the seals. 

 
 

108v-
109r 

 

 

Rev. 21. 1-27 

 
'And it had a wall great and high, having twelve gates, 
and in the gates twelve angels, and names written 
thereon, which are the names of the twelve tribes of the 
children of Israel.' 
 
'And the wall of the city had twelve foundations, and in 
them, the twelve names of the twelve apostles of the 
Lamb.' 
 
'And the foundations of the wall of the city were 
adorned with all manner of precious stones. The first 
foundation was jasper: the second, sapphire: the third, a 
chalcedony: the fourth, an emerald:' 
 
'The fifth, sardonyx: the sixth, sardius: the seventh, 
chrysolite: the eighth, beryl: the ninth, a topaz: the tenth, 
a chrysoprasus: the eleventh, a jacinth: the twelfth, an 
amethyst.' 
 
'And the twelve gates are twelve pearls, one to each: 
and every several gate was of one several pearl. And the 
street of the city was pure gold, as it were transparent 

glass.' 
 

 
 
Includes: 
 
- Twelve apostles 
- Twelve angels 
- Twelve doors 
- Twelve precious stones 
 - Golden walls  
 

 
 
 
 

207v-
208r 
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'And when he had opened the book, the four living 

creatures, and the four and twenty ancients fell down 
before the Lamb, having every one of them harps, and 

golden vials full of odours.' 
 

Excludes: 
 
- Twenty-four elders (includes 12) 
- Twenty-Four harps and twenty-four vials 

 

Rev. 6, 1-8 

 

 
'And I saw: and behold a white horse, and he that sat on 
him had a bow, and there was a crown given him' 
 
'And there went out another horse that was red' 
 
'Come, and see. And behold a black horse'  
 
'And behold a pale horse, and he that sat upon him, his 
name was Death' 
 

 
Includes: 
 
- White horse 
- Red horse 
- Black horse 
- Pallidus horse (painted beige) 
- First horseman with golden crown  

 
85v 

 

 

Rev. 12, 1-18 

 
'And a great sign appeared in heaven: A woman clothed 

with the sun, and the moon under her feet, and on her 
head a crown of twelve stars' 
 
'And there was seen another sign in heaven: and behold 
a great red dragon, having seven heads, and ten horns: 
and on his head seven diadem' 
 
 'And his tail drew the third part of the stars of heaven, 
and cast them to the earth.' 
 

 
Includes: 
 
- Twelve stars 
- Red dragon 
- Dragon's seven heads  
-  Dragon's ten horns 
 
Excludes: 
 
- The correct number of diadems (ten 
instead of seven) 
- The division of the third part of the stars  
- Woman clothed with sun tones 

 
 
 

117v 

 

Rev. 19, 11-16 

 
'And I saw heaven opened, and behold a white horse; 
and he that sat upon him was called faithful and true, and 
with justice doth he judge and fight.' 
 
'And his eyes were as a flame of fire, and on his head 
were many diadems' 
 
' And he was clothed with a garment sprinkled with 

blood.' 
 
'And the armies that are in heaven followed him on 
white horses, clothed in fine linen, white and clean.' 

 
Includes: 
 
- Celestial army dressed in white garb 
- The white horses 
- Christ's garb in red  
- Christ's eyes as flames 
- Christ's golden crown 
 

 
 

151r 

Revelation 
storia 

Textual references to colour and number Image Composition Folio 

 

Rev. 4, 1-6 

 

 'And that sat, was to the sight like the jasper and the 
sardine stone; and there was a rainbow round about 

the throne, in sight like unto an emerald. 

'And round about the throne were four and twenty 

seats; and upon the seats, four and twenty ancients 
sitting, clothed in white garments, and on their heads 

were crowns of gold.' 

 
Includes: 
 
- Sea of crystal 
 
 
Excludes all the remaining colour and 
number references offered by the text. 

 
 

86r. 

Lorvão Beatus (family I) 

Lisbon, Arquivo Nacional da Torre do Tombo, MS Lorvão 43.  
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Rev. 4, 6; 
5, 6-8 

 
'And I saw: and behold in the midst of the throne and of 
the four living creatures, and in the midst of the 
ancients, a Lamb standing as it were slain, having seven 

horns and seven eyes: which are the seven Spirits of 
God.' 
 
'And when he had opened the book, the four living 

creatures, and the four and twenty ancients fell down 
before the Lamb, having every one of them harps, and 

golden vials full of odours.' 
 

 
Includes: 
 
- Four living creatures  
 
Excludes: 
 
- Twenty-four elders  
- Twenty-Four harps and twenty-four vials 
- Lamb's seven eyes and seven horns 
- Four living creatures’ multiple eyes 

 
 

90r 

 

Rev. 6, 1-8 

 

 
'And I saw: and behold a white horse, and he that sat on 
him had a bow, and there was a crown given him' 
 
'And there went out another horse that was red' 
 
'Come, and see. And behold a black horse'  
 
'And behold a pale horse, and he that sat upon him, his 
name was Death' 
 

 
Includes: 
 
- White horse 
- Black horse 
- Pallidus horse (light salmon-pink) 
- First horseman with crown  
 
Excludes: 
 
- Red horse (pale yellow instead) 
 

 
 

108v 

 

 

Rev. 21. 1-2 

 

 
'And it had a wall great and high, having twelve gates, 
and in the gates twelve angels, and names written 
thereon, which are the names of the twelve tribes of the 
children of Israel.' 
 
