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Abstract
This study is concerned with the Early Medieval freestanding
stone crosses and related sdulpture of three Irish counties, Offaly,
Kilkenny and Tipperary. These monuments are recorded both descriptively
and photographically and particular emphasis has been placed on a
detailed analysis of the Hiberno-Saxon abstract ornament, the patterns
used and, where possible, the way in which they were constructed.
The discussion begins with a survey of‘the origins and morphology
of the freestanding cross in Ireland examining both archaeological and
documentary evidence. The monuments are then divided into groups
according to similarity. Each group is discussed, the form and layout
of the monuments, their abstract and iconographical ornament, and these
are compared with sculpture elsewhere, objéects in other media, and the
origins of the various motives are also considered where appropriate.
Chronologically, three main groups emerge. In the late eighth and
early ninth centuries there are several local groups making use of a wide
variety of abstract ornament, often influenced by metalwork and manuscript
motives, but with little figural iconoéraphy. Close links have also
been noted with sculpture in Scotland. During the ninth century the
abstract ornament gives way to an increasing use of Secriptural iconography,
probably popularised by contact with Carolingian Europe, which may first
be detected on some 'Transiéional' monuments. Finally, the figural
iconography predominates, giving rise to the distinctive 'Scripture'

crosses of the late ninth and tenth centuries.
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Chapter I. INTRODUCTION

It is now fifty years since Frangoise Henry wrote La Sculpture

Irlandaise pendent les Douze Premiers si&cles de l'dre Chrétienne(1933).

However it remains the only substantial work devoted entirely to the
Irish sculpture of the Early Medieval Period. It consists of a detailed
discussion of the development and use of the various types of decorationm,
both ormamental and figural, found on Irish sculpture and in particular
the stone crosses, a classification into groups of monuments and a
consideration of their chronology. It also includes a valuable set of
plates illustrating both the monuments themselves and some of the
comparative material. »

The background to this book can be seen in the gradual re-—-awakening
of interest in Irish antiquities which had taken place in the previous
hundred years. One or two pieces of sculpture had been recorded before
this, for‘example the crosses at Clonmacnoise by James Ware (1658), but
the real beginning of Irish archaeology may be‘seen with the inauguration
of the Ordnance Survey of Ireland in 1828. The men engaged in this
enterprise, for example Petrie, O'Donovan and O'Curry, were employed
amongst other things to record antiquities and it was as a result of
their fieldwork that many of the Irish crosses were first recognised
(Kenney 1929, 62-4). This part of the Ordnance Survey was unfortunately.
abandoned in 1839 but the impetus had now been given for many of the
crosses to be recorded in detail. Amongst those who undertook this
the work of George Petrie (1872, 1878), Margaret Stokes and H.S.

Crawford is the most important. H.S. Crawford in particular was
responsible for producing the only catalogue of Irish sculpture so far
attempted (1907a, 1908a, 1912, 1913, 1916) and a detailed record of

some of the ornament (1926a). As Frangoise Henry (1933, 12) acknowledged

in La Sculpture Irlandaise her debt to him was great.

The only other early book is A. Kingsley Porter's The Crosses and

Culture of Ireland (1931). This is an impressionistic account and

should be used with care as it frequently lacks accurate observations
and is inclined to opt for obscure mythological interpretations of
quite clearly Scriptural iconography.

Since 1933 Frangoise Henry has dominated research in Early Medieval




2.

Irish Art. As well as writing many specialist papers she has been
very successful at imparting her enthusiasm for the subject to a wider
audience in more general but scholarly books (e.g. 1940, 1964, 1965,
1967, 1970). The work of Helen Roe, likewise spanning the last fifty
years, concentrating on specific aspects'of iconography and the
monuments is also important.

However, apart from Crawford's provisional lists and a rather
superficial compilation of views on Irish figure sculpture (Sexton
1946) there is still no systematic corpus of Early Medieval sculpture
for Ireland. There is nothing to approach the monumental studies which
have been undertaken in other parts of the British Isles, Scotland (Allen
and Anderson 1903), the Isle of Man (Kermode 1910), Wales (Nash-
Williéms 1950) and the much awaited British Academy series for England
(Cramp forthcoming). The first aim of this thesis is to provide a
small contribution to a systematic and detailed corpus of the Irish
sculptural material of the Early Medieval Period. The second is to
re—-examine work dome in the past on this sculpture by Frangoise Henry
and others and to re—assess it in the light of recent excavation and
research, which, in the past few years, has so much broadened and
changed our view of the Early Medieval Archaeology of the British Isles.

It was decided that if the sculpture was to be studied properly it
would not be possible either to tackle the whole of Ireland at once or
to look at every type of monument. Therefore after some consideration
it was decided firstly to concentrate on the Early Medieval sculpture
of Offaly, Kilkenny and Tipperary and secondly to limit the study to
the crosses and related sculpture only.

The geographical area chosen (Map I), delineated as it is by
modern boundaries, is not ideal but ancient land divisions are
frequently difficult to define accurately. The principle reason why
this area was chosen is because a considerable number of large stone
crosses are located within these three counties. In fact the majority
of the crosses are found within the ancient Kingdom of Ossary (see
p 95 ) with the addition of the important monastery of Clonmacnoise in
the North West and some of the granite crosses of the Barrow Valley to
the East. The decoration of the crosses in these three counties
covers almost the entire range of both abstract ornament and figural
representation and therefore it was thought to be a good area to study
in depth in order to attempt a re-assessment of the chronology. More
particularly, in this area are concentrated the crosses decorated

primarily with Hiberno =-Saxon abstract ornament. This ornament has
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never been recorded systematically or studied in depth and it was
thought that by doing this it might be possible to make more detailed
comparisons between the monument s themselves, with Hiberno -Saxon
metalwork, manuscripts and sculpture elsewhere, and with more distant
objects such as Eastern textiles or Continental ivories. ‘

The counties of Offaly, Kilkenny and Tipperary contain a very
broad range of Early Medieval sculpture. The types studied here have
been restricted primarily to freestanding crosses. In common parlance
these monuments are frequently referred to as 'high' crosses. In this
study the word 'high' has been omitted as it is thought to be super-
fluous. Other monuments discussed include freestanding shafts, a couple
of miscellaneous fragments which may once have been part of crosses or
shafts, and a single large freestanding slab, Gallen Priory I. These
monument types were chosen primarily because they are usually copiously
decorated. Although a wide variety of grave markers are also found in
this area with large concentrations at Clommacnoise and Gallen Priory,
it was decided not to include them within this study. The range of
ornament on them is on the whole rather different (see Appendix 3)
and they deserve more detailed recording and consideration in their owm
right. Thigs has already been undertaken to some extent by Petrie
(1872, 1878), Macalister (1909) and Lionard (1960-1).

Originally it had been intended that within these three counties
every cross and related piece of Sculpture belonging to the Early
‘Medieval Period should be discussed in detail. 1In this context the
Early Medieval Period is considered to be €400-c1200 A.D. However it
was realised that within this time-span three crosses in this area,
Cashel, Mona Incha II and Roscrea II, had already been discussed
recently and very competently by two different people, Richard Raleigh
(1975) and Elisabeth Farnes (1975). These crosses are principally
decorated with a combination of figures carved in very high relief and
Vikinngrnesornament in much lower relief. They belong to a period
when Viking art styles had become assimilated into Irish art (see
Appendix 2) and they are generally considered to demonstrate a revival
of interest in the freestanding cross which may be seen as an artistic
manifestation of the Reform Movement which brought the Irish church
into line with that on the Continent (Hughes 1966, 253ff ). They are
generally agreed to date to the second quarter of the twelfth century.
It would seem superfluous to re~iterate this work so, although they
are described and illustrated in the catalogue for the sake of

completeness, they are not discussed further.
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There are also a number of little known monuments of very
uncertain date which may very well be later than c 1200. These monu-
ments are also included in the catalogue and are discussed briefly in
Chapter XI.

In Ireland nearly all the crosses and related sculpture are known
to be associated with monastic sites. This may be contrasted with the
English material which, although it is monastic during the Anglo=-Saxon
period, is more frequently associated with ordinary church sites during
the Anglo-Scandinavian (Bailey 1980, 81-4). In Scotland some of the sites
are also monastic, for example Iona, but the status of others,
particularly in Pictland, is largely unknown. The Irish monuments,
like a large number of those in Scotland, still mostly remain as field
monuments. They usually stand in the open, frequently within the bounds
of a monastery, the archaeological remains of which can often be traced.
Sometimes they stand in a more modern enclosure with a church (frequently
abandoned) and graveyard which are thought to have been situated on the
focus of an older site. Many are thought to be still in their original
position. Only two (Banagher and Clonmacnoise II) have been rémoved to
the National Museum in Dublin. Most of the crosses are National ]
monuments (Harbison 1975). By contrast in England monuments actually
in situ such as the Bewcastle Cross are rare. Although they are
usually associated with churches and are, very often, church property.
They have frequently been brought inside at some point or incorporated
into the church fabric, perhaps once they had gone out of fashion, to
be rediscovered in some nineteenth century restoration.

This studyAseeks to concentrate on the monuments themselves, their

iconography and ormamental repertoire. It is not intended to go into
the rest of the history or archaeology of the sites where the sculpture
is found in any detail. The author is not familiar with old Irish.
For this reason the surviving inscriptions on the crosses have been
examined with the help of Professor Kenneth Jackson. Where possible
quotes from the source material have been given in both the original
language and in translation.

This study is arranged in the following way. Firstly, there are
two general chapters, the first an explanation of the techniques used
in the study of the abstract ornament and a categorisation of it, the
second a general introduction to the emergence of the freestanding
cross in Ireland. The monuments are then discussed in groups according
to similarity, those which do.not fall into any particular group being

dealt with together in Chapter XI. Within each chapter there is a
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brief introduction to the monastic sites where the sculpture is
situated followed by a discussion of the form and layout of each
monument. The decoration, both figural and ornamental, is then
discussed in detail, the order of this varying according to what is
considered important within a particular group of monuments. Each
chapter terminates with a consideration of the chronology of the group
and how it fits into the development of Irish Early Medieval sculpture
as a whole. Following the final conclusions is a catalogue providing
a systematic description of each monument and corresponding plates.
This study has taken cognisance of relevant material published up to
July 1981.



Chapter II. INTRODUCTION 'TO THE -ORNAMENT

The majority of crosses in Offaly, Kilkenny and Tipperary are
decorated chiefly with abstract ornament rather than figural represent-
ation., Therefore, one of the aims of this study must be to make a
permanent record of what is often very complex decoration in a way
which will facilitate comparative study both with sculpture elsewhere
and with similar patterns in other media. The object of this chapter
is to explain the methods used in the study of this ornament and to
attempt to provide a reasonably simpie vocabulary for the description
of the various types of patterﬁ used in the decoration of Irish
sculpture. (Definitions of other special vocabulary are provided in
“the Glossary) A

All work on Hiberno - Saxon ornament owes a tremendous debt to

Romilly Allen's monumental study of the Early Christian Monuments of

Scotland (Allen and Anderson 1903, II and III). As an accompanjment
to the complete corpus of Scottish sculpture he also provided a detailed
discussion of the ornament. The variations of each interlace knot,
each spiral and each fret motif were carefully recorded explaining where
each éé?ézfound, both in Scottish sculpture and elsewhere. Furthermore,
he also looked behind the actual lines of the pattern in order‘to
determine how such ornament might have been constructed. Although his
corpus was completed nearly eighty years ago it is still the most
complete study of Hiberno-Saxon ornament attempted and has provided the
starting point for all work since (Bain 1951; Bruce-Mitford 1960a,
221-231; Adcock 1974, 1978).

In Ireland the ornamental aspect of the sculpture has been little
considered. The main contribution was provided by Henry Crawford's

Handbook of Carved Ornament (1926a). The aim of this book was to

provide illustrations of the great variety of decoration, both ormamental
and figurgl, found on Irish sculpture of the Early Christian Period,

each accompanied by a brief description. As Macalister (op cit, VI)

said in his preface to this volume, it provides a suitable stepping

off péint for a more detailed corpus; unfortunately no more. Similarly,

in Frangoise Henry's La Sculpture Irlandaise (1933), although it is
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divided into differenmt chapters.according to different types of

ornament, the various pattefns are never discussed in more than a

~general way and no complete corpus or description of ornament is attempted.
Here the differeant types of HibernOGSaxoﬁ ornament will be treated

one by one with the aim of demonstrating both the repertoire used and

the constructional methods employed.

1) 1Interlace

Although it may seem more logical to discuss spiral patterms at
the beginning, since they provide the foundation on which other motives
in Hiberno-Saxon art are built, here interlace will be treated first as
much of the work done on other ornamental types seems to spring from
the initial study of interlace. Much ink has been spilt on the problem
of the origins of Hiberno-Saxon interlace and where and when it was A
introduced!. However, this is not the place to go into these difficulties.
Suffice it to say_fﬁat interlace was becoming a characteristic part of
the Hiberno-Saxon ornamental repertoire by the time that the seventh
century Durham (Cath. Lib) A.ITI.10 was illuminated (Nordenfalk 1947,
162ff) and that by tﬂ:ifigggsfarne Gospels (E.M; Cotton, Nero D. iv s
III in) were illuminated (c 698<721) the repertoire of interlace
ornament had reached its full complexity (Adcock 1974, 60).

In modern times Romilly Allen (Allen and Anderson 1903, II, 202-
307) was the first to attempt the study of interlace motives in detail.
He made a catalogue of the different interlace knots used and showed
how each might be elaborated to produce a different pattern. The basis
of this original categorisation was retained by Gwenda Adcock (1974,
642 1978) being merely simplified to establish six basic pattern
elements (A to F) which each had various elaborations. The increased
simplicity of the scheme achieved by Adcock is also used here. A few
pattern groups found on the Irish sculpture do not fit into her
categorisations and have therefore been added. The first of these is
Plaitwork (RA Nos. 501-506) which may be simply categorised according
to the number of strands used in each pattern. Secondly, there are
a number of 'Closed Circuit' patterns based on elements other than
Adcock’'s A to F. These are the Triquetra Knot (RA No. 798) and
patterns composed of circular, oval and hooped rings (RA Nos. 766-776).

The interlace patterns found on the scuipture of Offaly, Kilkenny

and Tipperary which are discussed in this study may be found in Fig. 1.
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it will be noted that the complete repertoire of interlace ornament is
surprisingly small even though a wide variety of patterns are included
This is interesting because the repertoire of interlace displayed in
both Pictland and Northumbria (Alien and Anderson, II, 202-307; Adcock
1974) is much greater. Whether this differénce is significant seems
more difficult to determine.

One other thing which should be pointed out is that the voids
made between interlace knots frequently make the form of a cross. It
seems likely that these cross symbols are intentional and a particularly
good example of this may be seen on Clonmacnoise I A 2 (see p 54 ).
Robert Stevenson® (1974, 39-40) has hinted at the possible ChristianA
significance of the cruciform shape on the Hunterston Brooch and the
cross shape is certainly extremely important in manuscript illumination.
It provides the foundation for the display of ornament on many carpet -
pages from the Book of Durrow onwards (A&berg 1943, 101-2). A good
example of the moulding of the ornament to fill the cross shape is
provided by the only surviving carpet page from the Lichfield Gospels
(Lichfield Cath. Lib. s VIII') (Nordenfalk 1977,pl.26). _

Romilly Allen (Allen and Anderson 1903, II, 143£ff) believed that
interlace was constructed on a diagonal grid of squares. He traced
the artistic origin of such interlace patterns back to simple plaitwork
designs which may be logically constructed on a diagonal grid (see
Glossary) since the lines of the plaitwork strands actually follow the
lines of the grid. George Bain (1951, 25=55) examined the problems
of the construction of interlace with the eye of an artist eager to
adapt them to modern usage. Like Allen he suggested diagonal grids
might be used but he also indicated that the points where interlace
strands were to cross, at least on the simpler patterns, could be
indicated mereiy by a dot. The presence of constructional grids for
interlace ornament was actually proved by Bruce-Mitford (1960a), who
demonstrated that the abstract decoration of the Lindisfarne-Gospels
was drawn out using geometric grids for guidance, some of these being
still traceable as pinpricks on the other side of the page. He
discovered that elaborate interlace patterns were here built up on
square rather than diagonal grids as Romilly Allen had first suggested.‘
Furthermore, he also put forward the idea that an investigation of the
scale of the constructional grids used might indicate a particular
series of measurements in use amongst a particular group of artists.

The germs of these ideas have since been worked on and borne out by
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Gwenda Adcock in her study of Northumbrian sculptural interlace (1974).
Firstly, she discovered that the interlace patterns found on Northumbrian
sculpture were being constructed on square grids. Such grids could be
used in one of two ways. Either the crossing points of the grid lines
could mark the points where the strands of interlace would actually
cross (crossing points) or they could be used to indicate the voids
(hole points) between the strands of the pattern. Secondly, she found
that the dimensions of such grids could be calculated by measuring the
horizontal or vertical distance between the crossing points of pairs of
interlace strands (or hole points). The distance between two crossing
points is called the 'unit measure'. She also realised that some groups
of sculpture not only used a similar ornamental repertoire but also that
certain monuments were using the same grid measurements for the construct-
ion of these patterns. Wherever possible I have applied these princ%pai§>
to the study of the construction of the interlace ornament on Irish
sculpture with the following results.

_ Firstly, many interlace patterns seem to have been constructed on
square grids, the crossing points of the grid indicating the crossing
points of pairs of interlace strands. Although no visible signs of a
square grid have survived, evidence for this was obtained by making
careful measurements of each interlace panel and noting where the
distances between the crossing points of the strands were consistently
similar*. In some instances the distances between the crossing points,
the unit measure, was found to be the same. for a numher of patterns on
different monuments within a particular group of sculpture, thereby
suggesting that a group of monuments might be linked by their construct-
ional dimensions as well as their ornamental repertoire. This may be
demonstrated particularly well amongst the Clonmacnoise monuments (see
p 50 ff). Some interlace patterns may have been constructed on square
grids where the crossing points of the grid indicate the hole points
between the strands. However no evidence has been found for this.

Secondly, as Romilly Allen originally suggested, there seems to
be some indication that diagonal grids were used for the construction
of interlace ornament on some monuments. The possibility of diagonal
grids is most apparent amongst the Ossory crosses (see p 105 ) where
hardly any complex knotwork is used, the interlace being confined to
simple plaitwork patterns which could logically be constructed on a
diagonal grid. The possibility of interlace patterns set out on
diagonal‘grids first presented itself when examining the plaitwork: on

Abenny II (see pl07). It was noted that patterns contained within
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regular areas were tackled with a fair degree of competence but that
where irregular areas were decorated, for example Ahenny II C 1, the
sculptor has experienced obvious difficulties which resulted in an
uneven pattern. It is impossible to be absolutely certain whether any
grid more complex than a mark indicating the crossing points of pairs
of straﬁds was attempted but when careful measurements were taken it was
noted that the diagonal distances between the crossing points were
consistently more even than the horizontal or vertical omes. On Lorrha
II (see pllO) a diagomal grid is suggested by the fact that the plait-
work strands do not cross at right angles. The horizontal and vertical
distances between the strands thereby differ considerably but the
diagonal unit measurements remain surprisingly even. On Kilree B 4

the use of a diagonal grid as the constructional basis of a plaitwork
pattern can perhaps actually be demonstrated since fragments of the
original grid system may still be in existence (see pl4l).

One suspects that many of the simpler patterns may have been
constructed merely by marking the crossing points of pairs of strands
as Bain (1951, 29) has suggested. '"Motif pieces' also give some clues
since sometimes ‘traces of the constructional process are still visible.
Rough divisions using a square grid may be seen on a slate from Gransha
Mound, Co Down (O'Meadhra 1979, No. 75). There is a vertical line down
the centre of a plaitwork pattern and hole points are used to construct
a simple interlace motif on two pieces from High Street, Dublin (op
cit, Nos. 37, 43). Certainly some kind of constructional aids seem
to have been essential for achieving an even interlace pattern free of
mistakes. The possible results of failing to do this may be seen
at Kilkieran II (see pl09).

2) Spirals

Unlike interlace, which becomes a characteristic ornamental
element of Hiberno—Saxon art in the Post Roman period, the use of the
spiral in both Britain and Ireland has a much longer history since it
is also an important ornamental element of the Celtic Iron Age. During
the long period of its usage the motif changed and evolved but never
entirely lost sight of its La Téne origins. In the early period Celtic
spiral ornament, which was ultimately derived from the Greek
palmette and tendril scroll, maintained a delicate balance, combining
separate asymmetrical elements to produce an overall composition which

gave the impression of symmetry (Kendrick 1938; 8£f).° However, the
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influence of Rome brought changes to Celtic art in Britain, the adoption

of symmetrical patterns and classical elements such as volutes and

peltas. 'Cet art qui n'était que lignes fluides, courbes imprévues)

le voici tout 2 coup converti a la logique des ordonnances classiques'

(Henry 1933, 39). Towards the end of the Roman Period in Britain native
art, which never entirely died, can be seen to re-assert itself taking
ornamental elements from the Romano-British miyiieu and adapting them
to produce the characteristic spiral ornament of the Early Christian
Period (Kendrick 1938, 59). However, in Ireland such an evolution is
more difficult to trace. Classical influence 1is apparent although

there was no physical intervention. Therefore,‘as Frangoise Henry

says (1965, 9) in Ireland it seems unlikely that there was sver any
chronological gap between the late La Teme objects and the brooches

and pins of the fifth and sixth centuries.

The grammar of Dark Age spiral ornament is very much less complex
than that of the Irom Age since there are only two basic elements, the
'S" scroll and the 'C' scroll (see Fig. 2), both of which are used to
join adjacent spirals. As Romilly Allen said (Allen and Anderson 1903,
II, 337, No. 1025)

'There are only two ways of connecting together

two adjacent spirals., If the two spirals have

an opposite direction of twist, the curve will

be C shaped; but if they have the same direction

of curve, it will be § shaped, |
He went on (op cit, 387 ff) to catalogue the spiral patterns found
amongst the Pictish sculpture. The broad principals of this
classification have been retained here with some modifications. As
will be seen in Fig. 2, the patterns containing only 'C' scrolls and
those containing only 'S' scrolls have been placed in separate
columns. The third column contains patterns which combine both
elements. The two simple elements, used either separately or together,
may be elaborated in a number of different ways. In this Romilly

Allen's classification has been followed:-

I. Single Borders ie Patterns using a single row of spirals
(RA Nos. 1042-1048).

Ia. Borders composed of Large and Small Spirals
ie Patterns using a single row of spirals
but other small spirals are included as
accessories in the pattern (RA Nos. 1049-50).

IT. Double Borders ie Patterns using a double row of spirals
(RA Nos. 1051-1063).
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III. Rectangular Panels with Spirals arranged in Rows
(Patterns with more than two rows of spirals)
(RA Nos. 1064-1066)

IV. Rectangular Panels with Spirals arranged symmetrically
on each side of an axis in the Plane of the Paper.
(Mirror Image Patterns) -
(RA Nos. 1067~1071)

V. Spiral ornament filling square spaces.
(Square panel pattems)
(RA Nos. 1072-1085)

VI. Spiral ornament filling circular spaces.
(Roundels)
(RA Nos. 1086-1111)

Romilly Allen's seventh category 'Spiral ornament filling Semi-Circular,
Crescent-shaped and Triangular Spaces’ does not apply as it relates to
the ornament of Pictish symbols and therefore is not included.

As can be seen (Fig. 2 ) the actual repertoire of spiral
ornament amongst the monuments of Offaly, Kilkenny and Tipperary is
surprisingly small and most of the patterns are relatively simple.

The complex 'mirror image' patterns are not found in this area of
Ireland at all élthqugh there are examples on crosses further to the
north, for example Kells West (Roe 1966, P1 XVIII), and here one
suspects Scottish influence as patterns of this type were very much
more common in Pictland and Dalriada.

The techniques of construction of spiral patterns must have
evolved with the advent of spiral ornament itself as the execution of
its complexities would have been impossible without some kind of
mechanical aid. Compasses were used to obtain the intricate series of
circles necessary to construct such patterns and Jope and Wilson's "
study (1957, Fig. 2) of the Banwm Disc demomstrates the great care with
which the curves and spirals were mapped out, the result being the
apparently effortless lines of the finished ornament. Frangoise Henry
(1965, 218=20, Fig. 31) has gone on to show the methods of construction
employed in the spiral composition on the Lough Crew bone slips.

Here a grid of rectangles was ruled out to provide the basis for the
ornament, the centres of the spirals being placed at crossing points on
the grid. The spiral patterns in the Early Christian Period seem to
have been constructed in a similar way. Bruce-Mitford (1960a, 22% ),
in his study of the Lindisfarne Gospels, found lines and prick marks on
the reverse of £26V indicating the spiral ornament had been constructed
on a rectangular grid with additional diagonals. It therefore seemed

likely that the spiral patterns om Irish sculpture might be constructed
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in. a similar way and the question also arose as to whether, like the
interlace, the grids might be of significant dimensioms, perhaps linking
patterns on a particular cross or a group of monuments. Close observa-
tion suggests that the Irish sculptural patterrs may have been constructed
using both square and diagonal grids. An example of the former is
provided by Baragher D 2 (see p 76), of the latter by Ahenny 1 €2
(see pl0ol). It seems likely that the grid lines would have been
placed so their crossing points marked the centres of the spirals,
perhaps with further lines acting as a guide for the spiral scrolls and
the edges of the spirals themselves (Fig. 3 ).. The arcs of the spirals
could then have been constructed using a compass. Whether specific
dimensions were being used for either the grids or the diameters of
the spirals is more difficult to determine although some results were
obtained. The most impressive of these was the realisation that the
spiral ornament on Ahenny I A 1 was constructed on a square grid using a
unit measure of 2.5 cm and that this also tied in with the unit measure
used for the plaitwork on C 1 and the dimensions of the crosshead
itself (see ppl101,106). More work on this could lead to further
discoveries along these lines.

Roundel spiral patterns were probably constructed in a rather
different way using a mixture of lines radiating from the centre point

of the roundel and concentric circles (Fig. 3 ).

3 Frets

Fret patterns, which are also sometimes called key patterns
because of their superficial resemblance to slots cut in an old fashioned
key, have a long and varied history, similar ornament having evolved as
far apart as Greece, Mexico and China (Allen and Anderson 1903, II,
308-9). 1In Ireland it first appeared during the Iron Age, where it may
be exemplified by the border pattern on the Turoe Stone (Duignan 1976,
Fig. 1). Quite how it re-emerged in the Early Christian Period is
rather obscure. Suffice it to say here that by the time the Book of
Durrow (Dublin TCD 57) was illuminated it had become an important
element of the Hiberno-Saxon ornamental repertoire.

Romilly Allen (Allen and Andersom 1903,-II, 312 ff) discussed in
some detail the various elements which make up fret ornament and the
ways in which it was constructed. The patterns could be constructed
either on a square or a diagonal grid or a combination of the two
(RA Nos. 859-60, Nos. 871-4). 1In his view only the main pattern elements

were drawn with the aid of a grid, the terminals being added afterwards
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freehand. However, George Bain. (1951, 75-81) suggested that the
constructional grids for fret ornament were very much more complex and
that they would have been used as a basis for every detail of the
pattern. This implies very complex grids on a small scale but it would
certainly seem to make the drawing of the more complicated patterns
easier. However, the need.for these has been disproved, at . least for
the Lindisfarne Gospels, since Bruce-Mitford's examination (1960a, 224)
of the surviving grids used in the construction of the fret ornament
has demonstrated that a grid was only used.fof the construction of the
major elements. A 'motif piece' from Ballinderry I also shows patterns
set out in this way (0'Meadhra 1979, No. 10}.

Romilly Allen (Allen and Anderson 1903, II, 312ff) showed that the
type of grid used is crucial to the type of fret pattern drawn and the
elements it contains. The basic elements are E and J= which are
the straight line equivalents of 'S’ and 'C' scrolls in spiral patterns.
E} elements are usually placed in pairs so as to form a jE . The
terminals of these can be elaborated to produce much more complex
patterns (RA Nos., 827-832). Where a diagonal or a combination of square
and diagonal grids are used the elements may become distorted; ‘Jp
may become S and jj %& or )\ 6. The terminals of these elements
may also be elaborated, frequently with a . series of small tfiangles but
sometimes spirals are also introduced into the pattern (RA Nos. 881-5B).

Romilly Allen (ibid, 331-363) went on to catalogue the wide
variety of fret patterns which are found on the Scottish monuments and
elsewhere. Indeed the variety, complexity and profusion of this type
of ornament in Pictland could suggest that it was developed here.

Both square and diagonal grids are used and a combination of the two
but the first is used less often than the others. The fret patterns

on Welsh sculpture, although on the whole less accomplished, are quite
common and all types are characteristic (Nash-Williams 1950) and it is
interesting to note that those constructed on a square grid are more
common here than in the north (Allen and Anderson 1903, II, 340).
However, in Anglo-Saxon England there are very few fret patterns (Cramp
forthcoming). In Ireland the number of fret patterns is not great
(Fig. 4) and the repertoire of ornament seems fairly limited. Diagomal
and a combinatiou of diagonal and square grids are favoured and the
only exception to this so far noted apart from simple creneféted
patterns is Kinnitty I D 4 (see p 179). ;

The fret patterns on the Irish sculpture were examined for signs
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of constructional grids. This was done by measuring along the lines
of the elements (Fig. 5 ) and the likelihood of a grid may be seen
very clearly on Kilree C 10 where the pattern elements almost seem to
be joined by ruled lines. It seems likely that, at least in some
instances, grids with specific unit measures were preferred and this
may best be illustrated by the fret patterns on Kilree and Killamery
(see pl35).

Romilly Allen divided his catalogue into two principal groups of
patterns: those based on a square grid (RA Nos. 886=923) and those
based on a diagonal grid or a combination of the two (RA Nos. 924-1012).
In Offaly, Kilkenny and Tipperary the majority_of‘patterns are made up
of lrXga.ncl. Zelements although there are also one orvtwo examples of [,J
and/&\. An attempt has been made to simplify Romilly Allen's categorisa-
tion as his numbering system is not very easy to use because the |
patterns on the Irish crosses are seldom identical to those in Scotland.
Fig. 4 demonstrates this categorisation. The different pattern
elements have been placed in columns and the different variations drawn
out. The single pattern where a combination of units is used has been
placed at the end. 1In this categorisation no account has been taken of
the different types of terminal - (RA Nos. 881-885B). Romilly Allen’s

equivalent pattern numbers have been included where applicable.

4) Step and Chequer Board Patterns

Chequer board patterns consist of a square grid where altermate
squares are the same in a similar way to a chess or draughts board.
Step patterns are a more complex version of this theme where, instead
of alternate squares the same,groups of squares are linked so as to
form a unit with a varying size of stepped perimeter (Fig. 6 ). Such
units may be placed singly, used as a border or may be used on larger
panels to cover the entire surface with a carpet of ornament. Frequently
a cryciform void is formed in the centre of a step unit or between the
units where there is a carpet of ornament. This may be seen as a
parallel to the frequent breaking and rejoining of the strands in inter-
lace patterns to form cruciform voids (see p 8 ). These patterns have
their background in Vernacular Style metalworking techniques, particul-
arly objects decorated with millefiori and champlevé enamel (see
Appendix 2), for example .the mount from the Micklebostadand hanging bowl
on the Copenhagen shrine (Henry 1965, Pl B; Mahr 1932, P1 16) (Fig. 22 ).
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They are early adopted.into the ornamental repertoire of manuscripts
being.représented in the Book of Durrow, the Lindisfarne Gospels, the
Durham Cassiodorus (Durham Cath. Lib. B.II1.30) and the Book of Kells
(Dublin TCD 58) (Nordenfalk 1977, Pls 2, 15, 28, 43) but at all times
their style clearly betrays their metalwork origins. Metalwork of the
eleventh and twelfth centuries sees a revival in the popularity of such
patterns which are used in .cut out form to decorate the backs of shrines,
for example the So%%gl Molaige and the Shrine of the Stowe Missal (Mahr
1932, Pls 57, 67; Crawford, H.S. 1923, Fig. 2).

In sculpture they are not so common. In Pictland there is only one
example on Rosemarkie I where the stepped cross seems to be derived from
manuscript ornament (Henderson 1978, 50). Therefore they are not included
in Romilly Allen's analysis of ornament. They are equally rare in Anglo-
Saxon England, there being one example from Irton in Cumbria (Collingwood
1927, 83, 119). In Ireland there are a number of examples particularly
on the crosses at Kilree and Killamery (see p137).

~As omne might expect, step patterns are constructed on square grids
and Bruce-Mitford (1960a, 223) has“fouﬁd examples of these in the Boock
of Lindisfarne. Evidence of a grid which has been adapted as an integral
part of the pattern may also be seen on Killamery B 8 (see'ﬁ 137.
Patterns of this kind are relatively easy to measure to see if they are
constructed with a standard unit measure as this is simply the width of
the square. It was discovered in one or two instances, for example
Clonmacnoise II (see p 79 ), that the unit measures were the same for more
than one type of pattern, for example step patterns and interlace patterns.

The repertoire of chequer and step patterns is not great. They are
catalogued in Fig. 6 ., The single patterns composed of triangles,
Kilkieran II B 3, and the patterns composed of 'L' shaped elements,
Ahenny T C 3,may also be included here.

5) Zoomorphic and Anthropomorphic Patterms

The origins of such ornament are complex. There are zoomorphic
elements in Irish manuscript art as far back as the possibly late sixth
century Cathach of St Columba (Dublin R.I.A.) (Nordenfalk 1947, Fig. 14C)
but the real boost to its proliferation seems to have come during the
second half of the seventh century with the adoption of Germanic beasts
derived from Salin Style II into the repertoire of Hiberno-Saxon manus-
cript illumination as demonstrated by the St John carpet page in the

Book of Durrow (£192) (Nordenfalk 1977,P1.8). By the time the Lindisfarne
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Gospels were illuminated €698-721 zoomorphic ornament had become a
characteristic element in Hiberno-Saxon art. Anthropomorphic
ornament enters . the repertoire slightly later as exemplified in the
Book of Kells (see p71).

There are two sorts of zoomorphic and anthropomorphic patterm.

In the first the terminal strands of ordinary interlace patterus,
instead of joining together in the normal way, end in zoomorphic or
anthropomorphic elements, for example Banagher C 3. Such terminals
may also be used in spiral patterns. In the second the pattern is
formed by the interlacement of the entire body of a bird, quadruped or
man as in Banagher A 3. The actual»repertoire of zoomorphic and
anthropomorﬁhic elements is very wide and, there being fewer mechanical
strictures than in.the purely abstract ornament, it is open to a very
broad range of interpfetations on the part of the artist. For this
reason it does not seem practicable.to catalogue each pattern here but
each motif together with its comparisons is discussed in some detail in
the course of the text.

It is easy to see that interlace or spiral patterns with zoo-
morphic terminals would be constructed along the same lines as ordinary
inberlacé or spiral patterns., However, designs in which the entire
body of the creature is interlaced are more problematical. Romilly
Allen did not approach this diffiéulty and unfortunately Bruce-Mitford
(1960a, 227—30) was not successful in finding any traces of comstruction
lines forvzoomorphic patterns in the Book of Lindisfarne. The majority
of work on this was done by .George Bain (1951, 104-115) and, although
the advice on pattern construction in this book is aimed at the
practising artist rather than the student of Hiberno-Saxon art, one
must conclude, as Bruce-Mitford did, that his methods provide a likely
basis. The constructional methods he suggests are similar to those
used in other types of ornament: grids of squares, dots marking strategic
points in the pattern and the division of panels using a mixture of
ruler and compass, the ornament then being applied freehand. This view
is supported by a shale 'motif piece' from Garryduff which shows two
incomplete versions of a similar anthropomorphic design (0'Kelly 1962-4,
89-80, Fig. I5,Pl X; O'Meadhra 1979, No. 71, Figs. 377-80). This
design was constructed in the following manner. Firstly, a rectangular
frame was lightly incised using freehand strokes and this was divided
into four also using freehand. Compass drawn curves were then placed

at strategic.points to aid conmstruction. The design was then drawn
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freehand very lightly taking no notice of the correct under and over
of the individual interlace elements. Finally these light lines
were deepened and the interlace crossings were correctly arranged.
Unfortunately the zoomorphic and anthropomorphic patterns on the
crosses of Offaly, Kilkenny and Tipperary have yielded no indications
of how they were constructed but one suspects that techniques similar

to those outlined above would have been used.

Having discussed at some length the repertoire of ornmament and
the way in which it was constructed one should now ask how such
ornament was actually applied to the stone. If complex ornament is to
be competently carried .out there must be some kind of preliminary
stage, possibly a patﬁern book, or perhaps the design was simply ,
sketched out on a 'motif piece' of stone, bone, wood or vellum.

Once the pattern had been decided on it had to be transferred on to the

roughed out panel on the cross.’

In many instances a grid could have
been applied to the stone with chalk and then the pattern drawn freehand.
However, this does not account for the fact that certain monuments or
groups of monuments.seem to favour grids of certain size. Recently
Richard Bailey (1978b,179ff; 1980, 246-53) argued convincingly that
templates had been used as the basis for motives on a variety of Anglo-
Scandinavian sculpture in South Durham and North Yorkshire. A template
used to produce a motif on one monument could be used to produce the
same motif again on another. He has also carried out a detailed
~examination of the Durham Cassiodorus (Durham Cath. Lib. B.II.30) and
suggested that the two figures of David, which are quite clearly by
different artists, were constructed with the aid of the same templates
(1979,14-7), 1In this case the entire design was not drawn with a
single template but certain curves on each of the figures are the same
and could have been reproduced with the aid of a template working
rather like a French curve. Gwenda Adcock (1974, p 8% ) has suggested
that a template made of lead used for drawing out interlace may still
be in existence, having been excavated at Monkwearmouth although
Rosemary Cramp (1970, 329, Pl LIV f) has suggested that it may have
been placed in front of coloured window glass to produce a patterned
effect. One suspects, hut one cannot at the moment prove, .that
sculptors iﬁ Ireland were also using templates. It is possible, where

patterns are identical in size as well as design, for example Bealin
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A 3 and Clonmacnoise I A 5 (see pp 52, 54), that a template of the
entire pattern might have been produced in sheet metal or leather,
used for ome ﬁonument and then put away until it was needed again.
However, what seems most likely at the moment is the idea that just
one design element, for example a single interlace knot, might be
made up as a template andAthen; by turning this round in different
directions or turning it over, an entire pattern could be constructed.
Loose strands could be joined together at the end or others added with
the aid of a ruler or a,ﬁemplate curve, This method of construction
is a possibility on Kinnitty.I A 4 (see p 172). Again the template
could be stored and then used as necessary elsewhere. One should also
consider whether template curves could have been used as in the Durham
Cassiodorus. Certainly one might expect the 'S' and °'C' curves on
spiral patterns to have .been produced in this way although an entire
interlace pattern seems unlikely as the method would be very cumbersome.
Undoubtedly the methods of construction and execution of Hiberno-
Saxon ornament is a field of research which is developing quickly and
one would expect ideas to change rapidly in the next few years. It is
possible that the best results may come to light' by looking not at
sculpture, where the subsequent carving and"gnd/weather usually destroy
any signs there. may have .been of the original lay out, but at manu~
scripts or 'motif pieces' where that evidence is likely to be still
extant. Bruce Mitford's study (1960a) of the grids in the Lindisfarne
Gospels was pioneering for the art of the British Isles and has since
been followed up by Gwenda Adcock (1974) in the case of the Durham (Cath.
Lib.) A.II.10 and by Richard Bailey for the Durham Cassiodorus (1979,
12-17). Work on other manuscripts along these lines would undoubtedly
be profitable. Uainnin 0'Meadhra’s recent catalogue of Irish 'motif
pieces' (1979) shows the potential for telling us a great deal more
about construction techniques and how the actual carving was carried
out. Some reference has already been made to pieces which show
evidence of constructional techniques. The discovery of other 'motif

pieces' in future excavation may very well tell us a lot more.




Chapter II. "FOOTNOTES

For a summary of current thinking on this subject see Edwards
1976,

Adcock 1974, 64.
Relationship of Adcock's categorisation to Allen's.

Pattern A: RA Nos. 653 = 664; Basic A; No. 658
Pattern B: Nos. 524 - 548; Basic B; No. 526
Pattern C: Nos. 632 - 652; Basic C; No. 638
Pattern D: Nos. 589 = 594; Basic D; No. 590
Pattern E: Nos. 595 - 618; Basic E; No. 611
Pattern F: Nos. 549 = 588; Basic F: No. 557

I am grateful to Robert Stevenson for his very helpful discussion
with me of the importance of the cross-symbol in Hiberno-Saxon
art.

The problem of whether rubbings of the patterns should be taken
was carefully considered but rejected because many of the crosses
are severely weathered making this difficult. In some instances
the patterns were better preserved but the high relief of parts
of the monuments, for example bosses and mouldings, again made
rubbing difficult. '

A grammar of spiral elements in use in this period has been drawn
up by Fox (1958, xxvii, Figs. 82, 83).

This variation (RA No. 880) at first looks rather peculiar but
presumably it is arrived at by changing § to *&:

For an example of an unfinished cross at this stage see Kells
East (Roe 1966, Pl XIX).



Chapter III. THE ORIGINS AND MORPHOLOGY OF THE FREESTANDING CROSS IN
IRELAND.

[ e

1) The Prehistoric Period

The stone sculpture of the Early Medieval Period is by no means
the first venture into this medium found in Ireland. Indeed, the
earliest experiments may be seen during the mid to late Neolithic in the
prolific and accomplished carving found in the passage grave art of the
Boyne Valley (Herity 1974, 93 ff). The geometric quality of this, as
Frangoise Henry (1965, 1) has stressed, seems to set the tone for much of
the work that followed, both in the Iron Age and in the Early Medieval
Period. In the Bronze Age, however, there seems to have been very little
stone sculpture. The only class of monument which may perhaps be -
mentioned is the cup and ring marked stone which is traditionmally ascribed
to this period (Mac White 1945).

During the Iron Age, with the development éf La Téne art in
Ireland, three principal types of stone sculpture may be noted. Firstly,
there are monumental blocks of stone, the surfaces of which are carved
with an intricate carpet of spiral ornament in low relief. The most -
famous of these is the Turoe Stone, Co Galway, undoubtedly a very
accomplished piece, which has generally been considered early, between
500 and 300 B.C. (Raftery J. 1944, 45), However, recently Michael
Duignan (1976), in a detailed analysis of the ormament, has concluded
that 'the Turce stone shows us a mixture of insular traditions and styles,
and represents‘an advanced stage of insular La Téme art (op. cit, 210)
and, in the light of current opinion (op cit, 214), this would seem to
be the more acceptable suggestion. Other stones decorated with spiral
ornament have been found at Castlestrange, Co. Roscommcn, which Duignan
(ibid 215) regards as a 'degenerate' piece of work compared with Turoe,
and the Killycluggin stone from Co. Cavan, the ornament on the- upper
part of which is now missing (Macalister 1922, 113-6). The spiral
decoration on these monuments is asymmetrical but ornament of this type
may undoubtedly be regarded as the forerunner of the Early Christian
spiral patterns (see p 10). In additiom there is a little known stone

from Mullaghmast, Co. Kildare, now in the National Museum (Coffey 1902-4,

21.
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263-66, Pl XXII). This seems to be a late example of this type of
monument and is decorated in low relief with a triskele on the top
and spiral ornament on two sides resembling early enamelwork. The
other two surviving patterns are incised showing a symmetrical pattern
of 'S' and 'C' scrolls.

The second type of stone sculpture which evolves during the Irish
Iron Age is connected with the cult of the head. As Anne Ross (1967,
149-153) has stated these objects are often very difficult to date
because an interest in the head is maintained long after the advent of
the Early Christian Period (see p71 ). However, the type may be
exemplified by the fine tricephalos from Corleck, Co. Cavan (op cit.
108-110).

The third type, the monumental figure, is centred on Northern
Ireland with a concentration in the area of Lough Erne. Undoubtedly, the
most dramatic of these is the horned figure from Tanderagee but two
other important examples have been found on Boa and Lustymore Islands!
(op cit, 191-3, Pl XI). Again one should point out the retention of
this type of sculpture into the Early Christian Period. Such continuity
may be seen clearly in the statues from White Island, also in Lough

-Erne, which carry undoubtedly Christian attributes although their facial
and bodily features bear many of the same stylistic details as their

Boa and Lustymore Island neighbours (Hickey 1977). Further evidence of
continuity may be seen in the figures from Killadeas, Co. Fermanagh and
the small shafts from Carndonagh, Co. Donegal (Henry 1967, P1 9; 1965,
Pl 59). Therefore, at the advent of the Early Medieval Period, stone
sculpture was not an entirely new medium, one that had to be introduced
from outside, but one which had already been experimented with-over a
long period of time. The evidence of this would, without doubt, have
been available for the monastic sculptor to draw upon and the inspiratiom
of these earlier monuments may be inferred in some of the stylistic
details of the later material. The Irish sculptor, with the advent

of Christianity, does not seem.to have tossed away his former pagan
artistic vocabulary, but, rather, blended it with a Christian artistic

repertoire which was introduced from abroad.

2)  The Beginnings of Early Christian Sculpture in Ireland

This is an almost impossibly difficult subject to tackle,-
especially as it is an area which would benefit from a far more

concentrated research effort than it  has received in the past (see p 1 ).
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Howéver9 it does seem appropriaté{to(gt least/attempt a brief survey

of the different classes of sculpture which were current during the Early
Medieval Period in Ireland, especially at the beginning, in order to
"hetter:understand the background to the advent of the freestanding cross
form and to see what sources of inspiration may have been available at
the time.

The earliest stone monuments in Ireland which have Christian
associations are the ogam stones (Macalister 1945). These are undoubtedly
commemorative. They are concentrated in the South West and, although
they were probably current from the fourth to eighth centuries, they
seem chiefly to belong to the fifth and sixth (Jackson 1953, 152-3).
These monuments are, however, extremely difficult to‘date precisely and
it»isvby no means clear whether they are all Christian (Thomas 1971, 96).
Despite these uncertainties it seems important to draw attention to the
form of these monuments, fough.pillars or boulders, the origins of
which may lie-in the Prehistoric past, while the inscriptions were
probably inspired by Roman tombstones (op Eit 94, Henry 1965, 56). Such
pillars and boulders with the addition of slabs, whether they are shaped
and dressed or left entirely rough, provide much of the raw material for
Irish sculpture during the Early Medieval Period.