'And the wall of the city had twelve foundations, and in 
them, the twelve names of the twelve apostles of the 
Lamb.' 
 
'And the foundations of the wall of the city were 
adorned with all manner of precious stones. The first 
foundation was jasper: the second, sapphire: the third, a 
chalcedony: the fourth, an emerald:' 
 
'The fifth, sardonyx: the sixth, sardius: the seventh, 
chrysolite: the eighth, beryl: the ninth, a topaz: the tenth, 
a chrysoprasus: the eleventh, a jacinth: the twelfth, an 
amethyst.' 
 
'And the twelve gates are twelve pearls, one to each: 
and every several gate was of one several pearl. And the 
street of the city was pure gold, as it were transparent 

glass.' 

 
 
Includes: 
 
- Twelve gates 
- Twelve apostles 
- Golden walls 
 
 
Excludes: 
 
- Twelve precious stones  
*(treated in separate folia) 
 
- Twelve angels  

 
 

209v 

 
 
 
 

 

 

 

'And there were seven lamps burning before the throne, 
which are the seven spirits of God.' 

'And in the sight of the throne was, as it were, a sea of 

glass like to crystal.' 
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Revelation 
storia 

Textual references to colour and number Image Composition Folio 

 

IA, Book II 

 

 

*Noah and the seven souls that represent the Seven 
Churches. 

 
 
*Includes the correct number of figures: the 
seven souls and Noah (eight in total). 

 
 

77v 

 
 

Rev. 4, 6; 
5, 6-8 

 
'And I saw: and behold in the midst of the throne and of 
the four living creatures, and in the midst of the 
ancients, a Lamb standing as it were slain, having seven 

horns and seven eyes: which are the seven Spirits of 
God.' 
 
 
'And when he had opened the book, the four living 

creatures, and the four and twenty ancients fell down 
before the Lamb, having every one of them harps, and 

golden vials full of odours.' 
 

 
Includes: 
 
- Four living creatures  
 
Excludes: 
 
- The Lamb's seven eyes and seven horns  
- Twenty-four elders with golden crowns  
- Twenty-four golden vials and twenty-four 
harps. 

 
 

83v 

 

Rev. 12, 1-18 

 

 
'And a great sign appeared in heaven: A woman clothed 

with the sun, and the moon under her feet, and on her 
head a crown of twelve stars' 
 
'And there was seen another sign in heaven: and behold 
a great red dragon, having seven heads, and ten horns: 
and on his head seven diadem' 
 
 'And his tail drew the third part of the stars of heaven, 
and cast them to the earth.' 
 

 
Includes: 
 
- Red dragon 
- Dragon's seven heads 
- Dragons' ten horns 
- Dragon's seven diadems 
 
Excludes: 
 
- Crown of twelve stars 
- Woman dressed in light (sun) tones 
- Division of the third part of the stars 

 
131v- 
132r 

 

 

Rev. 21. 1-27 

 
'And it had a wall great and high, having twelve gates, 
and in the gates twelve angels, and names written 
thereon, which are the names of the twelve tribes of the 
children of Israel.' 
 
'And the wall of the city had twelve foundations, and in 
them, the twelve names of the twelve apostles of the 
Lamb.' 
 
'And the foundations of the wall of the city were 
adorned with all manner of precious stones. The first 
foundation was jasper: the second, sapphire: the third, a 
chalcedony: the fourth, an emerald:' 
 
'The fifth, sardonyx: the sixth, sardius: the seventh, 
chrysolite: the eighth, beryl: the ninth, a topaz: the tenth, 
a chrysoprasus: the eleventh, a jacinth: the twelfth, an 
amethyst.' 
 
'And the twelve gates are twelve pearls, one to each: 
and every several gate was of one several pearl. And the 
street of the city was pure gold, as it were transparent 

glass.' 

 
Includes: 
 
- Twelve apostles 
- Twelve gates 
 
Excludes: 
 
- Twelve precious stones 
- Twelve angels 
 
 

 
 
 

179v-
180r 

Turin Beatus (family IIb) 

Turin, Biblioteca Nazionale Universitaria, Sgn. I. II. I. 
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Arroyo Beatus (family IIb)  

Paris, Bibliothèque Nationale, nouv acq. Lat. 2290 

 

  

Revelation 
storia 

Textual references to colour and number Image Composition Folio 

 

Rev. 1, 10-20 

 
'What thou seest, write in a book, and send to the seven 

churches which are in Asia' 
 
'And being turned, I saw seven golden candlesticks (...) 
And in the midst of the seven golden candlesticks, one 
like to the Son of man, clothed with a garment down to 
the feet, and girt about the paps with a golden girdle.' 

'And his head and his hairs were white, as white wool, 
and as snow, and his eyes were as a flame of fire. And 
his feet like unto fine brass, as in a burning furnace.' 

 
Includes: 
 
- Seven Churches 
- Seven golden lamps 
- Christ's golden girdle 
- Christ's white hair 
- Christ's eyes like flames 
- Christ's feet like bronze 
- Seven stars  
 

 
 

4v 

 

Rev. 4, 1-6 

 

'And that sat, was to the sight like the jasper and the 
sardine stone; and there was a rainbow round about 

the throne, in sight like unto an emerald. 

'And round about the throne were four and twenty 

seats; and upon the seats, four and twenty ancients 
sitting, clothed in white garments, and on their heads 

were crowns of gold.' 

'And there were seven lamps burning before the throne, 
which are the seven spirits of God.' 

'And in the sight of the throne was, as it were, a sea of 

glass like to crystal.' 

 
Includes: 
 
- Seven lamps  
- Twenty-four elders with golden crowns 
- Sea of crystal 
 
Excluded: 
 
- The elders' white garments 
- God's garb coloured like jasper and sardine 
- The rainbow over the throne 

 
 

53v 

 
 

Rev. 4, 6; 
5, 6-8 

 
'And I saw: and behold in the midst of the throne and of 
the four living creatures, and in the midst of the 
ancients, a Lamb standing as it were slain, having seven 

horns and seven eyes: which are the seven Spirits of 
God.' 
 
'And when he had opened the book, the four living 

creatures, and the four and twenty ancients fell down 
before the Lamb, having every one of them harps, and 

golden vials full of odours.' 

 
 Includes: 
 
- Four living creatures 
 
Excludes: 
 
- Lamb's seven eyes and seven horns 
- Twenty-four elders (10 instead) 
- Twenty-four vials 
- Twenty-four harps 

 
 

56v 

 

Rev. 12, 1-18 

 

 
'And a great sign appeared in heaven: A woman clothed 

with the sun, and the moon under her feet, and on her 
head a crown of twelve stars' 
 
'And there was seen another sign in heaven: and behold 
a great red dragon, having seven heads, and ten horns: 
and on his head seven diadem' 
 
 'And his tail drew the third part of the stars of heaven, 
and cast them to the earth.' 
 

 
Includes: 
 
- Woman dressed in gold (like the sun) 
- Crown of twelve stars 
- Dragon's seven heads 
- Dragon's ten horns 
- Diadems (ten rather than seven) 
 
Excludes: 
 
- Dragon's colour red 
- Separation of the third part of the stars  

 
 

110v-
111r 

 

Rev. 21. 1-27 

 
'And it had a wall great and high, having twelve gates, 
and in the gates twelve angels, and names written 
thereon, which are the names of the twelve tribes of the 
children of Israel.' 
 
'And the wall of the city had twelve foundations, and in 
them, the twelve names of the twelve apostles of the 
Lamb.' 
 

 
Includes: 
 
- Twelve gates 
- Twelve apostles 
- Golden walls 
 
 
 
 

 
 

161v 



 31 

 

 

 

 

Navarra Beatus (family I)  

Paris, Bibliothèque nationale de France, Nouv. acq. lat. 1366.  

 

 
'And the foundations of the wall of the city were 
adorned with all manner of precious stones. The first 
foundation was jasper: the second, sapphire: the third, a 
chalcedony: the fourth, an emerald:' 
 
'The fifth, sardonyx: the sixth, sardius: the seventh, 
chrysolite: the eighth, beryl: the ninth, a topaz: the tenth, 
a chrysoprasus: the eleventh, a jacinth: the twelfth, an 
amethyst.' 
 
'And the twelve gates are twelve pearls, one to each: 
and every several gate was of one several pearl. And the 
street of the city was pure gold, as it were transparent 

glass.' 
 

 
Excludes: 
 
- Twelve precious stones 
- Twelve angels 
 

Revelation 
storia 

Textual references to colour and number Image Composition Folio 

 

Rev. 1, 10-20 

 
'What thou seest, write in a book, and send to the seven 

churches which are in Asia' 
 
'And being turned, I saw seven golden candlesticks (...) 
And in the midst of the seven golden candlesticks, one 
like to the Son of man, clothed with a garment down to 
the feet, and girt about the paps with a golden girdle.' 

'And his head and his hairs were white, as white wool, 
and as snow, and his eyes were as a flame of fire. And 
his feet like unto fine brass, as in a burning furnace.' 

  
Includes: 
 
- Seven stars 
- Seven golden lamps 
- Seven Churches 
- Christ's golden girdle 
 
Excludes: 
 
- Christ's white hair 
- Christ's eyes like flames 
- Christ's feet like brass 
 

 
 

12v 

 
 

Rev. 4, 6; 
5, 6-8 

 
'And I saw: and behold in the midst of the throne and of 
the four living creatures, and in the midst of the 
ancients, a Lamb standing as it were slain, having seven 

horns and seven eyes: which are the seven Spirits of 
God.' 
 
'And when he had opened the book, the four living 

creatures, and the four and twenty ancients fell down 
before the Lamb, having every one of them harps, and 

golden vials full of odours.' 

 
Includes: 
 
- Four living creatures 
- Lamb's seven horns 
 
Excludes: 
 
- Lamb's seven eyes 
- Twenty-four elders 
- Twenty-four harps  
- Twenty-four vials 

 
59r 

 

 

Rev. 12, 1-18 

 

 
'And a great sign appeared in heaven: A woman clothed 

with the sun, and the moon under her feet, and on her 
head a crown of twelve stars' 
 
'And there was seen another sign in heaven: and behold 
a great red dragon, having seven heads, and ten horns: 
and on his head seven diadem' 
 
 'And his tail drew the third part of the stars of heaven, 
and cast them to the earth.' 
 