One or two_ogam'stones, for example Arraglen, Co. Kerry (Macalister
1945, 140%; Hamlin 1972, 26) ate ornamented with a small 'monogram’
chi=rho 3, Others, for example Aglish, Co. Kerry (Henry 1965, P1 14),
are decorated with a small cross. From these humble beginnings, perhaps
inspired by such things as the use of crosses and chi-rhos" on
imported pottery (Thomas 1971, Fig. 55) or in manuscripts (Lionard 1960-1,
101), the cross form seems to grow rapidly in importance to dominate
every aspect of Irish stone sculpture. In this atmosphere the climax is
reached by the advent of-tbe freestanding cross, itself a monumental
cross symbol. V

There are a great variety of pillars, slabs and boulders decorated
with variations on the cross.theme. They are concentrated on the
western seaboard of Ireland, their distribution in tﬁe east being véry
much more restricted (Henry 1965, 137). The purpose of such monuments
is not always clear. Some are gravemarkers; others, which stand within
some early monastic or ecclesiastical enclosure may have acted as some
other focus or demarcation. However, many, which appear to survive in
situ, do not seem to be connected with any ecclesiastical remains.

This has led to various suggestions. It is possible they could have

marked routes or boundaries or perhaps even commemorated some event
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(Hamlin 1972, 24). .Such monuments have been regarded (Henry 1965; 57,
117£f) as preceeding the freestanding cross series. While some are
undoubtedly early, for example Reask, Co. Kerry, which is regarded as late
sixth or early seventh century on account of its archaic inscription and
the elaboration of the cross motif, which dominates the stone, with
curvilinear and. spiral ornament, which is both reminiscent of the earliest
Irish manuscripts and derived from La T&ne spiral decoration (Ibid), it
seems unwise to assume that all pillars, slabs and boulders-decorated with
variations on the cross theme are also early. Given the simplicity and
crudeness of some of the monuments, the conservative nature of Irish art
and the fact that, apart from a few late examples in Clare and Aran

(de Paor, L. 1955-6), the freestanding cross is not found in western
Ireland, there seems no reason for_thinking that the manufacture of
pillars, slabs and boulders decorated with crosses might not have continued
in the west for a very long time.

During the seventh century the Irish monasteries were establishing
themselves as centres of learning (Hughes 1963, 64~5) both at home and
abroad. Such foundations as Bobbio must have brought Ireland into far
greater contact with the Continent, Ioma with Pictland and the importance
of Lindisfarne in the innovative cauldron of Northumbria in the seventh
and early eighth centuries cannot be over-emphasised. The artistic
output of the Irish monasteries in this period is more difficult to
gauge but during the eighth century the increasing prosperity of many
becomes apparent and with it the establishment of the great Irish scriptoria
(Hughes 1958, 249 ff). It seems likely that developments in stone sculpture,
leading ultimately to the advent of the freestanding cross, would also
have come gbout in this atmosphere.

Frangoise Henry has remarked (1965, 118) that two different classes of
stone sculpture seem to evolve. Firstly, there is the recumbent grave slab.
According to Lionard (1960-1, 156) this class of monument was first used
during the seventh century and it remained important right up until the
eleventh. The slabs, which were either placed over the grave or, in
the case of some of the smaller examples, within the grave fill, are
dominated by the form of the cross, the stone sometimes being
elaborated further by the name of the person commemorated or some
other short imscription. This class of monument never reaches beyond
the fairly routine standard of artistic achievement (see Appendix 3),

and, most important, it is always two dimensional. However,
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concentrations undoubtedly act as indicators of monasteries,
Clonmacnoise for example (Macélister 1909), where a stone mason's yard
was one of the standard monastic workshops and it was surely where such
facilities were already available that there would be room to experiment
with more ambitious sculptural projects. Charles Thomas (1971, 124-5)
views fhe similar 'primary' grave slabs and markers found on the
western seaboard of Britain as a feature of the Irish monastic church
abroad and further Irish evidence may perhaps alsc be seen in the
Northumbrian monasteries (Brown 1921, V, 59 ff; Collingwood 1927, 10ff;
Lionard 1960-%, 130-1) although, in this instance, Continental influence
may also be an important factor (Cramp 1965, 2).

The second class of monument Frangoise Hemry (1965, 118 ff) discusses
is the upright slab or pillar which assumes an increasing monumentality
and elaborateness. In her attempt to establish this very diverse group
of monuments és the direct antecedents of the freestanding cross, she
has sought to date them all to the late seventh and early eighth
centuries. She has noted two>main groups. The first has incised
ornament, some figural, and includes the monuments at Kilnasaggart,

Co. Armagh, Kilaghtee, Co. Donegal, Iniskea North and Duvillaun, Co.
Mayo, the Innismurray slabs with interlace crosses, Co. Sligo, Kil%en
Cormac, Co. Kildare and Ballyvourmey, Co. Cork. The second éroupﬁ
consists of monuments in. low relief: Glendalough, Co. Wicklow, Gallen
Priory I, Co. Offaly (see p264) and Fahan Mura, Drumhallagh,Carndonagh
and Iniskeel, Co. Donegal.

The problems of dating these monuments, and indeed the difficulty

of whether they form any real coherent group, may be illustrated on
several counts. For example widely differing views have been expressed
as to the date of the monuments at Faban Mura and Carndonagh. Frangoise
Henry (1930a,95; 1940, 59) sees these as belonging to the second half
of the seventh century on the grounds that the broad band interlacing
may be compared with. the Book of Durrow. In agreement with this

Carl Nordenfalk (1947, 170) has added a comparison with the interlace
in Durham A. II.10 and this early date has also been supported by
Macalister's reading (1929, 89ff; Henry 1965, 126-7) of the inscription

on Fahan Mura which seems to give a terminus postquem of 633. In

contrast Robert Stevemson (1956, 93-6) believes the monuments to be
much later, indeed of the Viking period, on account of their resemblance
to the slab from Ardchattan, Argyle, which shows bifurcation of

some of the interlace strands and the use of pellets in the interlace

mesh. These are supposedly Viking features which Fahan Mura and
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'CaIndonagh do not display. . However, in the case of Fahan Mura
Henry's and Nordenfalk's compérisons of the broadband interlace with
the Book of Durrow and .Durham A.II.10 seem entirely reasonable and,
in addition, quite close comparisonsmay be made with the early class II
Pictish slabs. The shape of Fahan Mura with its gabled top is very
similar to this group and it is almost identical in height to Glamis
II (Allen and Anderson 1903, III, 221). Both Fahan Mura and the
Pictish slabs are dominated by the form of the cross decorated with
abstract ornament, although with the latter this is only found on the
front of the monument. Both are carved in low relief with incised
lines to bring out the detail. On one side of the Fahan Mura slab
(Henry 1965, P1. 52) traces of wheel arcs may be seen beneath the
horizontal cross arms. Such tentative indications of the wheelhead
may also be seen on Glamis II., Therefore the Fahan Mura slab would
seem to fit into the late seventh or early eighth century context
into which Frangoise Henry first placed it, although, in view of
its simlarities with the Pictish monuments, it could be slightly later.

In contrast with the Fahan Mura slab the monumeﬁt at Carndonagh,
in the shape of a freeétanding cross (Henry 1965, 128-131, Fig. 16),
is a much less accomplished piece of work. The contour lines
characteristic of the Book of Durrow interlace are not included, the
slab shape has been abandoned in favour of a crude freestanding cross
and the Crucifixion scene has much in common with the granite crosses
of the Barrow Valley (see p188). .Judith Calvert (1977), while
believing the Fahan Mura slab is early, suggests the Carndonagh
monument may be as late as the tenth century. The dating she gives
may be too precisé, but that the Carndonégh'cross is considerably
later seems very likely.

This example illustrates clearly the problems of regarding these
monuments as a well defined group of approximately the same date. In
addition, Gallen Priory I (see p267) may well be contemporary with the
early Clonmacnoise shafts and the cross at Bealin. It would also be
surprising if the crude Crucifixion on the slabs from Duvillaun
and Iniskea North (Henry 1937, 272-3, Pls XXI, XXIV.l) are as early
‘as the late seventh or early eighth century since both show Christ
either naked or clothed in a loin cloth. The earliest example of the
revival of the Crucifixion type with Christ in a loin cloth is the
Sacramentary of Gellone, admittedly a manuscript with strong Hiberno-
Saxon ornamental influence, which may be dated to the third quarter of

the eighth century (Schiller 1972, 102, Fig. 349). Otherwise the robed
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Christ is almost ubiquitous before .the ninth.century (Coatsworth
1979, 177ff).

While it is true that these monuments are linked by their slab
or pillar shape and incised or low relief ornament, they otherwise
display great variety and the comparative simplicity of many of them
may not necessarily mean they are all early. They also appear to
cluster in the North West of Ireland, an area where the slab form
may have been favoured if the stone was unsuitable for more three
dimensional sculpture, and therefore it would again seem unwise to regard
this group as approximately contemporary. Indeed the only monument in
this group which can be dated with any certainty at all is the Kilnasaggart
Pillar. This shows the survival of a pillar with inscription and
relatively simple crbss ornament at 1eést until the period around 700
(Henry 1965, 119; Macalister 1949, 114).

From this brief discussion it may be seen that the monuments
which Frangoise Henry regards as the direct antecedents of the
freestanding cross are.perhapé not such a coherent group as has been
thought in the past. Some, like Fahan Mura and Kilnasaggart, are
likely to be early; with some of the others an early date is far more
questionable. In this light the immediate forerunners of the free-
standing cross form in Ireland become fewer and much more difficult to
identify. Indeed, there is a tremendous leap between the cross marked
slabs, pillars and recumbent grave markers, mostly comparatively
simple, and the monumental freestanding cross with its great range of
abstract ornament and iconography.

A related skill which may have influenced Irish monumental stone
carving is the art of building churches in stone but this too is a subject
fraught with difficulty. Such buildings, because of their simple plan,
are extremely problematical to date (Leask 1955, 1). It had been
thought that stone churches might be found in the west of Ireland from
an early period (op cit, 17 £f) but Peter Harbison (1970), in his
study of the Gallarus oratory, Co. Kerry, has called this into
question and suggested that the earliest Irish stone churches may be
those which display wooden skeuomorphic features and which begin to
become common ~ c900 (op cit. 58).

Whatever the date of their inception, ome important thing to
notice is that, in contrast with.the early stone churches of Northumbria
(Cramp 1965, 2£f), there is very little architectural carving on Irish
stone churches of the pre-Romanesque period. What there is does not,

on the whole, seem very ambitious, being confined to gable finials
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carved with a simple figure or .abstract motif (Leask 1955, Fig. 20;
Harbison 1970, Fig. 18) and door lintels incised with.a cross symbol.
‘The only other possibly architectural sculptures which have up to now
beenbrecognised are the mysterious White Island figures. Helen

Hickey (1977, 15) noticed that these have sockets on the top and
therefore could have had a function as supporting pillars or caryatids,
possibly for a pulpit. This lack of architectural stone sculpture

may be a significant lacuna considering the important position which
Northumbrian architectural sculpture holds in the development of
monumental stone carving in Anglo-Saxon England (Cramp 1963).

However, the really great unknown in the early development of
Irish stone sculpture is the role of the woodcarver and what influences
his craft may have had on the medium of stone. It is impossible to
gauge the number of wooden slabs, pillars, grave markers and indeed
freestanding crosses which may once have existed and one may only
hint at the original importance of this medium. The Ballinderry
gaming board is almost the only carved wooden object to survive from
the Early Medieval Period,(Hencken 1935-7, 175-90, Pl. XXV). Otherwise
one is reliant on skeumorphic details such as the gable finials on
stone churches. The use of incised line decoration on stone, a
technique well suited to wood, as may be demonstrated by the carving
on St. Cuthbert's coffin (Battiscombe 1956, 280), also points towards
the craft of the woodcarver. A good example of this is the incised
figure on the Ki%?en Cormac Pillar, Co. Kildare (Henry 1965, Pl. IV).
Early literature also suggests the importance of woodcarving in
Ireland in the form of the much quoted passage describing the church
at Kildare, in the seventh century Life of Brigit By Cogitosus. He
says the church,which is almost certainly of wood, has an 'ornatam
portam' (Migne 1844-64, LXXII, col. 789), thus implying that it may have
been carQed. A further indication of the decoration of wooden churches

S

with carving is provided by the Life of St. Maeddc. Here it is recorded

that the church at Ferns was decorated with
'wondrous carvings and brave ornaments'
'go ndealbhadaibh iongantachaibh
% to ngresaibh bregha'
7 (Plummer 1922, I, 188, para. 34; II,
182; Murray 1979, 85)

From this short discussion it is possible to see the sculptural
background which led up to the advent of the freestanding cross and

also to note the apparent lack of monumental antecedents in the areas
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where crosses became a characteristic feature of the monastic landscape.

It now remains to examine the origins of the freestanding cross itself.

3) The Development of the Freestanding Cross in Ireland

This is a very difficult question which in the past has given
rise to considerable controversy, discussion and speculation. It seems
unlikely that it will ever be solved satisfactorily. However, it is
necessary at this point to try to draw together the various strands of
thought on the subject since the bulk of this work is concerned with
the earlier examples of the freestanding cross in Ireland. The problem
has arisen because the class of monument conveniently known as the
"High' cross, which is found throughout the British Isles in the Early
Medieval Period, is virtually unique. The only possible parallels
which have been cited (Henry 1965, 132) are fragméntary freestanding
shafts, probably dating.to the fifth or sixth centuries AD, found at
Adiaman, Haritch and Thalia in Armenia®(BaltruSaitis 1929, Pls LXX
and LXXI; Stryzygowski 1918, II, Figs. 678-85). This is an area
remote from the British Isles and their superficial resemblance is
probably purely fortuitous. ‘ i

Without doubt the.o:igihs of the freestanding cross in Ireland
may be sought in a number of d;fferent factors. Firstly, there is the
importance of the cross as a symbol, a sign of Victory. Michael
Swanton (1970, 42-52) has shown how the cult of the cross grew from
the Constamtinian period onwards and how, during the course of the
seventh century, it spread rapidly across the West with the increasing
popularity of relics and the movement of churchmen. In Anglo-Séxon

England the importance of the cross symbol is amply illustrated by the

‘Dream of the Rood and there are also hints of an interest in the cult

of the cross amongst the Irish literature. For example they may be traced in

Adomnan's descriptions of the veneration of the relics of the Cross in

Byzantium in De Locis Sanctis (Meehan 1958, 108-111) and in a poem on

the Cross of Christ (Meyer 1904). The freestanding crosses aside there
is a preoccupation with the cross symbol in Hiberno-3axon art in gemeral.
It is a recurrent motif in the early Irish sculptural patterns (see

pp 8, 15 ) and it is also extremely important in the manuscript medium.

An early example of this may be seen in the Codex Usserianus Primus

(Dublin T.C.D. 46. MS.55), a manuscript which is dated to the beginning
of the seventh century and which has Irish associations. The only
surviving ornament consists of a rectangular panel decorated with a

cross with a chi-rho hook, an alpha and an omega (Henry 1950; 1965, 62)
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In later manuscripts, the Lindisfarne Gospels for example, the cross
symbol dominates many of the carpet pages and in the medium of metal-
work there have also been hints at the importance of the cross symbol,
(see p 8 ), for example the cruciform mount on the Moylough belt
shrine (0'Kelly 1964, 157-162, Pls. 11 and 14).

The second factor which must be considered is the role that wood
carving played in the evolution of the freestanding cross form. This
has already been touched upon briefly and it is undoubtedly an important
problem. In Adomnan's Life of St. Columba, written probably between
688 and 692, he describes a freestanding cross which had been set up
in a millstone and he says that this was still extant in his own day.

'In quo loco postea crux molari infixa lapidi hodieque
stans in margine cernitur viae'.
(Anderson A.0. and Anderson M.0. 1961,
522-3).

As Collingwood has commented,

'"Now a cross that would stand in a quern mustvh;ve been

a slender thing of wood' (1927, 5).7
and from this it may be seen that the freestanding wooden cross was
in existence by the late seventh.century in Iona and probably for some
time before. As Bede tells us, in Northumbria a freestanding wooden
cross was set up by Oswald in 633 before the Battle of Heavenfield:

'Denique fertur quia facta citato opere cruce, ac
fouea praeparata in quia statui deberet, ipse
fide feruens hanc arripfuerit ac foueae imposuerit
atque utraque manu erectari tenulerit, donec adgesto
a militibus puluere terrae figeretur'.

(Colgrave and Mynors 1969, 214-5)8

In this act it is possible that Oswald was influenced by the Iona
practice of erecting wooden crosses as he had himself spent time at Iona.
The impetus for these freestanding wooden crosses could have

come ultimately from the east. For example in De Locis Sanctis Adomnan

mentions a 'tall wooden cross' which had been erected in the spot where
Christ was baptized:

'in eodem sacrasancto loco lignea crux summa infixa
est’ (Meehan 1958, 86-7).

Charles Thomas (1971, 118, Fig. 57) has also suggested very persuasively
that incised crosses, which are found on primary cross slabs from

Ardwall Isle, the Holm of Noss, Shetland, and Staplegorton, Dumfries®

’
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are a skeuomorphic depiction of a simple wooden cross made up of two
wooden slats joined together at right angles to each other. Thomas

(op cit, 123) sees.such simple wooden crosses being pléced on, in or

at graves from the seventh century onwards. In Ireland an extension of
this idea may possibly be .recognised on recumbent grave slabs which show
incised crosses with spikes on the end which suggest they were intended
to.be driven into the ground (Mécalister 1909, Figs. 25, 29, 87, 96,

97, 103, 112, 118; Collingwood 1927, 11).'0 The most important of these
is a slab from Clonmacnoise with the inscription 'OR AR CHUINDULESS'

which has been linked, without much confidence, with the abbot who

died 720-4 (Macalister 1909, 101; Lionard 1960-1, 157). This cross

has a wheelhead, and therefore, if thedating is correct, it suggests
that freestanding wooden crosses with wheelheads were known at this time
(0'Ridérdédin, S.P. 1947, 111).  However, it would be a very early example
of the wheelhead cross on recumbent grave slabs of a type which seems

to be current during the ninth century (Lionard 1960-1, 126-7, 156).
Whether this early date i1s acceptable or not, it does seem likely that
the crosses with spikes on recumbent gfaveslabs are skeuomorphic of
wooden freestanding crossés9 some of which would have had wheelheads.

The likely existence of wooden freestanding crosses, perhaps
forerunners of their stone counterparts, is suggested in Robert
Stevenson's (1956, 85-9) important article which shows that the Iona
crosses were constructed of several pieces of stone linked by mortice
and tenon joints. At Iona a considerable amount of experimentation
seems to have gone on using carpentry techniques to produce stone crosses,
both with and without rings and, in the case of St. Martin's Cross,
the slots at the ends of the horizontal cross arms may have been made
to receive extensions which could have been of wood or metal rather
than stone (Robertson 1974-=5, 115-7). The use of carpentry techniques
in the production of these stone monuments seems of the greatest
importance in attempting to evaluate the contribution which wood carving
and carpentry offered to the evolution of the freestanding cross of
stone.

The third factor to consider is the role of metalwork crosses.
Their probable importance immediately springs to mind when looking at
the crosses of the Ossory group, particularly Ahenny I and II (see
Ch. V), which have the striking appearance of being metal crosses cast
in stone. It seems very likely that the origins of these may be .

traced in.the crux gemmata .the cross which was set up by Theodosius

on the site of Calvary in Jerusalem in 417 and which was later encased
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in gold and jewels (Swanton 1970, 44). Indeed a copy of this survives

on the late fourth or early fifth century apse mosaic in Santa Pudenziana
in Rome which shows Chriét enthroned against a Jerusalem skyline
dominated by the cross encrusted with gems (Gough 1973, Fig. 69), a
possible source of inspiration for any pilgrim in Rome. Adomnan also

records a cross on the site of Calvary in De Locis Sanctis. However,

by the time Arculf saw it in the early 680's the original may have

been replaced by a version in silver:

'Alia uero pergrandis eclesia orientem uersus in illo
fabricata loco qui Ebraicae Golgotha uocitatur; cuius
in superioribus grandis quaedam aera cum lampadibus
rota in finibus pendit, infra quam magna argentea

crux infixa statua est eodem in loco ubi quondam lignea
crux in qua: passus est humani generis saluator infix
stetit,'11 (Meehan 1958, 48-9)

In Britain far more information about the popularity of metalwork
crosses comes from Anglo-Saxon England than from Ireland but a glance
at the Anglo-Saxon material does perhaps give some indication of what
may have been avagilable in Ireland in the same period. For example
Bede describes the use of processional crosses. When St. Augustine

. and his monks met King Ethelbert in 597 they came 'crucem pro uexillo

argenteam’ (Colgrave and Mynors 1969, 74=5) and in 633, when Paulinus

returned to Kent, amongst the treasure he brought was a 'Crucem Magnam

“Yauream' (Ibid, 204-5). A cross from Bischofshofen in Austria, which
has a wooden core covered in gilt copﬁer sheets and decorated with bosses
and glass settings, may be Anglo-Saxon and is dat#able to the second half
of the eighth century (Lasko 1971, 124<=5; Harbison 1978, 283-6). The

' popularity of pectoral crosses during the seventh century may be exemplified
by that of St. Cuthbert which has some particularly Hiberno-Saxon features
(Battiscombe 1956, 306=325). It is also possible to see metalwork features
translated into stone on Hexham I ('Acca's' Cross) (Cramp 1974, 129, 135).

In Ireland the use of a processional cross with a wheelhead,

made of wood or metal or perhaps a combination of the two may be seen
at the front of the procession on Ahenny I B 9. (see pll8), but no
actual metalwork crosses have survived until the Cross of Cong in the
twelfth century (Henry 1970, 106ff). Helen Roe (1965, 222-3) has

suggested the = influence of the crux gemmata on some of the Donegal slabs,

particularly the west face of the slab at Drumhallagh. She has also

put forward an interesting hypothesis that the crux florida may
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well have been the ultimate inspiration of stone crosses with abstract
ornament, the classical motives being transfofmed.to suit Hiberno—Saxon
taste.!? Small metalwork crosses are easily portable and there is every
likelihood that examples would have reached Ireland from abroad in this
period to act as sources of inspiration.

A fourth factor which should at least be mentioned is the role
Northumbria and Pictland may have played in the transmission of the
freestanding stone cross to Ireland. Roéemary Cramp (1965, 5) has
argued for 'a parallel development, inspired in both areas perhaps from
the Middle East'. This may be so but perhaps one should also speculate
as to where the knowledge of working large freestanding monuments in

stone in Ireland came from. As Bede tells us in the Historia Abbatum

and as the Anonymous Life of Ceolfrith also states (King 1963, 400-3)

Benedict Biscop, when founding ﬁhe monastery at Monkwearmouth in 674,
had to seek the assistance of Gaulish stone masons and, as Rosemary
Cramp (1965) has shown, it is from this period that the early
Northumbriasn architectural stone sculpture stems. As has already been
mentioned there is a distinct absence in our knowledge concerning the
early development of Irish stone architecture and also the comparative
lack of complex monumental stone carving which can be proved to predate
the advent of the freestanding cross. It may be dangerous to argue
from negative evidence but one should perhaps speculate as to whether
the knowledge of working large blocks of stone could have been transmitted
from Northumbria, perhaps via Pictland and Dalriada, to Ireland. After
all Bede tells us that architectural expertise to build a stone church
'according to the Roman manner' was requested from Abbot Ceolfrith by
King Nechtan of the Picts (Colgrave and Mynors 1969, 532-3),

- In addition, perhaps the possible experimentation with various
forms of stone cross at Iona alluded to by Robexrt Stevenson (1956, 85—95
should also be considered in this light, especially as a number of
features on them have close Northumbrian comparisons. In the early
Northumbrian crosses, particularly Hexham I, Bewcastle and Ruthwell,
the vine-scroll and the Scriptural iconography clearly do not spring
from an insular milieu. The closest parallels for the Hexham vine -
scroll are iﬁ the Middle East (Cramp 1974, 135) and it has even been
suggested that it is the work of an Eastern craftsman. The figural
scenes on Bewcastle and Ruthwell would also seem to spring from a
Mediterranean background (Saxl 1943, 7-15). This suggests an

atmosphere of innovation in Northumbria and seems to provide a clear
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contrast with the Hiberno—=Saxon material, both Pictish and Irish,
wﬁere.the.accent.is.on.the.adaptation of indigenous ornament both
from metalwork and manuscripts to a new art form. Iconography is at
first sparingly used.and vine-scroll is rare. The combination of the
fact that in Northumbria it was known how to quarry and fashion large
blocks of stone and the innovative ornamental repertoire would tend to
suggest that Northumbria may have been the initiator, the Celtic west
the .receiver.

Having examined briefly the various factors which may have
conspired to produce the advent of the freestanding stone cross in
Ireland it now seems apposite to discuss the origins of two specific

features of the high cross form, the wheelhead and the capstone,

4) Origins of the Wheelhead

the wheel, or Celtic ring head as it is often called, is the
most characteristic feature of the Irish cross. The term describes
the pract;éé of linking the-arms of the cross with arcs of a circle
and this feature is almost universal amongst the Irish crosses.!3 It
is also characteristic of Manx,‘Welsh and Cornish sculpture and is
frequently used in Scotland. In the Viking period it is also adopted
in England (Collingwood 1926).

The ultimate origins of the wheel have already been discussed in
some detail by Helen Roe (1965, 213ff). She rightly dismisses the
widely held view (e.g. Coffey 1910, 86) that the wheelhead has either
any solar connections or an origin in the Prehistoric past. A far more
tenable suggestion was made by Romilly Allen (1887, 92) who thought
the wheelhead might be derived from the sacred chi-rho monogram which
is frequently enclosed in a victory wreath (Gough 1973, P1 91) and
he went on to connect it with the idea of Eternity. In addition Helen
Roe (1965, 217-224) has shown'ﬁhat_the Celtic wheel may have its
ultimate origins in the Roman triumph where a ﬁortrait of the victorious
general encircled by a garland of bay was displayed on a shield which
was affixed to his standard. This may be translated into Christian

terms as the Scutum Fidei or Sheild of Faith where the chi-rho, cross,

or occasionally a portrait of Christ, are shown encircled and sometimes
affixed to a cruciform 'standard'. A particularly good example of this
is to be found on one of the pilgrim flasks from Bobbio (op cit, Fig.
7.2). Small portable objects of this kind could well have provided

suitable models in the Celtic West.
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The encircled cross and chi-rho make their appearance in the
British Isles at an early date. There is a sherd of pottery probably
imported from the Mediterranean from Dinas Emrys, Gwynedd, which may
be recdnstructed to show an encircled monogram chi-rho with an alpha
and omega and a sun and moon (Savory 1960, 61-2, Pl VIIIb; Thomas
1971, Fig. 55). There are examples of encircled monogram chi-rhos in
early sculpture both on the Western seaboard of Britain and the West
coast of Ireland (Hamlin 1972, Fig. 3) and incised encircled crosses
are also found on many pillars (e.g. Macalister 1945, II; Kermode
1910, Nos. 25, 27, 117'*). Thus the ultimate origin of the Celtic
wheel head seems reasonably clear.

. However, the question remains as to why it was adopted on the
freestanding cross in Ireland. It does not seem to have been in
general use on the recumbent grave slabs until the ninth century
(Lionard 1960-1, 156). It is possible that some symbolic reason
played a part but, from the structural point of view,AS;P. 0 Riordiin
(1947, 113-4) may have been on the right track when he suggests that
with wooden crosses the attachment of struts to form a kind of wheel
may havé solved the problem of how to attach the transom of the cross
firmly to the shaft. However, the examples he cites of this being
translated into stone and shown on recumbent graveslabs from Inis )
Cealtra (op cit. Fig. &) are not very helpful since these are both
late and atypical of their kind. A better example is perhaps provided
by the freestanding crosses from Iona. Robert Stevenson (1956, 85-9)
showed both that the Ionan sculpters were using carpentry techniques
in the assembly of these monuments and that the Celtic ring was not
.yet an essential feature. From Stevenson's reconstruction (op cit,
Fig. 1) it may be seen.that St. Oran's cross, which is ringless, is a
very top heavy constructlon whlch would have been unlikely to have
remained standing very long. The 1nc1u31on of the wheel arcs on St.
John's cross help to spread the load considerably and a close study
of this cross has recently revealed (Personal Communication, Ian
Fisher, August 1980) that it may originally have been constructed
without a wheel but it fell down and so on its re-erection wheel arcs
were added to strengthen the structure. St. Martin's Cross and the
cross at Kildalton, Islay (Allen and Anderson 1903, TII, Fig. 410), are
monolithic, the wheel arcs being an integral part of the original
design. It may be noted also that the crossheads of St. John's and
Klldalton, although.they are identical in shape to the Northumbrian

crosses with the addition of the wheel arcs, are very different in

overall proportions. For example the Ruthwell cross has a very much

<
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longer, more robust shaft aﬁ& a very much smaller crosshead than either
St. John's or Kildalton ﬁhere the shaft is quite short and the width
across the horizontal cross arms considerable. Thus the inclusion of
wheel arcs on the crosses at Iona may have been an important factor in
achieving the overall stability of tﬁese large fréestanding stone
monuments. The wheel may have been adopted in Ireland to answer a similar
problem.

Where the Celtic wheel evolved seems an insuperable problem.
Robert Stevenson (1956, 89) has gone on to speculate as to ﬁhether the
Ionan sculptors could have borrowed the wheel from their Pictish
counterparts. It is true that the early Pictish Class II slabs show
a rather ambivalent attitude towards the wheel,!S which is shown as
cusped rather than truly circular, but in Ireland a similar attitude
seems to prevall on the Fahan Mura slab where one face has no wheel
while traces of two wéel arcs only may be seen on the other (Henry 1965,
Pls. 54, 52). {

Finally, a word should be said on the origin of the circular rolls
which appear on many of the Irish crosses, either on the crosshead at
the intersections of the cross arms or at the centre of each wheel arc.
Helen Roe (1965, 224) is of the opinion that these are 'a last
reminiscence of the star-filled cosmos’ as represented by the cross set
against the starry heavens in the mosaic at S. Apollinare in Classe in
Ravenna. This seems to be taking things too far, although the more

general influence of the crux gemmata cannot be ruled out. However,

a more likely origin in the metalwork crosses nearer home may be seen
on St. Cuthbert's Pectoral Cross (Battiscombe 1956, Pl. XV) which has
small semi-circular cusps at the intersections of the cross arms, and
also on the altar crosses from St. Denis (Elbern 1965, 120-4). 1In
Ireland identical cusps or rolls are a relatively common feature amongst
the Northern 'Scripture' crosses, for example Kells South (Roe 1966,
P1. II). On some 'Scripture' crosses, Clonmacnoise V and Durrow I for
example, these rolls are placed on the wheel arcs, possibly because on
monuments where the emphasis was on figural icomography the design was
improved by their movement. One could also speculate as to whether
there is any connection between these rolls and the bosses on the cross
arms of many of the Midland crosses, the Ossory group for example.

In addition the use of rolls or cusps may be noted in Pictish
sculpture. The quadrilobate ring on the early Class II slabs may be

an enlarged version of the cusps on St. Cuthbert's cross (Stevenson
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1956, 89). On Aberlemmo III these cusps have been raised into bosses

with the addition of a.Celtic wheel (Allen and Anderson 1903, III, Pl.
228A). On Cossins (op cit, Pl. 230A) there are small circular cusps
at the intersections of the cross arms very much in the manner of Kells

South.

5) Origins of the Capstome

On Irish crosses which have survived intact the capstone, either
placed on top of the upper cross arm, or sometimes, actually part of
it, is a characteristic feature. Amongst freestanding crosses it appears to
be essentially Irish, the only exception being St. John's Cross, Iona,
which has a small rectangular capstone decorated with animal ornament
(Robertson 1974=5, P1l. 11).

There are three different types of capstone to be found amongst the
Irish monuments. The first, a conical shape, is characteristic of the
Ossory crosses. There is some doubt about its authenticity and its
origins, if original, remain completely obscure (see p 96). The second
and third types are linked. The second is a small roof shaped capstone
affixed to the top cross arm by means of a mortice and tenon joint. Examples
of this may be found on Clonmacnoise IV and Killamery and amongst the late
crosses of Co. Clare, which on the whole do not have capstones, at Dysert
o Dea (Henry 1970, Pl. 60). The ornament of the top cross arm is not
linked with that of the capstone. The third type, a house-shaped capstone
is found on the 'Scripture' crosses. Sometimes this stone is mounted on
the top cross arm which has been considerably shortened in order that the
heavy capstone should be securé° A good example of this is provided by
Monasterboice South (Henry 1967, P1. 83). In other cases, for example
Clonmacnoise V and Durrow I, the effect of a house-shaped capstone is
maintained but it is not actually separate from the top cross arm.

There are a number of areas in which the origins of the roof and house-
shaped capstones may be sought. Firstly, some of the Pictish Class II
slabs, Nigg, Abérlemno IT and Glamis IT (Allen and Andersom 1903, III,
Figs. 72, 227A, 334A) have a gable shaped top to the stone and the
slab at Fahan Mura, Co. Donegal, is also of this shape. In addition
one of the crosses on the Faham Mura slab has a roof-shaped capstone
(Henry 1965, P1l. 52). The background to these features may well lie,
as Frangoise Henry (op cit, 126) suggested, in the grave slabs of
Continental Europe or possibly Coptic Egypt. For example, the seventh

century tomb of Boethius at Verasco in Italy shows a jewelled cross
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surmounted by a house shaped feature, the roof being adorned with
rosettes while the commemorative inscription is placed beneath
(Baum 1937, Pl. LXXII). A number of Coptic stele also have gable
shaped roofs, for example the tombstone of Rhodia now in Berlin
(Beckwith 1963, Pl. 1141®). It seems possible that the roof-shaped
capstones on Clonmacnoise IV and Killamery could be three dimensional
versions of the cap on the Fahan Mura cross-slab.

Secondly, Helen Roe (1965, 223-4) has suggested that 'the house-
cap with ornate roof, gables and sides [is] the simulacrum of the Holy
Sepulchre'. This seems somewhat of an overstatement but the Anastasis
which Constantine built over the Holy Sepulchre in Jerusalem undoubtedly
acted as a model for the ornament of many different kinds of portable
object, for example the ampullae which found their way to Bobbio (Grabar
1958, 42). On these, because the representation is two~dimensional, '
the circularity of the original monument is lost and the impression
is of a small housé. The Anastasis may also have influenced the )
development of the house-shaped reliquary shrihes which became so
popular amongst Irish ecclesiastical metalworkers. It‘is these metal
house shrines which, translated into stone and complete with ornamented
gable finials, obviously influence the capstones on crosses such as
Monasterboice South (Thomas 1971, P1l. II). .

Lastly, from a purely practical point of view, the sloping faces
of the roof or house-shaped capstones may have enabled rain water to

run away more freely from the tops of the monuments.

6) The Purpose of the Crosses

First and foremost these large freestanding crosses must have stood
out as a symbol to the Glory of God and as a physical sign of the
Christian life of the monastery. Otherwise they may have been erected
for a number of reasons and it is probable that a single monument could
have fulfilled several different purposes.

Firstly, the position of the cross may have been important. The
crosses which survive in situ are always aligned fairly precisely with
the broad faces orientated West/East. Certain figural representations,
particularly the Crucifixion (see p2l10), are always found on the same
side of the cross.

It is known from the written sources that crosses were dotted
around the monastery, apparently both inside and outside the
monastic enclosure. A cross at the monastery of Slane is described

as being 'on the green' (AFM, 848) and another at Tallagght as



39.

“n front of the enclosure'.l’ Baldwin Brown (1921, 156) wmentions

several other examples of crosses being placed before the door of a
house or at the gate of a monastery or by a church. A reference in
the Life of St. Comgall simply says the cross was in the western part
of the monastery (Plummer 1910, II, 4). This is also backed up hy
the archaeological evidence. Crosses at Clonmacnoise, Castlekieran
(Lawlor 1897, 175) and Ferns (Conway 1975, 105) are dotted about the
monastic enclosure; others such as the Market Cross,.Kells and Kilree
(see pl33) are situated a little way away from the modern focus of
the monastic remains and an eérly seventeenth century plan of Armagh
shows a cross beside the entrance immediately outside the inner
enclosure (Henry 1967, Fig. 2).

There has been considerable discussion (Lawlor 1894-5, 36ff;
1897, 167ff; Stokes, M.M. 1898, XII-XIII; Henry 1965, 134-5; Hughes
1966, 148-2) as to whether a diagram in the ninth century Book of
Mulling (Dublin TCD 60, £94V) actually represents the plan of a
monastery.showing the positions of crosses. (A copy of the diagram
together with transcriptions of theflettering and a translation will
be found in Appendix 1.) It has even been suggested (Lawlox 1894-5,
42-3) that the diagram could be a plan of the monastery of St. Mullins
itself and that the cross at St. Mullins is the 'Cross of Christ and
the Apostles' mentioned on the ‘plan' (Stokes, M.M. 1898, XIII). Even
though the cross at St. Mullins probably shows the twelve Apostles
(see pl190) this can only he speculation as the 'plan' cannot possibly
be related to the extant archaeological remains'at St. Mullins. But
the idea that some more general monastic plan may be intended is
undoubtedly a possibility. The reason for this is that each of the
crosses outside the double circle is related to a point of the compass.
It seems less likely that these would have heen included if the |
diagram had not been intended to relate to something on the ground.
However, it is also a possibility that this diagram could have a
liturgical meaning. .On the upper part of the page (Lawlor 1897, 161)
there seems to be a directory for what should be included in the daily
monastic office. On the diagram below the crosses outside the double
circle, which are named after the four Evangelists and the four major
0l1d Testament Prophets, méy alsoe have a connection with a prayer of
Colga Ua Duinchda in the Yellow Book of Lecan (T.C.D. H.2.16, col. 336).

Lawlor (1894-5, 40-1) says that, althpughAthis manuscript is fourteenth

century, the prayer is much older. The prayer is an invocation to the
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four Evangelists and the same four Prophets (Plummer 1925, 31). This
could suggest that the circular device is also some kind of diagrammatic
invocation but it could also, as Lawlor (1894-5, 40-1) suggests, relate
to the monastic 'plan' suggesting that these crosses are protective.
Certainly, the idea that crosses gave some kind of protection
against evil is found several times amongst the source material and may
have been one of the main reasons for erecting them. For example, the
poen about Cengus included immediately after the Félire Oengusso (see

p 122) in the Lebar Brecc (R.I.A.) says:-=

2. Disert Bethech a mbdi in fer
gus ticdis airrdi [leg. airbri] aingel,
cathair credlach iar cuairt cross

a mbid mac Oiblen Aengos.

Disert Bethech wherein dwelt the man
whom hosts of angels used to visit,
a pious cloister behind a circle of crosses,

wherein Oengus son of Oihlén used to be.
* * *
4. Is a Cluain Eidnech ro alt . ' :
hi Cldain Eidnech ro adnacht
hi Cldain Eidnech ilar cross

ro. lég a salmu ar tuoss.

'Tis in Cluain Eidnech.he was reared:
in Cluain Eidnech he was buried:

in Cluain Eidnech. of many crosses

he studied his psalms at first.

(Stokes, W.1905b, XXIV=V)

In more practical terms this concept of protection may be linked
with the idea of sanctuary. It is known that each monastery had an
inviolable area or precinct called a térmon and, according to seventh
century church legislators, this area should be clearly marked out by
crosses (Hughes 1966, 148; Lucas 1967, 183ff). This is strongly
supported by two references to termon crosses at Clonmacnoise (see p202)
and in the second example the cross undoubtedly indicates a place of
sanctuary. Therefore, it seems likely that many of the Irish crosses
may have acted as termon or boundary crosses demarcating area of

sanctuary. Unfortunately it is not now possible to recognise any of
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these crosses in the field with certaintyyls
Secondly, it is likely that some crosses may have had a liturgical
use. The difficulty is that there is no real evidence for this and so

it is impossible to do anything more than speculate on the possibilities.

v It has been put forward (Henry 1965, 118 ) that crosses could have acted as

a focus for worship and some of the figural scenes on the crosses themselves
also suggest some kind of liturgical use. The popularity of the Passion
Cycle on some of the 'Scripture' crosses (see p 217 could mean that they
might have been involved in some kind of Holy Week ritual. Similarly one
wonders whether the popularity of the Help of God symbolic cycle (see

p 121) might denote anything to do with either funerary contexts or possibly
merely an extension of the idea of protection ocutlined above. 14 Finally
some crosses, for example Templeneiry I-III, still act as a place of
pilgrimage and perhaps one should seriously consider how far crosses may
have been a focus of attention for pilgrims visiting monasteries, perhaps
on a patron saint's day or some other important religious festival, in

the Early Medieval Period.2© '

Stemming from the idea that the figural representations on these
crosses may have been part of some liturgical purpose is the concept that
they may have been didactic. The best reason for thinking this is provided
by Bede when he wrote about Benedict Biscop bringing back pictures from
Rome to decorate the church at Monkwearmouth. He says that the purpose of
these pictures was:-

"in order that all men which entered the church,
even 1f they might not read, should either look
(whatsoever way they turmed) upon the gracious
countenance of Christ and His saints, though it
were but in a picture; or might call to mind a
more lively sense of the blessing of the Lord's
incarnation, or bearing, as it were before their
eyes, the peril of the last judgement might remember
more closely to examine themselves,'?2?

( King 1963, 404-7 )

Thirdly, crosses are known to have been set up to commemorate either
events or persons. Baldwin Brown (1921, 157-61) has listed many different
examples from the source material, and although he is right to be wary
of accepting these stories without question as they may merely be a way
of explaining the history of a monument which. was already in existence,
they do nevertheless record the types of event which may have merited
commemoration with a cross. They may have recorded meetings between saints
or miracles and there is also the cross that King Oswald of Northumbria
set up after the Battle of Heavenfield (see p 30 ). On the

monuments themselves Clonmacnoise V C 15, Dysert O Dea and Clones have
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panels which could show scenes of foundation (see p234) and therefore it
is possible that the crosses could have been erected to commemorate an
event of this kind. To whétvextent’freestanding'crossés may have been
funerary is unknown and no excavation has been carried out in Ireland to
test the idea although one example is.mentioned in the source material
(Bréwn 1921, leo4). Obviously cross slabs would have been the usual
monument for this purpose. However, a funeral procession is actually
pictured on Ahenny I B 9 (see pll8) and for this reason one would
suspect that this monument may be funerary. There is.archaeological
evidence from Anglo-Saxon England to support this idea, for example
Hexham I ('Acca's' Cross) which by repute was in association with a
grave (Cramp 1974, 127).

Alternatively, there is definite evidence to suggest that some
crosses were set up hy‘churchmen during their own lifetimes. Inscriptioms
on>Beaiin A 4 and Monasterboice South (see ppgs,zag) undoubtedly record
this. Other crosses seem,;dAbe associated with.éaints. ﬁor example,
an inscription 6n Kells South tells us that it is the Cross of Patrick
and Columba ('PATkICII ET COLUMBE CRUX") Oﬁacalister.1949, 36-7). It

is possible also that, if the circular device in the Book of Mulling
is a plan, that the crosses were named after the four Evangelists, four
of the Prophets,‘Christ and His Apostles, etc.,

Therefore, freesténding crosses may have served a variety of
purposes and it is probable that a single monument could have been used
for more than one. Apart from their obvious function as monuments to
the Glory of God they could also have marked monastic boundaries or
areas of sanctuary, been used in the liturgy of erected to commemorate

events or people.

Chapter III. FOOTNQTES

1. It is perhaps interesting to note that both these figures are
associated with Christian graveyards (Lowry=Corry 1932-4, 200,204).

2. Note: Macalister's drawing is inaccurate.
3. A cross with a hook.
4, It is interesting to.note .that nearly all examples of chi-rhos

found on sculpture within the British Isles are on the western
seaway routes (Hamlin 1972, Fig. 3).
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In . this context the description of the wooden oratory in the mid
seventh century (?) Hisperica Famina should perhaps also be noted.
(Herren 1974, 108-9).

These shafts are mainly decorated with figural representations.
Immediately identifiable are the figures of the Virgin and Child
and an Angel on the shaft from Thalim and Daniel in the Lions' Den
on the base of a shaft from Haritch. In addition there are some
examples of abstract ornament on the bases from both Thalin and
Haritch. This includés crosses with expanded terminals, the inter-
stices decorated with a kind of scroll ornament, and simple inter=
locking devices similar to fret patterms.

Collingwood dubs this type of monument a 'staff rood’' and sees it
as the basis for a number of Northumbrian freestanding stone crosses
with circular shafts.

Translation: 'In fact it is . related that when the cross had been
hastily made and the hole dug in which it was to stand, he seized
the cross himself in the ardour of his faith placed it in the hole,
and held it upright with both hands until the soldiers had heaped
up the earth and fixed in in position.’

There is perhaps a further exambie from Clonmacnoise (Macalister
1909, 36).

Many others have features which seem to be derived from such a
spike. Macalister 1909, Fig. 33 shows a slab where the cross almost
has the appearance of having been stuck in the ground.

Translation: °‘Towards the east, in the place that is called in
Hebrew Golgotha, another very large church has been erected. 1In
the upper regions of this a great round bronze chandalier with
lamps is suspended by ropes and underneath it is placed a large
cross of silver, erected in the selfsame place where once the
wooden cross stood embedded, on which suffered the Saviour of

the human race.’

This view accords well with R.B.K. Stevenson's suggestion (Personal

Communication) that some of the shafts on the crosses on the early
Class II Pictish slabs, Meigle I for example (Allen and Anderson
1903, III, Fig. 310A), decorated with interlace roundels springing
from a triangular 'root’ may be inspired by vine scroll ornament.

The wheel has disappeared in.some of the late crosses datgable to
the first half of the twelfth century, for example Dysert O Dea
and the cross from Inis Cealtra, Co. Clare (Henry 1970, 123, 130,
Pls. 60, 50). At Cashel the wheel arcs are not present but the
horizontal cross arms are supported by a 'crutch' (Leask 1951).

Collingwood (1926) sees the Isle of Man as a possible starting
point for the wheelhead cross which was then transferred elsewhere
within the British Isles along the western seaways. Since cross
slabs of this type may now be seen to have an overall western
distribution thls view may now be discounted.

The crossheads on Aberlemno II, Eassie, Meigle I and the front of
Rossie have quadrolobate wheels. On Glamis IT only two quadrants
of the wheel have been carved. On St. Vigeans VIIL there are spiral
terminals rather than a wheel. There is no wheel on Glamis I and
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the back of Rossie. (Allen and Anderson 1903, III, Figs. 227A,
231A, 310A, 3224, 234A, 278, 233A, 322B).

For other examples see Bober 1967, Figs. 8, 9.

This appears in a ninth century tract (R.I.A. MS 3.B.23)
describing the traditions of Tallaght and the teachings and
practices of its founder Maelruain and his disciple Maeldithruib.
'anacaldaim iarum for aulaid oc cros ind dorus lis' "and it is
right to converse with them (the nuns) standing on the slab in
front of the enclosure’.