 
Includes: 
 
- Crown with twelve stars 
- Woman dressed in red (with the image of 
the sun overlapping her body) 
- Dragon's ten horns (however, only in one 
side of the opening) 
 
Excludes: 
 
- Accurate number of dragon's heads (eight 
instead of seven) 
- Dragon's diadems 
- Division of the third part of the stars 

 
 

102v- 
103r 
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Rev. 21. 1-27 

 
'And it had a wall great and high, having twelve gates, 
and in the gates twelve angels, and names written 
thereon, which are the names of the twelve tribes of the 
children of Israel.' 
 
'And the wall of the city had twelve foundations, and in 
them, the twelve names of the twelve apostles of the 
Lamb.' 
'And the foundations of the wall of the city were 
adorned with all manner of precious stones. The first 
foundation was jasper: the second, sapphire: the third, a 
chalcedony: the fourth, an emerald:' 
 
'The fifth, sardonyx: the sixth, sardius: the seventh, 
chrysolite: the eighth, beryl: the ninth, a topaz: the tenth, 
a chrysoprasus: the eleventh, a jacinth: the twelfth, an 
amethyst.' 
 
'And the twelve gates are twelve pearls, one to each: 
and every several gate was of one several pearl. And the 
street of the city was pure gold, as it were transparent 

glass.' 
 

 
Includes: 
 
- Twelve gates 
- Twelve apostles 
 
Excludes: 
 
- Twelve precious stones 
- Twelve angels 
- Golden walls 

 
 

148v-
149r 
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APPENDIX  X 
 

MORGAN BEATUS 

New York, The Morgan Library & Museum, MS M. 644. 
Images via A Spanish Apocalypse: The Morgan Beatus, ed. by Barbara Shailor, John Williams (New York, 1991). 

 

 

	
Ill. 1. Revelation to John, Morgan Beatus, fol. 23r. 
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Ill. 2. The Vision of the ‘Son of Man’, Morgan Beatus, fol. 27r. 

	
Ill. 3. The Vision of Statue, Morgan Beatus, fol. 40v. 
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Ill. 4. The Message to the Church of Thyatira, Morgan Beatus, fol. 62r. 

	
Ill. 5. Noah’s Ark, Morgan Beatus, fol. 79r. 

 
	
	

Fig.	5	Noah’s	Ark,	Morgan	Beatus,	fol…	
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Ill. 6. The Vision of God in Majesty with Elders, Morgan Beatus, fol. 83r. 

SUBJECT TO COPYRIGHT 
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Ill. 7. Vision of the Lamb in Heaven, Morgan Beatus, fol. 87r. 

SUBJECT TO COPYRIGHT 
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Ill. 8. The Opening of the Fifth Seal:  

The vision of the Souls of the martyrs, Morgan Beatus, fol. 109r. 

	
Ill. 9. The Opening of the Seventh Seal: The Silence in Heaven,  

Morgan Beatus, fol. 133r. 
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Ill. 10. The 144.000 Elect, M
organ Beatus, fols.117v-118r. 
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Ill. 11. The Second Trum

pet, M
organ Beatus, fol. 137r. 

	
Ill. 12. The Fourth Trum

pet, M
organ Beatus, fol. 138v. 
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Ill. 13. The Measurement of the Temple, Morgan Beatus, fol. 146r. 
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Ill. 14. The W
om

an Clothed w
ith the Sun Facing the Red D

ragon, M
organ Beatus, fols. 152v-153r. 
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Ill. 15. The Rise of the Two Witnesses and the Great Earthquake,  

Morgan Beatus, fol. 154v. 
 

	
Ill. 16. The Beast of the Earth, Morgan Beatus, fol.164v. 
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Ill. 17. The Lamb on Mount Sion, Morgan Beatus, fol. 174v. 
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Ill. 18. The Seven Angels with the Seven Plagues, Morgan Beatus, fol.181v. 
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Ill. 19. The Opening of the Temple, Morgan Beatus, fol.183v. 

 

SUBJECT TO COPYRIGHT 



	
47	

  
  

	
Ill. 20.  The Seventh A

ngel: the Earthquake and the D
ivision of the C

ity, 
 M

organ Beatus, fol. 193r. 

	
Ill. 21. The angel casting the m

ilestone into the sea , 
M

organ Beatus, fol. 205v. 
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Ill. 23. The angel enchaining the Serpent and the D

evil,  
M

organ Beatus, fol. 212r. 
 

	
Ill. 22. The G

ood Judges and the Souls of the M
artyrs, 

M
organ Beatus, fol. 214r. 
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Ill. 24. The Last Judgem

ent,  
M

organ Beatus, fols. 219v-220r. 
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Ill. 25. Heavenly Jerusalem, 
Morgan Beatus, fol. 222v. 
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Ill. 26. The River of life flowing from Heaven, 

Morgan Beatus, fol. 223r. 
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VALLADOLID BEATUS 
 

Valladolid, Biblioteca de la Universidad, MS 433 
Images via http://uvadoc.uva.es/handle/10324/591 

	

	
	 	

	
Ill. 27. Revelation to John, Valladolid Beatus, fol. 15r. 

	
Ill. 28. The Vision of Statue, Valladolid Beatus, fol. 42v. 