(Gwynn and Purton 1911-2, 151).

There is one possible example at St. Buryan, Cornwall, where a
very large number of crosses are dotted about the parish.
However, it is equally likely that they could be intended to mark
roads and footpaths rather than areas of sanctuary (Personal
Communication, Ann Preston-Jones, Jan. 1979).

It is interesting to nmote that a litany, beginning with a plea
for the Help of God (See Appendix 4(3)) was sung in Early
Christian Rome before setting out on the Great Litany Procession
through the city on April 25th (N{ Chathain 1980, 132-3).

For a detailed discussion of pattens in their modern context see
Evans 1957, 262-6.

'quatenus intrantes ecclesiam omnes etiam literarum ignari,
quaquaversum intenderent, vel semper amabilem Christi sanctorumque
eius, quamvis in imagine, contemplarentur aspectum; vel Dominicae
incarnationis gratiam vigilantiore mente recolerent; vel extremi
discrimen examinis, quasi, coram oculis habentes, districtius se

ipsi examinare meminissent. (King 1963, 404-7).




Chapter IV, THE CLONMACNOISE 'GROUP

. The monuments discussed in this chapter form a closely linked
group of sculpture centred on the important monastic 'city' of
Clonmacnoise (Map II). The group consists of six monuments, Clonmacnoise
I - 1vl, Banagher and Bealin. The first four are clearly associated
with Clonmacnoise; the other two were found nearby?. Surprisingly
little work has been done on this group in the past (see bibliography
for each monument in gazetteer) the only significant discussion being
in Frangoise Henry's Irish Art (1965, 143-7, 154-6),3 and its importance
has probably been underestimated. In the past Clonmacnoise IV has
been included with the Ossory crosses (op cit 139; Roe 1962, 9) but
the detailed breakdown of the ornament attempted here will demonstrate
that it i1s essentially a part of the Clonmacnoise group.

According to tradition Clonmacnoise was founded by St. Ciarin,
probably in the decade 540-550 (Kenney 1929, 378). .The early history
of the monastery is obscure and Kathleen Hughes (1958, 253<4) has
suggested that it did not really emerge into the limelight until the
seventh century. It is not known whether there was a scriptorium there
in this period, as there was at Bangor and Kildare, but undoubtedly its
power was increasing. Ultimately it beéame one of the most important
monasteries in Ireland, perhaps surpassing even Armagh as a centre of
learning and literature (Kenney 1929, 377). Such prestige was attained
partly by an alliance with the Southern Ui Néill which gradually brought
Conmnaught within its sphere of influence and evidence for the increasing
benefit and power derived from this may be seen in the amnals. For

example, in 744 the lex Ciaran and the lex Brendain, laws of protection

which had to be arranged in agreement with the secular rulers of the
territory, were both enacted in Connaught (ibid; Mac Niocaill 1972, 148).
By 788 however, it is only the lex Ciardn which is recorded as having
any sway in this area (Hughes 1958, 254). At the same time the obits

of scribes noted in the annals show the increasing importance of
Clonmacnoise as a cultural centre and it has also been suggested that

regular annals may have been kept there from the mid eighth century

45.
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onwards (Hughes 1972, 138-40). In addition a number of early grave-
slabs from Clonmaénoise testify to the activity of sculptors during this
period (Lionard 1960-1, 145; Petrie 1872; Macalister 1909) (see
Appendix 3). Therefore, by the end of the eighth century Clonmacnoise
seems to have been an important monastic centre possessing a suitable
environment in which a sculptural workshop producing larger monuments
might flourish.

' The geographical situation of Clonmacnoise also helped the
monastery's rise to power. At first sight its position on the flat
bogland of the eastern bank of the Shannon séems gomewhat remote but in
practice it was a focus of routes using both the river and the ancient
land highways along the eskers (Hughes 1972,21; Hughes and Hamlin 1977,
Fig. 2). Thus the monastic 'city' was ¢learly open to outside influences.
There is even a reference to Gallic merchants sailing up the Shannon to
bring wine to the monastery (Kemney 1929, 379).

Today the archaeological remains at Clonmacnoise are impressive.
No exéavation has taken place but substantial parts of the vallum
monasterii are still visible (Thomas 1971, Fig. 7). Inside this is a
modern enclosure within which is the core of the monastic remains, the
Cathedral, seven stone churches, two round towers, a greaf number of
pieces of sculpture and a little way to the east is the Nuns' Church,

a fine example of the Irish.RomaﬁEsque (Harbison 1975, 202-4).

1) The Form and Layout of the Monuments

A variety of monument types are represented amongst the Clonmacnoise
group. Bealin and Clonmacnoise IV are crosses, Banagher and Clonmacnoise
I are tall shafts while Clonmacnoise II and III are considerably smaller.
The original form and use of the shafts is unclear. Clonmacnoise I is
obviously no longer complete since it has a tenon projecting from the
top onto which another piece of stone, wood or metal may originally have
been fitted. Frangoise Henry (1965, 144) has suggested that it could
have been one vertical side of a rectangular door frame in which case
the tenom would be for the attachment of a lintel. This is not
impossible, though the frame would have to project sufficiently from
the wall of the building to render all three sculptural faces visible.

In view of the fact that the crosses on Ioma are not monolithic
(Stevenson 1956, 86-7, Fig 1*) (see pp31, 35 ) one should also entertain
the possibility that a crosshead, with or without a wheel, could have

been joined to the top of the shaft. Since the shaft is only decorated
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on three sides it may have stood against a vertical fagade of some kind.

The Banagher shaft, however, is decorated on all four sides and is
therefore entirely freestanding. There is a small mortice hole in the
centre of the top of the shaft but this seems hardly large enough to
support a superstructure of any size. In addition the function of the
shaft seems to have.been altered at some point. A rectangular slot has
been.cut-out of the top panel on both narrow faces. This seems to be
secondary as the slot on B 1 appears to be cut straight through the
zoomorphic ornament.

Clonmacnoise II and III are only carved on three faces. They may
have been freestanding but it is also possible that they may have
formed part of more complex structures, perhaps a shrine or a piece of
furniture, alﬁhqugh.there are no mortices or tenons to support this.

Both Bealin and Clonmacnoise IV have Type I crossheads (Fig. 39).
The Bealin crosshead appears large and heavy compared with the size of
the éhaft though, if the cross ever had a base, this may have made the
proportions more even. The.laybut of the ornament on A1 and C 1~ 3
seems clumsy, especially the use of a triquetra knot in the rectangular
space of the upper cross arm of C 2. The crosshead of Clonmacnoise IV
is much smaller and the ornament, although arranged'in a similar way to
Bealin A 1, more accomplished. The use of bosses against a background
of abstract ornament on the crosshead is also characteristic of the
Ossory crosses (see p 98) and Kilree Face A (see p134). It is unknown
whether Bealin ever had a capstone. The roofshaped capstone on
Clonmacnoise IV may be compared with Killamery (see p134).

The Type I crosshead is found elsewhere in Ireland at Kilree and
Killamery, Termonfechin and Castledermot North and South (Roe 1954,

P1 XI; Henry 1967, Pls. 66, 71). More interestingly it is much more
common in_Pictland and Dalririzda (Allen and Anderson 1903, II, No. 102A).
It is found on some of the early Class II slabs, Aberlemno I1I, Meigle I,
Rossie and Eassie, although here the wheelarcs are thin and cusp-like
(op cit, III, Figs. 227A, 310A, 3224, 231A). Aberlemmno II has
particularly close similarities with Clonmacnoise IV and Bealin, having
a slightly elongated upper. cross arm crowned by a small triangular
pediment (see p 37) and the crosshead ornament also extends part of

the way dbwn the shaft. Romilly Allen (op cit, III, 269; Cruden 1964,
Pl 44, background reconstruction) has suggested the same crosshead form
for the fragmentary freestanding cross St. Vigeans IX°. 1In Dalriada,

St. Martin's Cross, Iona also-has a Type I crosshead. Henry (1965, Pl. 85)
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has already alluded to.the similarity between this and Clonmacnoise IV
though caution should bé-exercised since slots at the,endé of the
horizontal cross arms indicate that these were once . longer although
their original form is unknown. The pbsition of the bosses on the
crosshead on some of the Iona. monuments (see p 49 ) is also found on
Bealin and Clonmacnoise IV.

The form and layout of the shafts on Banagher, Bealin and
Clonmacnoise I, II and IIT may.be closely compared. Clonmacnoise IV
is not similar and therefore is discussed separately. The dimensions

of the shafts may best be summarised in tabular form (Fig. 7):-

!

Monument Width at Bottom Depth at Bottom. Height
.Bealin 33 em 26 cm

Clonmacnoise I 40 cm 32 cm

Banagher ‘ 39 cm 17 cm

Clonmacnoise II1 37 cm . 18 cm 92.5 cm
Clonmacnoise III 38 om 18 cm 91.5 cm

~ Fig. 7. : .

On Bealin and Clonmacnoise I the dimensions are not identical but the
ratio of width to depth is approximately the same, being just over
4:3; Banagher and Clonmacnoise II and III have almost identical
dimensions, the width being similar to Clonmacnoise I, while the
depth has become greatly reduced to make the ratio 2:1. The height of
the two smaller shafts is also similar.

The dimensions of the shafts undoubtedly affect the layout of the
ornament. On Bealin and Clonmacnoise I only some of the motives are
placed in panels. The shaft panels on Bealin Face A may be compared in
size with those on Clonmacnoise I Face A, all being approximately 30cm
X 30cm. On Bealin the shaft panels decorated with abstract ornament on
Faces B and D are also fairly constant at approximately 2lcm x 30cm. On
Banagher and Clonmacnoise II and III the depth of the narrow faces,
compared with Bealin and Clomnmacnoise I, is much less with the result
that the panels on these faces are much longer and thinner.

The appearance of Clonmacnoise IV is rather different from other
monuments in the Clonmacnoise group, since the emphasis in the layout

is not upon individual decorative motives but rather on the monumental
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cross form itself. This, together with the high relief rope mouldings,
the correspondingly recessed‘facés of the'cross_and the large base are
all characteristic of the Ossory crosses (seé p 96) and it is this
superficial appearance rather than the actual decoration which has led

to Clonmacnoise IV being grouped with these monuments (Henry 1965,

139; Roe 1962, 9). .The rope mouldings on Clonmacnoise IV are decorated
with a.herring-bone effect which may be compared with Killamery (see
P134) - However, its ultimate origins are to be traced back to Vermacular
Style metalwork and in particular to trichinopdiy examples of which

6 paten where

may be seen on the Tara Brooch and on the Derrynavlan
the metalwork bindings are actually executed in this technique (Henry

1965, P1 38; Ryan, M. 1980, 1).

2) " 'Stone

It is interesting to mote that amongst the Clonmacnoise monuments
both limestone and sandstone are used. Clonmacnoise is situated on a
limestone esker and it wuuld therefore seem natural to use this as
transportation of stone over long distances is difficult.’ Bealin
and Clonmacnoise I and II are all carved from limestone which is
presumabiy local to the area. The face of the limestone on these
monuments i1s.now badly weathered. However, on Banagher and Clonmacnoise
III and IV (also V and VI) and nearly all the surviving grave slabs
sandstone is employed. Padraig Lionard (1960-1, 145) has suggested
that this may have been sailed up the Shannon from South Clare. There
is one small outcrop of sandstone some miles from Clonmacnoise
(Geological Survey, Sheet 108) .but, if Liomard is correct, the stone
was being transported over a considerable distance.® This is
interesting as other sculpture in this period, inasmuch as it has
been studied, appears to have been usihg the nearest suitable stone
(Personal Communication, Dr. John Jackson, August 1977). The sand-
stone is of high quality and has weathered well so perhaps a
prestigious monastery like Clonmacnoise could afford to transport it

a considerable distance.

3)  The Ornament

The majority of .the decoration on these monuments consists of a
great variety of mainly abstract patterns. Figural representation is

used much less and is less prominently placed.
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a) . Interlace

Interlace is used extensively on all the Clonmacnoise monuments,
and it is amongst this group that evidence for the principles of
construction of interlace patterns has proved easiest to trace (see
P 9 ). Careful measurement of all the interlace patterns has suggested
that with one possible exception, Clonmacnoise IV C 6, they are
constructed on a square grid. Secondly, the group seems to be bound
together by the use of certain unit measures, and proportions of these,
for the construction of the patterns. The unit measures may best be

summarised in tabular form:-

Unit measures
. Monument 1.513 1.6 1 2 |t 1.25 2.5 cm
Bealin X X X
Clonmacnoise I X | X X
Fig. 8
Banagher X X] X 2B
Clonmacnoise II X X
Clonmacnoise III X X X
Clonmacnoise IV X | X X X
S e TP ~—

As can be seen by far the most common is 3cm. 2cm 1is also
common although it is not found on Bealin. 1.25 and 2.5 cm are little
used since they are only found on Clonmacnoise III and IV. The strand
 width is usually either the same as the unit measure or one half. On
the whole the group shows a preference for the use of a rounded strand
in fairly low relief. In one instance, Clonmacnoise III D 1, a bumped -
strand is employed.

This group is also bound together by its repertoire of interlace
ornament. Indeed the Clonmacnoise monuments exhibit the greatest
variety of interlace patterns used om any group of crosses in Ireland.
However, despite this the repertoire is surprisingly small. It may

be summarised in tabular form:-
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MONUMENT S
-t
- ==
£=1 22 I I I <5
77 [95] [75] 22
. i i -
) o lo| o
Z | =2 |2 | 2| =2
=12 1=218]188
SE|S|2|E |2
=1312]1313/3
PATTERN A|c|&A|5|B |85
4 strand plait Y
Plaitwork 6 strand plait Y N2
Basic A R Y v
A Spiralled A Y Y
(Basic B 'YV
Turned B 4 'Y
B ﬁﬂaus %
Simple B Y
(Spiralled B v
Basic C A v
C Turned C RAREEA RS
[Encircled C %
D {Turned D % Yy |/
[Basic E Y v
E {Turned E v
(Encircled & Turned E Y y v
Simple F Y
Closed Circuit F v
Triquetra Y R4
Fig. 9
Bealin Interlace patterns are used on this cross in several different

ways. Firstly, they are employed to decorate square and rectangular panels
both on the shaft, A 2 and 3, B 1 and D 3, and on the crosshead, C 1 and 2
and D 1. Secondly, there is one example of a long thin rectangular panel,
D 2. Interlace is also used to decorate the low bosses, the flat roundel
and the background of the crosshead, A 1.

The only unit measures used on Bealin are 3cm and proportions of it

1.5cm and 6cm. The width of the unit measure, the size and type of the strand,




52.

and the complexity of the pattern produce differeﬁt stylistic effects.

Firstly, a single example of a complicated pattern on Bealin A 3
gives a 'lace-like' appearance which Frangoise Henry (1965, 144) has
picked out as ome of the hall-marks of this group of monuments. This
effect is achieved by the.combination of a complex pattern, Encircled
and Turned E, with a small unit measure, 1.5 cm, and a slender strand
width of .75 cm.

Otherwise the patterns are less complex. .Bealin B1and D 3,
which are placed in corresponding positions on the narrow faces of the
shaft, are decorated with simple patterns, Basic E and Basic A. On D 3
the sculptor seems to have encountered some difficulty in fitting in a
third register of pattern, as the height of the panel, 30.5 cm. is
insufficient and therefore the terminal strand has become thin and
squashed. However, compared with Bealin A 3 these patterns have a much
sturdier appearance. This is achieved by the simplicity of the pattern
and the use of a larger umit measure, 3cm, and broader strand width,

1.5 cm.

There are other simple patterns conceived on a much larger scale.
Three of these, A‘2, D1 and C 1, make use of a strand type consisting
of two strands placed side by side forming a median groove between them.
"This gives the patterns a heavy appearance but the strand type does add
interest to a very simple pattern. The unit measure employed is quite
large, 3 or 6cm. Thus the heavy appearance of A 2, a simple six strand
plait with zoomorphic terminals (see p 62), contrasts well with the much
more .delicate strands of A 3 placed immediately below. On D 1 the
entire panel (H: 27 cmy; W:15 cm) is decorated with a single large inter=-
lace knot, Half B, the same pattern being continued on D 2 on a much
smaller scale. The use of a single pattern element to decorate such a
~large surface area does not seem to be paralleled elsewhere. The
placing of C 1, a large square panel with a single unit of Basic C, at
the centre of the crosshead is also very unusual, The pattern appears
somewhat nearer on the right-hand side but perhaps this is accentuated
by the large size of the interlace loops. Square panels decorated with
spiral ornament are found elsewhere in Ireland, for example Kinnitty
I C1 (see p177). However, there are no Irish parallels for the use of
interlace in this way though it is sometimes found on Pictish sculpture,
for example Nigg (Allen and Anderson 1903, III, Fig. 72), although here

the interlace pattern is much more closely knit.
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The Triquetra knot on Bealin C 2 is also conceived on a large scale
but the appearance is more delicate becéuse a double strand has been
employed giving it a rather lop-sided appearance. The use of a triangular
motif on the rectangular field of the top cross arm, which means leaving
quite a large area uncarved, is also unusual especially considering the

distinct horror vacui which 1s a characteristic feature of Hiberno-Saxon

art. The origin of the motif, which is not often found in sculpture, may
be derived from one used to decorate a single quadrant of a roundel. In
metalwork there is an example on one of the quadrants of a boss on the
Tessem mount (Bakka 1963, Fig. 57) and in the Book of Kells a number of
triquetra knots are found interlinked to decorate a roundel (e.g. f 29 R).
The croséhead of Face A is decorated entirely with interlace. The
use of Basic C, here adapted as a roundel, on the surviving bosses and
central roundel may be compared with C 1 although the delicate appearance
of the ornament has much more in common with A 3. The central roundel
has been made larger by the addition of a border of Simple F eleﬁents.
The sculptor has skilfully managed to adapt the pattern to a circular
shape. The constructional grid for this probably consists of straight
lines radiating from the centre of the roundel crossed by concentric
circles drawn from the same point. An‘identicial use of Simple F is
found on Kilree C 2 (see pl43). The background to the bosses and
roundel is formed by an uneven. two strand twist. The incompetence of
the execution of the pattern suggests that, having placéd the bosses in
the centres of the cross arms, the sculptor had to devise a way of
filling the area round them, an area which did not have a comnstant
width. This is the same problem that is encountered by the sculptors of
the Ossory crosses wiih which Bealin A 1 may be compared (see p.l1l07).
In this instance it seems unlikely that any constructional grid was
used; probably only the crossing points of the strands were indicated.
Therefore the interlace patterns on Bealin, though they are used
in a number of different contexts, display a unity of construction since
they all conform‘to proportions of the 3cm unit measure. With one
exception the patterns are uncomplicated. The-great variation in the
appearance of the patterns is achieved by the differing scale and changes
in the strand type. The placing of some of the patterns on the cross-
head is unusual and in some cases the sculptor seems to have had
difficulty in working out the arrangement of the ornament which could

suggest a certain amount of experiment.
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Clonmacnoise I The majority of the interlace is found on the most

prominent face, A, where it is used to decorate all five panels. There
are two further interlace panels on the narrow faces B 3 and D 4.

The interlace panels on Face A are badly weathered but they may be
reconstructed with a fair degree of certainty (Fig. 10). The
reconstruciion shows a series of complex patterns of a delicate appearance
- which may be immediately compared with Bealin A 3. Indeed the pattern
on Cionmacnoise I A5 is almost identical to Bealin A 3 including the
unit measure. The only difference is that the height of Clonmacnoise
I A5 is 2cm greater than Bealin A 3, the loops at the top of the pattern
having been arched considerably to fill the increase in space. The
roundels decorated with Basic C on Clonmacnoise I A 1 may also be
directly compared with Bealin A 1, the same unit measure being used.

Overall Clonmacnbise I Face A uses two unit measures, 1.5 and 2 cm,
and these combined with the rounded strand and low relief prpduce a
delicate lace-like effect. Element C is also used extensively. Several
features may be noted. Firstly, on A 1 each roundel has been placed
within a square panel. The sculptor seems to have tried to alleviate
the emptiness round the roundels by introducing curious strands which
cut across the cormers of the moulding. This is also found on A 2 but
otherwise seems unparalleled in sculpture. The clue to the origin of
this stylistic detail may lie in manuscript illumination. The extension
of the frame of a panel into the space around a motif so as to give the
impression that it is not floating in mid air is found in the Echtermach
Gospels (MS: BN 9389 ) where the frame projects into the area around
the Evangelist symbols of St. Matthew, St. Mark and St. John (Nordenfalk
1977, Pls. 9, 10, 11). There is a furthér example in the Lichfield
Gospels where semi-circular projections similar to those on Clonmacnoise
I are found oﬁ the St. Mark Portrait page (op cit, P1l. 24).

Secondly, as has already been noted (see p8% ), on many interlace
patterns the strands naturally break and rejoin to form cruciform voids.
The pattern on A 2, Spiralled and Surrounded C, is a particularly good
example of this since the sculptor seems to have attempted to emphasise
the cruciform shape. The panel has a rather disorganised appearance.
The four C elements have been carefully constructed but the sculptor
appears to have had probiems in tying up the loose ends. This has led
him to introduce not only extra strands linking up the cormers but also

semi-circular projections in the centre of the perimeter on each side.
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At the bottom of one panel one strand terminates simply by beihg.abutted
against another. A second .feature, which is unique, is.the circle in
the centre. of the panel, which is not attached to the rest of the

pattern in any way. It has been substituted for the diagonal’ strands
crossing in the centre of .the pattern. Both these features draw attention
to the cruciform shape in the .centre of the panel at the expense of the
actual pattern. In.the early group of Pictish Class II monuments St.
Vigeans VII (Cruden 1964, Pls. 48, 49) shows a similar use of a Spiralled
and Surrounded pattern, in this case F , in two registers of two units
where the diagonals have been .retained still bearing a large cruciform
shape in the.centre.

Thirdly, on Clonmacnoise I A 3 a simple Basic C pattern has been
increased in complexity by placing it four elements abreast. .Because the
panel is slightly longer than it is wide (33 x 30cm) a two strand twist
has been introduced as a filler. This may be compared with Ahemny I A 3
and Tihilly D 1 (see pl73).

In contrast the patterns on B 3 and D 4 are on a much larger
scale. B 3 in particular may be cdmpared with Bealin D 1 and C 1 since
a 3cm unit measure and a. thick strand with a median line are used. The
dimensions of the panel too are almost identical to Bealin B 1 and D 3.
The relief of the pamel is unusually high, rising to 1 cm in places.

Both panels are examples of changing patterns which are fairly common
amongst the Clonmacnoise monuments.but are not found on Bealin.

Therefore on the whole the interlace on.Clonmacnoise I may be
closely compared with Bealin. The same unit measure of 3cm and
proportions of it is employed but a 2cm unit measure is also used. The
emphasis seems to be on the delicate 'lace-like' effect found on A 1,
which is one of the most complex series of interlace found on Irish

sculpture, the larger scale designs being confined to the narrow faces.

Banagher Interlace ornament is used extemsively on this shaft, being found
in square and rectangular panels on B 3, C 1 and 3 and'D 1 and D 3.
Zoomorphic terminals are a characteristic feature of the interlace
ornament on this shaft.

Banagher C 1 and C 3 are large scale patterns similar to those
already noted on Bealin and Clonmacnoise I, a 3cm uUnit measure and a
strand with a mediah line being employed. On C 1 the Basic A pattern

is three elements abreast and three registers high which gives a rather
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clumsy appearance which is increased by the lack of gaps between the
strands. C 3, a single unit of Turned D on a large scale uses a
different strand variation, a double strand with a median line. There
is a similar pattern on Kells South (Roe 1966, 15).

The patterns on the narrow faces of the shaft are rather different.
As has already béen noted (see p 48) the depth of the Bamagher shaft is
much less than Bealin or Clonmacnoise I. In consequence the shaft has
been broken up into much longer thinner panels; The repertoire of
ornament available is similar to that of Bealin and Clonmacnoise I but
the patterns have had to be adapted to more slender dimensions. The
sculptor has tackled this problem in two different ways. Firstly, on
B 3 and D 1, the patterns are executed on a very small scale using a
small unit measure, 1 cm. The effect is to give the panels a cramped,
over-filled appearance. The patterns themselves are accurately executed
but there are hardlyvany gaps between the strands which makes the actual
line of the design very difficult to follow.

Secondly, on Banagher D 3 a larger unit measure of 1.5 cm is
used but the number of strands making up the design has been decreased,
thereby reducing the width of the pattern as a whole. The effect is
similar to the lace-like patterns on Bealin and Clonmacnoise I and the
upper half of the pattern, Encircled and Turned E, is identical to Bealin
A 3 and Clonmacnoise I A 5 except that the pattern isonly .one unit wide.

Therefore the interlace is similar to Bealin and Clonmacnoise I except
for the small scale patterns on the narrow faces, Most of the patterns
are not very complex, variety being added by changes in the strand type

and the frequent use of zoomorphic terminals.

Clonmacnoise II and III On these two shafts, which have almost

identical dimensions, the depth being similar to that of Banagher (see
p 48), interlace is restricted to the narrow faces. These, apart from
the insertion of a step pattern om Clonmacnoise II B 1, are éecorated
exclusively with interlace. The narrow faces of Clonmacnoise III have
been badly damaged but may be reconstructed with a fair degree of
certainty (see Fig. 11).

Like Banagher the depth of the shaft is bound to affect the form of
the interlace ornament. The solution adopted here is the use of simple
patterns composed of six strands. The use of only six strands is bound

to limit the complexity of the pattern and if repeated over a long panel
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it may become monotonous. This has been avoided by the use of changing
patterns and the rapid interchange of a variety of interlace elements
without a break in the pattern. Three unit measures are used, 2cm, 3cm
and on Clonmacnoise III D 1 a rare example amongst the Clonmacnoise
monuments of 2.5cm. A variety of strand types are also used, Clonmacnoise
III D 1 being again unusual in that it has the only example of a humped
strand. The strand width on the whole gives the patterns a robust
appearance, the exception being Clonmacnoise II B 1 where the strand is
thinner and in consequence the pattern appears rather weak. Of the
patterns used Turned C is common, being found on Clonmacnoise II B 1,
Clonmacnoise ITIB 1 and also Banagher D 3. The second pattern on
Clonmacnoise III B 1 may be reconstructed to show a closed circuit F
pattern (Fig. 11). Element F is rarely used on Irish sculpture and when
it is, it usually appears as a simple carrick bend and therefore this
pattern is unusual. This panel has three pattern changes in only 38 cm

of length which gives it a rather disordered appearance.

Clonmacnoise IV  As has already been noted (see p 48) the appearance of

this cross is rather different from the rest of the monuments in the
group. However, interlace ornament is emﬁloyed extensively and the
similarity of this, both in the designs and in the unit measures, is the
major reason for classifying Clonmacﬁoise IV with the rest of the group.
Due to weathering it has not been possible to recover all the patterns.
However, like Bealin, interlace is used to fulfil a number of different
functions. Firstly, it is used to decorate several long, thin rectangular
panels on the shaft, B 7 and D 7, the wheelarcs, B 2, B 6, D 3 and D. 5
and the base, C 6 and D 10, Secondly, there are square and rectangular
panels on the broad faces of the shaft, A 3 and A 4, the ends of the
horizontal cross arms, B 4 and D 4, the butt, B 9 and D 9, and the base,
A 8 and A 10. Thirdly, interlace is used to ornament bosses both on

the crosshead, A 1 and C 1, and on the spiral panels, B 8 and C 2.

On this cross there is a wide variety of interlace ornament, the
patterns ranging from the very simple to the complex. Several different
styles of carving are also employed. In the first the strand is highly
modelled. This high relief may have been favoured because of the large
size of the perimeter mouldings which makes the panels look recessed.

The greater depth of carving helps to make the patterns stand out. Many
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of the long, thin rectangular panels are carried out in this fashion. A
good example is B 7 which has a complex changing pattern similar to

those on Clonmacnoise II and III. Four different pattern units are used,
the third being particularly interesting since an eight strand pattern
unit has been introduced into what is otherwise a six strand pattern.
This is achieved by the unusual introduction of a bar terminal at the
bottom of the unit in order to link the two loose strands. Other examples
are found on the wheel arcs B 6 and D 5. On both of these it may be

seen that the sculptor has had difficulty in fitting the patterns into
panels, the length of which is predetermined by the length of the wheel
arcs. For example B 6 has a series of somewhat untidy loops at the
bottom as there is insufficient room for a complete register of pattern.
Again, like Clonmacnoise II and III, the patterns are simple and
composed of only six strands.

A further difficulty in the adaptation of a pattern to the cross
form may be seen on the rectangular panel B 4 (Fig. 12). Here a single
unit of pattern B with outside strands was not sufficiently wide to f£ill
the entire panel. Therefore the sculptor joined all the loose strands
except two, one at the top and one at the bottom, which he used to graft
on a further half unit. This looks.clumsy because of the almost complete
break between the two sides of the pattern. Furthermore the U bends
forming the B elements have been lost in the centre and at the top right
hand corner of the panel. With some thought the pattern could easily
have been stretched to cover the entire panel by the introduction of an
area of plaitwork in thé centre (Fig 12 ). This would seem to suggest
that although the sculptor was skilful at copying patterns he wés not
very capable of inventing them.

Secondly, there are two long thin rectangular panels, D 7 and
D 10, in slightly lower relief. D 7 may be compared with Banagher D 3
as both show versions of Encircled patterns adapted to a single row of
units. The slight asymmetry of Clonmacnoise IV D 7 is interesting
(Fig. 12 ). This can be seen where the top register is joined to the
second and the third to the fourth. In each case on one side the strands
are crossed and at the other they are not. It is unnecessary to
introduce this extra crossing point in order to maintain the pattern and.
unusual when one considers the normal attention to symmetry in interlace.
The pattern, Encircled C, is also slightly unusual because the upper pair

of the C element loops in each register is an extension of the encircling
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strand rather than being contained within it. The extensions from the
lower loops in each case form extra diagonals acrosé the upper loops
and then join. This feature is found elsewhere in Ireland on Tihilly
A 2 (see p 1#3) and Monasterboice South (Macalister 1946, Fig. 9.24). It
1s also used in Pictland at Gask, Meigle IV and Iona II (RA Nos. 701,
701A). D 3, Spiralled and Surrounded A, also only one unit abreast, may
be compared with Clonmacnoise I.

Thirdly, the tﬁo interiace panels on the Broad faces of the shaft,
A 3 and 4, are in very low relief and, because of the prominent perimeter
mouldings, seem inconspicuous. A 3 especially is on a very small scale
with a minute strand width and must have a correspondingly small unit
measure. The precise pattern is impossible to reconstruct but it may be
possible to compare it with an Enclosed C pattern on a similarly small

//scale on Kells South (Roe 1966, P1. II). A 4 is on a larger scale. The

delicate style of carving and the Spiralled pattern may be compared with
Clonmacnoise I A 2 and A 4. It is possible that Clonmacnoise IV A 8 and
A 10 also fit into this category. They are badly weathered and the
patterns cannot be precisely reconstructed. However, although they are
large base panels, the patterns are of a similar complexity and may also
be comparable with Clonmacnoise I Face A. '

Fourthly, there is a simple plaitwork panel on Clonmacnoise IV C 6
which is typical of the interlace on the Ossory crosses (see pl04), but
is not otherwise found amqngstrthe Clonmacnoise group. The diagonal
measurements between the crossing points were consistently more even
than those on the horizontal or vertical so the pattern may be comnstructed
on a diagonal grid.

Finally, two different types of interlace are used to decorate
the bosses on this monument. The interlace on the bosses on the crosshead,
A 1l and C 1, where reconstructable, may be compared with those in a
similar position on Bealin A 1. Basic C adapted as a roundel is also
found on the bosses on Ahenny I A 1 and the cross at Kilmartin, Argyle
(Allen and Anderson 1903, III, Fig. 411). The triquetra knot motif on
the central boss of Clonmacnoise IV C 1 may be compared with Bealin C 2.
The meshed bosses on Clonmacnoise IV B 8 and C 2 are discussed in
connection with the spiral ornament of which they are a part.

Therefore, apart from C 6, the interlace is in the same tradition
as that in use elsewhere in the Clonmacnoise group. The variety of

styles of carving and the great variation in the quality of the patterns
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may indicate that more than one sculptor may have been employed to carve

what is, after all, a large scale monument.

Conclusions Therefore, althqugh.the interlace repertoire amongst these
monuments is not great, there is, nevertheless, considerable variation.
Much of this is obtained’by the style in which the pattern is carved and
three distinctive styles may be recognised amongst this group. Firstly
Bealin, Banagher and Clommacnoise I all make use of large scale patterns
where a single pattern element or unit is enlarged to decorate an entire
panel. The thick strands are broken up by the use of a median line or
groove or by doubling the strand. Secondly, there is a distinctive
delicate lace-like style using complex patterns which may be typified by
Clonmacnoise Face A but is also found on Bealin, Banagher and something
similar on Clonmacnoise IV. Thirdly, six or eight strand patterns are
used to decorate long, narrow panels, the monotony being brokén by the
use of changing patterns. These may be typified by Clonmacnoise II and
IIT but examples are also found on Banagher and Clonmacnoise IV. Apart‘
from these there are several other patterns and styles of carving but
these are less characteristic of the group as a whole.

The closest comparisons for this repertoire of interlace ornament
is found on Tihilly and Kinnitty (see pl73). Connections between the
interlace on the Clonmacnoise monuments and Kells South are less
easily demonstrable, as interlace at Kells is not a major part of the
ornament, but it seems to show a preference for the same sorts of
patterns, for example Turned D and Encircled C (Roe 1966, Plg. Z, II).
It may also be possible to make some comparisons with the Pictish Early
Class II slabs although the majority of the patterns on these are more
complex. In particﬁlar the large scale patterns using a strand with a
median line on Glamis II (Allen and Anderson, 1903, III, Fig. 234A) may
be compared with similar large scale designs on Bealin, Banagher and
Clonmacnoise I.

The delicate style of many of the Clonmacnoise group patterms,
especially Clonmacnoise I Face A, is undoubtedly reminiscent of the
manuscript medium. Close comparisons are difficult but some general
parallels may be drawn with the Book of Kells. Frangoise Henry (1974,
205) describes the interlace ornament of the Book of Kells as 'the stock
in trade of insular illumination and lacking in any great virtuosity’.

For the most part this is also true of the Clonmacnoise monuments. A
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number of the simpler Clonmacnoise patterns are also found in the
Book of Kells. For example the trick of adapting Basié C to the
roundel form is closely paralleled in the Canon Tables (eg £2V).
In one case (f5R) the Basic C pattern is surrounded by an outer
band of interlace almost identical to the roundel on Bealin A 1.
Basic A, Half B, Basic C and Turned D are also characteristic
Book of Kells patterns (eg £8R, f3R, £34R top left, £129 V, £2V).
The illuminators also show a tendency to fill long thin panels with
simple changing patterns which may be compared with Clonmacnoise III
and IV (eg £12V, f15V). Changing patterms are not confined to the
Book of Kells. They are found as early as the Book of Durrow

/ (Nordenfalk 1977, Pl. 5) and therefore are possibly a manuscript
convention. Turned D and Turned E are élso frequently found in
the Gospels of MacRegol (MS Bodl. Auc. D.ii.19) for example on the
carpet page at the beginning of St. Mark (Hemphill 1911, Pl. II)
and there is a further example using a rather robust strand uncharacter-
istic of manuscript illumination at the beginning of St. Matthew

(op cit, Pl. I).

°

" On the whole:the Clonmacnoise interlace is not reminiscent

of metal working techniques. However, one or two comparisons can

be made with the 'engraved' group of Vernacular Style metalwork

(see Appendix 2), One of the rectangular plates on the Domnach
VAirgid (Raftery, J. 1941, Pl. 117), a multi-period shrine of Irish

provenance, shows a length of Spiralled A, using a rather thick strand

but in a delicate engraved technique, the strands standing our against

the hatched. background. This may be compared with the Copenhagen

Shrine which is also decorated with a delicate double stranded Basic

A pattern and a rather careless two strand twist (Bakka 1965, 29-31;

Petersen 1940, 79). The choice of the patterns and the fineness

of line are both reminiscent of the delicate interlace on Bealin

and Clonmacnoise I. In particular the two strand twist used as a

filler round the disecs on the Copenhagen Shrine may be compared with

v Bealin A 1 (Mahr 1932, P1. 16),
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b) Zoomorphic Ornament

Zoomorphic ornament is used .fairly extensively being found on
Banagher, Bealin and Clonmacnoise I and IV but not Clonmacnoise II and
I1I. The ornament on Banagher, Bealin and Clonmacnoise I is very
similar employing many of the same motives, but that on Clonmacnoise

IV stands slightly apart.

Confronted Dragonesque Beasts with Interlocking Beaks A great variety

of dragonesque beast motives are to be found in the repertoire of Hiberno-
Saxon ornament (see pp 114, 138) but that on Bealin A 2 where the two
dragonesque beasts form terminals to a six strand plaitwork patterm is
unusual (Fig. 13). A similar use of confronted dragonesque beasts may be
found on Ahenny II A 2. Here the beasts are not formed from the extended
strands of an interlace panel but rather their upper jaws have become
stretched to form two of the strands of a faur strand plaitwork pattern
(see p ). The features of these beasts are not comparable with Bealin
but the function they are fulfilling is identical; they are used as a
method of decorating an area of awkward shape.

There is one close parallel for the Bealin motif, on a small dome
shaped gilt bronze mount (Diam. 5.8cm) now in the National Museum in
Copenhagen which David Wilson (1955) has suggested could be Irish and
late eighth century. Amongst other motives this mount exﬁibits three
pairs of confronted beasts with long interloéking beaks almost identical
to those on Bealin (Fig. 13). On the mount the necks of the beasts spring
from relief_bosses. They expand towards the head and are decorated in a
herring—bone pattern with a central mid-rib. These beasts do not have
paws as on Bealin because the top of their bodies is hidden by the arms
of a human figure which reaches across to clutch the body of a third
serpentine beast below. These beasts have no eyes but there is a
suggestion of a curved ear (op cit, 165), though this does not project as
on Bealin. At the time David Wilson was unable to provide any parallels
for this motif but Bealin provides one such parallel.

There is a second piece of Irish metalwork which should be compared
with both Bealin and the Copenhagen Mount. This is the ridge piece of a
house=shrine now in the Nationmal Museum, Dublin (Mahr 1932, Pl. 18.1). o

Forming the finial at either end of the ridge is a beast cast. in the high
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relief characteristic of the 'Plastic' style of Vernacular Style

metalwork (see Appendix 2). It has small paws and a long open beak.

The two beasts confront each other on either side of a human mask set

at the centre of the ridge piece. '

The origins of this motif are interesting. They can be traced

back to the development of Salin's Style II animal on metalwork in Anglo-

Saxon England during the sixth and the first half of the seventh century

as exemplified by the biting creatures on the Benty Grange hanging bowl

escutcheon (Fig. 13). the biting quadrupeds on the Crundalé sword pommel

(Henry 1965, Fig 21d) and the dragonesque mount from the Sutton Hoo shield

(Bruce-Mitford 1972, P1 5a) which has two small fins protruding from the

top of the body in a similar manner to the paw on the Bealin beast. These

metalwork motives are transferred into the manuscript medium and are
found in two early Northumbrian Gospel.Books. Frangoise Henry (1965, ﬁ//
Fig. 20) has compared the serpentine initial in Durham A.II1.10 with
the Benty Grange escutcheon and a more developed version of both the
serpent and the quadruped may be seen in' the late seventh or early
eighth century Durham A.II.17 where there are several examples of pairs
of confronted beasts with long interlocking beaks (Fig. 13) (op cit,

"~ Fig. 21h, Pl 62; Nordenfalk 1977, P1.13; Xberg 1943, Fig. 84.9 and 10).
Similar creatures are also apparent in the more Celtic milieu of the Book
of Durrow dated to the second half of the seventh century. Here the
Zoomorphic ornament is not mixed with other motives, being confined to
the carpet page opposite the beginning of St. John's gospel (Henry 1965,

#170-1 and note 1; Kendrick 1938, 100-1). Although the Book of Durrow is

 early the serpentine beast on this page provides a surprisingly good
parallel for the Bealin beast (Fig. 13). Its beak bites its own back
1eg'rather than interlocking with that of another beast but the form of
the head, which is clearly separated from the body, with its pointed ear
and almond shaped eye is very similar. In architectural sculpture a
further surprisingly close parallel is provided by the confronted
beasts with interlocking necks on the door jambs at Monkwearmouth
which may be dated to the eighth century (Fig. 13 ) (Taylor and Taylor '
1965, 437-8). These have small pointed crests or ears. Their bodies
coil into a two strand twist terminating in fish tails.

~ Turning to Pictland, Isobel Henderson (Pers. Comm ) has commented
on the similarity of the quadruped in Durham A.II.17 to the Pictish
'elephant' symbol and she has also compared (1967, 120,/,Fig° 21) the
Y
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dragonesque head from the Sutton Hoo shield to a curious Pictish beast
with a long snout, pointed ear and flippers (Bruce=Mitford 1972, Pl 5a).
Both symbbls have features in common with the Bealin beast. However, the
hippocamp symbol, found only on Class II monuments (Allen and Anderson
1903, II, 105) provides a closer analogy. A good example of this may

be found on Monifieth III (op cit, IIIL, Fig. 243 B) where the hippocamp
has a body with a median line, a long, pointed snout and projecting
flippers. There are two confronted hippocamps on the Brodie slab (op cit,
III, Fig. 136A). A further parallel is provided by a different beast
-on the early class II slab, Glamis II (op cit III, Fig. 234A). On the
horizontal cross arms there are two slender beaked beasts with almond
shaped eyes and the suggestion of an ear which emerge from interlace

patterns to confront each other either side of the large central roundel.

Serpents with Interlaced Bodies. On Bealin D 5 is an unusual interlocking

figure of eight interlace pattern which is designe& s0 as to use only
one interlace strand. The upper end terminates in a snake's head, the
lower in a slashed fish tail (Fig. 14). This pattern does not fit into
Gwenda Adcock's elemental scheme, though an adapted form using two
strands so the figure of eight twist becomes even rather than lopsided
as on Kilree B 5 is catalogued by Romilly Allen (No. 573).

On Banagher B 1 is a much less elegant version squashed into a
panel only 12 cm in width. The upper part of the panel is missing but
a serpent's head terminal seems probable since a thin forked fish tail
terminal is clearly visible at the bottom.

On Clonmacnoise I D 4 an interlace pattern with zoomorphic terminals
also includes a register of this figure of eight twist.

Serpents and other related dragonesque motives are extremely popular
in Hiberno-Saxon art (see pp 114, 140). In Pictland they are an essential
element of 'Boss' Style which may be exemplified by Nigg and the St.
Andrew's Sarcophagus (Stevemson 1955, 117-23; 1956, 84=5) and they are
also found on the Iona crosses (Allen and Anderson 1903, III, Figs. 397,
399, 400). The serpent and boss motif is also popular on Irish sculpture,
being found on the fragmentary crosshead from Dromiskin (Roe 1954,

113-4, Pls XII and XIII) and many of the "Scripture'’ crosses (see p243).
In metalwork similar motives are found on such pieces as the Romfohjellen
Mount (Mahr 1932, P1 32.1). 1In its two dimensioﬁfformAin manuscripts

the serpent is a more unusual motif but interlaced serpents with fish
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tails, not unlike Bealin but with their heads seen from.above instead of
in profile, are an important element in the ornamental repertoire of
the Book of Kells (e.g. f£130R; Henry 1974, 208, 212).

However, as well as this turbulent 'plastic' style, serpents can
also be depicted with a much more delicate filigree approach on objects
such as the Hunterston Broochj(Stevenson 1974, Fig. 2, Nos. 8, 10, 12,
14). Here (Fig. 14) the serpents, with or without fish-tails, are
shown singly'or in pairs in simple interlace coils. In Pictish sculpture
there is also a more delicate serpent and this perhaps provides the
best parallel for the Clonmacnoise examples. These serpents, or similar
beasts with fish-tails, appear on a number of Pictish stones which show
a preference for monsters, for example Meigle IV, (Fig 14), a slab with
debased Pictish symbols (Allen and Anderson 1903, III, Fig. 331 B)?. An
example of a similar serpent in Irish sculpture is found on Duleek North

(Crawford, H.S. 1926b,Fig. 1).

Birds and Animals with Spiralled Bodies On Bealin C 4 (Fig. 15) is a

fine example of Zoomorphic interlace, a procession of three birds with
spiralled bodies. The motif runs the entire length of the shaft, in
itself an unusual feature which is only baralleled on Killamery C 2

(see pi42). The panel is so well designed that, although each register

is slightly different, a perfect balance is maintained. The technique

of carving is surprisingly simple. The background is cut away to a
consistent level, leaving the pattern in low flat relief. Details, such
as the birds' eyes are then picked out with the aid of incised lines. The
effect is at once delicate but firm.

On Banagher B 4 there is an almost identical motif but it is
so confused as to be barely recognisable. 1In order to squash it into the
long, thin panel the spiral has been reduced to a single coil with the
diagonal elements forming a melée in the centre. The effect is clumsy
and disjointed.

Thirdly, on Clonmacnoise I D 2 is a very much simpler but never-
theless related version where all the diagonals and appendages have been
abolished leaving a single vertical 'S' scroll terminating in the centre
with a bird's head. This may be compared with the bird's head spiral
terminal on Kilree A 1 (see p138). It is interesting to note that the
width of the spiral strand is 1.5 cm and the distance between the . centres

of the strands 3cm, unit measurements which are common in the Clonmacnoise
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Group interlace patterns (see p50).

Fourthly, on Clonmacnoise I B 3 is a pair of confronted beasts
with spiralléd bodies.

Finally, on Clonmacnoise IV D 8, there is a further variation of
the procession theme. The panel is badly weathered but it may be
reconstructed (Fig. 16) to show a procession of quadrupeds with spiralled
bodies. However, there is one important difference between .this and
Bealin C 4 and this could be an indication of a more developed motif. On
Clonmacnoise D 8, instead of the entire quadruped's body being spiralled,
each beast is formed of a number of disjointed body elements which are
fitted together so as to give the impression of a quadruped with a
spiralled body. There are similar quadruped processions on the wheel
arc, C 1, but here a reconstruction is not possible.