(Public Domain) 
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Ill. 29. The Vision of the ‘Son of Man’, Valladolid Beatus, fol. 20v. 
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Ill. 30. Noah’s Ark, Valladolid Beatus, fol. 73v. 

	
Ill. 31. Noah’s Ark: the Corpse and the Raven, 

Valladolid Beatus, fol. 74r. 
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Ill. 32. The Vision of God in Majesty with Elders ,Valladolid Beatus, fol. 76v. 



	 56	

	

	

	
Ill. 33. The Four Horsemen, Valladolid Beatus, fol. 93r. 
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Ill. 34. The Opening of the Fifth Seal: the Souls of the Martyrs, Valladolid Beatus, fol. 96r. 
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Ill. 35. The Opening of the Sixth Seal: the Great Earthquake, 

Valladolid Beatus, fol. 98v. 

	
Ill. 36. The Opening of the Seventh Seal: the Silence in Heaven, 

Valladolid Beatus, fol. 112v. 
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Ill. 38. The Second Trum
pet, V

alladolid Beatus, fol. 115v 
	

Ill. 37. The Seven A
ngels w

ith the Seven Trum
pets, 

V
alladolid Beatus, fol.113r. 
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Ill. 39.The Fourth Trum
pet, 

V
alladolid Beatus, fol. 117r. 

	
Ill. 40.  John hears the voice of G

od, 
V

alladolid Beatus, fol. 123r 
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Ill. 41. The Measurement of the Temple,Valladolid Beatus, fol. 123v. 
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Ill. 42. The Tw

o W
itnesses,V

alladolid Beatus, fol. 125v. 
	

Ill. 43. The Rise of the Tw
o W

itnesses,V
alladolid Beatus, fol. 128r. 
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Ill. 44. The W

om
an Clothed w

ith the Sun facing the Red D
ragon,V

alladolid Beatus, fols. 130v-131r. 
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Ill. 45. The V

eneration of the Tw
o Beasts,V

alladolid Beatus, fols. 134v-135r 
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Ill. 46. The Lamb on Mount Sion,Valladolid Beatus, fol. 145v. 



	 66	

	
	

	
	

	
Ill. 47. The Fall of Babylon, Valladolid Beatus, fol. 147r. 
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Ill. 48. The O

pening of the Tem
ple, 

V
alladolid Beatus, fol. 151r. 

							
	

Ill.  49. The First and the Second A
ngels,  

V
alladolid Beatus, fol. 153v. 
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Ill. 50. The Serpent, the B
east and the False Prophets, 

V
alladolid Beatus, fol. 157r. 

	
Ill. 51. The Seventh A

ngel: the Earthquake and the D
ivision of the C

ity,  
V

alladolid Beatus, fol. 159r 
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Ill. 52. The W
om

an riding the B
east, 

V
alladolid Beatus, fol. 161v. 

	
Ill. 53. The A

ngel enchaining the serpent and the devil, 
V

alladolid Beatus, fol. 174v. 
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Ill. 54. The Adoration of God by the Evangelists, John and the Elders, 

Valladolid Beatus, fol. 171r. 
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Ill. 55. The Good Judges and the Souls of the Martyrs, 

Valladolid Beatus, fol. 176r. 

	
Ill. 56. The Lake of Fire,Valladolid Beatus, fol. 179v. 



	
72	

	
	

Ill. 57. The Last Judgem
ent,V

alladolid Beatus, fols. 180v-181r. 
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Ill. 58. Left: H

eavenly Jerusalem
; 

Right: the River of life flow
ing from

 H
eaven,V

alladolid Beatus, fols. 182v,183r. 
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Ill. 59. Revelation to John, Urgell Beatus, fol. 16r. 

	
URGELL BEATUS 

 
Urgell, Museu Diocesà de la Seu d’ Urgell, Num. Inv. 501. 

* Images via Beatus of Liébana, Codex Urgellensis [comentario a la edición facsimil], ed. by Peter Klein (Madrid, 2002) 
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Ill. 60. The Vision of the ‘Son of Man’, Urgell Beatus, fol. 22r.	
	
	

SUBJECT TO COPYRIGHT 



	 76	

	
Ill. 61. The Four Beasts, Urgell Beatus fol. 45v. 

	
	

	
Ill. 62. The Vision of the Statue, Urgell Beatus, fol. 46r. 
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Ill. 63. The Message to the Church of Smyrna,  

Urgell Beatus, fol. 57v. 

	

	

	
	

	

Ill. 64. Noah’s Ark, Urgell Beatus, fol. 82v.	
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Ill. 65. The Vision of God in Majesty with Elders, Urgell Beatus, fol. 86r. 
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Ill. 66. The Four Horsemen, Urgell Beatus, fol. 103v. 

	
	
	
	

	
	

SUBJECT TO COPYRIGHT



	
80	

	
Ill. 67. The O

pening of the Fifth Seal: the Souls of the m
artyrs  

U
rgell Beatus, fol. 106r. 

	
Ill.  68. The opening of the sixth seal: the great Earthquake, 

 U
rgell Beatus, fol. 108v. 
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Ill. 69. The Second Trum

pet, U
rgell Beatus, fol. 125v. 

	
Ill. 70. The Fourth Trum

pet, U
rgell Beatus, fol. 127v. 
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Ill. 71.  The Vision of the Locusts, Urgell Beatus, fol. 129r. 