The origins of these motives may be seen better if the panels are
turned on their sides. At this point Bealin close1y>resembles some of
the bird and quadruped freizes found on the 'enéravedf'group of Vernacular
Style metalwork, chiefly associated with the‘Viking graves in Norway
(Bakka 1963, 28=33) (See Appendix 2). The closest parallel for the
Bealin bird is provided by a fragmentary piece of bronze .sheet from Torshov
(Fig 15) (Petersen 1946,-15, Fig 2). Here, although a quadruped is shown,
the layout is almost identical to the Bealin bird. In each case the
the creature stretches across two spiral units. Their heads and one leg
form the diagonal elements across the sbiral unit in front. On Bealin the
head and leg project beyond the spiral while on the Torshov fragment they
are contained within it. In both cases the body of the creature expands
between the two spiral units forming a wing on Bealin and a spiralled leg
joint on Torshov before curving round to form the second spiral unit. On
Torshov the spiral and the neck of the quadruped are further complicated
by being double stranded. On both the spirals terminate in an expanded
hip with two projecting limbs, the Torshov mount having a spiralled hip
joint. This mount also provides the closest parallel for the quadrupeds
on Clonmacnoisé IVD 8 . Another comparison may be made with the pairs of
adorsed bipeds with spiralled bodies and feline faces on the Vinjum
object (Mahr'1932, P1 30; Bakka 1963, 33) where the shoulder of one animal
is part of the hip of the other. However, there do not seem.to be any
exact parallels for the use of separate body elements to make up the beast.

Birds and animals with spiralled bodies are also frequently found
in Hiberno=Saxon manuscripts. An early example may be seen on £26V of
the Lindisfarne Gospels where 'S' scrolls with zoomorphic terminals have

been combined with interlaced birds whose necks form the diagomals to the
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spirals. The 'S' scrolls with bird's head terminals on this page provide
a good if early parallel for Clonmacnoise I D 2. Processions of birds and
animals with spiralled bodies are also frequently found in the Book of
Kells. A typical bird procession may be seen on £23V where each bird,
instead of stretching over two spiral units as on Bealin c 4, forms a
single unit, its head and front leg forming the diagonals to the body
spiral of the same bird. On £202V there is a complex procession of birds
and quadrupeds where each motif stretches over two registers of the
pattern, the head and neck forming the diagonals of the first unit, the
body coiling into the second.

In the Book of MacRegol on £84V and the In Principio érat Verbum
page (Masai 1947, Pl XXX; Hemphill 1911, Pl. IV) there are panels

consisting of interlocking 'C' scrolls with birds’ head terminals. The
birds' bodies form the spirals which .terminate in the centre with a short
diagonal leg. Using birds' head terminals in this way is similar to the
'S' scroll on Clonmacnoise I D 2.

Turning to Pictish sculpture there are also examples of birds and
animals with spiralled bodies on the early Class II slabs. There are two
isolated animals on Meigle I and on Aberlemno IT there is an impressive
bird procession which has much in common with Bealin C 4 and Clonmacnoise
I D2 (Allen and Anderson 1903, III, Figs. 310A and B, 227A; Curle
1939-40, Fig. 5). The Aberlemmno motif is placed to one side of the cross
on the front of the slab. It is planned on a large scale, almost equal
to the entire length of the shaft, and therefore the dimensions in
themselves may be compared with Bealin although the style of carving is
less delicate. Like.Clonmacnoise I each bird is formed from.an 'S' scroll
and like Bealin each bird stretcheé over two spiral units, .the lower end
. of each spiral terminating in a hip and two feet. Each bird has four
limbs rather than three as on Bealin. They bite at the body of the bird
above., The units at the top and bottom are incomplete.

The ultimate origins and early development of Bird Processions and
similar motives in Hiberno—-Saxon art have been keenly discussed. Frangoise
Henry (1933, 63=5; 1965, 188-90, Fig. 25) traced its origin back to
inhabited vine-scroll which she believed became gradually abstracted to
form processions of birds intermeshed with spiralled vine stems, the
vegetal element being finally abolished causing the bird's body to become
extended to form the spiral. However, Rberg (1943,120) and Bruce-Mitford
(1960b .253-4) followed by Bakka (1963, 31-2) have argued much more

plausibly that bird processions have their origins in the Mediterranean.
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Bruce-Mitford (1960b, 253) has suggested that the bird processions in the
Lindisfarne Gospels are 'clearly traceable to the unmixed bird processions
of imported East Christian Canon Tables or textiles® and that once they
had reached Britain these birds were adapted to Hiberno=Saxon taste as may
clearly be seen on £26V where 'S' scrolls with zoomorphic terminals have
been combined with interlaced birds whose necks form the diagomals to the
spirals. It is a further developed and more complex version of the
Lindisfarne bird procession which appears on the Farmen (Sondre) bucket
(Henry 1965, Fig. 25c¢) and Bealin C 4. In this light the processions of
birds with vine-scroll elements exemplified by the Birka pail.(Bakka 1963,
Fig 23) and .the.Stromness Mount seem merely adaptations of the essentially
Northumbrian inhabited vine-scroll to Hiberno~Saxon taste which took place

during the second half of the eighth century (Bruce~Mitford 1960b, 254).

Interlace Panels with Bird's Head Terminals Banagher D 1 and D 3 and

Clonmacnoise I D 4 are interlace patterns with bird's head terminals
similar to those found on the bird‘processions. Banagher D 3 has birds'
heads almost identical to Bealin C 4 except that their crests are less
emphasized. They hold interlace strands in their beaks in the same way
as one of the Bealin birds holds onto its fellow's back leg. The birds’
heads on Clonmacnoise I D 4 are also very similar although their crests
are hardly visible while the almond shaped eye and a line between the
head and beak are emphasized. The tiny birds' head terminals on Bamagher
D 1 hold strands in their beaks but they do not have crests.

Parallels for birds with strands in.their.beaks used as.terminals
for interlace panels may be found elsewhere. On the Kells South they
form the terminals to a Turned D pattern holding their owm necks in their
beaks (Roe 1966, Pl III). They are crestless. In Northern Pictland on
the narrow faces of Rosemarkie I are three interlace panels using
bird's head terminals (Allen and Anderson 1903, III, Figs, 64, 65;
Henderson 1978, 49-52). In one case the birds have small crests and
hold interlace strands in their beaks. In the other examples the crests
are absent and their beaks are empty. Birds' heads with hooked beaks
and crests are also found in the Lichfield Gospels (Henry 1965, P1. 89),
where they hold their own necks in their beaks and similar crestless

birds are found on.the Barhaug Mount (Petersen 1940, 28, Fig. 21).

Anthropomorphic Motives  Anthropomorphic motives are found on Banagher

C 3 (Fig. 17) where the terminals to an interlace pattern are
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anthropomorphic and Banagher A 3 where the entire panel is decorated
with interlaced men. The seated figure on Clonmacnoise I D 3 is also an
unusual version of an anthropomorphic motif. The carving on Clonmacnoise
I Bvl is badly weathered but it is possible that an anthropomorphic motif
was once represented since the two appendages at the bottom have the
appearance of human legs. A

The best parallels for Banagher A 3 and C 3 undoubtedly come from
manuscript illumination and especially in the Book of Kells where
countless human figures have been incorﬁorated into the ornament. The
use of men's heads for interlace terminals may be seen on the small panel
on £33R (Henry 1974, P1. 108). There are men placed one above the other
in many of the long thin panels of the canon tables (eg £3V, £1V and f2R).
These figures may be closely compared with both Banagher panels as they
too have thin elongated bodies, flat tops to their heads and frequently
long hair, beards and forelocks which have become extended into interlace
strands which they clutch in their fists. Like Banagher A 3 their long
thin legs are frequently flexed rather than extended. For the most part
these figures are interlaced with delicate tendrils rather than with one
another but in wider rectangulaf and circular panels there are examples
of complete anthropomorphic figures with their limbs interlaced. One
example on the chi-rho page (£34R; Bain 1951, 115) shows a rectangular
panel with two pairs of seated figures,their legs interlaced and their
long forelocks and beards interlaced. They hold their beards in their
clenched fists. Another example, £253V, (Fig. 17) shows two confronted
interlaced men, their forelocks interlaced and one with his legs in a
very similar position to Banagher A 3. The detail of the way the hair
and beard tendrils loop round the mens' arms and are caught up in their
hands on A 3 is closely paralleled on £2V where the figure of God at the
top of the canon table is confronted either side by a iion. He grasps
their lolling tongues, which loop round his wrists, in His hands.

The Banagher panels may also be compared yith the anthropomorphic
ornament in the Book of MacRegol (Henry 1965;/199) though here the design
and style of the illumination is much less accomplished than in the Book
of Kells. The page at the beginning of St. Mark's Gospel (Hemphill 1911,
Pl II) shows two rectangular panels containing two men (Fig. 17). Their
heads are at either end of the panel; their long, thin legs, are flexed,
one extended as an A 3, interlace in the. centre. Their bodies are
foreshortened and their heads large but they have long hair, forelocks

and beards which curl into fine interlace tendrils in the manner of the




Fig 17.2
1 AHENNY 1A 2

2 MARKET CROSS, KELLS
3 MEIGLE XXVI

4 TOGHERSTOWN MOUNT
5 OLD KILCULLEN
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Banagher panels. They have prominent noses and large almond shaped eyes
which are characteristic of A 3.

There are examples of patterns incorporating anthropomorphic designs
on both Irish and Pictish sculpture but their styliétic affinities are
less close to Banagher A 3 and C 3 than manuscript illumination. Kells
South provides one comparison (Roe 1966, Pl. IV, 19). On the west face
are two confronted men with their bodies and limbs interlaced. They pull
each other’s long beards. This motif is repeated on the Kells Market
cross (op cit, 34). The cross at 0ld Kilcullen provides:a further
comparison (Fig. 17). Four figures, their heads in the corners as on
Banagher A 3, are placed so as to form a cruciform shape in the centre of
the panel although in this case their legs do not actually interlace and
therefore have a foreshortened appearance. Like Banagher A 3 also their
heads are in profile!? and their long hair is caught up in the hand of the
man on either side. The 0ld Kilcullen panel is much simpler than
Banagher A 3. This is necessitated because the stone is granite but a
similar panel on the sandstone cross Ahenny I A 2 (see p 119 (Fig 17)
is also simplified, the lacertine details of the beard and hair having
been totally eliminated. There is a further simpler variation on the Kells
Market cross.(Henry 1932, Fig. 46d). In Southern Pictland there is one
example of a simple anthropomorphic pattern on Meigle XXVI (Allen and
Anderson 1903, III, Figs. 318B, 319). '

In metalwork anthropomorphic motives are not common. However a
fragmentary Hiberno-Saxon gilt bronze mount from Halsan in Norway may be
reconstructed to show a design which is comparable in many aspects with the
‘Banagher panels (Bakka 1965, 39, Figs 4~6) (Fig. 17). The mount is
" rectangular. Four men are shown, two at either end, with their legs
interlaced in the.centre and their heads bent forward. The shape of the
head is very similar to Banagher C 3 being flat on the top with a pointed
chin. Here there is no forelock or beard but the strand of hair at the
back has been extended to form a plaitwork motif. A second good comparison
has recently come to light in the Derrynavlan hoard. One of the gold
filigree mounts on the rim of the paten (6 Riodain, B. 1980b, 18) shows
two ado;ééd kneeling figures. Their long hair locks are interlaced and
their beards also form interlace ornament. The only other known metalwork
piece incorporating interlaced men is a gilt brooch from Togherstown,

Co. Westmeath (Mahr 1932, Pl. 19.4) (Fig. 17).
Banagher A 3 may also be compared with the 'motif piece' showing

anthropomorphic ornament from Garryduff (see pi# ).
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Clonmacnoise I D 3 shows a figure seated face on with mask-like
facial features. Although the panel is badly weathered strands may be
seen issuing from the figure's head. These, which have been interpreted
as stag's antlers, togetﬁer with the face-mask have led to the belief
that this panel may have pagan connotations in a Christian context (Henry
1965, 155; Ross 1967, 147). Anne Ross draws far ranging comparisons
between the Clonmacnoise representation and depictions of the Celtic god
Cernunnos, the lord of the animals, who is shown on the Gundestrup
Cauldron in a cross legged position with mask-like features and antlers
crowning his head (Hatt 1980, Pl. 2). This comparison seems far fetched
since the 'antlers'on Clonmacnoise I D 3 are probably illusory. Frangoise
Henry has sought equally suspect parallels for anthropomorphic interlace
patterns in objects, such as an ancient bronze from Luristan, which are
far removed from the Hiberno-Saxon milieu (1933, 85, Fig. 45a; 1967,

91, Fig. 9a).

It is much easier to discuss Clonmacnoise I D 3 with Banagher A 3
and C 3 as a development of the Hiberno—Saxon artist's love of elaborating
birds and animals by interlacing their bodies and enhancing the design
with a fine mesh of strands. The addition of men to this kind of.ornamental
repertoire may first be recognised in manuscript illumination in the Book
of Kells where anthropomorphic patterns of the type already discussed are
frequently included and human figures are also frequently used to fill up
spaces or weave in and out of the letters (e.g. £188R; Henry 1974, 200).
The best parallel for Clonmacnoise I D 3 is provided by an anthropomorphic
motif from the Turin Gospels (Turin Univ. Lib. MS 0.IV.20) which Frangoise
Henry (1967, 95-9) sees as an early ninth century continuation of the
luxury manuscript tradition. One of the two surviving carpet pages shows
two rectangular panels each containing a face on figure (op cit, 97;

Henry 1964, Fig. 30). The head has the same mask like appearance and
staring eyes as Clonmacnoise I D 3. Likewise bunches of fine interlace
strands issue from his head to fill the spaces on either side. The
figure's arms cross in the same way but he does not have any legs; a pair
of adorgéé birds, their necks interlaced with the figure's arms, are
adoptedfinstead,

However, one cannot completely ignore Anne Ross' comparisons between
the figure on Clonmacnoise I D 3 and pagan Celtic representations. The mask-
like face is a characteristic feature of pagan Celtic art. The cult of
the head is an important aspect of pagan Celtic religion (see p 22) and

carved representations of the head with its mask-like features are common
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throughout Celtic Europe. There are a number from Ireland which may be
exemplified by a group currently housed in Armagh Cathedral (Ross
1967 , 113~8, Pls 39, 40a). Anne Ross emphasizes the difficulty of
dating the Irish material because the human face-mask remains a
persistent feature which is still used in the Irish Romanesque, for
example on the door at Clonfert Cathedral (see p244). However, rather
than a clear retention of'pagan ideology in a Christian context, it is
far more likely ﬁhat the conventions for representing the human head in
Pagan Celtic art survived, as did the spiral, throughout the Early
Christian Period and were quickly adapted for use in a Christian ornamental
repertoire. This adaptation is most clearly shown by Christ's face on
the Athlone Crucifixion plaque . (Henry 1965, 204=5, Pl. 46). Other
examples are provided by the face-mask on the Ose§gfg‘butket s which '~ “
may be a secular or religious object, where the eécutcheon is formed
from a small human figure seated cross—legged in a very similar manner to
the figure on Clonmacnoise I D 3 (Petersen 1940, Fig. 94; Henry 1965,
P1l. 91) and the crouched figure on the Copenhagen Mount (Fig. 13)
(Wilson 1955; 165-6). In sculpture the retention of the pagan style of
figure representation into the Early Christian Period may be seen on a
number of monuments among them the ecclesiastic with his bell, book and
crozier on one of the Carndonagh pillars and the White Island statues
(Henry 1965, 130; 1967, Pls. 12-14). Helen Hickey (1977, 12) says of the
‘man who carved the White Island figures that he was a 'local sculptor
whose particular genius lay in the way he blended new ideas from Christian
iconography with earlier sculptural modes'. Therefore Clonmacnoise I D 3
should probably also be seen in the light of this adaptation of the
pagan Celtic style of figure representation into the Christian context.
The figure may also be compared with a small anthropomorphic figure
with raised arms, a double fish tail and a series of curly tendrils
sprouting from its head on Meigle XXII (Allen and Anderson 1903, III, Fig.
350). The pagan connotations suggested for this seem equally unfounded
(Ross 1967, 140). .

Inhabited Vine-Scroll Vine=scr011; inhabited or otherwise, is unusual

on Irish sculpture. Amongst this group there is a single example on
Clonmacnoise IV C 3. This panel may be closely compared with an inhabited
vine=scroll pattern on Kells South (Fig 18 ). Each consists of five
registers of pattern. The vertical height of the two panels is almost

identical (Clonmacnoise IV 57 cm, Kells South 58 cm) but Clonmacnoise IV



Fig 18

INHABITED VINE
SCROLL

i CLONMACNOISE IV C 3

2 SOUTH CROSS, KELLS
(after Henry)

3 BOOK OF KELLS

(after Henry)
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is 4cm wider than Kells South (28 cm; 24 cm) which possibly accounts for
the introduction of a small area of plaitwork at the top of the panel.

On Clonmacnoise IV C 3 the registers are very closely set whereas on Kells
South only the top register is squashed. On Kells South the vine springs
from a triéngular knot; this is too weathered to see on Clonmacnoise IV but
on both the central stem of the vine is not continuous after the first
register. On both also each register is formed by two plant stems which
each encircle a bird or duadruped which is shown pecking at berry bunches.
The birds and quadrupeds are similar on both monuments except that the
Clonmacnoise IV quadrupeds have shorter legs, probably owing to lack of
space. The two panels therefore are very alike suggesting that a similar
if not identical model was used for both.

Other examples of inhabited vine=-scroll may be seen on 0ld Kilcullen
and Monasterboice South (Macalister 1946, Pl. VI). The former is dissimiiar
but the latter shows a simplification of the two panels already discussed.
This well illustrates the. conservatism of the Irish sculptor; once a model
was adopted it seems to have béeﬁ little changed. Related inhabited vine -
scroll motives may also be seen on Durrow I B 11 and Clonmacnoise V B 13
and D 13 (see p245).

There is a noticeable lack of actual vegetation om either the
Clonmacnoise IV or Kells South panels.. However, in .the top right hand
corner of Clonmacnoise IV C 3 is a singlé trefoil shaped leaf. This leaf
type is unparalleled either in the Northumbrian sculptural vine-scroll
(Cramp forthcoming, Fig. 9) or on the few Pictish examples (Bakka 1963,

33, Note 71; Crawford, 0.G.S., 1936), although it is found on the Mercian
architectural vine freizes at Breedon (Cramp 1977, Fig. 50). It seems more
characteristic of some of the foliage in manuscript illuminationm,
particularly that in the Book of Kells!l!. 1In this manuscript there are
several different versions of vine-scroll (e.g. f188R, £19V, £202R) but

at no time is its form very close to that of Clommacnoise IV C 3, perhaps
because the rectangular shape of the sculptural field does not really lend
itself to the complexity of forms found in manuscripts. . However, a number
of details do correspond including the trefoil shaped leaves and the shape
of the berry bunches. On f188R (Fig. 18) the birds with their hooked

beaks and the facial features of the quadrupeds are also comparable though
the limbs of Book of Kells creatures have been elongated and twisted round
to complement the flowing composition of the roundel. The small rectangular
panels on f129R show a single :égister of vine scroll with trefoil shaped

leaves with two stems issuing from a vase, each surrounding one of a pair
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of confronted birds with hooked beaks.

Trefoil shaped leaves are also found on foliage ornament on some of
the mid eighth century Anglo-Saxon manuscripts, for example the Barbarinmi
Gospels (%w-&mgég¥-(ﬁenry 1974, 214, Fig. 66), usualiy associated with
Lindisfarne, and the Leningrad Bede (fubl.Lib. Q.v.)) associated with the
Jarrow-Wearmouth Scriptoriumand dated 731-5. Meyer Schapiro (1958, 193-4,
Pl. 23b‘and e; Ward=Perkins 1937, Pl. XXXII 1 and 2) has suggested that
the origins of this type of vegetal ornament may be found on seventh
century Visigothic sculpture.

As Egil Bakka (1963, 32, Note 71) has pointed out vine-scroll is
primarily a Northumbrian motif, probably only being adapted to fit the
Hiberno-Saxon ormamental repertoire at a later date. The form of the
inhabited vine on Clonmacnoise IV C 3 may be seen as a development of the
bush and tree vines found mainly on Northumbrian sculpture. The trunk
divides into a number of branches at the.top.of the first register but,
because of the height of the panel, the central axis of the vine is
abandoned and the branches siﬁply pass back.aﬁd forth across the centre
of the panel curving round to form perches for the birds and animals. The
form of the vine, the delicate rendering and the small scale of the
répresentation may be compared with the fragmentary cross shaft from Croft,
North Yorkshire (Kendrick 1938, 149, Pl. 61). Here, on one broad face,
is a tall scroll of three registers rising from a triangular root. Alter-
nate registers are oécupied by pairs of birds and quadrupeds. The pairs
of birds with open wings and hooked beaks are mirror images of each other. 
They peck at small berry bunches. Like Clonmacnoise IV C 3, the vegetation
is reduced to a minimum, the spear shaped leaves being used as fillers.

Oﬁ the other broad face are two further vine-scroll panels. The upper
shows two birds enmeshed in a bush vine; the second .shows the abandonment
of the structure of the vine so the birds and quadrupeds merely perch
amongst the vine stems'rather in the manner of the upper registers on
Clonmacnoise IV C 3. Rosemary Cramp (1978, 8, Fig. l.le) sees such
'miniature animated carvings' as the adaptation of oriental animals and
plants to already established idioms in the first quarter of the ninth
century.

In metalwork one.possible comparison is provided by the Ormside Bowl
which has pairs of mirror image birds and quadrupeds perched amongst the

vine stems!?.

In a Hiberno-Saxon milieu the Birka Pail provides a more
abstracted version of such vine motives (Bakka 1963, Fig. 23; Henry 1965,
Figs. 25a and b) again executed on a small scale and in a delicate engraved

technique. The upper freize shows a vine with a central trunk expanding
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into a half circular knot at the bottom. Two pairs of vine stems project
from the trunk, each pair being inhabited by two birds with hooked beaks,
one the mirror image of the other. Below is a procession of birds
encircled by vine stems again showing the abandonment of the strict vine

structure. The part played by the foliage is insignificant.

Conclusions Thus zoomorphic ornament and related motives are an

important and characteristic aspect of the Clonmacnoise Group. The variety
and complexity of these designs are striking and are unrivalled by other
groups of Irish sculpture. It is noticeable that the models used by the
sculptors for such motives do not seem to be sculptural. As Frangoise
Henry (1967, 195-6) has pointed .out, like interlace, key and spiral patterns
in the Vernacular Period, zoomorphic motives in this case are common to
sculpture; metalwork and manuscripts.

Undoubtedly the most important comparisons may be made with manuscripts
and particularly with the Book of Kells which shows the constant employ-

" ment of a number of the same motives, especially anthropomorphic designs.
The influence of manuscripts may also account for both the complexity of
conception and the fineness of line found on some of the Clonmacnoise
zoomorphic motives.

These two features are also.characteristic of the Hiberno-Saxon
metalwork objects decorated in an engraved technique which have been
frequently alluded to. One or.two comparisons have also . been made with
Hiberno-Saxon metalwork objects of the more plastic style characterized
by the Romfohjellen mount.

The locus faciendi of the metalwork and manuscripts which use these

motives has been constantly disputed (Appendix 2), so the adoption of such
designs on the Clonmacnoise monuments must therefore provide one of the
few fixed points where these motives are known to have been part of the
ornamental repertoire. This, however, does not mean.the motives are
Irish, they are rather characteristic of the Hiberno-Saxon milieu.

There is one exception to this, inhabited vine-scroll. It cannot be
included with the rest as its Northumbrian origin is plain and its
Hiberno=Saxon adoption is probably later and of a rather ‘episodic

character® (Bakka 1963, 33, Note 71).

¢) Spirals

Spiral patterns, although not extensively used on the Clonmacnoise

monuments, are nevertheless, characteristic, being found on Bealin, Banagher,
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Clonmacnoise II and Clonmacnoise IV. There is no spiral ornament on
Clomacnoise III and the only example on Clonmacnoise I is a row of

incised 'C' secrolls used as a filler on B 1.

Bealin, Banagher and Clonmacnoise II  The spiral pattermns on Bealin D 4,

Banagher B 2 and D 2 and Clonmacnoise II A 1 are all variations on the
same double border pattern. These patterns seem to have been constructed
on square grids (see p 13) and in each case a vertical line is clearly
visible down the centre of the panel and on Bealin D 4 and Banagher B 2
and D 2 the spirals have been squared at the corners of the panels. On
Bealin and Clonmacnoise II it seems possible that similar constructional
grids could have been in use. On Bealin the horizontal distance between
the centres of the spirals is 10.25 cm; on Clonmacnoise II it is 15.5cm,
that is approximately half as much again. On Banagher the patterns are on
the narrow faces of the shaft and are therefore on a much smaller scale.
Here a 3cm unit measure seems likely which, of course, is frequently

used for the interlace ornament on these monuments (see p 50).

The style of carving and the details of the ornament on Béalin D 4
and Clonmacnoise II A 1 may be closely compared. The field has been cut
away to a consistent level leaving delicate spiral strands %n low rounded
relief. The slashes on the expansions tend to be cut more .deeply than the
field. The closest parallel for this double border pattern is provided by
Tihilly D 3 (see p178) and there is a further example on the South Pillar,
Carndonagh (Henry 1933, Pl. 7).

The striking feature about Bealin D 4 and Clonmacnoise II A is the
details of the vegetal ornament. In each case .the outer 'S' scroll
expansions are leaf shaped. On Clonmacnoise II they appeaf to actuaily i
grow from a stalk and then drop forward over the line of the 'S' scroll
terminating in a small knob. The spiral terminals on Clonmacnoise II are
slashed so as to give almost the appearance of berry bunches. On this too
the curious shape of the 'C' scroll expansions with their funnel shaped
slash marks and the round knob hanging down from the centre seem to have a
flower-1like quality and at the bottom of the panel the small projections
either side of the spiral strands are reminiscent of the point where a
plant stalk issues from the earth.

Although the vegetal details, especially leaf shaped expansions are
frequently found elsewhere in spiral ornament from the Turoe stone onwards
(Duignan 1976 ) their concentration here is unusual and certain details
which recall vine-scroll, the spiral terminals, which have the appearance
of berry bunches and the triangular projection at the base of Clonmacnoise

II A, cannot be totally ignored. While it is possible that these vegetal
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details may have been adapted into the spiral pattern simply because

they appealed to the sculptor it could also be interpreted as a method

by which the Hiberno-Saxon artist might adapt vine-scroll into a Celtic
ornamental repertoire. Both Egil Bakka (1963, 32) and Frangoise Henry
(1965, 188) have discussed this 'style creating factor' which transformed
such motives as the Germanic Style II animal to suit Hiberno-Saxon taste
(see p63). There are a number of Hiberno-Saxon objects which show the
stylization of vine=-scroll. These may be exemplified by the Birka Pail
with its spiralled vine-stems (Raftery, J. 1941, pl.103). The vegetation,
which is used merely as a filler, and the roots on the upper vine freize
may both be compared with Clonmacnoise II A. A similar spiralling of the
vine stems, which terminate in berry bunches, is found on Duleek North
(Crawford, H.S. 19260, Eig.'l). In manuscripts Frangoise Henry (1974,
205) has drawn attention to the 'vegetable aspect' of the spiral

ornament in the way it spreads across the page in the Book of Kells.

She has also suggested (1967, 91-2) the possible interchangeability of

the spiral and vine=scroll motives!3 in the mind of the Celtic artist
while the symbolic eucharistic meaning of the vine is retained. It seems
possible that this could also be true of the spiral ornament on Bealin and

Clonmacnoisé-II.

Clonmacnoise IV - The spiral ornament on this cross is rather different

from that already discussed. Two different types of spiral ornament are
used. On C 2 and B 8 the spirals are raised into hosses while in contrast
the background ornament on the crosshead of face A is in very low relief.

The characteristic features of C 2 and B 8 are the bosses decorated
with an interléce mesh, the incised 'S' and 'C' scrolls and the small
slashed triangular and spiral expansions. The pattern of C 2, set on
the diagonal (see pl3 ), is common amongst the Ossory crosses for example
Ahenny I C 2, Ahenny II A 7 and 8 (see plOl) although the style of
execution is completely different. B 8, however, may he compared with
Kinnitty I D 2 and Tihilly B 3 and here the stylistic details are very
similar. A similar pattern is also commonly found in the Book of Kells
(eg f4V, f5R).

The important feature of these patterns is the meshed bosses. The
best parallels for these are.to be found in Scotland in the distinctive
'Boss Style' and it seems likely that elements of this style could have

1L

been passed on to Ireland from here. Flat roundels decorated with a

tight interlace mesh similar to Clonmacnoise I A 1 are paralleled amongst
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the early Class II slabs of Southern Pictland at Glamis II and St. Vigeans
VII (Allen and Anderson 1903, IIL, Figs. 234A, 278). The same feature may
be seen in Northern Pictland on the more highly developed Class II slab

at Hilton of Cadbol (op cit Fig. 59) which Stevenson (1955, 116) dates

c 800 although Isobel Henderson (Pers. Comm. April 1977) would tend to

see it as earlier. The fully developed high relief 'Boss Style' is
represented by Nigg in Northern Pictland and Aberlemmo III and the

St. Andrew's Sarcophagus in the south (Allen and Anderson 1903, III,

Figs. 72, 228A and 365). One of the characteristics of these three
monuments is the high relief bosses decorated with interlace mesh similar
to those on Clonmacnoise IV. However, here they are not associated with
spirals but either appear singly surrounded by a raised moulding, as

on Aberlemno III, or combined with writhing snakes (see p 99) as on Nigg
and St. Andrews., Meshed bosses, sometimes accompanied by snakes, are also
a prominent stylistic feature of .the Ionan sculptural workshop where they
are particularly found on St. Martin's Cross and the cross at Kidalton,
Islay (op cit, Figs. 397B, 410).

In Irish sculpture smaller bosses combined with spiral ornament are
a feature of Kinnitty I C 1 (see p 177) and bosses combined with snakes
are characteristic of many of the 'Scripture' crosses (see p243).

In contrast the spiral pattern used as a background ornament to the
bosses on the crosshead of A 1 is carved in very low relief. The pattern
is now impossible to reconstruct but such a pattern successfully solves
the problem of how to ornament an irregularly shaped area. The closest
parallel for this is provided by Ahenny I A 1 (see p 100) which shows an
identical use of spiral ornament although the style of carving is completely
different. There is a long tradition in Irish sculpture of covering large
areas with a carpet of spiral ornament which.may early be seen on La

Téne monuments such as the Turoe and Mullaghmast stones (see p 21).

Conclusions Therefore three distinctive styles of spiral ornament are
found on the Clonmacnoise monuments. Bealin, Banagher and Clonmacnoise

I have spiral panels carved in delicate low relief, the details of the
pattern being reminiscent of vegetation. However, the spiral ornament

on Clonmacnoise IV is completely different consisting of spiral patterns
raised into meshed bosses which may be compared with Scottish 'Boss Style'

and a carpet of spiral ornament in very low relief.

4) SQEPFPatterns

Step patterns do not form a major part of the ormament of the
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Clonmacnoise group. In fact there are only two examples, Bealin B 2
and Clonmacnoise II B 1. These panels are not prominently placed.

The'lengths of the steps (see p 16) on Bealin B 2 are surprisingly
uneven suggesting it may have been drawn out freehand. However, the
~ lengths of the steps are more consistent on Clonmacnoise II B 1. The
width of the step is approximately 1.5 cm, the length being somewhat
longer in places in order to fill the required length of the panel.
1.5 cm. is a common unit measure for the Clonmacnoise interlace ornament
(see p 50) and this may be related. The panel is probably unfinished,
since, although the cruciform centres of the lower pamel have been sunken,
the rest of the pattern is merely incised.

The origins and use of step patterns have already been discussed
(see pl5). Suffice it here to draw attention to close parallels. The
way in which Bealin B 2 has been executed with the lines of the steps
standing out in low relief while the background has been cut away to a
consistent level is reminiscent of metal working techniques. and in
particular it may be compared with the step pattern on the front of the
Emly house-shrine, an object of known Irish provenance. Joseph Raftery
(1941, 109) has suggested a date of ¢ 750 while Swarzenski (1954, 62)
has suggested it could be as early as the late seventh century. Swarzenski
(op cit, 60) has also remarked upon the uniqueness of the technique .
used for the execution of the step pattern on this shrine. The lines
of the pattern have first been‘cut out of the wood and then silver
hammered into them so that it protrudes, giving a contrasting effect
between the shining silver and the dark wood. A very similar effect is
achieved in Bealin when oblique sunlight shines on the relief lines of
the step pattern set against the darker cut away background and such an
effect might originally have been accentuated with the use of paint.
Other comparisons may be made with glass studs such as that from Lagore
(Hencken 1950-1, 129-30) which was made by placing a metal grille into
a mould and then dropping molten glass on top (Henry 1965, 95, Pl. 36)
thereby producing a similar effect. In manuscripts step patterns
showing a similar contrast between the line of the pattern and the background
may be seen on the David as Victor page of the Durham Cassiodorous

(Durham Cath. Lib. MS B.II.30) (Nordenfalk 1977, P1.28).

e) TFret Patterns

Amongst this group fret patterms are only found on Clonmacnoise IV
where they are used fairly prolifically being found on B 1, B 5, C 4, D6

and D 11 and as the background ornament on the crosshead C 1.
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Three different kinds of pattern may be noted. The first of these
is a border pattern of interlocking fret elements on B 5 and C 4. The
first of these, a half @b pattern (RA Nos. 926-9) is fairly common on
both manuscripts and sculpture throughout the British Isles over a long
period and therefore close parallels are difficult to suggest. However
close parallels may be cited with an identical pattern on Kells South
(Roe 1966, P1. V) and there is also a similar pattern on Monasterboice
South (Macalister 1946, Fig. 13, Panel 53). In metalwork the same

pattern forms a border to the interlace pattern on the Phase I part of

the Dommach Airgid (Henry 1965, Pl. 55, Bakka 1963, 30). The pattern on

C 4 is rather unusual. It is a rather crude design of 5@ elements whefe
the terminals have become curved.

The second type is a border pattern consisting of a number of
different units placed side by side and is found on D 6 and D 11. A
single fret pattern unit is found on B 1. It may be that the practice of
placing fret units side by side rather than interlocking them may have arisen
in order to keep the pattern simple. This practice is also found on
Ahenny I A 1 and a similar style of execution is also used, each element
being outlined in relief leaving the centre cut away, a sharp metallic
effect being produced.thereby (see pl12). There are parallels on Kilree
D 7 and on £3V in the Book of Kells and there is a more complex version on
Monasterboice South (Crawford, H.S. 1926a, 39; Macalister 1946, Fig. 13,
Panel 63).

The pattern on C 1 is in similar low relief to the spiral pattern on
A 1. The exact nature of the pattern is difficult to .be:sure of but it
seems to be a rare example of the use of the fret element X . The
only other Irish example is on the East face of Castledermot South (Henry
1932, P1.46). A fret ﬁattern used in this position on the crosshead is
also unusual, the only other examples being again Castledermot South,
where there are no bosses and so three border patterns have been simply
linked together to fill the entire crosshead, and the crude ringless
cross at Kilbroney, Co. Down (Henry 1964, P1.26). The use of fret
patterns on the crosshead is more popular in Pictland. There are examples
of straight line spirals on the early Class I slabs, Aberlemmo II and
St. Vigeans VII, and on more developed Class II monuments at Dunfallandy,
Fowlis Wester and Meigle II it is combined with bosses on the crosshead
(Allen and Anderson 1903, III, Figs. 227A, 278, 305A, 306A, 311A;
Henderson 1978, 53).
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4) Beasts

a) Lions and Griffins

Several examples of these two beasts are depicted on the Clonmacnoise
monuments. The lion is found on Bealin C 4, Clonmacnoise I D 1, Banagher
A1l and C 2 and Clonmacnoise III A 1, the griffin on Bealin C 3,
Clonmacnoise I B 1 and probably Clonmacnoise III A 1.

The lions on Bealin C 4 and Clonmacnoise I D 1 are closely
comparable except that in the latter version the curl of the upper lip has
been reduced to a knob. The lion on Banagher A 1 is also similar but is
more prominently placed, is on a larger scale, its head is square and its
body less arched. The size of its paws has also been accentuated. This
stylistic feature is characteristic of manuscript illumination from
which it is probably derived. Examples may be seen in the Book of Kells -
(e.g. £271R) and the Book of Armagh (Dublin R.I.A.) (Henry 1974, Fig. 51).
Another sculptural example may be seen on Tihilly D 2 (see p 174. The
second lion on Banagher C 2 is much smaller. ‘The extension of its tongue
and possibly its mane and tail into lacertine knots acting as fillers is
also suggestive of manuscript influence, examples of which may be seen
in the Durham Cassiodorus (Bailey 1978b,20, Fig. 6; Nordenfalk 1977,

P1. 27)‘and the Book of .Kells (£24R, £33R; Henry 1974, 207-8).

The griffins bear many of the same physical characteristics as the
lions. The griffin on Bealin C 3, except for its bird-like head with
prominent beak, is almost indistinguishable from the lion on the same
cross. The positioning ‘of this creature, like the placing of the
interlace panels on the crosshead of Face C, seems rather curious.
Presumably the lost motif on the right hand horizontal cross arm would
have balanced the ornament but the fact that the griffin faces left, that
is away from the centre of the crosshead, is surely unexpected. On
other crosses the ornament of the crosshead is either organised as a whole,
for example Ahenny I (see pl00), or, as on the 'Scripture' crosses the
figural scenes are designed to focus attention on the centre of the
crosshead.!?®

On Clonmacnoise IILA 1 the bodily stance of the beasts is identical
and repetitive. Equally the beast types have become somewhat muddled and
it is rather difficult to tell whether lions or griffins are intended and
it seems possible that the sculptor may have been copying, rather badly,
beasts already available to him on other Clonmacnoise monuments. The

leonine creature at the top of the shaft has an almost identical stance to
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the lion on Banagher A 1 although on Clonmacnoise III the floriate

‘tail is longer and the jaws are closed. The beast below, which turns its

head to grasp its tail in its beak, is similar to the griffin on Clonmac-
noise I D 1, which turns its head to grasp the leg of the creature above.
A similar beast has been squashed onto the bottom of the shaft.

These lions and griffins are likely to have been imbued with Christian
symbolism although their exact meaning or meanings in this context are
difficult to tell. The lion is chiefly a symbol of strength, strength that
can be turned to good or evil. The Early Christian Fathers sometimes
associate the lion with .Christ (Cadtrol and Leclerecq 1907-53, IX.1l, 1198-9).
In other contexts it is definitely a symbol of evil as, for example, when
David, a pre=figure of Christ, is shown breaking the jaws of the lion
(see p149) (Reau 1955, 92 ff) Christ may also be shown trampling the beasts
including a lion. In other Early Christian texts the lion took on different

values. In the Physiologus it symbolizes the Incarnation (see p163) while

in Byzantine theological writings it is associated with the Resurrection.
The lion is also associated with the tribe of Judah (Cadbrol and Leclercq
1907-53, IX.1l, 1199) and is the Evangelist symbol of St. Mark although the
latter meaning seems unlikely in this context as the Lion of St. Mark is
shown with wings in other representations on Irish sculpture at Kells South
and Duleek North (Roe 1966, P1l. V; Crawford, H.S. 1926b, Fig. 1).

Griffins, although primarily an ancient mythical beast, do come into
Christian iconography where .they seem to be associated with both Christ and
the Devil although the latter seems more usual (Réau-1955, 88, 117; Cadbrol
and Leclercq 1907-53, VI.2, 1814-8).

There are a number of other Irish and Pictish . monuments which include
lions and griffins in their repertoire. In Ireland there are two slender
feline creatures with squared jaws which have very much the appearance of
lions on Gallen Priory I (see p266), twd elegant lions on Tybroughney B 2
and C 1 and other possible examples in Roscrea I C 1 (see p 160) and Lorrha
I C 4 (see pl2l) as well as those depicted in representations of Daniel in
the LionS' Den (see pp 121,147). On Pictish monuments the species of beasts
represented is frequently difficult to Be sure of but lions may be
securely identified on Pappil, Golspie and Glamis IT (Allen and Anderson
1903, III, Figs. 6, 48 B, 234A). The curious shape of the feet of the Glamis
II lion, a distinctive feature of Pictish animal representations (see pl6l),
is also found on the lion and griffin on Bealin. In Pictland the griffin
is quite commonly represeﬁted particularly on monuments from Meigle and

St. Vigeans. There is a particularly lively example on Meigle XXVI (op cit,
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ITII, Fig. 318C). A

In manuscripts the lion but not the griffin is a distinctive ornamental
element in the Book of Kells (Henry 1974, 206-7). These lioms, though
considerably more elegant, with their pointed ears, large almond shaped
eyes, spiralled snouts and curly manes, havgvmany.features in common with
those on the Clonmacnoise monuments (eg £3R, £187V, £212R). v

In Anglo-Saxon England Rosemary Cramp (1978, 13) has commented on the
introduction of exotic oriental beasts into the sculptural repertoire
during the last quarter of the eighth century and their continued use during
the ninth and tenth. The influx was due to the opening up of Western
Europe to Eastern influences as a result of the re-establishment of
Orthodoxy by the Empress Irene (op cit, 8). The lion and the griffin became
popular motives on both Northumbrian and Mercian Sculpture. The types may
be exemplified by the prancing lion at Breedon (op cit, Fig. 1.2; Cramp
1977, 206-7), the more classical winged lion entangled in a vine at
Dacre (Collingwood 1927, Fig. 58) and the Otley griffins (Cramp 1978, Fig.
1.2).

On the Continent examples of exotic beasts are found in the sculptural
repertoire of eighth century Lombardic Friuli (Hubert et al lb67, 247) and
seventh century Visigothic France, for example a lion carved on a stele
from Oupia (Durliat 1953, 100, P1.3) and two confronted griffins on a
samophagus at Charenton-Sur=-Cher (Le Blant 1886, P1l. 15). There are also
many examples of griffins, sometimes drinking out of vases, on barbarian
style brooches frém Gaul, Germany, Switzerland and Northern Italy. Some
include definite Christian symbolism (Cadbrol and Leclercq 1907-53, VI.2,
Figs. 5469=5474) .

However, the ultimate origins of these lion and griffin motives would
seem to lie in the East. 1In what precise form they reached the west is
difficult to be sure of but designs on textiles or similar portable objects
seem likely. These may be exemplified by a sixth or seventh century textile
depicting pairs of confronted lions found at Sancta Sanctorum . in Rome
(Dalton 1911, Fig. 373). Quite how such models reached Ireland is unknown.
The Clonmacnoise sculptors may have been open to the same oriental influences
as their Northumbrian and Mercian counterparts. After all it is known that
St. Cuthbert’s body was wrapped in oriental textiles (Battiscombe 1956,
484=525) and Irish. churchmen could have acquired similar objects. However
it is also possible that the Irish did not receive the impetus directly
from the Continent or the Mediterranean but rather via Anglo-Saxon England

and Pietland.
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b) Fantastic Beasts

Amongst the Clommacnoise monuments there is a single example of a
fantastic beast on Clonmacnoise I B 1. This four legged bird cannot be
identified as any particular mythical species but it may be compared with
the fantastic beasts discussed in connection with Roscreéa I and Tybroughney

(see p161) and it probably originates from a similar source.

5) Figural Iconography

Figural scenes are little used amongst the Clonmacnoise group. They
may be divided into two types, horsemen and hunting scenes and Scriptural

iconography.

a) ‘Horsemen and Hunting Sceénes

Only one hunting scene may be securely identified on.the Clonmacnoise
monuments, that is Bealin B 3. Otherwise there is a horseman and a stag
on two separate panels on Banagher A 1 and A 2, a horseman on Clonmacnoise
ITT A 1 and there are traces of horsemen on Clonmacnoise IV A 7 and C 7.

Bealin B 3 is inconspicuously placed at the bottom of the shaft on
a narrow face. Such a position is unusual as hunting scenes on Irish
crosses are usually found on the base (see pl24) (it is unknown whether
Bealin ever had a base) though there are also three examples of its
placement on the crosshead (see pl52). One of these, Dromiskin, provides
the only close parallel for Bealin B 3 (Roe 1954, Pl. XII). Here there is
a stag being chased by a hound and followed by a horseman, this time placed
on the horizontal rather than adapted to a vertical panel.

As Frangoise Henry (1965, 145) has pointed out the composition of the
Bealin panelAhas much in common with the way in which hunting scenes are set
out on the backs of Class II slabs in Pictland and this is also true of
similar scenes on the Ossory monuments (see pl24). The style of carving
of the early Class II slabs such as Aberlemno II (Allen and Anderson 1903,
III, Fig 227B) with its low, flat relief with some of the details picked
out by incised lines may also be compared with Bealin. Although the actual
composition is not paralleled in Pictland, hunting scenes with horsemen,
hounds and stags are common. Thus scenes rendered in a similar spirit to
Bealin may be pointed out on a fragment from Elgin (op.cit, III, Fig. 138),
which shows a bounding stag with a lolling tongue being ravaged by a pair
of hounds, though in this example they gore its breast and back. On Meigle
XII (op.cit, III, Fig. 346C) there is a stag shown in profile fleeing




85.

towards the left with a rather plump hound behind biting its left hind
leg. On these two examples there are no horsemen but there are many
other Pictish stones with stags being attacked by hounds and pursued
by horsemen, for example Hilton of Cadbol (op. cit, III, Fig. 59).

There is a second possible hunting scene situated in a more usual
position on the base on Clonmacnoise IV C 7. It is badly weathered but
the fragmentary horses suggest a hunting scene on a much grander scale
than Bealin B 3 perhaps comparable with Kilree C 3 and 4 or Killamery A 4
(see pl52) or even some of the more complex Pictish representations (see
pl24).

On Banagher A 2 is a stag placed in a panel by itself. It seems to be
drawm from the same model as the Bealin example, the positioning of the
legs, the two branched antlers and the lolling tongue being the most
characteristic features. However, perhaps owing to lack of space, there
is no hound in the composifion, Instead the stag's right foreleg is showm
caught in a rectangular frame which Patrick Gillespie (1918-19, 165-7)
has plausibly suggested is a deer t;‘ap16 and this would fulfil a similar
function to the ravening hound. The religious and other possible meanings
of both stags and hunting scenes are discussed in detail elsewhere (see
pl25). Suffice it here to draw attention to the wording of Psalm 90 verse
3 which is interesting and could be directly relevant to the Banagher carving
since the Psalmist pleas.to be freed from the 'snare' (laqueo) of the
huntsman. -

The stag by itself but without the trap is found elsewhere in Irish
sculpture on Gallen Priory I A 2 and Tybroughney B 1 (see pp266,160) and
the cross at Moone (Henry 1965, Pl. 68).

Since the stag on Banagher A 2 is in a panel by itself and is separated
from the horseman who shares the panel above, A 1, with a lion it is
unclear whether the two motives are related. It is tempting to see the
huntsman armed with a spear on Bealin B 3 transposed into the ecclesiastic
armed with a crozier here represented thereby adding to the suggestion of
Christian symbolism but this is not clear. However, this jaunty little
figure finds its.closest comparisons with inter-textural illustrations on
f89R and £255V in the Book of Kells (Henry 1974, P1. 121). Mounted
ecclesiastics, though not closely comparable with Banagher, are also found
in Pictland and may be exemplified by Dunfallandy (Allen and Anderson
1903, III, Fig. 305B). The elegant prancing horses on Ahenny I D 9 (see
pl1l9) are also similar to those on Bealin and Banagher. The horseman on

Clonmacnoise III A 1 is almost identical to Banagher A 1 except that he is
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without a crozier.

The procession of quadrupeds on Clonmacnoise IV A 7 may be identified
as horses in the light of their close comparison with less weathered
processions of horses on Lorrha I A 2, B 2, C 2 and D 2 and Kilkieran

II C 5 and 6 (see pl24).

b) 'Scriptural Ic¢onography

Sceﬁes from the Bible are not common in this group. In fact they are
only found on Clonmacnoise IV, again placing it slightly apart from the
rest. The scenes are on a small scale, in low relief, and are not
prominently placed. They are definitely subordinate to the abstract
ornament. The scenes depicted are the Crucifixion on A 2 and the Fall
on B 12,

The Crucifixion The representation of the Crucifixion on crosses where

abstract ornament is in the majority is rare, the only other example being
Killamery A 10 (see pl46). Amongst the '"Scripture' crosses it is
customary to place the Crucifixion on the crosshead of the west face (see

p 210. However, on both Clonmacnoise IV and Killamery it is placed at

the top of the shaft on the west face and not on the crosshead. This is
also true of Kells South (Roe 1966, P1l. IV). 1In all three instances, the
placing of the Crucifixion in this position would seem to indicate that the
crosses belong to a period before it was customary to place it on the crossr
head. In Anglo-Saxon England Crucifixions are equally rare amongst the
early sculpture; nor are they placed on the crosshead (Coatsworth 1979,
200-1).

The Crucifixions on Clonmacnoise IV and Kells South are closely
comparable suggesting a common model. However, the Kells version is more
competently carved and shows a better grasp of the potential of relief.

In contrast the Clonmacnoise Crucifixion is in very low relief and the
sculptor seems to have had some difficulty in fitting the various elements
into a rectangular panel. The main elements of the composition are the

same on both crosses. Christ is shown face on and erect. The head is large
in comparison with. the body; He has short hair and is beardless. He is

clad in a knee length tunic with conspicuous vertical drapery folds in the
skirt. The Kells version also has drapery folds over the upper half of the
body. The length‘of.the arms is determined by the width of the shaft and

traces of the cross can be seen behind. On Kells the feet point downwards,
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whereas at Clonmacnoise they are turned to either side. Stephaton, the
sponge bearer, and Longinus, .the spear bearer, placed on either side of
Christ, are characteristic of insular‘representations_(see p212). 1In both
cases Stephaton, on Christ’'s left, is shown offering Christ a cup rather
than a sponge which is a specifically insular feature (Gougaud 1920, 136).
On Kells Longinus is depicted with his head held back so the stream of
Blood may £all in his eyesl7 presumably indicating the miracle whereby his
sight was restored (Roe 1966, 19; Schiller 1972, 102). At Clonmacnoise
both figures are kneeling with their heads tipped back.

On Kells South there is a further pair of figures placed either side
of Christ's head, that on the left facing Him, that on the right turned
away. On Clonmacnoise IV there are two similar figures but they are placed
the other way round. In her discussion of the possible attributes of the
Kells figures, Helen Roe has suggested (1966, 19-22; Henry 1967, 162) they

represent Sol and Luna, the latter turning her head away thus conforming to

the tradition that at the Crucifixion the Moon turned back her course lest
she saw the Death of the Son of God. This is an interesting hypothesis

but unfortunately it cannot be proved because the Kells figures are not
sufficiently well preserved to make their identification definite and their
Clonmacnoise counterparts have no attributes suggesting the sculptor may not
have complétely understood his model. However, if Helen Roe is correct,
this could have an important bearing on the dating of the two pieces. Sol
and Luna as symbols frequently accompany the Crucifixion from as early as

¢ 600 and may be exemplified by an ampulla from Monza (Ha@tecoeur 1921, 15).
However the Sun and Moon personified in this position is extremely unusual
at an early date, a rare example being another of the Monzaamgullae
(Schiller 1972, Fig. 324). 1t is a characteristically Carolingian feature
(op cit, 109, Fig. 362) and it is not until the mid ninth century that the
figures turn away or express their grief by covering their faces. It
therefore seems possible that the Crucifixion on Clonmacnoise IV, Killamery
A 10 and Kells South may be early examples demonstrating the increasing
importance attached to this scene on the Carolingian Continent during the
ninth century (see p2l7).

However they may also be compared with other probably earlier depictions
in iﬁsular metalwork, manuscripts and possibly sculpture. The Athlone
Crucifixion plaque, usually attributed to the mid eighth century (Raftery,
J. 1941, 106; Hentry 1965, Pl. 46) has much in common with Clonmacnoise IV
except that Longimus and Stephaton are standing and the figures on either

side of Christ's head may be angels or seraphim. Illustrations in
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manuscripts‘demonstrate the wide variety of models available in Early
Christian Britain. These may be exemplified by St. Gall MS 61 (op cit,
196-8; Masai 1947, Pl. XXI.2) and Durham A.II.17 (Nordenfalk 1977, Pl.14).
In sculpture Frangoise Henry (1965, 128) has pointed out possibly early
Crucifixion types at Carndonagh, Iniskea North and Caher Island (op cit,
Figs. 16, l4a, Pl. IV; Thomas 1971, Fig. 61) although these may be
considerably later (see p25). In Northumbria there are two early examples
from Hexham and another from St. Andrew Aukland (Coatsworth 1974; 1979,
116 £f).

In nearly all these examples Christ is shown dressed in a knee length
tunic or an ankle length robe with or without sleeves. Ultimately these
variations would all seem to be derived from the sleeveless colobium, the
earliest surviving example of which may be seen in the Mesopotamian Rabula
Gospels dated to 586 (Schiller 1972, 91-2, Fig. 327). An early example
of a sleeved robe may be seen on a gfxth or seventh century silver plate

from Syria (op cit, Fig. 322).

The Fall The carving on Clonmacnoise IV B 12 is fragmentary but the Fall
may be securely identified on the left as two figures, one placed either
side of a tree, are quite clear. However, no detailﬂsurvives.so it is
impossible to tell which type (see pl8l) was originally depicted. It
seems possible to suggest that the right hand side of the panel may once
have shown Cain and Abel. These scenes are frequently depicted together

on other Irish crosses (see p230).

Conclusions These sculptural scenes, though rather insignificant, are
undoubtedly a foretaste of the complex iconography of the 'Scripture'’
crosses. A possible parallel for this development may be sought in
manuscript illumination, where occasional iconographical plates were
introduced at a relatively early date, but it was not until the Book of
Kells that a number of episodes are illustrated and Frangoise Henry (1974,
212) -has suggested that one of the blank pages in that manuscript may have

been intended to show a Crucifixion scene.

6) The Bealin Inscription

H.S. Crawford (1927, 2-4) (Fig. 19) was the first to comment on the
existence of an inscription on Bealin A 4 and it has since been studied
in detail by Framgoise Henry (1930b). She interpreted the meaning of the

inscription as:-
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'Pray for Tuathgall who caused this cross to be made'’

and she has gone on to link the name 'Tuathgall' with an abbot of
Clonmacnoise who died in 811.!% This led her to believe that the cross
was erected between 798 (4.V.), when the obit of the previous abbot is
recorded and 811 (Henry 1965, 143-4). Her argument was backed up by a
study of the letter forms (1930b, 111-113). If her supposition is correct
this provides one of the very few fixed points in the early period of
Hiberno=Saxon art with all the potential implications for the dating of
stylistically related objects.

This inscription has been re-—examined by Kenneth Jackson (letter, April
1978) who, although he disagrees with details of Frangoise Henry's argument,
is prepared to accept the possibility of the broad outline of her hypothesis.

Firstly, Frangoise Henry's reading of the inscription as:-
TOROIT AR TUATHGALL LAS DERNATH IN CHROSSA’

is not entirely correct. The correct version is given by Macalister (1949,
II, No. 871) (Fig. 19) who records:=

"OROIT AR TUATHGAIL LAS DERNATH IN CHROSSA'

'Tuathgail' is the correct reading as it is the dative of Tuathgal dependent

on the proposition 'ar’.

Secondly, Professor Jackson is of the opinion
that paleographically the inscription is suggestive of the eighth century
rather than the ninth, though the early ninth century is 'not at all
impossible'. 19 ‘
It is interesting to note that this inscription is carved in relief.
The only other known inscriptions in relief are Killamery A 13 (see p 153)
and an inscription from Tarbat in Ross (Allen and Anderson 1903, III, 94-5,
Fig. 96). Inscriptions on the 'Scripture' crosses are incised (see p246).
Professor Jackson sees the name of Tuathgal as being rare, although
not, as Frangoise Henry (1930b, 113) has suggested, unique. Padraig
Lionard (1960-1, 160, Fig. 19.7) has identified a grave-slab from
Clonmacnoise bearing the inscription 'TUATHGAL’ using similar letter forms
to Bealin with the same Abbot Tuathgal. Again this is impossible to prove.
Therefore, although the attribution of the inscription on Bealin A 4
to Abbot Tuathgal of Clonmacnoise who died in 811 can never be satisfactorily
proved, the possibility that Francoise Henry's identification is correct
should be taken into account and may perhaps be used in conjunction with the

art historical evidence.

7) The Dating of the Monuments

As has been shown above, it is not possible to prove that the

inscription on Bealin A 4 really relates to Abbot Tuathgal of Clonmacnoise
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who died in 811 and .therefore one is forced to consider the art historical
evidence as the only other way of attempting to date these monuments.

The most important comparisons may be made with sculpture in Scotland.
These similarities were first noted by Romilly Allen . (1896-7, 309) and
have since been remarked upon by Robert Stevenson (1956, 91-3) and
Frangoise Henry (1965, 145). Firstly, parallels may be drawn between the
Clonmacnoise group and the early Class II slabs of Southern Pictland.20
This group has many factors in common with the Clonmacnoise monuments
which may best be illustrated by comparing the layout and ornamental
repertoire of Aberlemno II (Allen and Anderson 1903, III, Figs. 227A and
B) with Bealin. The low relief, the shape of the crosshead with its
central roundel, the large scale motives, some of the interlace types,
the preference for decbratiﬁg the length of the shaft with a single pattern,
the procession of birds with spiralled, interlaced bodies and the use of
figural scenes which could be secular or have religious symbolism are all
common to both monumenés. .Secondly, similarities have also been noted
between Clonmacnoise IV and the high. relief ‘Boss Style' of both Pictland
and Dalriada.

Isobel Henderson (1967, 132-3) has suggested that the Class II
Pictish monuments developed during the early eighth century immediately

following the Northumbrian/Pictish rapprochement of c.710. However,

Robert Stevenson (1955, 112-6), although he would agree with the Northumbrian
stimulus, has suggested a slightly later date of development during the
second half of the eighth century and recently further credence has been
lent to this because of Rosemary Cramp's views (1978, 6-7) on the beginning
of freestanding crosses in Northumbria which she would date c 740 (see
p 33). Robert Stevenson (1955, 117-20) has gone on to suggest the gradual
development of relief carving culminating in monuments like Nigg, the St
Andrew's Sarcophagus and the Iona crosses which are likely to date ¢ 800,
as Iona was evacuated in 806, and it is unlikely that the crosses would
have been executed after this. It seems very probable that influences
from Pictland could have been passed on to Ireland possibly by way of Iona
(Stevenson 1956, 84 ff) although one should not ignore the possibility of
reciprocation. It also seems likely that the increased emphasis on relief
which may be seen between the early Class II Pictish slabs and Scottish
'Boss Style' may be paralleled in Ireland in the difference between Bealin
and Clonmacnoise IV,

Comparisons between the Clonmacnoise monuments and other Irish sculpture

are more difficult to make. In particular Bealin, Banagher and Clonmacnoise
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I, II and III have their own distinctive ornamental .repertoire and style
of carving which is not really péralleled elsewhere although certain
motives such as interlace and spiral patterns may be compared with
Kinnitty I and Tihilly (see ppl73,178 ) and the use of anthropomorphic
ornament may also be compared with Kells South. In contrast Clonmacnoise
IV, although it shares many characteristics with the other Clonmacnoise
monuments, also has many aspects in common with other groups of Irish
sculpture. Firstly, the form of the monument, which distinctly shows the
influence of metalworking. techniques, and the high relief may be closely
compared with the Ossory crosses (see p 96). Secondly, some motives on
Clonmacnoise IV, particularly the inhabited vine - scroll and the Crucifixion,
may be directly compared with Kells South, a cross which is most unlikely
to have been carved before 806, when the Ionan community moved to Kells
(Brown, T.J. 1972, 241), and could, if Helen Roe's analysis of the
Crucifixion iconography is correct (see p 87), date to the mid ninth
century or later.

Important comparisons may also be drawn between the Clonmacnoise
monuments and elements in Ehe,repertoire and style of Hiberno-Saxon
manuscript illumination and the Book of Kells?! in particular. Frangoise
Henry (1965, 144=5) has noted the similarity between the little figures
dotted round the text and the figures on Bealin and Banagher but the
parallels go much deeper. They can be seen in certain aspects of the
interlace repertoire and its execution, in the zoomorphic ornament with
its processions of creatures and dragonesque and leonine beasts and in the
anthropomorphic designs. The use of inhabited vine-scroll and Scriptural
iconography may.be compared with Clonmacnoise IV, Therefore, it seems
certain that the sculptors of the Clonmacnoise mdnuments were well
acquainted with and influenced by the ornamental repertoire and style of
luxury Hiberno-Saxon manuscripts like the Book of Kells, whenever and
wherever it may have been illuminated.

Various similarities have also been suggested between the Clonmacnoise
monuments and pieces of Hiberno-Saxon Vernacular Style metalwork. A large
number of comparisons have been made with a group of engraved objects
but certain parallels may also be drawn with objects cast in high plastic
relief (see Appendix 2).

The form of the Cionmacnoise monunents,the repertoire of ornament and the
comparisons that have been made do suggest some progression within the‘group.
Bealin, Banagher and Clonmacnoise I, II and III have a very similar repertoire

of ornament although the actual monument types range from a freestanding
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cross through large and small shafts. The similarities that have been noted
between them and the early Class II Pictish slabs would suggest a date
during the second half of the eighth century. The Bealin inscription would
lead one to believe a date at the end of the eighth or the beginning of
the ninth century but this could be misleading. This sculpture is
heavily influenced by manuscript illumination and to a lesser extent by
metalworking techniques.

Clonmacnoise IV, although it has many features in common with the
other Clonmacnoise monuments, would seem to be a later development. It
seems to have been carved at a time when Clonmacnoise was losing the
distinctive style associated with the rest of the group and was now also
influenced by sculptural traditions elsewhere in Ireland and by Kells
South and the Ossory crosses in particular. The comparisons which have
been made between Clonmacnoise IV and Scottish 'Boss Style' suggest a later
date, perhaps during the early ninth century. However, if the identification

of Sol and Luna on the Kells South and Clonmacnoise Crucifixions is

correct, Clonmacnoise IV could be as late as mid ninth century although
the first recorded Viking raid on Clonmacnoise is 834 (A.U.) and the
more extensive onslaught during the 840's may have tended to preclude major

artistic projects (see p250). -

Ch. IV. FOONOTES

1. This group does not include Clonmacnoise V and VI as their ornmament
is very different (see Chs. X, XI (1)).

2. It is thought that Bealin could originally have come from Clonmacnoise
although it is now situated about 15 miles to the North East.
Frangoise Henry (1965, 143 note 1) has suggested that it is marked on
a seventeenth century map of the monastery (Ware 1658, 304). In the
revised version of this map (Ware and Harris 1739, II, 46) four crosses
are shown. Clonmacnoise IV and V are situated as they are today and
a third monument is in the approximate position of Clonmacnoise I.
However, a fourth cross is_also indicated approximately 70 feet to
the South East of Temple Ri. This could be Bealin but obviously it
cannot be proved.

3. It should be noted that since the completion of the text Carola Hicksg’
article 'A Clonmacnoise workshop in Stome' in JRSAI 1980, Vol. 110,
5-35 has been published.

4. Tt is interesting to note that with both St. Oran's and St John's
crosses the shaft is carved from a single piece of stome with a tenon
at the top and the crosshead consists of a number of pieces joined onto
this.
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In this context the fragmentary freestanding ringless cross from
Edzell, Angus, which may be.compared with Aberlemno II should also
be noted (Stevenson 1958-9, 42).

The Derrynavlan hoard, discovered in March. 1980, is undoubtedly an
extremely important find of Vernacular Style metalwork. It had been
hoped to give more detailed comparisons between the sculpture and this
hoard which is a major find in the region covered by this thesis.
Unfortunately it has proved impossible to . obtain photographs of
sufficient detail to make such.comparisons. Where. p0351b1e comparisons
have been made using available published photographs (0 Riordain, B.
1980a; 1980b; Ryan, M. 1980) and from notes taken dur;ng a visit to the
National Museum,ADublin in March 1980.

This is abundantly illustrated in the seventh . century Life of St

Brigid by Cogitosus where millstones are conveyed down a hill by the
miraculous power of the Saint. There is also a roughed-out shaft still
lying at the quarry site near Bewcastle . (Brown, G.B. 1921, 315-6).

It has not been possible to have the stone petrologically examined.
In the case of Clonmacnoise this could prove informative.

Stevenson (1955, 122) dates Meigle IV as probably earlier than Meigle
II, one of the major examples of Late 'Boss Style'.

In Henry's illustration (1933, Fig. 45) the heads of the men on the 0ld
Kilcullen panel are mistakenly shown face on.

In its use of vine-scroll and other vegetal ornament the Book of Kells
stands slightly apart from other Hiberno-Saxon manuscripts.

The date and provenance of .the bowl are controversial. Bruce-Mitford
(1960b) and Bakka (1963, 9) both see it as early, contemporary with the
Ruthwell and Bewcastle crosses. Kendrick (1938, 150, P1. 60) prefers to
see it as later and contemporary with Croft.

Robert Stevenson (Pers. Comm Feb. 1979) has also suggested the possible
parallel transformation of vine—scroll into interlace roundels on-

some of the Pictish early Class II slabs, for example Meigle I (Allen
and Anderson 1903, III, Fig. 310A) which has a kind of interlace root at
the bottom.

Cecil Curle (1939-40, 98) has suggested that 'Boss Style' may have
evolved in Iona and then spread eastwards but Robert Stevenson's (1955,
119; 1956, 90) view that the style may have begun in Fife and Angus
passing to Iona via Ross and Cromarty seems more likely. See also

(Henderson 1967, 134). 1Isobel Henderson has also suggested (Pers.

Comm. April 1977) that the ultimate origins of this style could lie in
Northumbria.

It is also interesting to note that on the Hunterston Brooch, Robert
Stevenson (1974; 39-40, P1l. IX) has suggested the possible Christian
significance of the menagerie of animals which all face towards the
cross shape at the point where the penannular terminals join.

Several examples of these are currently displayed in the National Museum,
Dublin.
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The story of Longinus'.blindness is apocryphal but seems to appear in
Ireland at an early date. It is first found in the writings of
Blathmac . (lines 217-32) whose floruit may be regarded as mid eighth
century (Dumville 1973, 305; Carney 1964). This text provides the
earliest literary reference to this story in the west.

AU 810 (fecte 811) 'Tuathgal, a most wise abbot of Cluain died’
("Tuathgal, abbas sruithe Cluana mortuus est').

Professor Jackson would, however, disagree with the emphasis Frangoise
Henry (1930b,113) places on the reversed 'S' and the form of 'DERNATH'
in the inscription, and believes them to be chronologically insignificant.

An 'early group of Eastern cross=slabs' was first identified by Cecil
Curle (1939-40, 82) and at the same time she noticed that they seemed to
show 'strong Irish influence'. The definition of this group was

refined by Robert Stevenson (1955, 112-6). The group consists of
Aberlemno II, Eassie, Glamis I and II, Meigle I, Rossieand St. Vigeans
VII.

A great amount of ink has been spilt in discussing the origin and date
of the Book of Kells, problems which are unlikely to ever be solved
satisfactorily. The best recent considerations of this. manuscript

are provided- by Julian Brown (1972) and Frangoise Henry (1974).




Chapter V. THE OSSORY 'GROUP

This group of monuments clusters on the two sites of Ahenny and
Kilkieran situated about a mile apart in the Slievanamon Hills to the north
of the River Suir (Map II). In the Early Medieval Period this area was part
of the ancient Kingdom of Ossory which acted as a buffer state between the
Laigin to the North and the Eoghanacht to the West (MacNiocaill 1972, 85)
and by the end of the eighth century it had become a powerful border kingdom
which controlled all routes between Leinster and Munster (6 Corrain 1972, 6).
St Ciaran of Saighir was the patron saint of Ossory, though the importance
of his monastery at Seir Kieran gradually faded in favour of Aghadoe in the
latter part of the period (Carrigan 1905,I,vi\, 1-2; Kenney 1929,:316, 318,
394).

Nothing is known about the monasteries which must once have flourished
at Ahenny and Kilkieran; they cannot even be identified as names in the
annals. This anonymity led Frangoise Henry (1965, 138) to suggest a link
with the important monastic centre of Lismore to the South West, which has -
no surviving diagnostic sculpture, and, by an even more devious route, Qith
the monastery of Ferns in Wexford (op cit, 141; Curle 1939-40, 103-4). Liam
De Paor (Pers. Comm. Sept. 1977) has also suggested that the area may have
been connected with the Columban Church and Iona. These postulated links
are at present untenable due to lack of sound evidence. The Lismore
cénnectioﬁ seems particularly unlikely as its éphere of influence was
concentrated on South Munster. However, these monasteries may rather have
looked towards Seir Kieran, the foundation of the local saint. At this site
there are still extensive archaeological remains including impressive remains

of the vallum monasterii (Hughes and Hamlin 1977, 124). Amongst several

pieces of sculpture is a cross base which may be included in this group.
There are further cutliers which also have significant links with the

Slievanamon crosses at Lorrha This monastery, situated on the borders of

Munster and Connaught (Gleeson, J. 1915, 230-3), was founded by St.

Riadan and was'amqngst the most important monasteries of Munster (Kenney 1929,

391-2).

95.




96.

A base fragment, Mona Incha I, will also be included in this group.
Mona Incha, the disert of the monastery at Roscrea, was an important
element in the Reform Movement in the late eighth century (Kenney 1929,
469) .

Therefore the Ossory group consists of four complete crosses: Ahenny
I and II and Kilkieran II and III. In addition there is a fragmentary
monument, Kilkieran I, two cross bases with shaft fragments, Lorrhal and

II, and cross bases from Seir Kieran and Mona Incha (1).

1) The Form and Layout of the Monuments

Amongst this group the form of the cross is extremely important. The
sculptor does not merely display his repertoire upon a monumental cross,
but rather the layout of the ornament is coﬁpletely dictated by that form
and is designed to fulfil particular functions in relatiom to it. |

The forms of the complete surviving crosses are closely comparable.
They are characterised by a very large crosshead in comparison with the
length of the shaft, which often has a butt, and the tendency towards a
very large base.

In each case the crosshead is Type II (Fig.39 ). The upper crossarm is
elongated and bosses are placed at the centre of the crosshead, on the
crossarms and at the top of the shaft. This type does not have other
parallels in Ireland but the position of the wheel may be compared with
some of the more developed Pictish Class II monuments (Stevenson 1955,
120=3). The best parallel is provided by Aberlemmno III (Allen and Anderson
1903, ITI, Fig. 228A), where the wide wheel arcs and the use of bosses is
very similar toAthe Ossory monuments. Isobel Henderson (1978, 53) has
suggested that this Plctlsh crosshead form may have .developed under Irlsh
influence, and this is possible, but it is also interesting to note (see
p 36) that in Pictish sculpture the wheel arcs begin as thin cusps on
Aberlemno II, for example, (Allen and Anderson 1903, III, Fig. 227A),
possibly passing onto freestanding crosses at Iona (Stevenson 1956, 89)
before reaching their maximum development on the later Class II and III
monuments exemplified by Aberlemmo III.

The conical capstones placed on the top of the surviving crossheads
of the Ossory monuments have always been problematical. Thevcaps, which
had been found nearby, were placed on the crossheads at Kilkieran and
'restored to their proper place' at Ahenny during the nineteenth century
(0'Neill 1857, II, P1l. XXVI; Carrigan 1905, IV, 243)! and, since none

can be proved without doubt to have had caps before this, much discussion
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has resulted as to whether the caps are original. Henry Crawford (1909c,
256) was inclined to believe they were genuine since they fitted and the
plaitwork on the cap of Ahenny I was in keeping with the rest of the
ornament but Helen Roe (1962, 13), disagreeing with both these points is
more doubtful. The question would probably be saéisfactorily answered if
the capstones were removed to see if there was a tenon protruding from

the upper crossarm to support the capstone as at Kilree (ibid) but in the
meantime their originality seems the more promising hypothesis for a number
of reasons. Firstly, there are no horizontal pefimeter mouldings along the
top of the upper crossarm on the narrow faces of the crosses. This
suggests the use of a capstone since otherwise the top crossarms would have
appeared unfinished. Secondly, the proportions of the monuments with their
large bases would have looked unbalanced without a cap, and finally the
adoption of the. capstone is commonplace amongst the Irish monuments (see

p 37); it is merely the conical form which is unique to this group.

The proportions of the surviving shafts are approximately similar. A
characteristic étylistic detail is the division of the narrow faces of the
shaft vertically into three panels. This may be seen on Ahenny I, Ahenny
IT and Kilkieran II and is repeated elsewhere at Kilree and Killamery (see
p 11). The practice of dividing the wheelarcs intoc two panels is also
characteristic of Ahenny I to II and Kilkieram II although it is also
found on Clonmacnoise IV.

The bases in this group are shaped like a truncated pyramid. On |
Ahenny I there are two steps, the upper Eeing very much shallower than the
lower, and the butt gcting as a further gradine before the commencement of
the shaft. On Kilkieran II there are three steps and on Seir Kieran and
Lorrha I the base is of even more monumental proportions, the latter leaving
a sort of plinth placed on the top of the utmost step. The shape of the
base of Clonmacnoise IV is similar (see p 49). The bases of Ahenny II,

Kilkieran III and Mona Incha I are much smaller, having only one step.

The Mouldings The perimeter rope mouldings carved in high relief are a

characteristic of this group which immediately catches the eye. As
Frangoise Henry recognised (1965, 140) these are clearly derivative of
metalwork bindings such as those on the Copenhagen Shrine (Fig. 22). There
is an early example on the perimeters of the mounts on the hanging bowl
from Sutton Hoo (Bruce-Mitford 1972, P1. 9) and cabled hoops are also
common on penannular brooches. One of the moxt complex examples of this is

found on a brooch from Ballinderry II which Kilbride-=Jones (1937, 443)
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dates 750-800. Similar hindings are also found on the Ardagh Chalice
and on such objects as the Tara Brooch delicate filigree cables are
frequently used to frame panels of ornament (Henry 1965, Pls. 39-41).

The metalwork derivation of the perimeter mouldings is most clear on
Ahenny I and II. On Kilkieran II they seem mﬁch heavier and therefore
lose much of their metallic quality. Perimeter rope mouldings are also
found on Killamery and Clonmacnoise IV (see ppl34, 49) where they are
decorated with a herringbone pattern.

The use of perimeter rope mouldings in high relief results in the
corresponding recession of the ornamental areas on the shafts and cross-
heads. The recession is less on the broad than on the narrow faces and on
Lorrha I and II only the narrow faces are recessed. The use of .recessed
panels .but with less emphasié on the mouldings is a feature of Pictish
"Boss Style' best exemplified by Nigg and is continued on the developed
Class II slab, Rosemarkie I (Allen and Anderson 1903, III, Figs. 72, 60 and
60A). The practice of using frames decorated with tight meshes of inter-
lace which is also found on Rosemarkie I and the St. Andrews Shrine (op
cit, Fig. 365) may be distinguished on the base of Ahenny II where there
are traces of a plaitwork mesh on Face D. Helen Roe (1962, Fig. 3) has
suggested thatAthe crosses on the mouldings which project into the
sculptural field on this cross may be derived from the end panels of
Christian sarcophagi which may be divided vertically in a similar fashion
as for example on a possible sarcophagus fragment from Breedon in Mercia
(Cramp 1977, Fig. 57a). This is not impossible but it may be merely a
further example (see p 8) of the constant use of the cross symbol as a

whole.

Bosses The bosses placed at the centre of the crosshead, at the ends of
the crossarms and the top of the shaft are a characteristic feature of the
Ossory crosses appearing on Ahenny I and II and Kilkieran II. Om Kilkieran
III there is a single boss in the centre of the crosshead. On Ahenny I there
are both small domed bosses, decorated with interlace patterns, and
‘nailhead’ bosses., The former may be compared with bosses in similar
positions on Bealin A 1, Clonmacnoise IV A 1 and C 1 and Kilree Face A

(see pp47, 134) but the latter undoubtedly owe their origins to metalwork

and it is their resemblance to 'les boutons couvre = clous émaillés'

(Henry 1933, 50) which has caused them to be termed 'nailhead' bosses. The
central 'mailhead' boss on A 1, with its raised cruciform centre composed of

possibly zoomorphic heads is particularly elaborate. On Ahenny II the bosses
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are less complex, retaining much of their metallic quality, but on Kilkieran
II they are much heavier and more bulbous and their metallic origins are
no longer clear.

The development of such bosses in both sculpture and metalwork is an
important aid in the placing of the Ossory crosses in the wider context of
Hiberno-Saxon art. Their ultimate origin may perhaps be traced back to
Northumbrian metalwork : (Henderson, pers. comm. April 1977) where domed
bosses are found on the base of the Ormside bowl (Kendrick 1938, P1l. 60).
They are also taken up by Hiberno-Saxon metalworkers attaining their most
complex and sophisticated forms on the Ardagh Chalice, the St. Germain
plaques and many of the more developed penannular brooches. It is with
these, and the Tara brooch in particular (Henry 1965; Pls. 38, 40, 41)
with its wide variety of 'nailhead'vbosses,_that the Ahenny I and II
bosses have most in common. ‘

In Pictish sculpture Cecil Curle (1939-40, 97 ff) and Robert Stevenson
(1955, 117 ff) have traced the parallel development of the high rglief.
"Boss Style’ culminating in Aberlemmo III, the St. Andrew's Shrine, Nigg
and fragments from Tarbat (Allen and Anderson 1903, II1I, Figé° 228A, 365,
72, 91, 92) amongst others. However, it is the Dalriadic 'Boss Style'’
crosses centred on Iona which provide the closest compariéons for the
Ahenny bosses (Stevenson 1956, 91-2). The layout of the bosses on the
crossheads of St John's, St. Martin's and Kildalton in Islay are identical
(Allen and Anderson 1903, III, F_igs° 399A; 397B, 410). It is possible that
these three crosses show a gradual development from smali 'nailhead’ bosses
on. St John's cross, through the meshed bosses on St Martin's to the
bulbous domed bosses elaborated by zoomorphic ornament on the Kildalton
Cross. There could be a similar development between the bosses on Ahenny
I with their clear metalwork origins and their more bulbous counterparts
on Kilkieran II. 'Nailhead' bosses are also translated into two dimensions
for the manuscript medium where they.appear in the Book of Kells (eg
£2V; Henry 1940, 148).

The Form of Kilkieran I (Fig. 20) Rilkieran I is incomplete. The nature

of the surviving fragments make the original form of the monument difficult
to reconstruct but a freestanding cross seems likely. Fragments a and b
have been correctly re-aligned but they do not join. It seems likely that
Fragment a is part of a cross arm while b and ¢ form the shaft of the
monument. Faces A and C are presumably the original broad faces although

some of their width is now lost. The recessed panels on Faces B and C may
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indicate large perimeter mouldings which would tie in with the rest of the
group, and the protruding areas on a and b could be the stumps of wheel

arcs.

2) The Ornament

Apart from Kilkieran III, which is undecorated, these crosses are
dominated by abstract ornament. As Frangoise Henry said 'mot a square inch
of the surface remains unadorned; ornaments run on the stone, covering it
like embroidery' (1965, 140). There are figural motives but these are

confined to the bases of the monuments.

a) Spirals

Spirals are not the most prolific ornament amongst the Ossory crosses
but the manner in which they are executed picks them out as one of the dist-
inctive features of the group well illustrating the important influence
exerted by both the.technidues,and the ornamental repertoire of Vernmacular
Style metalwork. Spiral patterns are used extensively on the Ahenny
crosses and Kilkieran I but on Kilkieran II and Lorrha I their role is
less conspicuous. .There is no surviving spiral ornament on Lorrha II,

Seir Kieran or Mona Incha I.

Ahenny I  The unique skill of the sculptor of this monument is amply
illustrated by the accomplishment of the spiral ornament. Spiral patterns
are used extensively to decorate large prominent areas on the crosshead,

A 1, and shaft C 2, B 5 and D 5 and smaller, less conspicuous panels at the
ends of the horizontal cross arms, B 3 and D 3 and the butt B 6, C 4 and

D 6.

The sculptor’s complete mastery of design is demonstrated by the
complex spiral patterns which form the background decoration round the
bosses on A 1. The entire crosshead has been planned on a horizontal/
vertical grid of squares (Fig. 21). Two lines, one passing vertically down
the centre of the cross, the other horizontally along the cross arms can be
seen quite clearly. If horizontal and vertical lines are added so the centre
of each spiral is constructed it will be found that a complex grid based on
a 2.5 em unit measure is attained. All the spirals have diameters which
are multiples of this unit ranging from 5 cm to 12.5 cm. The diameters
of the bosses also correspond to this system: for example the diameter of

the central boss is approximately 20 cm at the bottom decreasing to 15 cm.
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across the top. Furthermore, the crosshead dimensions, in as much as this
is possible on a large monument, also conform to the grid. For example,
the width of the top cross arm is 25 cm; on the left hand horizontal cross
arm it has become increased to 29 cm. but to account for this there is a
corresponding gap between the bottom of the carving and the perimeter
moulding. The perimeter mouldings too fit into this general pattern,
being approximately 5 cm. in width although they do vary somewhat in
places, presumably to provide the required width for the pattern on the
cross face. '

This grid gave the sculptor the basis for the execution of a pattern
where subtle changes in the dimensions of the spiral account for the
perfection with which the uneven field of the crosshead is decorated. The
pattern is simple but the variety is achieved by the constant change in
the size of the spiral according to its position and by the interchange of
the spiral terminals. '

The whole is unified by a style of carving clearly reminiscent of
chip-carved ornament in Vernacular Style metalwork. The actual spirals are
conceived in a fairly flat relief but they are caught in an intricate web
of deep cut triangular expansions causing the pattern to stand out. A
good parallel for this kind of pattern is provided by a round flat bronze
mount from'a grave at Fonbekk in Norway (Petersen 1940, 16). The raised
round setting in the centre of the mount is surrounded by a background
carpet of interlocking °C' scrolls with triangular expansions executed in
a chip—éarved technique. The triple spiral cluster terminals may be
compared with the Kommes mount (op cit, 22, Fig. 12). 1In Pictish sculpture
a further comparison may be sought with a large rectangular panel in low
relief of a metallic appearance on the back of the 'Boss Style' slab at
Shandwick (Allen and Andersom 1903, III, Figs. 66A, 70). Here the panel
is decorated with a series of interlocking units of four 'C' scrolls of
varying size, in this case radiating from a central point.

The shaft panel, C 22, is decorated with a square panel pattern of fine
spirals which is particularly characterispic of the Ossory crosses. The
pattzrn is not found very frequently elsewhere. There is an early example
in an incised technique in the Mullaghmast Stone (see p21 ). It also
appears on Clonmacnoise IV C 2, where the spirals are raised into bosses
(see p 77), on Clonmacnoise V B 1 (see p241), Castledermot South, East
face and in Pictland on Meigle V (Allen and Anderson 1903, III, Fig. 3144).
In metalwork there are examples on the Moylough Belt Shrine (0'Kelly 1964,
Pls. 21-=2). There are no precise parallels for .the style of carving although
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spiral ornament is used in a similar way on St Vigeans VII (Allen and
Anderson 1903, III, Fig. 278) and the recently discovered fragment from
Applecross (Unpublishéd) which has deeply slashed triangular expansions
reminiscent of metalworking techniques. The birds' head terminals on
Ahenny C 2 may be compared with those on St Vigeans VII and Applecross and
in Irish sculpturé with Tybroughney A 1, Kilree A 1 and Clonmacnoise I D 3.
The triangular 'C’ scroll expansions on Ahenny I C 2 are similar to those
on Clonmacnoise II A 1. (see p 76). .

The central long vertical shaft panels, B 5 and D 5, are decorated with
a single border of 'S' scrolls whose dimensions enlarge with the increasing
width of the panel. This pattern is a frequent occurrence in metalwork
borders exemplified by those on the St Germain plaques, the base of the
Ardagh Chalice (Mahr 1932, Pls. 26, 52), the Prestggrden Mount (Petersen
1940, 15, Fig. 3) and the paten stand from the Derrynavlan Hoard (Ryan,
M. 1980, 1). a

In contrast the spiral panels on Aherny 1 B 3, B 6, C 4, D3 and D 6

are less conspicuously placed and much simpler.

Ahenny IT  Spiral ornament is used extensively on this monument but the
repertoire is small. It is used to decoraﬁe several shaft panels on the
broad faces, A 7 and 8 and C 2, spiral elements on the narrow faces of
the shaft, B 5, D 5, the panels at the ends of the horizontal cross arms,
B 3 and D 3, and the wheel arcs A 5 and 6.

The square panel pattern with five spirals, which is so characteristic
of the Ossory monuments, is frequently used on this cross, being found on
A7 and 8, C 2, B3 and D 3. C 2 in particular may be compared with Ahenny
I C 2. However, the stylistic details of Ahenny II A 7 and 8 are rather
different. These variations are achieved by constant changes in the
diameters of the spirals, the use of spiral curlicues on the expansions of
A 7, a detail paralleled on Tybroughney A 1 and Clonmacnoise IV C 2 (see’
ppl65, 77 ), and the use of foliageous spiral terminals. These feathery
leaves are also found in metalwork. The best comparison is provided by a
rectangular silver mount decorated in an openwork technique from a Norwegian
grave at Vindalen (Petersen 1940, 26). Here two hair-spring spirals
terminate in flowing foliage, a further spiral curlicue being tucked between
the two. Other comparisons may be made with the roundels on the Copenhagen
shrine and the St Germain plaques (Mahr 1932, Pls. 16, 26). In addition the

spirals are not carved on a flat fagade but hollowed out. This, again, is
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found on Tybroughney A 1.but is apparently unparalleled on surviving metal-
work. As Frangoisé.Henry has commented the sculptors of these crosses were
fascinated by the complexities of perspective (1965, 140) and .these
"hollowed bosses' provide a further example of this.

The five spiral patterns on Ahenny II B 3 and D 3 may be compared with
those in a similar position on Ahenny I B 3 and D 3. The long, central
shaft panels, B 5 and D 5, are decorated with several units of a somewhat

crude pattern of interlocking 'C' scrolls similar to Ahenny I B 6 and D 6.

Kilkieran IT There is much. less spiral ornament on this cross. It is

confined to two shaft panels, A 2 and C 2, and a single panel on the base.
The influence of metalworking techniques, especially chip-carving, is far
less apparent. '

~ The shaft panels A 2 and C 2 are placed in similar positions to those
on Ahenny I and II. Both panels are badly weathered but they may consist of
two single borders of 'S' 'scrolls, a common way of filling wide borders on
metal objects exemplified by the border pattern on Christ's robe on the
Athlone Crucifixion plaque (Mahr 1932, Pl. 28). The spirals seem to have
been executed in low, rather flat relief, the mesh of strands down the centre
of A 2 being the only surviving stylistic detail reminiscent of metalworking
techniques. '

A 8 is a further example of the square panel pattern with five spirals.

The simple style of execution may be compared with Ahenny I B 3 and D 3 and
Ahenny II B 3 and D 3.

Lorrha 1 There is only one surviving spiral pattern on this monument,

A 4, placed in an identical position on the base to Kilkieran II A 8. The
style of carving is rather crude and there is no indication of the influence
of metalworking techniques. The pattern, which is badly weathered, is now
difficult to reconstruct, but it may fall into the same category as roundels
containing spiral patterns, sometimes set in a square frame found on Kells
South (Roe 1966, P1. II), Tihilly C 1, Kinnitty I C 1 (see pi3%) and
Aberlemmo II (Allen and Anderson 1903, III, Fig. 227A).

Kilkieran I The spiral ornament on this monument is rather different from
that already discussed. The spiral pattern on Face C of fragments a and b,
a double border pattern of 'C' scrolls, may.be compared with Ahenny I A 1
but the style of carving is different since there are no indications of the
influence of chip-carving. The style adopted is much more delicate. The
simple curves and low relief of fragment a recall stamped metalwork spirals

such as those on the Moylough Belt Shrine (0'Kelly 1964, Pl. 18) while the
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ornament on fragment b may.be compared with. 'engraved' Vernacular Style
metalwork. It is interesting to.note that at the bottom of this panel is

a single spiral which breaks thé_symmetry of thevpaﬁtérn. Such asymmetry,
though common in La‘TEne.Celtic art (Fox 1958, 141), is rare in Early
Christian spiral patterns (see p 10). .The Vinjum object is decorated with
a band of engraved 'C’ scrolls which also have a tendency to be asymmetrical
(Mahr 1932, Pl. 30).

Con¢lusions Therefore, although there is quite a lot of spiral ornament on
these crosses, the repertoire of patterns is surprisingly small. The
ornament appears at its most complex on Ahenny I where three different types
of spiral pattefn are used: a square panel pattern of five spirals, a hall-
mark of the group, a double border of 'C' scrolls and single border patterns
of 'S' and 'C' scrolls. The rest of the group have similar patterns but
they are executed more simply and less well.

It is unclear whether common comstructional grids were in use amongst
these monuments. The sculptor of Ahenny I A 1 undoubtedly used a complex
constructional system based on multiples of 2.5 cm and it is possible that
a similar grid was also used on .Ahenny II A 8. However, no other measurements
seem very consistent so the pattern may merely have been adapted to the size
of the panel. Some patterns, especiaily the smaller panels which are
inconspicuously placed, have a distinctly freehand appearance: for example
Ahenny I B 5 and D 5 and Kilkieran I C 1 where the diametefs of the spirals
and the lengths of the scrolls vary considerably from unit to unit.

As has been .noted the distinctive style of carving on Ahenny I and II
is heavily influenced by Vernacular Style chip-carved metalwork. 'Less close
parallels may also be suggested in Pictland, particularly in the north,
where there are several monuments which show the influence of metalworking
techniques. Shandwick and Applecross have already been mentioned but the
most striking parallels with metalwork may be made with a variety of small
fragments from Tarbat (Allen and-Anderson 1903, III, Figs. 92, 93, 95, 96)
and it is this resemblance which led Cecil Curle (1939-40, 103-4) and
Frangoise Henry (1965, 141) to suggest the unlikely link between the

monasteries of Nova Ferna at Tarbat and Ferns in Wexford.

b) Interlace
Interlace ornament is used prolifically throughout the group with the
exceptions of Kilkieran I and Mona Incha I.

The repertoire of patterns is extremely simple. Almost every pattern is
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made up entirely of simple plaitwork motives incorporating a varying
number of strands. The patterns only farely incorporate interlace
elements A - F and knotwork designs are almost completely unknown apart
from the most elementary stafford knots (E) and carrick bends (F). Since
large areas are covered with a simple plaitwork mesh the immediate
problem is one of repetition and monotony. -This is alleviated in a
variety of Qays by the introduction of simple knotwork elements into

the plaitwork design, the hreaking and rejoining of strands to lessen the
density of the plaitwork mesh and, in some cases, the constant variation
in the number of strands used.

An immediate question arises as to how these patterns were constructed.
The even plaitwork mesh on .Ahenny I C 1 testifies to the use of
constructional aids but with other monuments in the group this is much
more difficult to ascertain. Many of the patterns appear uneven and the
orderliness of the pléitwork.mesh on some of the Kilkieran II panels
breaks down completely. This suggests that much less forethought was
exercised before the patterns were executed. The key to the problem seems
to lie in whether a constructional grid was used and if so whether it was
a square or diagonal grid. As has already been shown (see b 9 ) the
likelihood of a square or diagonal grid is established by measuring .the
vertical, horizental and diagonal distances between the crossing points
of the strands. On these crosses, except for Ahenny I, the diagonal'
measurement between the crossing points is frequently more consistent
than those on the horizontal or vertical, thereby suggesting a diagonal
grid. Therefore it appears that both square and diagonal grids were
used. However, in some cases the pattérns are so uneven, it seems likely
that no constructional grid was adopted. Perhaps the crossing points
were merely worked out in advance by eye.

There are no very consistent unit measures for the interlace amongst
this group although many of the interlace patterns on Ahemny I make use
of a 2.5 cm square grid, the same as for the spirals on A 1 and thereby
displaying an overall unity of design for the monument. It is possible
that the unit measures on Ahenny II are related to this. On Kilkieran II,
Lorrha I and Lovrha II there are a number of patterns using diagonal
grids which have unit measures of 1.5, 3 or 4.5 cm. The interlace strands
are rounded and carved in quite high relief. Usually the strand is
plain, the only exceptions being on Ahenny IT A 1, B 5 and C 1 where a

strand with a median groove is employed.
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Ahenny I

On this cross interlace fulfils a number of functions. It is used as
the background ornament on the crosshead, C 1, and to decorate the bosses
on A 1. Otherwise its use is confined to small panels in less conspicuous
positions on the shaft, A 3, the base, A5 and C 5, and under the wheel
arc, D 4.

The background ornament on the crosshead, C 1, shows the sculptor's
grasp of interlace is infinitely superior.compared with the sculptors of
other monuments in~tﬁis group. The layout of the interlace re-iterates the
care taken over the design already illustrated by the spiral patterns on A 1.
The careful planning has eliminated the problem of how to fill an irregular
area with an even carpet of ornament. However in some places the umit
measure, 2.5 cm, and strand width become slightly stretched or decreased in
order to fit the pattern into the space available. One example of this is
the slightly uneven patch of interlace on the left hand horizontal cross arm
at the point where it broadens out. However, the changes are so subtle
that the unevenness of the pattern is barely noticeable.