	
Ill. 72. The Rise of the Two Witnesses, 

Urgell Beatus, fol. 137v. 
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Ill. 73. L
eft: John hears the voice of G

od; right: T
he M

easurem
ent of the T

em
ple, 

U
rgell Beatus, fols. 132v-133r. 
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Ill. 74. T
he W

om
an C

lothed w
ith the Sun facing the R

ed D
ragon,U

rgell Beatus, fols. 140v-141r. 
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Ill. 75. T

he V
eneration of the T

w
o B

easts, U
rgell Beatus, fols. 144v-145r. 
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Ill. 76. T

he Fall of B
abylon, U

rgell Beatus, fol. 155r. 
	

Ill. 77. T
he opening of the tem

ple, U
rgell Beatus, fol. 159r. 
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Ill. 78. T

he Serpent, the B
east and the False Prophets, 

U
rgell Beatus, fol. 164v. 

	
Ill. 79. T

he Seventh A
ngel: the E

arthquake and the D
ivision of the C

ity,  
U

rgell Beatus, fol.  166v. 
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Ill. 80. T

he W
om

an riding the B
east, U

rgell Beatus, fol. 168v. 
	

Ill. 81. T
he G

ood Judges and the Souls of the M
artyrs,U

rgell Beatus, fol.181r. 
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Ill. 82. T

he adoration of G
od by the evangelists, John and the elders,  

U
rgell Beatus, fol. 177r. 

	
Ill. 83. T

he R
iver of life flow

ing from
 H

eaven, 
U

rgell Beatus, fol. 187r. 
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Ill. 84. T
he L

ast Judgem
ent, U

rgell Beatus, fols. 184v-185r. 
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Ill. 85. Heavenly Jerusalem, Urgell Beatus, fol. 186v. 
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Facundus Beatus 

Madrid, Biblioteca Nacional de España, MS Vitrina 14-2. 
Images via http://bdh-rd.bne.es/viewer.vm?id=0000051522 

 
 
  

 

	
Ill. 86. Revelation to John, Facundus Beatus, fol. 41r. 

(Public Domain)
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Ill. 87. The Vision of the ‘Son of Man’, Facundus Beatus, fol. 46r. 
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Ill. 88. The Four Beasts, 

Facundus Beatus, fol. 70v. 

	
Ill. 89. The V

ision of Statue, 
Facundus Beatus, fol. 71r. 
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Ill. 90. Noah’s Ark, Facundus Beatus, fol. 109r. 

	
Ill. 91.  The Message to the Church of Laodicea, 

 Facundus Beatus, fol. 106v 
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Ill. 92. The Vision of God in Majesty with Elders, Facundus Beatus, fol. 122v. 
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Ill. 93. The Vision of the Lamb in Heaven, Facundus Beatus, fol. 116v. 
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Ill. 94. The Four Horseman, Facundus Beatus, fol. 135r. 
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Ill. 95. The O

pening of the Fifth Seal: the Souls of the m
artyrs, 

Facundus Beatus, fol. 138v. 
	

Ill. 96. The opening of the sixth seal: the great Earthquake, 
Facundus Beatus, fol. 141v. 
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Ill. 97. The 144.00 Elect, Facundus Beatus, fols. 147v-148r. 
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Ill. 98. The Second Trum

pet, Facundus Beatus, fol. 166r. 
	

 
Ill. 99. The Fourth Trum

pet, Facundus Beatus, fol. 168r. 
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Ill. 100. The Measurement of the Temple, Facundus Beatus, fol. 176v. 
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Ill. 101. The W
om

an Clothed w
ith the Sun facing the Red D

ragon, Facundus Beatus, fols. 186v-187r. 
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Ill. 102. The V

eneration of the Tw
o Beasts, 

Facundus Beatus, fol. 191v. 

	
Ill. 103. The Beast of the Earth Earth, 

Facundus Beatus, fol. 195r. 
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Ill. 104. The Woman Riding the Beast, Facundus Beatus, fol.225v. 

	
Ill. 105. The Good Judges and the Souls of the Martyrs, 

Facundus Beatus, fol. 245r. 
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Ill. 106. The adoration of God by the evangelists, John and the elders, 

Facundus Beatus, fol. 238r. 
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Ill. 107. The Faithful and True rider and the celestial army, 

Facundus Beatus, fol. 240r. 
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Ill. 108.  The Last Judgem
ent, Facundus Beatus, fols. 250v-251r. 
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Ill. 109. Heavenly Jerusalem, Facundus Beatus, fol. 253v. 
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SILOS BEATUS 
 
 

London, British Library, MS Add. 11695 
*Images from the British Library Online 1 

 

	
	
																																																								
1  The present images of the Silos Beatus were sources from the British Library website: 
https://www.bl.uk/catalogues/illuminatedmanuscripts/record.asp?MSID=8157&CollID=27&NStart=11695. 
However, it should be noted that this digitisation does not reflect the vivid green and blue hues of the original 
adequately. A more accurate reproduction of the images may be seen in the facsimile edition: Códice de 
Santo Domingo de Silos, ed. by Manuel Moleiro (Barcelona, 2001-2003). 