At first glance the pattern appears as a continuous mesh of plaitwork
strands. However, on closer inspection it will be seen that the monotony is
constantly broken by the introduction of a variety of simﬁle knotwork devices
and two cut-out cruciform shapes are introduced on the top cross arm. These
details illustrate the fact that the sculptbr9 although he favoured the use
of basic plaitwork designs, was also acquainted with proper knotwork patternms.

The interlace patterns.on two of the bosses on A 1 may be compared with
the flat central roundel on Bealin A 1 (see p53). ‘

Otherwisé the interlace patterns employed are very simple, seeming
frequently to act as fillers. The patterns consist entirély of combinations
of Simple E or F elemeqts or small areas of plaitwork. The use of two
parallel bands on the lower wheel arc, D 4, is particularly characteristic of
the Ossory monuments. Here the size of the pattern is altered according to
the area to be covered. A 1.25 cm unit measure is used horizontally but it
is lengthened on the vertical. Thus the strands do not cross at right angles.

There are also glidesof 2.5 cm introduced between some of the units.

Ahenny IT  Interlace ornament is used extensively on this monument but,
compared with Ahenny I, it is not nearly so competent or elegant. Patterns
contained within rectangular areas are tackled with a fair degree of

confidence but as soon as an irregular space is to be decorated the sculptor
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seems to have encountered difficulties resulting in an uneven pattern.

It is uncertain whéther any constructional grids were used, although the
distance between the dfagonal crossing points is more even suggesting a
diagonal grid is the most likely. This is perhaps underlined by the use of
a strand with a median groove. On the diagonal a unit measurement of
approximately Scm. is frequently obtained combined with a strand width of
2.5 cm. which suggests>1inks'withrAhenny I.

.The patterns used are extremely simple being almost entirely plaitwork
meshes. The only knotwork used at all are Simple E and F elements and this
could suggest that the sculptor's knowledge of knotwork patterns may have
been severely limited. ’

Large areas of plaitwork are prominently placed being used as back-
~ground ornament on the crosshead A 1, A 2 and C 1; it is also found on the
wheel arcs, A 3, A 4 and C 1. On the narrow faces, B and D, the patterns;
though used prolifically, are very scrappy being confined to short lengths
of plaitwork and combinations of Simple E or F elements used as fillers.,
They are always subordinate to the actual form of the shaft.

On the crosshead the sculptor has immediately encountered the problem
of how to decorate an irregular area with an even mesh of plaitwork strands.

On A 2 the strands arye somewhat uneven but, by the introduction of pairs of
confronted dragonesque heads at the four points where the cross arms broaden out
(see pli4) the sculptor has eliminated the worst difficulty of how to convert
the plaitwork pattern to the greater width of the panel. The interlace is
thereby reduced to small areas of four strand plaitwork on the narrow parts

of the crossarms which divide to form short lengths of two strand twist

round the bosses.

On C 1 the same problem has not been solved with so much dexterity
because the sculptor has attempted to cover the whole area without a break
in the plaitwork mesh. The actual line of the pattern has, on the whole,
been maintained, but it has a clumsy uneven appearance. The sculptor has
encountered particular difficulties at the points where the crossarms broaden
out. On the upper cross arm there is a bold six strand plaitwork design
with large gaps between the strands and a deeply cut field. Here the
vertical unit measure is double that of the horizontal, this giving the pattern’
the appearance of having been stretched. This elongation of patterns is a

common characteristic of plaitwork patterns on monuments in this group.

Kilkieran II  Interlace ornament is extremely prolific on this cross.

Nearly every pamel is decorated with a great number of very simple plaitwork




108.

panels, but there are no knotworkvelements,included° The patterns are
used in a simlar way to the-inﬁerlace on Ahenny I and II. They are used
to decorate large areas of the cfosshead, Al and C 1, one of the broad
shaft panels C 3 and nearly.the entire surface of Faces B and D. 1In
addition there are also plaitwork panels on the bottom step of the base,
A7,A9, B9, B10, C 9 and C 10. On Ahenny I and II figural panmels are
found in this position.

Many of .the plaitwork patterns are very uneven and therefore it is very
difficult to tell whether any type of constructional grid was used.
However, a diagonal grid seems likely in some cases since if the diagonal
distances between the crossing points are measured they are frequently
found to be reasonably even. Furthermore the diagonal unit measurements
are often found to be 4.5 or 3 cm. with a strand width of 1.5 cm. suggesting
that distinctive unit measures could have been used. '

In decorating the uneven field of the crosshead, A 1 and C 1, the
sculptor has encountered the same problemé ;s.the sculptor of Ahenny II,
The pattérn on the upper part of the top cross arm of C 1 is relatively
even with an approximate diagonal unit measure of 4 < 4.5 cm. but as soon
as the task of decorating the more irregular area in the centre of the
crosshead is attempted the pattern becomes a riot of uneven strands. The
sculptor seems to have concentrated his skills entirely on filling every
inch of the available space rather than maintaining an even pattern. The
result suggests very little forethought in the planning of the design.

He has fared better on A 1. The background plaitwork has the
appearance of being fairly competent because the strands are very close
together. Therefore the pattern is on a very small scale making the
transition between broad and narrow passages Qery much easier to achieve.
To aid this the strand width and the diagonal unit measure vary according
to the size of the area to be covered. The transition between broad and
narrow is particularly apparent on the top cross arm. Occasionally the
strands are broken and rejoined, presumably to ease the monotony of the
continuous plaitwork mesh. These breaks can be clearly seen in the upper
part of the crosshead.

The plaitwork ornament on Faces B and D and the base is very simple
indeed and the problem facing the sculptor may have been the prospect of
monotonous uniformity which may be illustrated by the unbroken mesh of
strands on C 3. It seems that the sculptof_has.attempted to break this
potential monotony in a number of ways, some far more successful than

others.
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Firstly, as on A 1, some of the plaitwork strands have been broken
and rejoined. One successful example of this is found on the central
vertical panel, D 5, where cruciform shapes have been introduced into the
six strand plaitwork. Other examples may be seen on A 7 and D 9.

Secondly, some panels have been broken up into different sized blocks
each decorated with a plaitwork pattern made up of a different number of
strands. The density of the plaitwork mesh and the width of the strands
vary from block to block. There is a good example of such a pattern
which has been competently executed on D 10 but on B 10 the line of the
pattern has been completely lost. On the latter the sculptor seems to have
been attempting to construct a plaitwork mesh with a cruciform shape in
the centre but in the bottom right hand cornmer he seems to have tried to
introduce an area of less . dense plaitwork with a greéter distance between
the crossing points. The attempt is a complete failure although why remains °
inexplicable since a plaitwork mesh is relatively easy to construct.
There are a number of such blunders on this monument, particularly on
the base which led Helen Roe to suggest (1962, 40) that an épprentice was
let loose on the base while the actual cross was the work of the master.
This is completely unprovaﬁle but obviously some of the difficulties must
have arisen because the ornament on the monument was not sufficiently
planned in advance. B 10 gives the impression of having been altered
actually in the course of execution.

Thirdly, on B 9 four and five petal marigolds have been introduced
into the plaitwork pattern. This is perhaps the only motif on the
monument which betrays any spark of originality since the marigold motif,
though long run, is unusual on monumental sculpture, the only other Irish
example being found on Killamery C 2 (see p 142). Part of the background
of the five petal marigold in the bottom right hand corner has not been
cut away suggesting the panel is unfinished.

A fourth way of breaking the repetitiveness of a plaitwork mesh is
by the introduction of glides. A good example of these may be seen on
B 8 where short lengths of plaitwork are interspersed with long glides.

Finally, there is a tendency which has already been noted on Ahenny
I and II, to elongate the plaitwork pattern by lengthening the vertical
distance between the crossing points so the strands do not cross at right
angles. The central panel of B 5 provides an example of this since the
widely épaced four strand plaitwork becomes increasingly uneven and

elongated with the increasing width of the panel.
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Lorrha I, Lorrha II and Seir Kieran

The plaitwork ornament on all three fragments shows close links with
Kilkieran IT and the patterns appear equally simple.

The bottom step of the base on Lorrha I is divided into panels in
much the same way as Kilkieran II and there are traces of plaitwork on
B4, C 3 and D 3 indicating that like Kilkieran II large areas were
covered with a mesh of plaitwork strands. The pattern on A 3 is much
better preserved. Thié panel shows the characteristic trick used by the
Kilkieran sculptor of breaking and rejoining the interlace strands; a
horizontal line can be distinctly seen across the centre of the panel.
Furthermore this pattern seems to be constructed on a similar scale to
some .of the Kilkieran II patterns since the diagonal unit measure is 3 cm.
and the strand width is 1.5 cm.

The extant plaitwork ornament on Seir Kieran is extremely
fragmentary but the way in which the bottom step of Face C is divided
into panels and the traces of plaitwork on B 2, C 4 and C 5 indicate
its close affinities with both Kilkieran II and Lorrha I.

On Lorrha II the base is undecorated but the plaitwork meshes on the
shaft have very much the same appearance as those on Kilkieran II although
the narrow faces, B and D, do not seem to be divided vertically into three
panels. Like Kilkieran II also the plaitwork meshes vary in density, there
is a tendency towards the elongation of the pattern and a number of patterns
make use of an approximate diagonal unit measure of 4.5 cm. and a strand
width of 1.5 cm. The piaitwork on C 1 demonstrates a further variation
whereby the plaitwork strands may be broken and rejoined in order to break
up the plaitwork mesh. Here an inset has been introduced of simple inter-
locking semi-circles. (RA No. 766), a motif which is also found amongst the

Barrow Valley crosses (see p 196).

Conclusions Therefore, while the repertoire of interlace ornament is very
similar on these crosses, the standard of execution varies considerably.
The sculptor of Ahenny I had a clear grasp of the constructional methods of
interlace and some knowledge of the possibilities of knotwork designs.
The skill of the men who carved Kilkieran II, Lorrha I and II and Seir
Kieran is undoubtedly inferior.

As with the spirals the parallels for these simple plaitwork patterns,
and thosé on Ahenny I and II in particular, are to be found on Vermnacular
Style metalwork, especially objects carried out in a chip-carved technique.

The concept of using interlace strands to f£ill the background of a
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given shape, in the same way that the area round the bosses on the crosshead
is .decorated on the Ahenny crosses;is early found on.the Lullingstone
hanging bowl, where an axe . shaped mount with a flat central roundel is
filled in with a broad.two strand twist so as to block out the background
completely . (Haseloff 1958, 74, 80). This broad band interlace becomes

‘ adapted to manuscript illumination and also to sculpture, where it is used
to .decorate the entire crosshead on both faces of the Fahan Mura slab (op
cit, 84, 87) (see p25). Graduélly the interlace strands become finer and
in Vernacular Style metalwork this is represented in filigree,vengraved

and chip=-carved techniques, A good example of chip~carved plaitwork, here
used to decorate the baquround'between writhing snakes and bosses, may be
seen .on the St Germain Plaques (Mahr 1932, Pls. 25, 26). It is interesting
to note that, like many of the plaitwork patterns on the Ossory crosses;
the strands of the plaitwork on these plaqueS'aré frequently broken and
rejoined in order to break up the density of the interlace mesh. A further
example is provided by the engraved interlace which is used as a background
to the roundels on the Copenhagen shrine (op cit, Pl. 16). Here some knot-
work is used since Basic C is incorporated with a two strand twist. Back-
ground plaitwork meshes are also found on many more mundane chip=carved
pieces which may be exemplified by three fragments from Viking graves in
Hordaland: a rectangular mount from Seim, a mount from Férde and a
cruciform mount from Stdle (Petersen 1940, Figs. 45, 47,48).

Metallic border patterns have also been adapted to decorate the
narrow faces of the shafts and the wheel arcs of the Ossory crosses. The
practice of dividing the shaft Qertically into three panels, the central
one approximately double the width of the other two, is found on the St
Germain plaques (Mahr 1932, Pls. 25, 26). The ornamental repertoire of
short lengths of plaitwork interspersedwith Simple E and F elements is
also a feature of such metalwork borders and is particularly found on
penannular brooches. For example, the ring of the SnSsa brooch is divided
into panels of six strand plaitwork (Petersen 1940, 66) while the borders
of the Bergdy brooch show a variety of plaitwork and Simple E element
designs (op cit, Fig. 43a).  Simple F elements are found on the border
panels of the large brooch from Ardagh (Mahr 1932, Pl. 54) and the habit
of decorating a panel with the repeated pattern either side of a central
midrib as on the wheel arcs on Faces B and D of Ahenny I, Ahenny II and
Kilkieran II is paralleled on the pin of the Tara brooch (op cit, P1. 13).
The stylistic detail of elongating the plaitwork patterns is also a
metalwork trait, examples being evidént on the St Germain Plaques and the
LogﬁAErne shrine (op cit Pls. 25, 26, 9).
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On Kilkieran II the comparisons with chip-carved plaitwork are not
apparent but other parallels with metalwork are. The simplicity of the
_pattern, the unevenness of the strand and the unaccountable mistakes are
-also found in later metalwork where spirals are a rare commodity and
interlacings become 'dry and monotonous' (Henry 1967, 131). Some of the
interlace designs belonging to the late ninth or early tenth century phase
of the Kells Crozier (MacDermott 1955, 106, 81) are surprisingly similar
to patterns on Kilkieran II. The panel on the lower binding strip (op cit
Pl. XXXIb, 96) shows a small wheel~head cross. The cross—~head is decorated
with an uneven mesh of plaitwork strands similar to Kilkieran II C 1 and
the four strand plait below is similar to some of the strands which are

broken and rejoined on Kilkieran II D 5.

c) Fret Patterns and Related Ornament

Fret patterns are not used extensively amongst the Osscry crosses.
Proper fret ornament is confined to Ahenny I and II but there are also
related angular designs on Kilkieran II and possibly Lorrha I.

On Ahenny I fret patterns are used to decorate the shaft panel, A 3,
and the wheel arcs on A 1. The pattern on A 3 is complex since the Z and
auxiliary '1, elements are outlined in relief while the diamonds, which
are used as fillers, are recessed. The effect is to obscure the actual
form of the fret elements at the same time as giving the pattern a similar
sharp metallic style to the interlace and spiral ornament on this cross.
This stylistic feature is paralleled on Clonmacnoise IV (see p 80) and also
on some of the Pictish monuments, for example border patterns on the backs
of Rosemarkie I and Nigg and a pattern on Tarbat VIII (Allen and Anderson
1903, III, Figs. 60A, 72A, 94; Henderson 1978, P1l. 3.2). The pattern
itself has no close comparisons but similar fret patterns covering large
rectangular areas are found on Gallen Priory I A 2 (see p266), Kilree and
Killamery (see pl35) and some of the m6re'developed Pictish monuments, for
example Rosemarkie I and Tarbat VIII.

The border pattern on the wheel arcs of A 1 is not continuous but is
made up of separate units skilfully adapted to coincide with the curve of
the wheel arc. The use of single units rather than an interlocking pattern
may be compared with Clonmacnoise IV D 6 (see p 80). The actual pattern
elements are identical to A 3; they are simply adapted to fulfil a
different function. )

The fret ornament on Ahenny II B 5 and D 5 is again made up of single

units of pattern rather crudely carved.
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The angular pattern on Kilkieran IT B 3, although it has become
much simplified, may be classified with the other fret motives (Bruce-
Mitford 1960a, 225). The pattern on Lortha I A 5, though severely
weathered, may be similar. The pattern seems merely to consist of square
and diagonal grids superimposed one on another but no further ornament has
been added. The effect on the eye is of diamond shapes slashed with
triangles. The dimensions of each diamond shape, 4.5 cm x 4.5 cm, may be
significant since this is also the diagonal measurement between the crossing
points on many of the plaitwork designs on this monument. This sort of
pattern seems to demonstrate the sculptor's knowledge of constructional
grids even if he did not choose to employ them elsewhere. The closest
parallels for such designs lie in manuscript illumination. There are
examples identical with Kilkieran II B 3 in the Lindisfarne Gospels (£95 R)
and similar patterns in the Book of Durrow (e.g. Nordenfalk 1977, Pl. 14).
It is possible that the background to this kind of ornament could lie in
millefiori patterns which may be exemplified by examples on the Oseburg
Bucket and the Moylough Belt Shrine (Henry 1965, P1l. 91; O'Kelly 1964,

P1l. 30).

d)n Step Patterns arid Related Designs

There are few step patterns on the Ossory monuments. Indeed, there
are only two monuments which may be described as having proper step
ornament, the single step unit on Kilkieran I a A 1 and the row of double
step units on Mona Incha I A. These may be compared with the repertoire of
step ornament on Kilree and Killamery where such patterns are far more
prolific (see pl37). The stylistic detail of ornamenting the centre of the
step unit with a spiral as on Kilkieran I a A 1 is paralleled on Killamery
A 15, The position of the pattern on the base of Mona Incha I may be
compared with Killamery C 8 and Kilree D 8.

There are several designs which may be described as relating to step
patterns. These consist of combinations of square, rectanguiar and 'L’
shaped blocks which are found on Ahenny I, Kilkieran I and Loorha I. In
addition there is an unusual crenellated pattern on Ahenny II B 4.

On Ahenny I these patterns are used to decorate one shaft panel, C 3,
and less conspicuously areas of the butt, A 4,and base,A5.C 3(Fig. 21) is
very simply constructed each square and 'L' shaped block being outlined in
relief making the pattern appear sharp and clear cut. However, unlike most
of the abstract ornament on this cross, these patterns do not owe their

origins to chip-carved metalwork but rather to a type of Vernacular Style




SITIEWRX N

Fig 22
1 AHENNY I C 3

SRR

2,3 EKERO CROZIER
4 COPENHAGEN SHRINE

A
1778
Wil

AT NN

AN AT IV

N ) et

,-.

IR s s p g e e e




114.

metalwork which make use of millefiori and champlevé enamel combined with
high relief castings (Henry 1965, 104-6) (Appendix 2 ). The Ekerd crozier
(Holmquist 1955) (Fig. 22) provides a good example of an object which makes
use of both enamel work and chip-carved ornament in the same way as Ahenny

I does in stone. The shaft and surviving knop are decorated with 'L’ and

'S* blocks and step pattern shapes all inlayed with yellow enamel. However
the actual form of the Ahenny pattern comes closest to that on the Copenhagen
shrine (Mahr 1932, Pl. 16) (Fig. 22). Similar effects are found on the
Moylough Belt Shrine (0'Kelly 1964, P1.13 ) and on the handles of the

Ardagh chalice (Henry 1965, Pl. C).

The other patterns in this grouping, Ahenny I A 4 and 5, Lorrha I

C 5 and Kilkieran I a A 2, are all much simpler. They may be compared

with a similar background and in particular with the small mounts decorated
with enamel and millefiori mainly associated with hanging bowls and buckets.
"These may be exemplified by the escutcheon mounts on the Mig%bostad bowl
and Oseburg bucket (Petersen 1940, 100, 87). Ahenny I A 4 also has
parallels in manuscript illumination on £94V of the Lindisfarne Gospels.,

The crenellated pattern on Ahenny II B 4 is unparalleled in sculpture,

metalwork or manuscripts and therefore its origins remain obscure. It is
slightly different from other patterns in this section as it seems to be

constructed on the diagonal.

e) Zoomorphic Ornameént

Zoomorphic ornament is little used amongst the Ossory monuments.
Only three motives are represented: pairs of confronted dragonesque heads
on Kilkieran I b A 3 and Ahenny II A 2, bird-like creatures with spiralled
bodies on Kilkieran II A 3 and an anthfopomorphic panel on Ahenny I A 2.
In addition there are possible zoomorphic heads on the central boss of
Ahenny I A 1. |

The pairs of confronted dragonesque heads on Kilkieran T b A 3
and Ahenny II A 2 have many aspects in common even though they are carved
in two very different styles. They both belong to a much broader spectrum
of dragonesque and related serpentine motives (see pp 62, 138). Suffice
it here to draw attention to the main analogies. The dragons on Ahenny
ITI A 2 clearly owe their origins to Vernacular Style chip-carved metalwork.
The best parallel is provided by the top from a bell shrine, now in the
National Museum, Dublin (Henry 1965, P1. 90). Here the dragons confront
each other either side of a human orans figure. Like the Ahenny II

dragons these have curled jaws and their necks are hatched, either
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diagonally or with herring bone ornament. There is a spiral inset at the
base of the neck. The necks of pairs of cohfronted dragonesque quadrupeds
on the ends of the St Germain plaques (Mahr 1932, Pls. 25, 26) and the
serpentine beasts on the Romfohjellen mount (Henry 1965, Pl. 90) are also
ornamented in this way. The placement of the motif at the top of the
shaft on Ahenny II A 2, used in conjunction with bosses and plaitwork
patterns, may be compared with Bealin A 2, a similar dragonesque motif
placed in an identical position (see p 62 ).

The Kilkieran I dragons are much more snake-like with their long
almost beak like snouts and slender necks. It is not clear whether the
rectangular grill placed between them is part of or distinct from them.

If the former is so this motif may perhaps be compared with a pair of
confronted birds with. a similar object placed between them on Ahenmny I C 6.
Otherwise their form has more in common with the serpents on the Romfohjellen
mount, '

Both the Ahenny II and the Kilkieran I dragonesque heads have a
round object placed between .their gapiﬁg jaws. Similar motives are not
uncommon in Pictish sculpture, for example Aberlemno II, Monifieth
and Dunfallandy (Allen and Anderson, 1903, III, Figs. 227B, 242B and
305 B). It is, however, unclear what the round .object is but it may be
.derived from a motif consisting of two confronted dragonesque heads with
a human head placed between their gaping jaws. This feature has already
been noted on the bell shrine fragment from the National Museum, Dublin
and there are variations on the St. Germain Plaques (Mahr 1932, Pls. 25,
26), a cross slab from Gallen Priory.(Henry 1965, Pl. 65) and the Ardchatten
slab from Argyle (Allen and Anderson 1903, III, Fig. 393).

The bird-like creatures with spiralled bodies on Kilkieran II A 3
are closely related to the processions of birds and quadrupeds with
spiralled bodies so characteristic of the Clonmacnoise group (see p 65).
Here the motif, which should probably be turned through 90°, is very
much simpler but the essential spiralled body element is still quite clear.
It may be compared with the border pattern on the chi-rho page in the
Lichfield Gospels (Nordenfalk 1947, Pl. 23) which is decorated with pairs
of quadrupeds with long spiralled bodies and crossed necks.

The anthropomorphic interlace pattern,Ahenny I A 2, is similar
to that on Banagher A 3 (see p 69). However the men on Ahenny I A 2 do
not have long hair or beards. Nor are they reminiscent of manuscfipt
illumination. They have more in common with other sculptural panels on
the Market Cross, Kells (Roe 1966, 42; Henry 1933, Fig. 46d) and Meigle
XXVI (Allen and Andersom 1903, III, Fig. 319). The only other parallel is
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provided by a metalwork mount from Togherstown, Co Westmeath, where the
three crouched figures also have short hair and ére beardless (Fig. 17).

It is possible that the cruciform motif on the central boss on Ahenmny
I A1l is composed of four zoomorphic heads with open mouths viewed from
above. The use of zoomorphic ornament in such a position is also found
on the cross at Kildalton, Islay (op cit, Fig. 410) where the animals are
also viewed from above. Parallels for this motif are discussed in detail

in connection with the displayed beast on Killamery C 1 (see p140)-

3) Figural Panels

Figural scenes on these monuments are confined to the cross bases and
therefore they always appear subordinate to the abstract ornament. On
Ahenny I and II all the large base panels are figural but on Kilkieran II,
Lofrha I, Seir Kieran and Mona Incha I there is a mixture of figural and
abstract ornament. This mixture may be compared with Clonmacnoise IV
(see p 86).

The figural panels on Ahenny I are relatively well preserved but the
bases of the other Ossory monuments have suffered severe weathering and the
fragmentary remains of figural iconography is not always easily identifiable.
Sier Kieran D 3 in particular at first sight appears completely incoherent
but upon close examination in good oblique light a number of scenes may be
identified (Fig. 23). It is also evident by examining old photographs
(e.g. Henry 1933, P1l. 34) that the carving on the base of Ahenny II has
deteriorated considerably in recent years. This renders Helen Roe's
(1962, 23-4) interpretations of the iconography unverifiable.

The figural scenes represented may be divided into three different
types. Firstly, there are scenes which are undoubtedly Scriptural.
Secondly, there are some scenes which are unlikely to be Scriptural but
which do appear to have some kind of Christian significance. Lastly, there
are several panels where the icohbgraphy, chiefly hunting scenes, could
be of a more secular nature although one cannot rule out the idea of

religious symbolism or allegorical significance.

a) Ahenny I

The iconography on the base of Ahenny I is complex and problematical
and for this reason it has given rise to much discussion.?

The identity of A 7 has been the subject of several fanciful
speculations. Porter (1931, 22) suggested that it showed Eishop Cormac
mac Cuillennin, a bishop of Cashel at the turn of the tenth century, and

six other bishops who were his supporters. Elizabeth Hickey (1955, 118-21)
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-inﬁerpreted it as part of a cycle of scenes on the cross depicting various
episodes from the Life of Art, son of Conn and King of Tara who, according
to the Book of Leinster, died ¢ 195 AD. In local tradition it is associated
with the story of seven bishops, who were murdered in the area (Stokes,

M.M. 1901, 576 f£; Henry 1945, 257-60). But more likely than any of these
is Helen Roe's suggestion (1962, 19; Henry 1965, 151) that the panel sho&s
-Christ's Mission to the Apostles. She suggests also (op cit, 23-4) that
there is a similar scene on Ahenny II C 4 but this is now unverifiable(éﬁgwg
to weathering. Another possible parallel is to be found on Clonmacnoise V A
17 (see p237) and there are related scenes amongst the Barrow Valley crosses

(see p190).

This, together with similar scenes showing Christ Enthroned with His
Apostles or teaching them, are common in Early Christian iconography. For
example, on the late fourth century Sarcophagus of Stilicho (?) from Milan
Christ is shown standing face on, with six Apostles seated on either side
looking towards Him (Beckwith 1979, Fig. 30). He may also be shown standing
face on with the Apostles standing either side of Him placed between
pillars (e.g. Gough 1973, Fig. 89).% There are also . several examples on the
Gaulish sarcophagi where Christ, the central figure, is shown face on either
standing or seated while the Apostles, frequently standing in ones or twos
under arches to either side, process towards him (Le Blant 1886; e.g.

Pls. 19, 22).

Therefore Ahenny A 7, if the identification is correct, would seem to
be a version adapted to the Early Christian Irish environment, the Apostles
being reﬁresented as ecclesiastics with croziers. They are dressed in long
robes and cloaks with hoods. The form of the latter suggests they are
wearing a kind of chasuble called a casula which was a.common form of outdoor
dress for clergy and monks of certain monasteries from the fifth to the
eighth centuries (Norris 1949, 60-2), being retained in some places into
the Cafolingian period (Ca#brol and Leclercq 1907-53, TII.1, 1192).
Ecclesiastics wearing similar apparel are also quite common on the Pictish
Class II and III monuments (Allen and Anderson 1903, II, 407), the best
comparison being provided by two ecclesiastics shown in profile, processing
one behind the other, on St Vigeans VII (op cit, III, Fig. 278).

Ahenny I C 7 has been variously identified as Adam naming the animals
(Crawford H.S. 1909c, 259) or a hermit in retreat (Henry 1965, 152~3) as
well as rather wilder attributions (Porter 1931, 12 note; Hickey E. 1955,
121). The first, better entitled the Garden of Eden, is by far the most
likely even though Helen .Roe (1962, 14-15) was dissatisfied with it because
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the figure is clothed and the beasts have much in common with oriental

. decorative motives and Bestiary illustrations. The best parallel is
provided by a scene from the Genesis Cycle of the Bamburg Bible now in
Tours dated to the second quarter of the ninth century (Beckwith 1969, 61,
Fig. 50) (see p231). This scene, which may be derived from a late antique
manuscript, depicts God showing Adam the animals in the Garden of Eden. On
the left hand edge of the scene is a tree. Immediately to the right of this
God: is shown in long robes and a halo pointing to the animals with an
outstretched right arm. In the centre are a jumble of animals including a
snake, a stag, a camel and a variety of birds. On the right side is Adam
shown in profile facing left. Perhaps the clothed figure on Ahenny IC7 would
make more sense if it is interpreted as God rather than Adam who has perhaps
been left out owing to lack of space. A second possible parallel may be
cited with a North Italian ivory diptych dating to the end of the fourth
century now in the Museo Nazionale, Florence (Gaborit-Chopin 1978, Fig. 13).
Here Adam is shown reclining, grasping a tree in his left hand, and viewing
a number of animals grouped before him: an eagle, lions an elephant, a boar,
a goat, a horsé, an o0x, a snake and a stag.

The iconography of B 9 and D 9 is even more problematical. The former
is clearly a funeral procession (see § 42) but to whom it relates is unknown.
Porter (1931, 112) associated it with the funeral of Cormac mac Cuillenain
who died in 908, a theory which is untenable because of the form of the
abstract ornament on the cross. Helen Roe (1962, 22) suggested that it
could show the funeral of a saint or King Saul who was murdered by the
Philistines, an episode'from»the David Cycle. All one can really say is
that this scene may provide a valuable illustration of a.funeral procession
as it might have been conducted in Early Medieval Ireland. The leading
figures, the first clad in similar garments to the figures on A 7, the
second carrying a pfocessional cross (see p 32) and possibly a third with
his staff or crozier would seem to be ecclesiastics. The headless figure
preyed on by crows or ravens is a pictorial example of events described in
Celtic heroic literature such as the Tain (Kin{sella 1969, 238) and the
Gododdin (Jackson, 1969, 41, 99, 117, 126). The decapitation of the slain
on the battlefield is accepted as a Celtic custom and Anne Ross (1967, 122;
61-126) has fully explored.the pagan religious significance of the cult
of the head. Ravens and crows are also connected with pagan Celtic religion,
particularly with a trio of Irish war goddesses, one of whom is frequently
called baeb or 'crow' after the form she took while another, the Mérrigan,

is associated with ravens (op cit, 219, 244, 294), These goddesses in
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their bird forms were prophetic of death or disaster on the battlefield
(op cit, 247, 257) and in the same guise are also associated with severed
heads (op cit, 244, 122). Thus the appearance of the decapitated body
preyed on by crows or ravens on Ahenny I B 9 may indicate a hangover into
the Early Christian Period of earlier but deep rooted beliefs.

Both the headless body slung.over the horse or ass and birds
devouring bodies are found elsewhere in Hiberno—-Saxon art. The former
appears in a simplified version on the crosshead at Dromiskin, Co Louth
(Henry 1965, P1. 82; Roe 1954, 113) and also in Pictland on St Vigeans XXV
(Allen and Anderson 1903, IITI, Fig. 296) where it is not entirely clear
whether the body is decapitated. The latter is found on the famous battle-
scene on Aberlemmo II (op cit, III, Fig. 227B) where the fallen warrior is
preyed upon by an eagle-like bird and crow-like birds are also depicted on
the curious insular Crucifixion scene in the Wurtzbourg Gospels (Wﬁrtzbourg
Universitatbibl. M.p.th.f61) (Masai 1947, P1.34).

Both B 9 and D 9 have been connected with. the cult of relics (Henry
1965, 152; Roe 1962, 16, 45, Fig. 6). For the latter, a'procession with
horsemen and a chariot, this gssociatiqn seems slightly more plausible.
Helen Roe compared it with a probably sixth century Byzantine ivory showing
a translation of reiics in Constantinople now in Trier Cathedral Treasury
(Beckwith 1979, Fig. 74). On . this a procession of footmen and a cross
bearer, set against the background of a crowded street, lead a chariot with
two occupants, one clearly holding a house-shaped sbrine. Unfortunately no
shrine is visible on Ahenny I D 9, although it is known that in Ireland
relics were taken round for exhibition (commutatio) (Hughes 1966, 167-9) so
the parallel will remain unproven. In addition Peter Harbison(1969,

53-4) has suggested that this panel may follow on from the funerary scene

on B 9, although the two panels are not on adjacent faces, and may represent
the mourners accompanying the procession. However, whatever the precise
meaning of the procession, it is undoubtedly of religious significance as
the leading horsemen are clad in clerical garb. It is unclear whether the
two figures in the chariot are secular or clerical.

The form of the chariot represented has led to a considerable amount
of discussion since it appears to be a depiction of the chariot which first
came into use in Ireland during the Iron Age. .Peter Harbison (1971, 174)
has suggested that there is a fundamental difference between the fast
moving Continental chariot which may be exemplified in Britain by Llyn
Cerrig Bach and the more cart like vehicle adopted in Ireland. David

Greene's study of the early Irish literary references to chariots has
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described the chariot or 'carpat'

'as a simple two wheeled cart, containing two simple

seats in tandem in a light wooden frame and drawm by

two horses harnessed by bridles to a yoke attached to

the chariot pole; the wheels were shod with iron tyres'

(1972, 70)

This seems to fit the Ahenny representation exactly. One feature shown on
the crosses but not mentioned in the literature is the very large spoked
wheels which Harbison (1971, 173) believes indicate that the chariots were
drawn by ponies rather than horses and also that the chariots must have been
very high off the ground, perhaps a metre. The idea of the spoked wheel may
have been transmitted from the Celtic chariot or via Roman influence. He
has also indicated that 'the Ahenny chariot shows the earliest known
appearance in Europe of the Chinese invention of the breast strap or
'poétillion harness' (op cit, 174). The prancing horses are reminiscent of
Banagher A 1 (see p85). _ '

In addition Greene (1972, 60) and Harbison (1969, 50-1) have shown that
such chariots were not only used in war. They were rather a method of
transportation for the upper classes, kings, nobles and, in the Early
Medieval Period, ecclesiastics also. Indeed it is recorded in the Annals of
Ulster* (1020) that a chariot was still used by the Abbot of Armagh in the
eleventh ceﬁtury.

Similar processions with horsemen and chariots are also found on other
Irish crosses where they usually appear on the base. The version on Kells
South seems to be a simplification of Ahenny I D ¢ (Roe 1966, P1. IV). Two
horsemen, a dog and a chariot are shown but on a very much smaller scale.
There are other chariot scenes on Killamery A 5 (see p152) and Clonmacnoise
V C 18 (see p238). In Pictland there is a single example of a chariot of
more complex structure with a canopy on Meigle X (Allen and Anderson 1903,
III, Fig. 344).

On a more general note Peter Harbison (1978, 288ff) has attempted to
demonstrate strong affinities between the style of the figural panels on
Ahenny I and English bone carving as exemplified by the Franks Casket. Both
have wide ranging iconography and a sense of horror vacui but it does not
really seem possible to compare them more closely. All that can be said is
that they must have been subject to similar influences. What is interesting
however is the range of models that must have been available for the crafts-
man of the Franks' casket to draw upon (Becker 1973, Kendfick 1938, 122).

Presumably a similar variety would also have been available in Ireland.
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b) * The Help of God Svmbolic Cycle

‘Several 01d Testament scenes may be identified on Seir Kieran D 3:
The Fall, the Sacrifice of Isaac and the Three Children in the Fiery
Furnace (Fig. 24). The figures of (iv) have now been almost completely
obliterated but Helen Roe, who helped excavate the stone in 1937 when it
was apparently less weathered (Cumningham 1976, 68) suggested (1949, 51,
Fig. 7) this scene was David, the figure on the right, handing the head of
Goliath to King Saul. There is no evidence for a representation of Jonah
and the Whale as has been suggested by Frangoise Henry (1965, 147). Helen
Roe (1962, 23-4) identified other 0ld Testament scenes on Ahenny II. The
fragments which survive on C 3 may be Daniel in the Lions' Den (op cit,
Pl. 10) but B 6, which she suggested was the Fall, is now completely lost.
It seems.possible that Lorrha I C 4 could be a misunderstood version of
Daniel in the Lions’ Den where the figure of Daniel has been placed at
one end. The beasts are brbbably lions; they are clearly not horses as
Frangoise Henry (1933, 115; 1940, 105) has suggested. If the suggestion
of Daniel is incorrect these beasts may be compared with the exotic beasts
found on the Clonmacnoise monuments (see p8l ). Frangoise Henry's
suggestion (ibid) that it is Noah summoning the animals into the Ark is
unlikely as only one species of animal is represented and there is no
indication of the Ark. ' |

Representations of the Fall, the Sacrifice of Isaac, the three
Children in the Fiery Furnace and Daniel in the Lions' Den are all fréquently
found on the Irish crosses (Fig. 23). The closest parallels for thase on
Seir Kieran D 3 are provided by Kells South (Roe 1966, P1l. II). The Fall
on .Kells South is accompanied'by the Death. of Abel and it seems possible
that this may once have been shown to the right of Adam and Eve on Seir
Kieran as well (see p230). The .Children in the Furnace on Seir Kieran is
a rather mangled version of that on Kells South where the two torch bearers
are placed one on either side of the children who are grouped under the
protection of the angel's wings. On Seir Kieran there are three torch
bearers and they are all placed to the .left of the children. The sacrifice
of Isaac is also very similar on both monuments. The placing of such scenes
on the base may be compared with Clonmacnoise IV B 12 (see p 88) and Bray
(Conway 1975, 53=4).

These four scenes, together with Noah's Ark.which:isAfound elsewhere
on Irish sculpture (Fig. 23), all belong to.the Help of God Iconographical

Cycle. Thelr use goes right back to the beginnings of Christianity. The
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Fall is depicted from a.very early date because this is what made the
Redemption necessary. Very early examples may be seen in the Catacomb

of Janiarius in Naples and in the Baptistry at Dura (Gough 1973, 33, Fig.
27). Noah's Ark, the Sacrifice of Isaac, the Three Children in the
Furnace, and Daniel in the Lions' Den, all scenes of deliverance, are
frequently found either grouped or singly in the catacomb paintings and

on sarcophagi both in Italy and Gaul (op cit, Figs. 29-31, 34-5; Le

Blant 1886, 93). Other scenes of deliverance not found in Ireland are also
depicted particularly scenes from the Life of Jonah and the Accusation of
Susannah (Gough 1973, Figs. 34, 36-7; Beckwith 1979, Fig. 10).

The .reason why these scenes of deliverance were so popular in the
funerary context may be seen immediately when the liturgical background
is examined. This has been studied in some detail by Le Blant (1878) in
connection with his study of the iconography of the Christian Gaulish

sarcophagi. The episodes illustrated are all part of the ordo commendationis

Eﬂiﬂiﬂz the prayer for deliverance said to the dying which was adapted by
Cyprian of Antioch during the second century AD from a Jewish prayer recited

on fast days (Michel, K. 1902). The earliest version of the ordo commend-

ationis animae in Latin survives in the eleventh century® Troyes Pontifical
(Troyes Bibl. Municipale cod. 2272) (Flower 1954, 92; Vogel 1975, 205).

However three versions of a similar prayer for deliverance are also

known from Ireland. They have become separated from the ordo commendationis

animae and in two cases they have been tramslated into Irish but their
ultimate roots in the Latin ordo .remain perfectly clear. In the Irish
context they seem to be used 'as a general apotropaic formula against all

evil' (Flower 1954, 92) (see pkl! ). The first version forms the latter part

of the Epilogue to the Felire Oengusso (Martyrology of Oengus) which Whitley
Stokes (1905, VII) dated to c 800. It is known that the author, Oengus,
was for some time a follower of St Maelruain or Tallaght a leader of the
Céli Dé movement.

The second is the Hymn of St Colman, a prayer for protection against

plague, from the Liber Hymnorum which linguistically would seem to be of

approximately the same date as the Felire Oengusso (Flower 1954, 92). The

prayer is followed by a Latin collect which suggests it was used liturgically.
The third example, in Latin rather than Irish, is also liturgical since it
forms the preface to the Ordo Missae. It survives in the Sfowe Missal
(Dublin, R.I.A. Ms. D.IIL.3), an early service book possibly associated with
some monastery in Tipperary founded by St Ruadhan of Lo rha (Warrem 1881, -

198£ff) Most of the service book has been ascribed on liturgical grounds
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to.the ninth or tenth centuries. The relevant passages of all three texts
are quoted in full in Appendix 4. Other aspects of the importance of the
deliverance theme may also be hinted at, for example in some of the canticles

in the Antiphonary of Bangor and in Anglo-Saxon England aspects of the

Exodus and Daniel also show its significance (McLoughlin 1969). It is

interesting to note that the emphasis in'Daniel is on the narrative portions
of the story including Daniel's struggles and deliverance from the Lions'
Den and the Three Childrens'.deliverance from the Fiery Furnace.

The survival of these texts suggesﬁs, as Francoise Henry (1967, 144)
has already stated, that various theories of deliverance would have been
familiar to the Irish churchman and generally recognisable in the
iconographic context. However, the idea that the sculptor was actually
illustrating such prayers seems unlikely as only the same few scenes are
‘repeated over and over again and these are the ones also found in the Eariy
Christian art of Italy and Gaul. Where the precise models came from for
their representation in Irish art is more problematical. Although generally
popular in the early days of Christianity they seem to fall into disuse
during the seventh and eighth centuries. Radford (1977, 114) has suggested
that the insular world could have received such fconography in the fifth or
sixth centuries and kept it alive on wooden sculpture up until its
appearance on stone. This seems most unlikely. Far more possible exptana-
tions may be sought in the idea that Irish churchmen visiting the Continent
or Rome could have brought back with them early ivories or other portable
objects or at least seen paintings or sarcophagi with these subjects depicted
on them.

The Fall, the Sacrifice of Isaac and Daniel in the Lions' Den may also
have other meanings as well as their significance within this cycle. This
is discussed in detail on pages 181, 230, 231, 147.

If Helen Roe's interpreation of Seir Kieran D 3 (iv) as David presenting
the head of Goliath to King Saul is correct,‘although it may be considered
as part of the David cycle (see p151) its placement with the Help of God
scenes is not completely anomalous as God's aid is sought in the Félire
6engusso (1483-4) and the Hymn of Colman for the deliverance of David from
Goliath. This aspect of the David Cycle is unparalleled elsewhere in
Ireland but the act of presenting a severed head might well continue to

appeal to the Celtic mind (see pllS§).

¢) Hunting Scenes and Related Iconography

These are found on Ahenny II B 7, D 6 and D 7 and Mona Incha I A.

itk
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The scenes on both cross bases are badly weathered but from the fragmentary
carvings which survive. it is clear .that they show elements from hunting
scenes .set out in a somewhat haphazard manner. The aim of the sculptors
seem to have been to fill the available épace.with hunt smen and animals
but a coherent picture is.not necessarily created in so doing. On Ahenny
II D 6 the course of the hunt has been reversed; the bears are now
pursuing the horsemen.

This kind of hunting scene is well represented on many of the Irish
crosses, usually appearing on the base and, like the hunting scenes on the
Clonmacnoise monuments (see p 84), they fit into the same milieu as those
in Pictland, although it is not possible to cite particﬁlar parallels.
However, the bears on Ahenny II D 6 are unusual. They'are.not paralleled
elsewhere in Ireland but in Pictland there are three . bears on Meigle XXVI
(Allen and Anderson, 1903, III, Fig. 318B) although here they are not
connected with a hunting scene. It seems that in Ireland the bear was
extinct before the beginning of the historic period .(Harting 1880, 16ff)
although it would still have been possible to hunt bears in the rest of
the British Isles during the eighth century. It is not impossiblg that
the sculptor was acquainted with wild bears but it seems far more likely
he was drawing on a.foreign model, perhaps some Roman venatio or
amphitheatre scene which frequently includes bears (e.g.Dorigo 1971,

P1. 148). ‘

On the base panels.of Kilkieran IT C 5 and C 6 there are eight
horsemen. On Lorrha I this motif has been simplified to.form a procession
of miniature horses which parade round the second step of the base on all
four faces: A 2, B2, C 2 and D 2. The same horse procession has already
been .pointed out on Clonmacnoise IV A 7 (see p 86). They may perhaps be
compared with a similar procession of four horsemen on the base of the
Market Cross, Kells (Roe 1966, Pl. VII) but these are much more spirited.
Porter (1931, 23) identified them with the seven bishops legend which is
clearly untenable (see pll6). They should rather be regarded as a motif
which is used in a similar way to the hunting scene. _

Single horsemen and groups of two or three form a common motif in
Pictland on both Class II and III monuments where they are usually found
on the backs, This is not a closely knit group since the horsemen sport
a great Vafiety of attributes and cannot be very closely . compared with
any of the Irish examples but their popularity in . both Ireland and
Pictland may be a reflection of the Celtic love of horses and horsemanship.

The stylistic detail of foreshortening the rider's body due to lack of
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space found on Kilkieran II C 5 and 6 is a . characteristic.feature of many
of the Pictish horsemen exemplified by St Madoes (Allen and Anderson, 1903,
I1I, Fig. 309B) and is also.found in the Book of Kells, f89R.

On Seir Kieran A 3 four marching footmen holding spears are shown
confronting a mounted horseman. This is the only definite example of a
potential battle scene in Ireland (see p238) but again the parallels are
to be found in Pictland. T%e second register of the battle scene on the
back of the early Class II slab Aberlemno II provides a good comparison
(op cit, Fig. 227B). Here four men are shown in profile facing right
confronted by a mounted horseman with a spear and protected by a helmet
and shield. The footmen, clad in tunics, brandish spears or swords and
shields. There are further examples on the fragment from Dull in
Perthshire, which shows a procession of infantrymen with tunics and
shields followed by horsemen with spears and shields, and the back of
Sueno's stone, a rather later'Class IIT monument.(Hendersoﬁ 1978, 53), is
-peopled with an army of small armed figures (op cit, Figs. 329, 156A).

Both the origins and the possible meanings of hunting scenes and
related iconography are difficult to ascertain. Since they are positioned
on crosses one would clearly expect a Christian meaning. Richard Bailey
(1977, 68-71) has studied in some detail the probable religioué significance
of harts pursued by hounds. The stag itself was early adopted by
Christian commentators as a symbol of Baptism or Christ Crucified (Reau
1955, 82; Cadbrol and Leclercq 1907-53, II, 2, 3302) and it is also
popularised in Christian Encyclopedias and Bestiaries for its enmity
against serpents (see ppl60,266). Richard Bailey has also emphasised the
importance of the hart and hound in the iconography of the Psalms, an
essential part of fhe daily monastic liturgy. In particular, he has
drawn. attention .to the illustrations in the Carolingian Utrecht Psalter
which show a stag pursued by hounds representing evil. In this light it
seems possible that the Irish hunting scenes may have had similar religious
connotations.