	
Ill. 110. Revelation to John, Silos Beatus, fol. 18v. 
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Ill. 111. The Vision of the ‘Son of Man’, Silos Beatus, fol. 24r. 
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Ill. 112.  The Message to the Church of Thyatira, 

Silos Beatus, fol. 64r. 
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Ill. 113. Noah’s Ark, Silos Beatus, fol. 79v. 
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Ill. 114. The Vision of God in Majesty with Elders, Silos Beatus, fol. 83r. 

Plate 	
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Ill. 115. The Vision of the Lamb in Heaven, Silos Beatus, fol. 86v. 
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Ill. 116. The Four Horseman, Silos Beatus, fol. 102v. 

	
	

	
Ill. 117. The Opening of the Seventh Seal: The Silence in Heaven, 

Silos Beatus, fol. 125v. 
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Ill. 118. The O

pening of the Fifth Seal: the Souls of the m
artyrs,  

Silos Beatus, fol. 105v. 

	
Ill. 119. The opening of the sixth seal: the great Earthquake, 

Silos Beatus, fol. 108r. 
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Ill. 120. The 144.00 Elect, Silos Beatus, fols. 112v-113r. 
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Ill. 121. The Second Trum

pet, 
Silos Beatus, fol. 128v. 

	
Ill. 122.  The Fourth Trum

pet, 
Silos Beatus, fol. 130r. 
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Ill. 123. The Measurement of the Temple, Silos Beatus, fol. 139r. 
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Ill. 124. The W
om

an Clothed w
ith the Sun facing the Red D

ragon, Silos Beatus, fols. 147v-148r. 
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Ill. 125. The V

eneration of the Tw
o Beasts, Silos Beatus, fols. 151v-152r. 
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Ill. 126. The Lam

b on M
ont Sion, 

 Silos Beatus, fol. 164r. 

	
Ill. 127. The Fall of Babylon, 

Silos Beatus, fol. 166r. 
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Ill. 129. The opening of the tem

ple, 
Silos Beatus, fol. 172r. 

	
Ill. 128. The seven angels w

ith the seven plagues,  
Silos Beatus, fol. 170v. 
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Ill. 130. The Seventh A

ngel: the Earthquake and the D
ivision of the City, 

Silos Beatus, fol. 181r. 

	
Ill. 131. The W

om
an riding the Beast, 

 Silos Beatus, fol. 183v. 
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Ill. 132.  The A

ngel enchaining the serpent and the devil,  
Silos Beatus, fol. 199v. 

	
Ill. 133. The G

ood Judges and the Souls of the M
artyrs,  

Silos Beatus, fol. 201r. 
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Ill. 134. The Faithful and True rider and the celestial army,  

Silos Beatus, fol. 196r. 
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Ill. 135. The Last Judgem
ent, Silos Beatus, fols. 205v-206r. 
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Ill. 136. Heavenly Jerusalem, Silos Beatus, fol. 208v. 
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TRIER APOCALYPSE 

Trier, Stadtbibliothek Weberbach, Codex 31 
Image via Die Trierer Apokalypse: Codex 31 Staatsbibliothek Trier, ed. by Peter K. Klein, et al. (Graz, 2001). 

 

 
 
 
 

	
Ill. 137. The Vision of the ‘Son of Man’ and the Seven Lamps,  

Trier Apocalypse, fol. 4v. 
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Ill. 138.  The Message to the Church of Sardis, Trier Apocalypse, fol. 10v. 
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Ill. 139. M

essage to the Church of Sm
yrna, 

Trier A
pocalypse, fol. 7v 

	

	
Ill. 140. The V

ision of O
pen D

oor in H
eaven, 

Trier A
pocalypse, fol. 14v. 
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Ill. 141. The V

ision of G
od w

ith the Elders, 
Trier A

pocalypse, fol. 16v. 
	

	
Ill. 142.  The O

pening of the Fifth Seal,  
Trier A

pocalypse, fol.  20v 
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Ill. 143. The V

ision of the H
orses Resem

bled Lions, 
,Trier A

pocalypse, fol.  30r 
		

	
Ill. 144. The V

ision of the Elect, 
Trier A

pocalypse, fol.  23r. 
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Ill. 145. The W

om
an Clothed w

ith the Sun Facing the D
ragon,  

Trier A
pocalypse, fol. 37r. 

	
Ill. 146. A

rchangel M
ichael and H

is A
rm

y Fighting the D
ragon,  

Trier A
pocalypse, fol. 38r. 
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CAMBRAI APOCALYPSE 

Cambrai, Médiathèque d’Agglomération, Ms. B 386 
Images via https://bvmm.irht.cnrs.fr/consult/consult.php?reproductionId=10204 

 

	
Ill. 147. The Vision of the Four Living Creatures and the Seven Lamps, 

 Cambrai Apocalypse, fol. 11v. 
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Ill. 148. The V

ision of the Lam
b in H

eaven (left-hand side page); The 144.000 Elect (right-hand page),  
Cam

brai A
pocalypse, fols.12v-13r. 
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Ill. 149. John M

easuring the Tem
ple,  

Cam
brai A

pocalypse, fol. 23r.  

	
Ill. 150. The W

om
an Clothed w

ith the Sun Facing the D
ragon,  

Cam
brai A

pocalypse, fol. 27r. 
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Ill. 152. V
ision of the Lam

b in H
eavenly Jerusalem

,  
Cam

brai A
pocalypse, fol. 43r. 