As Richard Bailey (1977, 70) has said the most likely ultimate source
for hunting scenes is Christian Mediterranean art. It is known that the
stag hunt was adopted into Early.Christian iconography at an early date
(Allen and Anderson 1903, I, XLVI) and in Southern Gaul the.popularity of
hunting and pastoral scenes, frequently interspersed with overtly Christian
iconography, continded on sculpture into the sub—Roman period (Stevenson

1955, 106). These may be exemplified by sarcophagi from Clermont and Loudon




Henderson (1967, 134-7) has also hinted at the possible importance of

Celtic population' (1964, 408-9). There is also evidence that Roman
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in Aquitaine (Le Blant 1886, Nos. 88, 95, Pl. 23; Fossard 1953, 117, P1.2)
and other late seventh or eafly eighth century plaques from the area round
Narbonne (Durliat 1953, 98-9, Pl. 2). 1In addition iconoclasm in Byzantium
brought a revival in classicalmythical iconography including scenes of the
chase (Dalton 1911, 15) and this influence travelled to Italy during the
eighth century where it may be exemplified by hunting scenes at San Saba
in Rome and at Civita Castellana (Hubert et al 1969, 257).

However, the idea that some of the hunting scenes and related icono-

~ graphy is purely secular cannot be entirely ruled out. It is also

possible that, although such scenes originally had a Christian meaning, by
the time they were reproduced on Irish sculpture, this had been largely
forgotten. Since Irish Christianity was extraordinarily tolerant of
secular learning (Hughes 1966, 154) there seems no reason why hunting
scenes, which may have had little Christian significance, could not havé
become a popular motif.

One important aspect to bear in mind is the.CeltiE love of hunting.
This is well illustrated in the Irish source material, a good example

being the Crith Gablach, an early eighth century compilation, where

sport, of which one aspect was hunting, is considered an essential part

of noble life (Hughes 1968, 16). The adoption of scenes showing warfare

on the crosses could also reflect the Celtic preoccupation with fighting.
Animals of the hunt are also an important aspect of pagan Celtic

religion. Boars, stags, horses and perhaps bears are frequently represented

in pagan Celtic art (Finlay 1973, 70, 95; Ross 1967, 297 f£).® TIsobel

embroideries illustrating heroic deeds although the only actual survival
is the Oseggig ship tapestry (Jones 1968, Pl. 21) which is rather removed
from the Celtic milieu.

Again;, Roman hunting scenes, this time in.their secular context,
would seem to provide one of the likely origins. In Roman Britain Jocelyn
Toynbee has pointed out the populérity of Nene Valley ware, which was
frequently decorated with hunting scenes, and traded to other parts of
Britain including the Hadrian's Wall area. She says, 'there can be

little doubt that this tlieme made an especial impact on the hunt addicted

hunting scenes redched Ireland. A silver dish fragment from the Balline
hoard, Co Limerick, ascribed to the fourth century, shows three horsemen which
are clearly part of a larger hunting scene . (Bateson 1373, 73-4).

Therefore, while some Christian symbolism seems likely for the hunting
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scenes and.related iconography one cannot rule out other, more secular
possibilities. It may simply be that Christian hunting scenes were frequently
represented because of the more general popularity of the sport of hunting

in the Celtic world.

Conclusions Undoubtedly the closest parallels for the figural iconography
on the Ossory crosses are to be found in Pictland. Firstly, the iconography
is .detached frém the actual form of .the cross. On the Ossory monuments it
is found on the base while on the Pictish slabs the majority is confined to
the back or is placed to either side of the cross on the front.

Secondly, the figural panels on the Ossory crosses and the Pictish
slabs are composed in a similar way. As haé already been noted amongst
the Ossory crosses the animals and figures are placed so as to cover the
entire panel without a space. This may also be seen in Pictland, for
example on the back of the 'Boss Style' slab from Shandwick where various
elements of hunting and combat scenes are jumbled together including a
stag in the bottom rigﬁt hand corner which is actually placed on the
diagonal (Allen and Anderson 1903, III, Fig. 70). This may be compared
with Ahenny I C 7 where the quadruped in the bottom right hand corner is
placed vertically in order to £ill the available space. S;riptural scenes
are treated in the same manner. The episodic character of the David Cycle
scenes on the St Andrews sarcophagus may be compared with The Help of God
scenes on Seir Kieran D 3.

Thirdly, stylistic details are common.to both groups. The preference
for the figure in profile is only rarely broken in Pic¢ctland, for example
the female rider on Hilton of Cadbol, Daniel on Meigle II and David on
the St. Andrews sarcophagus (op cit, Figs. 59, 311B). The only face on
representation on the Ossory crosses is the central figure on Ahenny I A 6.
Attempts at perspective are also tackled in a similar way. On Hilton
of Cadbol two mounted figures placed side by side are shown by doubling
the line round the horse's head and legs. This is indicated in an identical
fashion on the horse.pulling.the'chariot on Ahenny I D 9.

The general similarities in the subject matter between .the Pictish
and Ossory monuments have already been pointed out. The only real
difference is that the Scriptural iconographic repertoire is narrower in
Pictland. For example Help of God scenes are only rarely shown and they
are not grouped together. Daniel in the Lions' Den is depicted four times
on Inchinnan III, Méigle II, Newton Woods and St Vigeans XIV (op cit,
Figs. 478A, 311B, 481 and 285A) and in addition there are .three .examples
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of Jonah and the Whale, which is not found in Ireland, at Dunfallandy and
Woodwray  (op cit, Figs. 305C, 258C). However, .the repertoire in Dalriada
does seem more similar. .For example the Sacrifice of Isaac.is found on
Kildalton and Daniel on Kildalton, Keills and St Martin's Cross, Iona (op
cit, Figs. 410A, 408, 397A).

Therefore it is clear that.the sculptors of the Ossory crosses and
the Scottish sculpture were working in a similar milieu and drawing upon
similar sources. What those sources were is more difficult to ascertain but
one suspects a variety of portable Christian objects, manuscripts, ivories,
etc., additional material perhaps being drawn from the indigenous Celtic
background or perhaps the background merely affected the choice of what was

drawn from other sources.

&) 'The Dating of the Monuments

Unfortunately the only way of dating the Ossory crosses is on art
historical grounds. 1In the past.this has led to the suggestion of widely
differing dates. Seiton (1946, 7-8) recognised the.influence of metalwork
on these crosses but, for some reason which demonstrates he canmnot properly
have examined the abstract ornament, he compared it with the decoration on
the Crosshof Cong dated ¢ 1123 (Wilson and Klindt-Jensen 1966, 156-7).
While it is true that many technical elements used on earlier metalwork
are still present on.this object, the ornament, in the Viking Urnes
style, is éompletely different. Porter (1931, 112) suggested a terminus
postquem of 908, the year in which Cormac mac Cuillenain whose funeral
procession he identified on Ahenny I B 9, was murdered. It has already
been noted (see pll6) that this interpretation is completely unprovablé,
More recently A.P. Smyth (1979, 284-8) has attempted to examine the Irish
crosses in terms of the political background which has led him to suggest
the Ossory monuments belong to a.period when the Kingdom of Ossory was
particularly powerful at the end of the ninth century. This suggestion is
hard to contemplate seriously as it takes no account of the actual ornament
on the crosses. However, the majority of other writers following Frangoise
Henry have fixed upon an eighth century date because of the similarity of
the ornament to Vernacular Style metalwork (Henry 1940, 103; 1965, 141;

Roe 1962, 8-9) although H.S. Crawford (1926a, 5) was inclined.to think
them slightly later.

As the preceding diseussion has shown the closest comparisons for
both the form and ornament of the crosses are undoubtedly with Vernacular

Style metalwork. As Frangoise Henry (1940, 103) said 'they are first and
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foremost enlargements.into. stone of metal crosses'. Peter Harbison (1978,
283 £f) has recently enlarged upon this theory, drawing attention .to the
Rupertus (Bischopschofen) Cross. (see p 32) as a possible parallel for a
metalwork cross which may have been the source of inspiration for the Ahenny
monuments. These comparisons, however, are very superficial. Nevertheless,
it does seem likely that the sculptor of Ahenny I was heavily dependent on
some metalwork prototype, perhaps something akih to the pracessional cross
carved on B 9, because.so many skeudnorphic elements such as the rope
mouldings reminiscent of metalwork bindings are retained. This view is
perhaps underlined if it is imagined that the cross was once painted. There
is now no visible evidence that the Irish crosses were painted but this
monument, decked out in the colours of gilding and enamelwork, would surely
then have appeared as a gigantic.golden cross encrusted with insets of

glass and jewels? Indeed, as has already been suggested (see p 31), the

ultimate origins of this cross are most likely to lie in the crux gemmata,

The closest cohparisonS'for,the metalwork motives in use on the
Ossory crosses, particularly Ahenny I and Ahenny II, are those carried out
in a chipcarved technique or decorated with enamelled or millefiori insets
or glass studs. There is one major example of an object incorporating both
techniques, the EkerS crozier (Holmquist 1955; Henry 1965, 104-6). More
often the two are not intermingled but the comparisons cited have been with
objects of the highest technical achievement, for example the Ardagh Chalice,
the St Germain Plaques and the Derrynavlan patten stand. These comparisons
with Vernacular Style metalwork would suggest that the Ossory crosses are
of a similar date. Unfortunately it is impossible to pinpoint the date of
any Vernacular Style metalwork (see Appendix 2) and so on these grounds the
date of the Ossory crosses may be ascribed to any time during the eighth
or early ninth centuries. _

As Robert Stevenson (1956, 91-2) has hinted a more profitable line
of approach may lie in the.comparisons which may be made between the Ossory
- crosses and sculpture in Pictland and Dalriada. The Clonmacnoise monuments
have many aspects in common with the early Class II stones of Southern
Pictland (see p 90), but as has been demonstrated, the Ossory crosses show
more affinities with the 'Boss Style' monuments and some of the more
developed Class II slabs. The most important monuments which fall into
these groupings are the freestanding crosses on Dalriadic Iona, a number
of slabs from Northern Pictland, Applecross, Rosemarkie I, Shandwick, Nigg
and the Tarbat fragments, and a more scattered distribution in the south

including Aberlemmno III, Meigle II and the St Andrews sarcophagus. The
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monument s éentring on Ross .perhaps provide the closest analogies for the
Ahenny crosses. On Nigg there is the same preoccupation with the complex
perspective created'ﬁy.the use of bosses, prominent,mouldings and recessed
panels (Allen and Anderson 1903, III, Fig. 72). Rosemarkie I, Shandwick

and the Tarbat fragments exhibit .the same influence of chip-carved metalwork
techniques and the tendency.to decorate large areas with a single overall
pattern and it has already been noted that the Shandwick figural panel had
much in common with..the Ossory monuments (op. cit, Figs; 60, 66, 70, 92-6).
Pictish and Dalriadic . sculpture in this period also shows the gsame tentative
use of Scriptural iconography. The form of the monuments have much in
common with the Iona crosses (Stevenson 1956, 91-2) although the position

of .the wheelarcs is better compared with Aberlemno III and Fowlis Wester
(Allen and Anderson 1903, III, Fig. 228A; Curle 1939-40, P1. XXVITb).

. There are enough similarities between the Ahenny crosses and the
Dalriadic and Pictish. 'Boss Style' and the developed Class II monuments to
‘suggest an approximately contemporary dating. Robert Stevenson (1955, 117-
20) has suggested ¢ 800 for the masterpieces of Pictish 'Boss Style' and
Isobel Henderson (1978, 49) has seen 'Rosemarkie I as a stone 'that looks
forward to the last phaseAOf'Pictish'sculpture', that is the ninth century
monuments. It would therefore seem likely that, as with the Clonmacnoise
monuments (see p 90), many of the influences detectable on the Ossory
crosses may have originated in Scotlanﬂ,_again perhaps reaching Ireland
via Iona which was amongst 'thg'vané%}d of artistic work at the time
(Sﬁevenson 1956, 91). However, the traffic cannot all have been passing in
oné.direction and it seems.possible .that the interplay of the ornamental
repertoires of the two regions may be an equally valid concept.

Although the Ossory crosses are a distinctive group, it is also
possible to trace links with other groups of Irish sculpture. The similar-
ities between the layout and ornamental repertoire of the Ossory crosses
and Kilree and Killamery may be viewed in the light of their comparative
proximity. However, close.comparisons have also heen suggested between the
Ossory crosses and Clonmacnoise IV where, since the metalwork comparisons are
not paramount, Clonmacnoise IV is probably the receiver rather than the
innovator. This cross also.shows links with Kells South, undoubtedly a
ninth.century monument (see p 91), as does the iconography of Seir Kieran.

‘Therefore, it seems possible to suggest that the Ossory crosses may
be dated to a period at the end of the eighth or the first half of the ninth
century. \

Furthermore, it does.seem possible to trace some kind of relative
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chronology amongst .the Ossory crosses. Collingwood wrote the following
about the development of the Hexham school of sculpture in Northumbria:

'At first, careful, elaborate and naturalistic, a

style or school reaches its best results in -the hands

of some unusually capable craftsman; then his followers

try to reproduce the standard results with less labour

and thought, gradually debasing current motives until

some new influence arises to transform the tradition and

renovate the style' (1925, 73-6)
Apart from the fact that the Ossory crosses are characterised by .geometric
rather than naturalistic ornament, Collingwood’s words would also seem to
apply to these monuments. The sculptor of Ahenny I was undoubtedly an
'unusually capable craftsman’. He has a very real command of craftsmanship
in stone and how.to use the influences of metalworking techniques and
motives to their best advantage. Ahenny II, though of inferior quality,
has so much in common with Ahenny I that it must be of a very similar date.
However, on Kilkieran II, Seir Kieran and Lorrha I and II the carving is- -
less accomplished and, more important, the undoubted Vernacular Style
metalwork origins of many of the motives have largely been lost. On the
other hand comparisons can be made, for example the loss of .the sharp chip-
carved effect, the infrequency of the spiral ornament and the hreakdown
in the quality of the pléitwork, with Post Vernacular Style metalwork which
may be exemplified by the Kells Crozier (MacDermott 1955). 1In addition the
complex Scriptural iconography on Seir Kieran may be compared with Kells
South. These factors would tend to suggest that these monuments are later
than the Ahenny crosses but .the precise time-span involved is very difficult
to gauge.

Kilkieran III, although it is undecorated, may undoubtedly be included -
with the other Ossory crosses. It seems fairly clear that the monument is
not unfinished as the stone has been carefully dressed. It does, however,
seem possible that decoration could once have been painted rather than
carved, thereby producing a similar, though two-dimensional effect to the
ornament on the other monuments. At any rate the survival of this cross is
interesting as it shows a parallel tradition to the complex carved crosses
of simpler, less ambitious projects.

Mona Incha I is too fragmentary to discuss in detail but from what
survives its closest affinities would seem to lie with. the rest of the
Ossory crosses and therefore it is likely to be of a similar date.

Kilkieran I is problematical and seems to stand slightly apart from
the rest of the group. Its fragmentary nature is clearly unhelpful but
the style of carving is also problematical. The delicate spiral ornament
has its closest comparisons with. tle stamped spirals on the Moylough Belt

Shrine and the ornament of the Clonmacnoise monuments. It is possible

T
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that this lower relief carving could indicate a slightly earlier date than
the rest of the Ossory crosses which are characterized by much higher

relief.

Ch. V. FOOTNOTES
1. Henry O0'Neill (1857, 2) says rather vaguely about the Ahenny capstones:-

On Ahenny II 'The cap has been removed some years ago, and reduced
to its present small dimensions, but originally it, doubtless, was a
high cone, similar to the North Cross'. Of Ahenny I he says 'The cap
was removed some years ago, as had occurred with the ¢ap of the South
Cross; but a priest of the locality had the kindness to search out both
caps and cause their being restored to their proper place’.

Carrigan (1905, 243) says of Kilkieran II and III:-

'"The two latter crosses were broken long ago, but were restored, in
an admirable mamner, in 1858, by a blind mechanic from Faugheen, named
Paddy Lawrence, who had accidently lost his sight, while engaged in
the building of the British House of Parliament’. :

2. The dimensions, 30 cm x 30 cm, are the same as the shaft panels on
Face A of Bealin but this is probably coincidental.

3. There is a short summary of the various identifications attempted in
Sexton 1946, 49-50.

4. Other related panels on cited on p 192.

5. Not ninth century as Flower states. It is impossible to provide the
Latin or a translation of this as it has not been published. Flower
(1954, 92) gives the following summary of its contents:-

'This prayer begins “Deliver, O Lord, his soul, as Thou has delivered
Enoch and Eli from the general death of the world," and contains the
following names: '"Noah de deluvio, Abraham dé Ur Chaldeorum, Job from
his tribulations, Isaac from the sacrifice and from his father's hands,
Lot from Sodom and its flame, Moses de manu Pharaonis, Daniel from the
pit of lions, the Three Children de caninmo ignis, Susannah from the
false testimony, David from the hands of Saul and Goliath, Peter and
Paul from prison, Thecla from her tribulatiomns'.'

6. Related to this, but not wholly convincing, is Charles Thomas' (1961)
tour de force suggesting an Iron Age origin for the animal symbols in
Pictish art is dependent upon the continuation of a Celtic style of
animal ornament into the Early Medieval Period and it is possible that
if correct this could also have influenced the representation of
hunting scenes.




Chapter VI. KILREE & KILLAMERY

These two crosses are situated in the South Western part of the
ancient Kingdom of Ossory (see p 95) not far from Ahenny and Kilkieran
(Map II). In the past their proximity was one of the reasons which led
writers (Henry 1940, 105; Roe 1962, 43 £f; Lahert N.D, 33) to group them
with the other Ossory monuments but, although they have some aspects in
common, the emphases in the ornmamental repertoire are completely different
so here they are considered separately.

Little is known about the monastery of Killamery but it does have
some association with St. Gobban, a saint who is remembered in the Félire
Oengusso (Stokes, W. 1905, 250) on December 6th the same day as St. Nicholas
whose name the well on the site now bears (Petrie 1878, II, 23-4).

Nothing at all is known of Kilree although the surviving architectursl
remains are impressive. The siting of the cross in a field approximately
fifty meters west of the extant monastic complex led Helen Roe (1962, 49)
to suggest it was a termaon or boundary monument demarkating an area of
sanctuary. However, although this use is recorded for crosses in the
soace material (see p 40) it cannot be proved here especially as there is no

indication of the line of an enclosure or the vallum moénasterii; the

apparent focus of the surviving buildings may be deceptive.

1) The Form and Layout of the Monuments

The form of the two crosses is, on the whole, comparable. Their
dimensions are similar although not identical, Kilree being on a slightly
smaller scale. Both monuments seem to have been carefully constructed
(Fig. 25). The dimensions of the crosses and the layout of the ornament
suggest that, like Ahenny I, there was some overall planning. For example,
the width of the horizontal cross arms is approximately half the lengths
of the crosshead and shaft excluding the butt and these measurements are
almost identical on both crosses. Many of the measurements show a
recurrent use of lengths which are multiples of 5cm. This is also found on
the ornamental layouts where 5cm. and 2.5cm. unit measures seem to be

frequently employed. This suggests a link with Ahenny I (see p100) where
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Fig 25.2

KILLAMERY

AB = 60cm
AD = 110cm
AF = 220cm
8C = 30cm
GL = 110cm
MN = 25cm
OP = 25cm
DF = 110cm

Y

DIMENSIONS OF KILREE AND KILLAMERY
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the 5cm. and 2.5 cm. units of measurement are also significant.

In their form and layout Killamery and Kilree have aspects in common
with both the Clonmacnoise and the Ossory crosses. They both have the same
form of crosshead, Type I, which may be compared with Bealin and Clonmacnoise
IV (see p 47), although in the case of Kilree its large size in comparison
with the dimensions of the shaft is closer to the Ossory crosses. Both also
have a greatly elongated upper cross arm which may be paralleled on both
the Ossory monuments and on St. Martin's Cross, Iona (Allen & Anderson
1903, III, Fig. 397). The placement of the domed bosses on the crosshead
of Kilree Face A, in general may be compared with Clonmacnoise IV and the
Ossory monuments but the placement of the boss in the centre inside a
large roundel is paralleled on Bealin where the layout of the crosshead on
Face A is almost identical although the actual bosses are in very much lower
relief. On Killamery the bosses are of less importance being confined to
one in the centre of the crosshead on both faces. .The crenellated roof
shaped capstone on Killamery is almost identical withAéhat on Clonmacnoise
IV. Without doubt there was originally also a capstone on Kilree because
of the tenon on the top crossarm but unfortunately its form is unknown.

Other aspects of the layout of Killamery may also be compared with
Clonmacnoise IV. The positioﬁ of the Crucifixion scene and the dimensions
of the shaft are both similar and the division of the shaft on Face A
into two large rectangular panels separated by incised lines is analogous
" with Clonmacnoise IV face C. However, the vertical division of the narrow
faces of the shafts into three recessed panels on both Killamery and Kilree
may be compared with the Ossory monuments (see p 97).

The fo;m of the perimeter mouldings is one aspect which clearly
divorces Kilree and Killamery from the Ossory monuments.where the high
relief perimeter rope mouldings form one of the characteristic features
of the group (see p 97). Kilree, however, has perimeter roll mouldings in
comparatively low relief which have more in common with Bealin while those
on Killamery, although they are in higher relief and hatched with herring
bone ornament, have little of the bulk of the Ossory monuments and again
the closest analogues are with Clonmacnoise IV (see p49 ).

Some features in Killamery are also paralleled on the 'Scripture’
crosses. The placing of the inscription on the butt and the emphasis on
the mouldings at the end of the horizontal crossarms on the broad faces
(see p203) are both found on many of the 'Scripture’ crosses exemplified
by Durrow I and Clonmacnoise V although the latter is also to be found on
Kilkieran II,
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2) The Ornament

Like the Ossory monuments abstract ornament dominates these two
crosses and its placement is subordinate to the actual cross form. But on
Kilree and Killamery the most characteristic ornawent is fret and step
patterns prominently placed which cover large areas of both monuments.

By comparison thevsculptors of the Ossory and Clonmacnoise groups make

little use of this kind of ornament (see pp78,112 ).

a) Fret Patterns and Related Ornament

The repertoire of fret ornament on Kilree and Killamery is very
similar. It is used to decorate the large rectangular shaft panels, Kilree
C 9 and C 10 and Killamery A 11 and A 12, some of the panels on the narrow
faces of the shaft, Kilree B 5 and D 7, and a small square panel on the
end of the horizontal cross arm, Kilree B 3. There are a number of other
very simple patterns derived from fret ornament on the bases of both
monuments, Kilree C 12 and D 9 and Killamery D 11.

The more complex patterns seem to have been constructed on diagonal
grids. Two unit measures seem to have been employed. The first, since
it is based on multiples of 2.5cm, both 5 and 7.5 cm being represented,
may be compared with the dimensions of the crosses and would also seem
to suggest links with the Ahenny monuments (see ppl100,105). On Kilree
C 10 the unit measure seéms to be different, 9cm.

Two different types of ornament are represented on the Broad face
shaft panels. The first, on Kilree C 10, is a simple pattern of interlocking

55 and L elements. The pattern on Killamery A 11 is very
similar except only 59 elements are used. This type of pattern may be
compared with Ahenny I A 3 (see pll2) but the style of carving is
completely different. Instead of outlining each element in relief they
are deeply incised, the surface of the panel remaining flat, more in the
manner of the fret pattern on Gaflen Priory I (see p 266) or the background
pattern on the crosshead of Clonmacnoise IV C 1 (see p 80). The second |
pattern type, which uses interlocking [ elements, is difficult to see
as it is lightly incised, a technique which contrasts well with the more
deeply incised fret patterns on other panels. Identical versions are
found on Kilree C 9 and Killamery A 12 and the pattern on Kilree B 3 is
also similar. Patterns of this type are comparatively rare elsewhere in

Ireland although there are parallels on Graiguenamanagh I A 9 and
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Castledermot North (see pl96). However, the closest-comparisons for

both these types are to be found in Pictland where the fret patterns have
a far greater variety and complexity (Allen and Anderson 1903, III, 308 ff)
than elsewhere in the British Isles (see p 14). Fret patterns of the first
type are found on the early Class II slabs but, as Isobel Henderson (1978,
51) has'remarked, they are also popular on many of the developed Class II
and III monuments where large areas are decorated with simple repetitive
patterns of interlocking elements very like the Kilree and Killamery
designs. The large panel of interlocking 5; elements in low relief on
Rosemarkie I provides a good example (Allen and Anderson 1903, III, Fig.
60A). The second type are commonly used in Pictland to decorate the
central roundels on horizontal cross arms of the early Class II slabs,
Aberlemno II for example (op cit, Fig. 227A). On the more developed slabs
this type of ornament is found on the shaft, as at Nigg, or adjacent to

it as an Aberlemmno III (op cit, Figs. 72, 228A). Rosemarkie II is the
only Pictish example where the two types are used concurrently (op cit,
Fig. 83). This fragment has three large panels decorated with fret
patterns. )

In manuscripts early examples of fret patterns used in this way may
be seen in the Lindisfarne Gospels (Nordenfalk 1977, Pl. 15). They are
used to a much greater extent in the Book of Kells (Henry 1974, 206, e.g.
f3R, f4V) and in the late ninth century Book of MacDurnan (Lambeth Palace
Lib.) (Henry 1967, 102-=5, Pl. I).

Kilree B 7, a long narrow rectangular panel, has the only other
example of proper fret patterns using interlocking elements on these two
crosses. There are no parallels for the upper pattern but the lower is also
found on Clonmacnoise IV D 6.

The rest of the fret patterns on Kilree, B 5, C 12 and D 9 and
Killamery D 10 are much less accomplished and no attempt has been made to
interlock the pattern elements. On Kilree B 5 the SQ elements have
simply been placed one above the other. They are outlined in relief in
a similar way to the fret patterns on the Ossory crosses (see pll2. The
other patterns are even cruder, the elements being clumsily adapted to
fill large areas of the base, almost the manner of enamelled cells. The
recessed Z shapes on Killamery D 11 are decorated with a plaitwork
mesh. Examples of recessed areas deccrated in a similar way are also

found in Pictland on Rosemarkie I (Henderson 1978, 50).
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b) Step Patterns and Related Ormament

Step and chequer board patterns are also used extensively on
these two monuments. .These patterns are used to .decorate large
areas of the base, Kilree B 6, D 8, Killamery A 15 iii, B 8 and C 8,
and the upper cross arm, Kilree C 1 and Killamery A 1.

These patterns must have been constructed on square grids and
this may be illustrated by Killamery B 8. Although the pattern is
badly weathered, it is possible to trace fragmentary incised lines
marking out a square grid which has become an integral part of the
pattern. The basic motif, a double step pattern, has been divided
into squares, with the exception of the cruciform void in the cehtrey
using incised lines. In addition the step patterns on Kilree C 1
and Killamery A 1 are in sufficiently good condition to be able to
trace a unit measure which clearly ties in with the constructiomnal
grids employed for the fret patterns.

The step patterns are very simple and repetitive but the potential’
monotony is relieved by the use of a variety of scales and differences
in detail and style of cutting. Firstly, there are a number of
horizontal rows of large step units on the bases of the two crosses,
Kilree D 8 and Killamery B 8 and C 8. The relatively simple pattern
on Kilree D 8 with the cruciform cut out shapes in the centre of
each unit may be compared with Mona Incha I A (see pI13). Killamery
C 8 is very similar except that the cruciform cut out shapes are
more delicate with expanded terminals. Killamery B 8 is, however,
more comﬁlex because of the incised grid and the interlace mesh
carved in the spaces round the perimeter.

The step patterns on the upper cross arms of both monuments,
Kilree C 1 and Killamery A 1, are on a much smaller scale. There is
a similar pattern on Killamery C 9. The panel on Kilree A 3 is
severely weathered but it would also . seem to be a small scale pattern,
this timé using squares or 'L' shapes rather than steps.

Thirdly, there are small areas of chequer board pattern which
make up cruciform motives on Kilree B 6 and Killamery A 15 iii. The
latter is made more complex by the addition of spiral ornament on the
cruciform shapes which may .be compared with Kilkieran I a A 2.

Therefore step patterns are prolific on both Kilree and Killamery.
However, they are much less common on other Irish sculpture since they

are restricted to isolated instances on Bealin B 2, Clonmacnoise 11 B 1,




138.

Mona Incha I A and Kilkieran I a A 2 (see pp79, 114). Chequer board
and other related patterns are slightly more common elsewhere being
found on Ahenny I A 3, C 4 and C 5, Lorrha I C 6 and Leggettsrath I D
(see pp 113, 114, 269).

As has already been suggested (see pp 15, 78) the origins of
these patterns undoubtedly lie in metalworking techniques but large
areas of such ornament are unusual since the motif is usually used
to decorate small enamel plaques or glass studs. There are only two
examples of Vernacular Style metalwork objects where step patterns
are extensively used, the Emly Shrine (see p78) and the Copenhagen
Shrine (see pll4; Fig. 21). The large rectangular panels omn Kilree
and Killamery would seem to be a development of this sort of design

translated into stone.

¢) Zoomorphic Ornament

No other types of ornament are ekteﬁsively used on these crosses.
Indeed, on Kilree the only example of zoomorphic ornament is a bird's
head terminal on A 1. However, the one zoomorphic pattern on Killa-
mery C 1 is amongst the most dramatic’representations in the entire
repertoire of Hibermo-Saxon art. The actual motives, conceived on a
large scale, are relatively simple but the swinging rhythm of the
pattern, which has been planned to fill a very umeven sculptural
field, and the tension caused by the feeling of frozen action,

acknowledges a designer of the highest calibre.

Dragonesque Motives Biting dragonesque heads emerging from spirals

or less frequently from interlace are a recurrent theme in Hiberno-
Saxon art. The closest parallels for the Killamery motif are to be
found in Vermacular Style metalwork, particularly with the group

of objects cast in high plastic relief (see Appendix 2). The finest
of these are the St. Germain plaques (Henry 1938, 65 ff; Hunt 1955-6;
Mahr 1932, Pls. 25, 26) and the now fragmentary Gausel mounts (Bakka
1965, 40). On these there are a number of dragonesque heads which
emerge from hairspring spirals fo clasp human or serpentine heads in
their gaping jaws (Fig. 26). Both the motion implied by the design
and the actual features of the dragons, with their almond shaped eyes,
spiralled snouts, jagged teeth and hatched necks, have much in

common with the Killamery motif. There are similar, more serpentine
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‘beasts with gaping jaws and hatched bodies emerging from spirals

on the Romfohjellen'and.Copenhagen Mounts (Petersen 1940, 61, Fig.

67; Wilson 1955, 167-8) (Fig. 13). Biting dragonesque heads are also
found on other types of metalwork. The Ekero crozier (Holmquist 1955)
(see pll4) (Fig. 26), made in the actual form of a dragonesque head
with gaping jaws, carried out in a mixture of chip=-carved and enamel-
led techniques, has the same powerful vitality as the Killamery motif
and again the facial features are very similar. There are other
examples of dragons on the rim of the Tara brooch (Henry 1965, Pl. 42),
on the Tessem and Halsan Mounts (Bakka 1963, 50; Petersen 1940, 68)
(Fig. 26) and on the gable finials of the Emly Shrine (Mahr 1932,

Pl. 17). Dragonesque motives are retained on a post Vernacular Style
pseudo penannular brooch which was actually found at Killamery
(MacDermott 1955, 82; De Paor, M. 1977, 147). On the back of this are
two dragons with almond shaped eyes, cﬁrled lips and gaping jaws which
are surprisingly close to their sculptural counterparts (Fig. 26). On
this brooch there are also quadrupeds with similar features and hatched
bodies.

There are further parallels for the Killamery dragons in
sculpture but on these fhe vitality of the motif has been lost to a
greater or lesgser extent. The closest comparison may be made with
a small but unusual cross slab from Gallen Pfiory (Henry 1965, Pl. 65)
where the miniature cross head is decorated with a lively dragomesque
motif. Snakes and beasts with.long snouts or beéks emerge from a
central spiral and snmap at human face maéks. There' are more abstract
dragons on the crosshead of Ahenny II A 2 and snake-like creatures on
Kilkieran I A 3 (see pll4). Similar motives are also found on other
Irish crosses. On Moone.serpents are combined with spirals on the
crosshead and with. lions on a base panel (Henry 1965, Pl. 68; 1964,
P1. 15), oOn Termonfechin dragonesque heads with gaping jaws are
used as 'C' scroll terminals on one of the shaft panels (Henry 1933,
Pl. 90).

There are a variety of other dragonesque motives in Hiberno-
Saxon art which may.be related in some way to those on Killamery.
Dragonesque motives, frequently grasping human heads in their jaws,
are also popular in Pictish sculpture (see p115). There are also
dragons with feline characteristics in the .Book of Kells (Henry 1974,

206=7, Pl. 49)., In addition a large number of more serpentine




T HALSAN MOUNT
2 TESSEM MOUNT

3 KILLAMERY BROOCH (Detail)




140.

representations (see p 64) may ﬁrobably be included as in many cases
the beast types merge into each other as is indicated by the creatures
on the Romfohjellen Mount (Petersen 1940, Fig. 67).

Frangoise Henry (1933, 78-80) has rightly said that the
ultimate origins of both dragons and serpents probably lie in the
Pagan Celtic past. The importance of the serpent in Celtic religion
is well atﬁested both in literature and iconography. The struggle
between man and serpent is a recurrent theme (Ross 1967, 344-8) but
the surviving evidence suggests the dragon was more important in Wales
than Ireland. Ann Ross is of the opinion that the Christian church
was intolerant of such cults but this does not explain the continuing
popularity of both serpents and dragons, frequently shown in combat
or clasping severed heads in their jaws, in an overtly Christian
context. The answer may be that either these beasts became a purely
decorative motif or they were furnished with some sort of Christian
symbolism which would make them acceptable to the Churc¢h. Dragons were
associated with the Devil in the minds of the Early Christian Fathers
(Cadbrol and Leclercq 1907-52, Vol. 4.2, 1537-8) and serpents have
similar connotations. The Devil took on the form of a serpent in the
Garden of Eden and God cursed it after the Fall. Christ fulfills the
probhecy of bruising the serpent's head when he is crucified and in
Early Christian iconography the serpent is sometimes shown writhing
round the bottom of the cross or Christ .is shown trampling on ‘it
(op cit, Vol. 15.1, 1353=4; Schiller 1972, 112-3). 1In additiomn, it is
also possible that they may form a further stratum of fantastic
beasts as described by Isidore of Seville (Brehaut 1964, 227-8) or in
the Physiologus (White 1954, 15) (see p162).

The Displayed Beast On the upper cross arm of Killamery C 1 is a

spreadeagled quadruped with goggle-eyes, gaping jaws and jagged teeth.
The motif is unusual since the body and eyes are shown face on while
the jaws are in profile (Fig. 27). The facial features are clearly a
variation of the dragonesque image already discussed but the body may
be associated with a different Vernacular Style metalwork motif. This
is not frequently employed but again the closest parallels are with
the group of objects cast in high plastic relief. The crouching frog-
like creature on the Steeple Bumpstead boss (Fig. 27) (0'Dell et al
1959, 263) provide the best comparison for the Killamery motif. They




Fig 27
DISPLAYED
BEASTS

T KILLAMERY Cf

2 STEEPLE BUMPSTEAD
BOSS

3 YATNE MOUNT

4 ST NINNIAN'S ISLE
HANGING BOWL

5 MELOY MOUNTY




141.

both have their front legs lying close against their flanks, a short
tail, a delineated backbone and large goggle-eyes. The four spread-
eagled beasts emanating from the central amber inlay on the bronze
mount from Meldy in Norway are almost identical (Fig. 27) (Mahr 1932,
Pl. 32.3a; Petersen 1940, 75-6, Fig. 86) and the quadrupeds on the
Vatne mount, also cast in high relief, are very similar except that
their long snouted heads are turned to face their tails and only
their front legs are splayed (Fig. 27) (op cit, 66). There is a
further, less significant parallel in the form of the displayed boars
on the St. Ninian's Isle hanging bowl, currently dated to the late
seventh century (0'Dell et al 1959, 263, Small et al 1973, 136) (Fig.
27 ). There are also examples of displayed beasts in the Anglo-Saxon
context (Wilson 1964, 11) but their features do not resemble the

Killamery motif.

d) 1Interlace

This is not extensively used on either Kilree or Killamery.
Where it is employed, apart from the main shaft panel on Killamery
C 2, it is not prominehfly placed, tending to be confined to the
long shaft panels of the narrow faces, Kilree B 4, B 5, D 7 and
Killamery B 1, B 6, D 1, D 7-and D 8. It is also used to decorate
the roundels on Kilree A 1 and C 2 and Killamery B 7 and small
base panels on Killamery A 15. There are traces of plaitwork on the
wheelarcs of both monuments.

Like the Ossory crosses (see p104) the repertoire of ﬁatterns
is severely limited. Apaft from the marigold pattern on Killamery
C 2 it is confined to two, four and six strand plaitwork and combina-
tions of Simple E and F elements.

Most of the patterns are competently carried out and have an
elegant appearance. This is achieved partly by the style of carving,
which is very flat, the broad bands on many of the patternsseeming
almost to flow over and under each other, and partly because of the
obvious care with which they have been constructed. It seems likely
that both square and diagonal grids were used. Indeed,fragmentary
indications of what is likely to have been the original diagomnal
grid are still visible on Kilree B 4. The patﬁern, six strand plait-
work, is in an excellent state of preservation and it is still

possible to see fragmentary lines marked along the centres of the
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strands in the manner of a median line (Fig. 28). However, on close
examination, it can be .seen that these lines, instead of following
under and over each other like the strands, continue thus indicating
the crossing points on a diagonal grid. The unit measure used, 2.5 cm,
may be compared with both the fret and step ornament and the dimensioms
of the monument as a whole. There are not a great number of interlace
patterns and so it is difficult to tell whether consistent unit
measures are used. However, Killamery A 15 and B 5 both show indica-
tions of having been constructed on a Sem grid.

The marigold pattern on Killamery C 2 occupies the whole
length of the shaft. This is unusual as the only parallel in Ireland
for the shaft of a cross being decorated with a single run of ornament
is Bealin C 4 (see p 65). This pattern has also been carefully
planned. There are still traces of a vertical line down the centre
of the panel and it may be seen that the size of each marigold unit,
which would have been constructed with the aid of a compass, has
been adapte& to allow for the taper of the shaft. The flatness of
the carving is aga%n very evident since neither the marigold petals
nor the fillers are modeled in any way. The background only has
been cuf away and the details picked out with incised lines.

The marigold is an unusual motif on the Irish free standing
crosses although versions of it are more common on grave slabs
(Lionard 1960-1, Fig. 9). The only other examples on the crosses
are found on Kilkieran II B 9 (see pl09) and the crosshead of
Templeneiry I A. The only close parallei for Killamery C 2 is
provided by a rather puzzling shaft from Yarm, Co. Cleveland (Greenwell
1899,'112=5; Adcock 1974, 141, P1l. 44) which is hard to place
within the Northumbrian context. Here an elegant four petalled
marigold is combined with triquetra knots used as fillers very much
in the mamner of Killamery C 2. There are other examples of four
petal marigoldson a fine, probably early, pillar from Skye (Henry
1940, 55, 60, Pl. 18C), where the motif is incised within a square
flabellum , and on a grave slab from Inis Cealtra (Lionard 1960-1,
Fig. 9.9). On metalwork it is found, with the addition of a ring on
round mounts from Fingstad and Skréppa in Norway (Petersen 1940, 16,
Fig. 5; Bakka 1965, 55-6, Fig. 62). Four petalled marigolds with the
addition of rings (RA Nos. 771, 2 and 3), set either singly or in

runs, are also found on Anglo-Scandinavian sculpture in Britain
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(Bailey 1974, 92-6). 1In a broader context the marigold with four,
five, six or more petals is a popular and long run motif and therefore
is of little help in establishing a chronology. Compass drawn

ornament of this type is frequently found in western art from the

Late Romah Period onwards (Hoseloff 1958, 78-80; Hencken 1935-7, 197;
Henry 1965, 130; Bailey 1974, 92-6) and, with the advent of
Christianity the marigold took on a Christian meaning and is associated
with the,X? crogss of arcs in the .decoration of flabella. (Lionard
1961, 111).

The patterns on the narrow face of the shafts on both crosses
are severely restricted by the width of the panel. The result is
that, like the narrow faces on Clonmacnoise II and III (see pSh ),
there is only room for interlace patterns using a maximum of six
strands. Sometimes the pattern runs the whole length of the shaft
as on Killamery D 8, where a twist and ring pattern, a variation of
Simple F, is used. In Ireland this pattern is paralleled in a
similar position on Castledermot North (see pl96) and the Carndonagh
Slab (see p éS) (Henry 1933, P1. 12). It is also found on the Ballin-
derry gaming board (Henry 1967, P1l. 15). It is difficult to tell
whether this is significant but elsewhere in the British Isles this
pattern seems to be used widely in fairly late contexts (RA No. 574).
It is found on a number of the later Pictish monuments, Cossins,
Forres and Farr, and is also frequently used in tenth century Scandina-
vian sculpture in the Isle of Man (Kermode 1907, e.g. Pls. 74, 75,

84, 85, 86) and in the North of England (Hencken 1935-7, 177-8;
Brgnsted 1924, 227; Bailey 1980, Fig. 7A).

On Killamery B 1 and D 1 continuous lengths of two strand twist
with a broad flat strand are used but on Kilree D 7 the sculptor
has broken the monotony of a four strand plait by the introduction
of glides and on Kilree B 4 and B 5 changing patterns are used.
Changing patterns are also a feature of the Clonmacnoise monuments
(see p57 ).

At the centre of the crosshead on Kilree A 1l and C 2 is a large
roundel. Kilree C 2 in particular may be compared with a similar
roundel in an identical position on Bealin A 1 (see p53 ). 1In each
case the outer border pattern is composed of Simple F eleménts,
although the centre of Kilree C 2 is raised into a boss whereas

Bealin A 1 is flat., There is a further parallel on the Crucifixion
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plaque from the Calf of Man (Kermode 1907, Pl. 50). The Kilree C 2
pattern appears somewhat muddled. This is chiefly because the sculptor
used the broad, flat strand 3 cm wide and a closely set pattern
characteristic of these crosses which has been difficult to adapt to
the shape of the roundel. The strand width on Kilree A 1 is less,
1.5 cm with the result that the pattern appears much more ordered. It
may be significant that these strand widths are also consistently used
on Bealin. |
Roundels of this type, either completely flat, or with bosses,
are clearly derived from Vernacular Style metalwork where such roundels
are common. Both Petersen's (1940) and Mahr's (1932)corpora have
many examples which are now detached from the objects they once
adorned but it seems that they were particularly popular on House
Shrines, for example that from Lough Erme (op cit Pl. 9). ‘
There is a further small flat interlace roundel on the butt of
Killamery B 7 which is an unusual position for such a motif.
The groupings of Simplé E elements on Killamery A 15 may be
compared with those on Ullard A 15 (see pl96).

e) Spirals

Like the interlace, spiral ormament is not prolific but a number
of different kinds of pattern are employed. Firstly, hair spring
spirals are combined with bosses on the crosshead of Kilree A 1 and
'nail head' bosses are introduced into the spiral pattern on Killamery
A 14, Secondly, on Kilree A 7, there is a kind of slashed pattern
which is clearly related to spiral ornament. Thirdly, long spiral
panels carved in low, flat relief are used on the narrow faces of the
shaft end wheel arcs on Kilree B.5 and Killamery B 5. 1In addition
spirals are introduced into the chequer pattern on Killamery A 15
(see pl37) and a spiral has been incised on a small flat roundel at
the centre of the crosshead on Killamery A 3. The latter is paralleled
on a Class III monument from Farr in Northern Pictland (Allen and
Anderson 1903, III, Fig. 51).

The use of hair-spring spirals is rare in the sculptural
medium. The only possible comparison may be made with the zoomorphic
motif, likewise incorporating a bird's head, on Clonmacnoise I D 2
(see p65). Otherwise the combination of bosses on the crosshead with

a background of spiral ornament has already been noted on Ahenny I A 1
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and Clonmacnoise IV A 1 (see pp 78,100 ) but this pattern is on a
much larger scale and much bolder. However its closest affinities
are also with metalwork motives. Tight hairspring spirals paired
with bosses are an iﬁportant part of the ornament of the St Germain
plaques (Mahr 1932, Pls. 25, 26). Examples are also found on the
Romfohjellen and Komnes mounts (Peterson 1940, Figs. 67, 12). 1In
manuscript illumination hair-spring spirals may be seen used in an
early context on the mitium page in the Book of Durrow (Nordenfalk
1977, P1. 5).

On Killamery A 14 'nail head' bosses, similar in shape to those
used on Ahenny I and II (see p 98) are used with a pattern of 'S’
scrolls with feathery leaf shaped expansions. The combination of
bosses with spiral ornament is not found on the Ossory crosses but is
a feature of Clonmacnoise IV (see p76 ) and the spiral patterns on
Bealin, Banagher and Clonmacnoise II provide the closest analogies
for the leaf shaped expansions (see p 76).

The spaces between the spirals on the upper cross arm of Kilree
A 1 are slashed with tiny triangular shapes. This delicate network
gives a clue to the original form of the pattern on Kilree A 7 where
all that can now be traced on the weathered surface are groupings of
similar triangular shapes. The unpierced areas between form five
circles which were once probably joined to make a spiral pattern.
This seems to be a simplified version of the practice of slashing
spiral scroll ekpansions derived from chip-carving which is one of
the characteristic features of the Ossory crosses and Ahenny I in
particular (see plO0l),

Ahemny I B 5 and D 5 also provide the closest comparison for
the long panels of interlocking 'S' scrolls on Kilree B 5 and C 5
(see p102). However the style of carving is different since the
Killamery spirals are broad flat bands rather than the sharp cut
technique found on Ahenny I. There are similar simple border patterns
on the narrow faces of Aberlemno III and the front of Cossins (Allen

and Anderson 1903, III, 215, Fig. 230A).

3) Figural Panels

Compared with the abstract designs, figural panels play much

less part in the decoration of these two crosses. This is in line




146.

with the Clonmacnoise and Ossory monuments but om Killamgry and
Kilree the positioning of the figural scenes seems more prominent.
They are placed on the horizontal cross arms on both Kilree C 3 and
4 and Killamery A 4 and 5. There are other panels on the top cross
arm, Killamery A 2, and at the top of the shaft on Kilree A 6 and
Killamery A 10. Further panels are less centrally located on the
narrow faces of the crosshead on Kilree D 3 - 6 and Killamery B 3 and 4
and D 3 - 6, However, despite their position, these figural panels
do not stand out. They are all executed on a very small scale and
the impression given is that the sculptors have sought to introduce
the iconography onto the crosshead without displacing the abstract
ornament. The results of this may be seen clearly on Kilree A 6,
where the figural scenevhas been squashed into the small space
between the roundel at the centre of the crosshead and the boss at
the top of the shaft. This, combined with the use of very low
relief, could indicate an unfamiliarity with the use of figural
representations and how to carve them.