                        
 

 
 

	
Ill. 151. V

ision of H
eavenly Jerusalem

,  
Cam

brai A
pocalypse, fol. 42r. 
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VALENCIENNES APOCALYPSE 

Valenciennes, Bibliothèque municipale de Valenciennes, Ms.99 [92] 
Images via ark:/12148/btv1b84525958 

 
 
	
	
	
	

	
	
	

	
Ill. 153. The Vision of the ‘Son of Man’ and the Seven Lamps,  

Valenciennes Apocalypse, fol. 5r. 

(Public Domain)
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Ill. 154. T

he O
pening of the F

ourth S
eal,  

V
alenciennes A

pocalypse, fol. 12v 

	
Ill. 155. T

he O
pening of the F

ourth S
eal,  

V
alenciennes A

pocalypse, fol. 13r 
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Ill. 156. T

he O
pening of the F

ifth S
eal: the M

artyrs,  
V

alenciennes A
pocalypse, fol. 15r 

	
Ill. 157. John receives the B

ook from
 the A

ngel, 
V

alenciennes A
pocalypse, fol. 21r. 
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Ill. 158. T

he W
om

an C
lothed w

ith the S
un and the R

ed D
ragon, 

V
alenciennes A

pocalypse, fol.  23r. 

	
Ill. 159. T

he V
ision of the S

even A
ngels w

ith the S
even V

ials, 
V

alenciennes A
pocalypse, fol. 30r. 
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Ill. 162. The Vision of the ‘Son of Man’ and the Seven Lamps,  

Paris 1132 Apocalypse, fol. 2r  

	
PARIS 1132 

Paris, Bibliothèque nationale de France, MS Nouv. Acq. Lat. 1132 
Via  ark:/12148/btv1b8426793j 
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Ill. 163. The O

pening of the Fourth Seal,  
Paris 1132 A

pocalypse, fol. 8r. 
	

Ill. 164. The O
pening of the Fourth Seal,  

Paris 1132 A
pocalypse, fol. 8v. 
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Ill. 165. The W

om
an C

lothed w
ith the Sun and the R

ed D
ragon,  

Paris 1132 A
pocalypse, fol. 17r. 
	

	
Ill. 166. W

om
an Flying into the D

esert,  
Paris 1132 A

pocalypse, fol. 17v. 
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Ill. 167.The Seven A

ngels w
ith the Seven V

ials,  
Paris 1132 A

pocalypse, fol. 23r. 
	

	
Ill. 168. H

eavenly Jerusalem
, Paris 1132 A

pocalypse, fol. 33r.	
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BAMBERG APOCALYPSE 
 

 
Bamberger Apokalypse, Staatsbibliothek Bamberg, Ms.Bibl.140 

Images via: http://nbn-resolving.de/urn:nbn:de:bvb:22-dtl-0000087130 
 

 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 

 
 

	
Ill. 169. Revelation to John, Bamberg Apocalypse, fol. 1r. 
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Ill. 170. T

he V
ision of the ‘Son of M

an’, 
B

am
berg A

pocalypse, fol. 3r. 
	

Ill. 171. T
he V

ision of G
od in M

ajesty w
ith the E

lders, B
am

berg 
A

pocalypse, fol. 10v. 
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Ill. 172. T

he O
pening of the Fourth Seal: the First H

orsem
en, 

B
am

berg A
pocalypse, fol.14r (detail). 

	
Ill. 173. T

he O
pening of the Fourth Seal: the Second 

H
orsem

en, B
am

berg A
pocalypse, fol.14v (detail). 
	

	
Ill. 174. T

he O
pening of the Fourth Seal: the T

hird H
orsem

en, 
B

am
berg A

pocalypse, fol.15r (detail). 
	

	
Ill. 175. T

he O
pening of the Fourth Seal: the Fourth H

orsem
en, 

B
am

berg A
pocalypse, fol.15v (detail). 
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Ill. 176. T

he O
pening of the Fifth Seal,  

B
am

berg A
pocalypse, fol. 16v. 

	
Ill. 177. John receiving the rod and the book to m

easure the T
em

ple,  
B

am
berg A

pocalypse, fol. 26v. 
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Ill. 178. T

he W
om

an C
lothed w

ith the Sun and the R
ed D

ragon,  
B

am
berg A

pocalypse, fol. 29v 
 

Ill. 179. T
he W

om
an flying to the D

esert,  
B

am
berg A

pocalypse, fol. 31v 
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Ill. 180. T

he Seven A
ngels w

ith the Seven V
ials and the Sacred 

M
usicians, B

am
berg A

pocalypse, fol. 38v. 

	
Ill. 181. T

he W
hore of B

abylon, B
am

berg A
pocalypse, fol. 43r. 
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Ill. 183. T
he E

nchainm
ent and R

elease of Satan,  
B

am
berg A

pocalypse, fol. 51r 

                       
                    

 
Ill. 182. T

he A
ngel w

ith the M
illstone, 

 
B

am
berg A

pocalypse, fol. 46r. 
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Ill. 184. John, the Elders and the Angels praising Christ,  
Bamberg Apocalypse, fol. 47v. 
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Ill. 185. The Last Judgement, Bamberg Apocalypse, fol. 53r 
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Ill. 186. Heavenly Jerusalem, Bamberg Apocalypse, fol. 55r. 
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