A combination of low relief and weathering mean that much of
the carving on these panels has been lost and therefore many of the
scenes are difficult to identify or discuss in detail. However,
from the surviving fragments it may be seen that the range of icono-
graphy represented, Scriptural episodes, religious processions, and
hunting scenes; with the addition of fantastic beasts, is similar

to Ahenny I and II (see pll6).

a) Scriptural Iconography

Representations of the Crucifixion on Killamery A 10 and

Daniel in the Lions' Den on Kilree A 6 may be securely identified as

may two versions of Jacob wrestling with the Angél on Kilree D 5
and Killamery D 3. The identification of scenes from the David Cycle
on Kilree D 3 and Killamery A 2 and D 4 must remain somewhat more

speculative.

The Crucifixion The Crucifixion on Killamery A 10 may be closely

compared with Clonmacnoise IV A 2 and Kells South (see p gg). It is
placed in an identical position at the top of the shaft. The style

of carving, in very low flat relief, and many of the stylistic features,
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Christ's large head, puny arms and tunic, are also paralleled on
Clonmacnoise IV A 2. By this analogy it seems likely that the spear
and sponge bearers would originally have been present on Killamery

A 10 as well. However the sculptors were not relying on exactly the
same model since the figures placed either side of Christ's head seem
to be angels and the circular object they hold a wreath. Angels are
frequently found in this position on sculpture, for example the Barrow
Valley crosses (see p 189) and many of the 'Scripture’' Crosses (see

p 212) but the introduction of a wreath seems to be without parallel.
Angels holding wreaths have their ultimate origins as winged
victories on consular diptychs. One example is found on the leaf of
a diptych of Flavius Anastasius dated 517 (Beckwith 1961, P1l. 42).
They are very early transferred into a Christian context where they
indicate Christ's victory over death (Schiller 1972, 106) and there-
after occur very widely. For example two flying angels holding a
wreath with a chi-rho are shown on the Sarigizel Sarcophagus made in
the second half of the fourth century in Constantinople (Beckwith
1961, Pls. 23-6) and on a sixth century Byzantine ivory which keeps
the form of a consular diptych showing Christ enthroned there are two
angels holding a wreath with a cross who fly above His head. The
only parallel for a wreath held aloft elsewhere in Irish sculpture is
the Evangelist figure of St Matthew holding up a wreath with the
Agnus Dei above the head of Christ in Glory on Kells South (Roe 1966,
P1l. IV).

Daniel in the Lions' Den The scene on Kilree A 6 is almost without

doubt Daniel in the Lions' Deri (Roe 1962, 51). The central figure
appears to be crouched or seated between two animals which Frangoise
Henry identified as horses. This led to the belief that the Celtic
horse goddess Epona (Henry 1933, 122, Fig. 90; Ross 1967, 323) was
being represented. However, the accompanying beasts are not horses;
they have much more the appearance of lions and for this reason
Daniel seems much more likely. It is placed in the same position as
the Killamery Crucifixion and this is interesting because, as well
as being associated with the Help of God cycle (see pl2l) the story
of Daniel in the Lions' Den (Daniel VI, 17-25) may also be seen as

a prefiguration of the Resurrection and various quotes from Daniel are

also found in St Matthew's Gospel in the chapters dealing with the
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Passion Cycle (Lattey 1948, XXXVI), for example when Christ speaks to
Cauaphas (St Matthew XXVI, 64). It is interesting to note that on
both the South and Market Crosses, Kells,‘Daniel and the Crucifixion
are placed in identical positions on opposite broad faces of the .
cross. In . such a position it seems likely that the Daniel scene
symbolises the Resurrection,lthereby counteracting the Crucifixion

on the other face. Daniel is placed in a similar position at the top
of the shaft on Kells and St Martin's Cross, Iona (Allen and Anderson
1903, III, Figs. 408, 397A) but on these there is no Crucifixionm.

The lions with their curled up tails on Kells South are similar
to those on Kilree but the figure of Daniel on Kilree is much
squatter. This could be because the'scene is squashed but it could
also be that he is actually sitting; The closest comparison is
provided by St Vigeans XIV, a recumbent monument, where the small
figure of Daniel with raised arms is squashed, again possibly sitting,
into a similarly narrow space (op cit, Fig. 285A). There are further
parallels on Inchi%;n III and Newton Woods (op cit, Figs 478A, 481).
From France there is also a belt plaque showing Daniel seated amongst
seven lions from Daillens in the Vaud (Cadbrol and Leclercq 1907=33,
Vol. 4.1, Col. 224).

On a more general note Daniel in the Lions' Den is a popular
episode frequently illustrated on Irish monumental sculpture with a
number of variations (Henry 1967, 176), being particularly popular on
the Kells and Ulster crosses (op cit,153 ). It became a popular
feature of Early Christian art and at an early date is found in the
catacombs (Gough 1973, Fig. 35) and on sarcophagi (e.g. Le Blant 1886,
Pls. XXV+3, XXIV-2). There is an interesting seventh century
example from the abbey at Charenton-=an-cher, founded in 620 under the
rule of Columbanus where Daniel is shown clothed rather than naked
as on the more classical examples and with a lion advancing towards
him from either side rather than seated at his feet (op cit 55-6,

Pl. XV). A clothed Daniel with two lions, one either side of him
and licking his feet is frequently found on the Burgundian buckles-
(Grosset 1953, 151-2; Lasko 1971, Fig. 77) and there is a similar
representation on the late seventh century capitals at San Pedro

de la Nave in Spain (Werkmeister 1962-3, 168). Charles Grosset has
suggested (1953, 153) the popularity of the theme in these barbarian

societies may be due to the importance of the idea of man's struggle
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against beasts. This idea is also recurrent in Celtic literature
(e.g. Ross 1967, 346-7) and it seems possible that these sort of

representations may provide an ultimate source for those in Ireland.

Jacob and the Angel This scene is represented on Kilree D 5 and

Killamery D 3. It may be paralleled on the Market Cross Kells (Roe
1966, Pl1. XII), Castledermot South, Clonmacnoise V B 14 and Durrow 1
D 10 (see p233). This popularity is surprising considering the
apparent dearth of comparative material. There are two other possible
insular parallels, a crude example from Eilean Mor in Argyle (Allen
and Anderson 1903, IIIL, Fig. 396A) and there is possibly a further
version from Chester-le-Street, Co Durham (Pers. Comm., . Rosemary
Cramp). The only possible clue to the ultimate origins of the scene
is provided by a single representation on the late fourth century
ivory casket from Brescia which includes several rare iconographic
episodes (Volbach 1961, 328, P1l. 88; Beckwith 1979, 50, Pl. 35).
Porter (1929, 85ff; 1931, 124-8), who was the first to recognise
this scene in Ireland, was forced to cite nearly all Romanesque and

Gothic parallels for it.

The David Cycle Three possible episodes from this cycle may be

tentatively identified: David breaking the jaws of the lion, the
fallen Goliath and David and Goliath fighting.

David Breaking the Jaws of the Lion Kilree B 3 and Killamery D 4

are both badly weathered but from the fragmentary remains this scene
may be suggested (Fig. 29). 1In Christian symbolism this scene
represents the power of David, the prefigure of Christ, over the lion
which represents evil (Reau 1955, 92) and like Daniel in the Lions'
Den some of its popularity may stem from its association with the theme
of combat between man and beast.

On these two exampleé two different types are represented. On
Kilree B 3 the figure ic stretched acrossthe bedy of a lion-like
quadruped (Fig. 29) with a further object above which méy be a sheep.
This seems to be a version of the iconographic type where David is
shown kneeling on the back of the lion. There are several similar
versions on other Irish crosses (Roe 1949, 43=5, Fig 2) the closest

parallels being on Kells South, where the panel is also set at the end
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of the horizontal cross arm, and 0ld Kilcullen where, in addition to
David and the lion,, the sheep is also depicted, thereby distinguishing
this scene from the similar episode involving Samson. There are
further, more complex versions on the Market Cross, Kells, Monasterboice
West and Durrow I C 4 (see p226). There do not seem to be any other
examples of this type .represented on insular material so it may have
been used specifically in Ireland.

Ultimately, however, the model must have been garnered from
elsewhere. Psalter illustrations seem the most likely origin (see
p1l52) but alternatively models could have beén draﬁn from other
éources, perhaps metalwork or textiles. For example similar versions
are also found on one of the series of early seventh century silver
dishes depicting the David cycle from Cyprus (ibid; Beckwith 1970, 45,
-75) and on a Byzantine textile fragment now in the Victoria and Albert
Museum (Dalton 1911, Fig. 371).

Helen Roe (1949, Fig. 2) has suggested that the version on
Killamery D 4 (Fig. 29) is of the same type but on close examination
a different rendering seems more probable. The figure, David, is
standing upright, his right arm raised against a small quadruped
which leaps up in front of him. A second figure, placed upside down
to the left may represent the fallen Goliath (see Forward), the two
episodes thus being merged into a single panel. This type is found
elsewhere in Ireland at Donaghmore and possibly on Galloon and Armagh
(op cit, 45-7, Fig. 3). On Kells South this scene is placed on the
opposite horizontal cross arm to the first type and David is shown
about té hit the rampant lion with a club (Roe 1966, Pl. VI). David's
raised arm on Killamery D 4 may indicate a club which has now been
lost due to weathering. A second parallel may be cited with an
Irish manuscript, the Southampton Psalter (St John's College, Cambridge
C.9 (I.59)) which possibly dates to the early tenth century (Henry
1960, 33ff). Helen Roe (1949, Fig. 2.11) has catalogued the version
in this manuscript as Type 1 but as David is not actually kneeling on
the lion's back it seems closer to the second type. This model could
have entered Ireland via Pictland, where the representatiomns, which are
all of this type, seem to stem from that on St Andrews shrine (Allen
and Anderson 1903, III, Fig. 365; Henderson 1967, 151-4, Fig. 37).
Isobel Henderson (ibid) has put forward an interesting hypothesis

suggesting that the sculptor of the shrine may have been influenced by
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links with Mercia. ‘- Another possible parallel is provided hy the
earliest insular .depiction of David and the Lion in the Vespasian Psalter
(B.M.Cotton, Vespasian A i) which has strong connections with Canterbury.
Here, although the lion is not rampant, David is shown standing erect
behind it rather than kneeling on its back (Wright 1967, £53R).

There are two possible ultimate sources for this type. Helen
Roe has suggested (1949, 42-3, Fig. 2.16) the classical represenfation
of Hercules wrestling with the Nemean lion while Cecil Curle (Mowbray
1936, 430-1), in pointing out the rarity of this scene elsewhere in
Europe, suggests a Byzantine or1g1n which has been influenced by
Assyrian or Sassanian prototypes. In addition a man wrestles with a

lion in a similar pose on the Gundestrup- Cauldron (op cit Pl. II E).

The Fallen Goliath  This scene is represented on Killamery D 4

(Fig 29) with the utmost symplicity by placing him upside-down. There
are a number of examples of this episode depicted on Irish sculpture
(Roe 1949, 47-51) but the only parallel for this type is provided by
the Southampton Psalter (op cit, 50; Henry 1960, 33ff, Pl. III). This
somewhat crude portréyal with its'heavy dependence on abstract design
also shows Goliath upside-down, his hand pointing to his eye to
demonstrate that he has been struck by the stone. He wears the
vestiges of a triangular helmet on his head, a long closk and has a

round shield.

* * * ® & ®

It is possible that the scene on Killamery A 2, which is very
weathered, also belongs to this cycle and may show David and Goliath
fighting (Fig. 29). There are no other parallels for this in insular
representations but it is found elsewhere in Early Christian Art, for
example on one of the early seventh century Cypriot silver dishes
(Roe 1949, Fig. 5).

The story of David slaying Goliath, as well as being part of the
David Cycle, is also included in the Help of God Cycle since it
exemplifies God}s power to save His servants from great danger (see

pl23 and Appendix 4).
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As Helen Roe's study (1949) has shown representations from the
David Cycle are very common on the Irish sculpture (see pp 182, 194, 222).
The precise origins of the scenes on the sculpture are difficult to be
sure of but from the few comparisons which have been made with |
representations in other media one strongly suspects that models were
drawn from manuscript sources. In this respect the importaﬂce of the
Psalter should not be under—-estimated. It was an essential aspect of
the Irish monastic liturgy (MacNamara 1973; Hughes 1966, 180) and
therefore imported psalters are likely to have been in constant demand
for copying. The only early Psalter in Ireland is the Cathach of
St Columba (Dublin R.I.A.) without figural illustration (Nordenfalk
1947, 151 ff) and so the wealth of iconography which may have
provided models for the sculpture has been lost except for later
examples, which may, however, provide a clue to the types available
(Henry 1960). However, from studies made of early psalters in Anglo-
Saxon England it has been possible to gain some idea of the models which
may have been available in English Scriptoria and it is possible that
a similar variety of foreign manuscripts may also have been present
in Ireland. David Wright (1967, 78-9) has suggested that the
Vespasian Psalter, which may date to the first half of the eighth
century, perhaps the 720's, has links with the Khludov Psalter, a
.mid ninth century Greek manuscript, and he has gone on to put forward
the idea that both may have a common source in some Italian adaptation
of a Greek manuscript which may have been illuminated in the period
of Justinian. Richard Bailey (1978b, 17, 20) has suggested that the
obvious classical elements in the Durham Cassiodorus (Durham Cath.
Lib. MS B.I1I1.30), which the majority of scholars date 750-775, draw

upon models present in Italy during the seventh or eighth centuries.

b) Religious Processions and Hunting Scenes

The procession on Killamery A 5 and the hunting scenes on Kilree
C 3 and 4 and Killamery A 4, although now badly weathered, are clearly
of the same genre as scenes on the Ossory crosses (see ppll8, 123).
However, unlike the Ossory croses, where they are placed on the
bases, here they are more conspicuocusly placed on the horizontal
cross arms of the broad faces which may perhaps underline the possible
religious symbolism implied. To place scenes of this type in this

position is unuéual, the only parallel being the crosshead fragment
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from Dromiskin (Henry 1965, Pl. 82; Roe 1954, 113).

The procession on Killamery A 5 is similar to those on Ahenny 1
B 9 and D 9 (see pll8). A figure carrying an object which is
probably a wheel head cross and a second carrying a crozier mark
this out as an ecclesiastical procession.

The hunting scenes on Kilree C 3 and C 4 have few surviving
details but the same rather haphazard concepts of composition and

horror vacui seem to apply here as on Ahenny II B 7 and D 7 (see pl123).

Killamery A 4, where a horseman is shown pursuing a stag may be
compared with the simplified version féund in the same position on the
crosshead at Dromiskin. (Henry 1965, Pl. 82) and to a lesser extent
with Bealin B 3 (see p 84).

4) Fantastic Beasts

On Kilree D 4 is a quadruped with a floriate tail and possibly a
human head. Its species is not readily identifiable but it undoubtedly
belonés with a large number of}faﬁtastic beasts found on the sculpture
of both Ireland and Pictland. The origins of such beasts are difcussed

in detail in connection with Roscrea I and Tybroughney (see p159).

5) The Killamery Inscription

The inscription on Killamery A 13 is placed on the butt which is
the customary position on the 'Scripture' crosses. Like the inscrip-
tion on Bealin A 4 the letters are carved in relief; inscriptioms on
the 'Scripture' crosses, for example Clonmacnoise V A 16 and C 16
(see p246), are incised. It is now completely illegible. Macalister
(1949, II, No. 579) recorded it as reading:-

'"OR DO MAELSECHNAILL".

However this is very much open to doubt considering even he admits

"the first four letters are clear, but the remainder is very obscure
and densely covered in lichen' (ibid, 25). Even if this reading is
reliable it is now impossible to prove. The name 'Maelsechmaill' is

of little help as it is extremely common and'therefore it is impossible

to link it with any particular individual.
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6) The Dating of the Mornuments

Since nothing can be gleaned from the inscription on Killamery
A 13, ome is égain forced to rely entirely on art historical criteria
in an attempt to date them.

Firstly, several comparisons have been made between motives on
Kilree and Killaﬁary and Pictish sculpture. The most useful of these
are the fret patterns, which, although they have a fairly small
repertoire in Ireland, are used extensively on Kilree and Killamery.
As has already been suggested (see p 14) it seems likely that the
repertoire of fret ornament was developed in Pictland and that certain
influences then passed to Ireland. As has already been noted, the
large rectangular panels of fret ormament on the shafts of Kilree and
Rillamery have particular affinities with some of the developed Class
II and III slébs, for example, Nigg, Aberlemno III and Rosemarkie II
(Allen and Anderson 1903, III, Figs. 72, 2284, 83).

Secormdly, the zoomorphic ornament on Killamery C 1 may be closely
compared with a group of Vernacular Style metalwork with high plastic
relief frequently employing bosses, serpents, dragonesque motives and
displayéd beasts (see Appendix 2). Metalwork of this kind cannot be
dated closely but it would seem to represent the metallic equivalent
of sculptural ‘Boss Style'.

Otherwise parallels for Kilree and Killamery must be sought in
Irish sculpture. Firstly, as might be expected from their geographical
proximity,'they have some aspects in common with the crosses at
Ahenny: the importance of the cross form with“regard to the layout
of the orﬁament (see p 96); their careful plannihg with the recurrent
use of 2.5 and 5 cm unit measures (see pp100,106), the types of
figural representation and certain kinds of abstract ornament.
However, there are reasons for thinking that Kilree and Killamery may
be the receivers rather than the initiators. Firstly, apart from the
zoomorphic ornament, Kilree and Killamery do not seem to be directly
influenced by metalwork techniques although some vestiges of such
influence are retained. For example, on Faces B and D of Ahenny I,
the shaft is divided vertically into three panels, which is a metal~
work convention (see p 97). This division also takes place on Killamery
and Kilree but here the panels‘are not decorated with ornament which
is clearly derived from metallic prototypes. Secondly, the pattern

of circles delineated by slash marks on Kilree A 7 may have been
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influenced by spiral patterns on .the type found on.the Ahenny crosses
which have similar patterns of slash marks. Howevef, although the
influence of chip-carving on.the Ahenny spiral patterns is very
apparent with the ornament on Kilree any metalwork influences are
almost completely lost. Thirdly, the perimeter mouldings on Killamery
and the corresponding recession of the panels may undoubhtedly be
compared with the Ahenny crosses but again much of the metallic
quality has been lost. Finally, with regard to the iconography, the
ecclesiastical processions of Ahenny I B 9 and D 9 may be paralleled
with Killamery A 5. However, their positioning is different. On
Ahenny I they are situated on .the base but on Killamery the scene has
been squashed onto the horizontal cross arm on a very small scale and
thereby the form of the scene has been almost completely lost.

Secondly, Kilree and Killamery also have many features in common
with the Clonmacnoise monuments. The similarities between Killamery
and Clonmacnoise IV are partiéularly noticeable. Structurally they
have the same form of crosshead, capstone, perimeter mouldings and the
shaft of Face A on both monuments is divided into panels using
incised lines. Regarding . the abstract ornament, both crosses employ
spiral patterns where the spirals are bossed and incised fret patternms.
Concerning the figural iconography, the Crucifixion type and its
position is similar on both crosses. Parallels for the identifiable
Scriptural iconography are also found on the South and Market crosses,
Kells. The iconographic and other parallels between Kells South and
Clonmacnoise IV have already been noted (see p 8¢). In addition the
large roundel in the centre of the crosshead of Kilree may be comparea
with Bealin. | |

Therefore the comparisons which have been made between Kilree and
Killamery and the developed Class II and Class III Pictish monuments,
the possibility that they derive certain influences from Ahenny I and
IT and the similarities they share with the Clonmacnoise Group would
seem to suggest that they may date to the end of the eighth century or
the first half of the ninth. These two monuments are very alike. They
have a similar form and an almost identical repertoire of ornament and
figural iconography. However, it is impossible to ascribe them to the
samé sculptor as much of the detail has been lost due to weathering.
It is also extremely difficult to describe their relationship to each

vother»except to hint that Kilree may be the older of the two as it
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has certain features.in common with Bealin while Killamery, a very

accomplished piece of sculpture, has more with Clonmacnoise IV

(see p134).

M il



Chapter VII :THE TYBROUGHNEY & ROSCREA :SHAFTS

The similarities between these .two small pieces of sculpture were
first commented on in detail by Helen Roe (1967, 131). Before this
they had been linked with other groups of sculpture primarily because
of their geographical proximity, Tybroughney with the Ossory group
(Henry 1940, 103, 105; 1965, 139; Roe 1962, 31-3) while Roscrea was
associated with the Clonmacnoise monuments (Henry 1965, 143). Although
each shaft bears some comparison with sculpture from neighbouring
monastefies, the most characteristic ormnament on both is a fine array
of fantastic beasts of a type which are not common elsewhere. For
this reason they will here be considered,together.

Where Roscrea I originates from is unknown. .Helen Roe (1967, 127-9)

'has discussed this in some detail and from her detective work several
possibilities have emerged. Garravaun Church, which was suggested by
Killanin and Duignan (1967, 416 ), seems unlikely since the only
association of the monument with this site was after it had been
pufchased in Rockforest in 1907 (Roe 1967, 127-8). Far more interesting
is John Gleeson's assertion that the piece was from Mona Incha which
is not far from Rockforest (1915, 343).! However Dermot Gleeson (1947,
152) is of the opinion that this attribution (he makes no reference to
John Gleeson's account) is probably a guess'. Frangoise Henry (1965,
143) suggests Roscrea as well as Mona Incha and even Clonmacnoise and
Helen Roe (1967, 129) has speculated on the possibility of other early
sites: Aghabo, Clonfert Molua, Kinnitty, Drumcullen, Seir Kieran or
Lorrha. However, Roscrea or Mona Incha emerge as the most likely
sites, not only because of their geographical proximity to where the
shaft eventually came to light and John Gleeson's assertion, but also
because of the kind of stone from which the shaft has been carved. It
has been impossible to have these stones petrologically examined but
carefuly observation of the type, a yellowish grey sandstone with large

pebble intrusions, seems to be almost identical with the stone used for

157,
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both Roscrea II and Mona Incha II. As stone was nearly always cut in
the neighbourhood (Pers. Comm. Dr. John Jackson Aug. 1977), the only
known exception being Clonmacnoise (see p49 ), it seems most likely
that the shaft originates either from Roscrea or Mona Incha, monasteries
founded by St. Cronan which are known to have been closely connected
since the latter was the disert of the former (Kemnney 1929, 469).
Roscrea and Mona Incha are situated in the north of the Kingdom
of Ossory but Tybroughney is much further to the south on the Munster
side of the River Suir (Map II). Nothing is known of the site except
its attribution-to a little known saint, MoDommac, who is celebrated
in the Martyrology of Oengus as the man who introduced bees into
Ireland (Stokes, W. 1905, 60, 125, 396). The place name, however,

originally Tipra Fachtna,may be translated as 'Fachtna's Well'. There

are two saints of this name mentioned in the Martyrology of Oengus
(op cit, 420).

1) The Form and Layout of the Monuments

In both cases the original forms of the monuments are difficult
to recover. Both now have the appearance of small earthfast pillars,
a form which is not unique in Irish Early Christian sculpture, being
exemplified elsewhere by the small figural pillars at Carndonagh,

Co Donegal (Hehry 1965, P1. 59).

Concerning Roscrea I, Dermot Gleeson (1947, 152) reports a letter
he received from H.G. Leask recording a visit to the monument made in.
1940 by him and Frangoise Henry and putting forward the suggestion
that the original form of the monument was a stele or pillar.?
Furthermore, Helen Roe (1967, 131) was doubtful whether it 'was ever
substantially taller or formed part of some larger work'. Since
Helen Roe originally measured and described the monument in 1934
(op cit, 129 ££f), the piece has become much more difficult to examine
closely as it has now been embedded in concrete right up against a
wall rendering both the triangular tenon at the bottom and Face C
impossible to view. If Helen Roe's reconstruction drawings are
correct (P1l. 36.4) (it should be noted that they are based on her
1934 observations but drawn for the 1967 publication (op cit, 13.2))
the shape of the triangular tenon would seem to indicate that it was

intended to hold the shaft in the ground or in a base. This would be
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backed up if one could be certain, as Helen Roe has recorded (op cit,
130), that the decoration was confined to the uppér two thirds of the
stone. However, the condition of the carving is now such that it is
very difficult to see whether the shaft is divided into two or three
panels. The hollowing out of Face C, possibly to make a trough,
since it was at one point reused for feeding pigs (Roe 1967, 127), seems
most likely to have been secondary as the dimensions of the hole seem
too massive to have acted as the slot for a mortice and tenon joint.
However, it is impossible to tell whether this face was ever carved
and therefore whether the pillar was intended to be freestanding.
The top of the shaft now would also seem to be the original since
there is a moulding along the upper edge of all three carved faces.
Therefore, apart from Face C, it seems likely that the extant shaft
is substantially the same as when it was originally conceived.

As all four sides of the Tybroughney shaft are decoraﬁeé it
seems that this monument was intended to be freestanding. The fact
that the lower part of the shaft is undecorated suggests it was meant
to stand in the'ground or perhaps in a stone base. The top'does not
seem to have been broken off but rather carefully cut through leaving
the surface of the stone flat and smooth (Crawford, H.S. 1908b, 271-3).
That some height has been lost 1s suggested by the fact that the
top slopes down approximately 3 cm towards Face A and the upper part
of the spiral pattern on that face is now lost. However, the amount
removed is not easy to determine. H.S. Crawford (ibid) thought the
original height was probably greater, perhaps\even originally conceived.
as a monumental cross. This seems unlikely as it is still possible
to feel the line of the roll moulding along the top of Face C,
suggesting that only a very small slice may have been removed. In
addition part of the uncarved area at the bottom of Face D is also
missing. The surface of the cut is rather rough and indications of
.tooling are clearly visible, possibly suggesting some secondary
working. Thus the original form seems likely to have been a small
shaft which has undergone subsequent alterations, the purpose of which

is unclear.

2) The Ornament

a) Beasts

Beasts, both naturalistic and fantastic, form a substantial part
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of the decoration on both shafts. On Tybroughney they are found on
Faces B, C’and D, the creatures being placed side by side or one above
the next without being separated by mouldings. However, on Roscrea I,
where there are beasts on all three decorated faces, they are placed
in separate panels. Animals placed in ones or twos or incorporated
into hunting scenes are found on many of the Irish monuments but the
predominance suggested by the surviving ornamént on Tybroughney is
uncommon. The only other Irish monuments where animals are used as
prolifically are the two crosses from Moone (see p !88). On the main
cross they are found on the central part of the shaft on all four
faces (Stokes, M.M. 1901, 542 ff) and on the 'Holed' cross they appear
on the crosshead and the fragmentary shaft which is now missing (Stokes,
M.M. 1899; Fitzgerald 1899. Both naturalistic and unidentifiable '
fantastic creatures are included in the repertoire.

On both Roscrea I and Tybroughney the animals have bcen carved
in a low, rather flat relief but on the latter the effect is still
surprisingly three-dimensional. This is partly achieved by cutting
away the background round each beast to a different level with the
result that individual creatures stand out to a different extent.

For example on Face B the field round the lion has been carved oéut to
a greater depth than round the stag above. The sculptor has also cut
a deep groove parallel with the line of the underpart of the body of
each animal thereby giving the impression it is roundéd° This is
particularly apparent on the lion on B 2. The low relief has also
been enhanced by the addition of incised line details such as the
body spirals on D 2, a technique used on Bealin and also on some

of the early Class II Pictish slabs, for example Aberlemmo II (Allen
and Anderson 1903, III, Fig. 227B).

On these monuments two types of beast are represented. Firstly,
there are animals of a recognisable species, the stag on Tybroughney
B 1 and lions on Tybroughney B 2 and C 1 and probably Roscrea I D 1.
In addition Helen Roe (1962, 33) has suggested the quadruped on
Tybroughney D 1 may be a hyena but this seems unverifiable. Of these
both the stag and the lion are found on the cross at Moone as well as
on the monuments of the Clonmacnoise group (see pp188, 81). The stag
may be paralleled with that on Banagher A 2, where it is also shown
singly, and elsewhere stags form an essential ingredient of hunting

scenes, The lion is characteristic of the Clonmacnoise group. Indeed,
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the lion=like creature on Roscrea I D 1 seems to be enmeshed in
interlace threads very similar to the lion on Banagher C 2 (see p 81).

The second type consists of purely mythical beasts. Three kinds
are represented: a centaur on Tybroughney C 2, a manticora on
Tybroughney D 2 and two bird headed monsters on Roscrea I A1l and B 1.
The closest comparisons for these may be found with a class of monsters
which characterise a group of Southern Pictish monuments concentrated
on the sites of Meigle and St. Vigeans. Not only are the same species
represented but there are also stylistic affinities. In particular
the form of the beasts' feet, for example on Roscrea I B 1, is usually
considered a qistinctly Pictish feature (Curle 1939-40, 86) although
it must be said it is also a feature of some of the beasts on the
Clonmacnoise group monuments and Hiberno-Saxon manuscripts, for example -
the Book of Durrow lion (Nordemfalk 1977, Pl. 7).

The centaur on Tybroughney C 2 is clearly paralleled on the early
Class II slab, Glamis II (Allen and Anderson 1903, III, Fig. 2344),
where it is placed in the top right hand corner on the front of the
slab, being balanced by a lion on the left. The two centaurs are very
similar except that the one on Glamis faces in the opposite direction
and appears to be beardless. Further’comparisoﬂs are supplied by
centaurs on the developed Class.II slab, Aberlemno III and the
- impressive Class III monument Meigle II (op cit Figs. 228B, 311B). In
both cases the creatures are placed on the back of the slabs, and in
addition to the axes in either hand, they carry a leafy branch under
their arms. In Ireland there seem to be no other examples of centaurs
cérrying axes but similar creatures with bows and arrows are found on
the bases of two of 'Scripture' crosses, the Kells Market cross® and
Monasterboice South (Roe 1966, Pl. XII; Macalister 1946, Pl. III). 1In
Pictland this type is found on the probably late freestanding cross
from Camuston (Allen and Anderson 1903, III, Fig. 2634A).

The splendid manticora on Tybroughney D 2 has a human head with
a beaked nose, a leonine body and a long, curling scorpion's tail.
There may possibly be a similar beast on Kilree D 4 (see p153) but it

is certainly paralleled in Pictland on the recumbent grave slab, Meigle
XXVI (op cit, Figs. 318D, 320). Here the beast, a far more substantial
monster, is depictéd pursuing its human prey, but some of the details,
especially the prominent beaked nose, are very comparable with Tybrough-
ney D 2. There is another similar monster with a long curling tail

on the front of a slab from Rossie Priory(op cit, Fig. 322A).
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The bird-headed monsters on Roscréa I A1l and B 1 are similar to
griffins but are much less elegant than those on Bealin C 3 and
Clonmacnoise I B 1 (see p 8l). Helen Roe (1967, 130) identified the
creature on-Roscrea I A 1 as the 'medieval concept of an elephant' but
this is undoubtedly incorrect. A close examination of the carving
reveals a beast with a bird's head and a hooked beak which it uses to
gore an object, perhaps a human figure, which it holds between its
front left leg and its beak. The parallels for both these monsters are
undoubtedly Pictish rather than Irish. B 1 may be closely compared
with a beast on Meigle X, now missing (Allen and Anderson 1903, III,
Fig. 344). Here a formidable monster with a large, jagged beak gores
the head of a struggling man whom it holds down with its feet. Other
more griffin-like beasts are shown devouring prey on Meigle IX and
Woodwray (op cit, Figs. 343B, 258A) and griffins and bird headed
monsters similar to A 1 are found on St Vigeans XIX and XX and Meigle
XXVI (op cit, Figs. 2904, 291, 318C). '

The possible oriental origins of the lion and griffin and the
Christian symbolism of the stag have already been examined (see pl25)

" but they may equally well be derived from illustrated manﬁscripts
depicting beasts, both naturalistic and fabulous. Although Frangoise
Henry is reported to have had her doubts about the Christian signifi-
cance of the creatures on Roscrea I (Gleeson, D. 1947, 152) they have
generally be regarded as being derived from the Bestiary where the
beasts are characterised by attitudes and associations which are given
a Christian symbolic meaning (Allen and Anderson 1903, I, XL ff; Roe
1962, 33; 1967, 131). The problem is that this work is a compilation
which has its floruit during the twelfth century although it is known
.to have been circulating earlier (White 1954, 234). It draws on many
sources and it is more difficult to surmise precisely what manuscripts
the sculptors of Ireland and Pictland may have had at their disposal
for use as models.

Animal symbolism was already familiar to the early patristic
writers who believed that every element of nature had its spiritual
significance (Wallace-Hadrill 1968, 122 ff).“% These early writers

were also aware of a work called the Physiologus. This was the direct

ancestor of the Bestiary and seems a likely source of inspiration for
the Hiberno-Saxon fantastic beasts. The book was already in existence

by 496 when it was claimed to be heretical at a synod convened by
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Pope Gelasius (Allen 1887, 237 Note 3; Allen and Anderson 1903, I, XLI)
but it must be considerably older as it is quoted by Justinius the
Martyr (ob. 166), Origen (ob. 254/5), Tertullian (ob. 230) and Clement
of Alexandria (Carmody 1941, 97). It is made up of descriptions of
beasts, both natural and mythical, drawn from both classical and
Biblical sources, and to each onme is attached attitudes of religious
significance. The lion, the griffin, the stag and the manticora are
all included although not the centaur.

The Physiologus: seems to have been extremely popular (White 1954,

232) and its influence may be detected to some extent in the Anglo-
Saxon sources. Three early English poems, all writen before 800, the
EEELE» the Panther and the Partridge‘(now fragmentary) all seem to be
based on some otherwise unknown version of the Physiologus  (Gordon
1954, 252-5; Robin 1932; 8). It also seems that Bede knew of a

treatise called De Naturis Bestiarum and in the second half of the

tenth century a Liber Bestiarum was amongst the books donated to
Peterborough by Bishop Aethelwold (Allen and Anderson 1903, I, XLI).

A possible clue to the types of illustrated manuscript which may

have been available to Hiberno=Saxon artists is provided by the
Physiologus of Bern (Codex 318). This is a ninth century manuscript
of the Reims school and extremely important because it is the oldest
surviving illustrated text and, moreover, it seems to have drawn upon
a very much older model, perhaps an Alexandrian manuscript dating to
the fifth or early sixth century (Woodruff 1930, 226 -53). 1In each case
the animals are drawn as portraits. For example, the lion is pictured
being blessed by Jacobk, covering its tracks, sleeping with its eyes
open and breathing life into its cubs (op cit, Figs. 24, 2, 16, 29) and
in all these it is depicted in profile, the emphasis being on the
portrait of the beast. Equally, the beasts carved on the Tybroughney
shaft, which.includes a lion, are also portraits.

Another work on which the Bestiary drew and which could have
provided suitable models is the Etymologiae by Isidore of Seville.
This compilation, which is conicerned with a gathering together of
seculaf knowledge (Bréhawt 1964, 30'ff)9 includes a section on beasts
both natural and mythical. However, unlike the Physiologus, Isidore
does not seek to draw moral or spiritual lessons from them (op cit,
222-3) and therefore perhaps it is less likely that models from this

work should be translated onto stone where they seem to have a Christian
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significance. Despite this it seems perfectly possible that an
illustrated version may have exerted some influence since it is known
that Isidore's works enjoyed great popularity at an early date in Irish
monastic circles, perhaps reaching Ireland via Britonia, a Celtic
see in Galicia (Hughes 1961, 65-6; Hillgarth 1961-2, 185-9). For
example Isidore's De Ortu was being quoted by Irish authors by 661.

In addition Isobel Hendersom (1967, 138) has suggested that a

work called the Marvels of the East could have acted as a sampler for

the Pictish sculptors. There is an Anglo-Saxon version of this manu-
script dated c. 1000, Cotton Vitelluis A XV, and Montague Jones (1929,
Intro.) has also suggested that a version of this may have been part

of the Cosmographia which Abbot Ceolfrith gave to King Aldfrith.

However, judging by the descriptions and illustrations given in the Cotton

Vitelluis A XV, the Marvels of the East seems to have been preoccupied

with fantastic men rather than beasts. For example paragraph 22
describes men fifteen feet high and ten feet broad, who have ears like
winnowing fans (op cit, 57). It thus seems very unlikely to have
provided models for the Irish animals although it could perhaps account
for some of the more extraordinary conglomerates on the Southern
Pictish stones. |

The centaur is not included in Medieval Bestiaries or in the

Marvels of the East. It does however have a Christian symbolic meaning

being associated with incarnations of demons (Réau 1955, 119). The
origins of this fantastic beast are undoubtedly classical but it
continues to appear sporadically during the early medieval period.
For example, apart from the Irish and Pictish monuments, a female
centaur is one of the designs found on Anglo-Saxon sceattas (Curle
1939-40, 89; Brown, G.B. 1915, 86-8, Pl. VI nos 8 and 11), and there
is also an example of one of the sculptural friezes from Breedan
(Cramp 1977,195 ).

Finally, mythical and fantastic beasts are also found on the
Carolingian Continent and thus models could also have been drawn from
this source. A particularly fine example is provided by an ivory from
the Louvre dated c. 850 showing Adam and Eve in Paradise accompanied
by fantastic beasts including centaurs (Lasko 1972, 47-8, Pl. 43)

(see p239). There is also another ninth or tenth century ivory in the
Museum de Cluny, Paris, which depicts men and fantaséic animals,

centaurs and horned beasts, entwined in acanthus scrolls (Goldschmidt

T e
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1918, I, Nos. 156-8).

Therefore tﬁe natural and exotic beasts found on Roscrea I
and Tybroughney ﬁay be derived from a number of sources.A The sgulptors
may have been drawing on oriental influgnces similar to those already
discussed in connection with the Clonmacnoise monuments (see p 83).
Equally, books such as the Physiologus  may also have been at hand to

provide models.

b) Spirals

Both shafts make use of spiral ornament in the form of roundels.
These are found on Tybroughney face A and Roscrea I A 1 and B 2. There
are also traces of a largé spiral with a bird's head terminal on Roscrea
ID2.

In contrast to the elegant low relief of the beasts on the
TyBroughney shaft the spiral roundel on face A is remarkably bold. The
' field is deeply cut, the spiral bands highly modelled and the hollowed
spirals add to the three dimensional-.effect. However, the whole gives
the impression of being rather roughly finished. 1In addition the
roundel has. been placed on an area of the shaft which seems to have been
originally delineated as a square panel. The lines indicating this may
still be seen quite cleafly at the bottom of the roundel. The roundel
also seems slightly toovlarge for the space available. Thus the roundel
moulding merges with the perimeter moulding on either side. This all
suggests inferior craftsmanship compared with the beasts and there seems
a distinct possibility that the sculptor who carved the spirals was
not the man who carved the beasts.

Stylistically, details of the roundel may be compared with
ornament on Ahenny I and II situated only a few miles to the north.

On these two crosses there are a number of spirals with bird's head
terminals, Ahenny I A 1 and € 2 and Ahenny II C 2, while the only
other examples of hollowed spirals are found on Ahenny II A 7 and A 8
(see pl02). The practice of tucking a small spiral between two larger
spirals to act as an expansion is also found on Ahenny II A 7 and
Clonmacnoise IV C 2. In metalwork a spiral roundel from Komnes in
Norway (Peterson 1940, 22-3, Fig. 12) has studs tucked between the
spirals in a similar manner. However, unlike the Ahenny spirals, there
is no direct metallic influence on the carving technique of the

Tybroughney roundel.
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Roscrea I A 2 has no distinctive features .but the roundel on
B 2 is composed of small bosses which may once have been joined by
spiral ornament. There is an almost identical roundel on the upper
crossarm of the West face of Kells South (Roe 1966, Pl,‘IV) and there
are similar roundels on Tihilly C 1 and Kinnitty I C 1 and further
comparisons may also be made with "Boss Style' monuments in Southern
Pictland (see pl77).

The details of the spiral on Roscrea I D 2 are impossible to
recover. In 1934 Helen Roe (1967, 130) described it as 'a large
circular composition of boldly interlaced serpentine creatures with
bird=like heads and fishy tails'. Any serpents there may have been
are now lost. The original motif seems more likely to have been

similar to either Clonmacnoise I D 2 or Kilree A 1.

3) The Dating of the Monumeénts

Frangoise Henry (1940, 103) dated the Tybroughney shaft with
the Slievanamon monuments to the first half of the eighth century.
Helen Roe (1967, 130, 132); however, suggested a date during the
late eighth century for Roscrea I which she placed within the
general orbit of the Ossory and Clonmacnoise groups.

Although some parallels have been suggested with these for both
shafts, much closer comparisons have been made with monuments in
Southern Pictland, especially those centering on the two sites of
Meigle and St Vigeans. The Roscrea and Tybroughney shafts share with
these monuments a predilection for the depiction of monsters. From
whatever models such creatures were derived, it seems possible that
they reflect the undoubted popularity of exotic beasts in the last
quarter of the eighth and first quarter of the ninth cénturies in
Anglo-Saxon England (see p 83 ) (Cramp 1978, 8; Henderson 1978, 55).
Isobel Henderson (Pers. Comm April 1977) classifies the Meigle
school of sculpture with the mature Pictish "Boss Style' monuments
exemplified by the St Andrew's sarcophagus and the slabs of Easter
Ross with perhaps a second wave of fantastic animal models appearing
in the ninth.century which may be exemplified by the Drosten stone
(Henderson 1978, 55; Allen and Anderson 1903, III, Fig. 250). Robert
Stevenson (1955, 121-3) would prefer to see the majority of Meigle

monuments as somewhat later and after the first flush of 'Boss Style'
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with Meigle II perhaps as late as ¢ 850 because of the absence of
Pictish symbols. The monsters are exhibited on a wide range of
monument types, many of which do not have symbols or ére otherwise
insignificéntly placed and ‘declined' (op cit, 101-6). This, together
with the use of small bosses, a feature of the undoubtedly ninth
century monuments centrlng on Kells, argues for their placement

fairly late in the Plctlsh series.

A similar date during the first half of the ninth century would
therefore seem acceptable for the Roscrea and Tybroughney shafts. If
their present . forms may be seen as substantially the same as their
original, they may provide two examples of less ambitious sculptural
projects which were being carved at the same time as the more monumental

high crosses.

Chapter VII FOOTNOTES

1. Speaking of the shaft, which he describes as a font, John Gleeson
says: '

"In the Protestant history of Killaloe diocese, written
by Canon O'Dwyer, it is stated that there was no water
font in the monastery of Mona Incha. If the Canon was
living he could be shown the beautifully carved piscina
and font, which belonged to this monastery and also a
.very ancient holy waterfont in grit stone of the eighth
or ninth century, which must have been dug out of a wall
judging by its shape, (Gleeson, J. 1915, 343)

2. Letter from H.G. Leask to Dermot Gleeson, dated November 1940:-

'It is not a cross shaft. I have yet to meet a carved
cross with a shaft almost square in plan. Some of the
carvings are plain enough, two almost horse like, or
perhaps deer-like animals, which do not belong to cross
iconography. The other patterns are greatly detailed
but one is certainly a group spirally comnmected, I think,
while there are circular designs which seem to have had
interlace of perhaps zoomorphic character. Melle.

Henry and I think the stone is a stele, a carved pillar
of the same family as the Tybroughney stone and earlier
than the crosses.' (Gleeson, D. 1947, 152).

3. Helen Roe (1966, Pl. III) has recorded another centaur on Kells
South but her identifiction seems rather suspect as the beast
does not appear to have a horse-like body.

4. This concept is well illustrated by the writings of Origen.
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He writes:-

'Tta igitur cuncta.secundum ea quae praefati sumus, ex
visibilibus referri possunt ad invisibilia, et a corporalibus
ad incorporea, et a manifestis ad occulta, ut ipsa creatura
mundi tali quadem dispensatione condita intelligatur
per divinam sapientiam, quae rebus ipsis et exemplis
invisibilia nos ad visibilibus doccat, et a terrenis nos
transferat ad coelestia.’
Homiliae in Canticum Cantiorum III, v 9.
(Migne 1857-1912, XIII, Col. 175)."

'All the things in the visible category can be related to
the invisible, the corporal to the incorporal, the
manifest to those that are hidden, so that the  creation

of the world itself, fashioned in this wise as it is, can
be understood through the divine wisdom, which from
actual things and copies teaches us things unseen by means
of those that are seen, and carries us over from earthly
things to heavenly.'

5. Ansell Robin (1932, 14) has neatly summarized the various sources
which make up the Physiologus. and which were later incorporated
into the Bestiary. -




Chapter VIIT KINNITTY, TIHILLY AND DRUMCULLIN

Kinnitty is situated on the North Western edge of the Slieve
Bloom mountains, that is to the north east of the ancient Kingdom of
Ossory and in the.territory of the Laigin (Mac-Niocaill 1972, 35-6)
(Map III). The monastery is associated with St. Finan, a Kerry saint
and follower of St. Brendan (Kenney 1929, 421) but very little is known
about the foundation since there is no record of it in the annals.!

The original location of the cross at Kimnitty is unknown
although Olive Purser (1918, 74) records that it wés found nearby.
Following George Cunningham (1976, 56), there seems no reason to doubt
that it comes from the immediate vicinity. However, in the gazeteer
the crosshead and shaft have been separated from the base, and are

termed Kinnitty I and II respectively, There are a number of reasons
| for this. Firstly, and most imbortant, Kinnitty I is sandstone while
Kinnitty II isllimestone. Admittedly Kinnitty lies just on the
junction between the old red sandstone of the Slieve Bloom and the
limestone of the west (0.S. geology map, sheet 117), but it would seem
extremely unusual to combine two completely different stomes in one
monument. Secondly, it is unknown whether the shaft and cfosshead
fragments were originally found in association with the base. Further-
more, it is now impossible to recomstruct the dimensions of the
socket of Kinnitty Il so it is uncertain whether the shaft of Kinnitty
I would originally have slotted into it; this has now been achieved
witﬁ the aid of concrete. Lastly, there are no identifiable links
between the bands of interlace ornament on Kinnitty II and the general
pattern of decoration on Kinnitty I,

Drumcullin is situated about a mile to the North West of Kinnitty
on the Camcar River (Map III). Again, little is known of the history
of the monastery except for its association with St. Barrind, another
follower of St. Brendan (Lanigan 1822, II, 219).

Approximately sixteen miles to the North East on the Silver River

lies the site of Tihilly, not far from the great Columban monastery of

169.
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Durrow. Tihilly, however, seems to have associations with a number of
other saints, St. Fintan (Reeves 1857, 21), the woman Cera, a follower
of St. Fintan (Lanigan 1822, III, 129) and St. Telli., Otherwise
little is known apart from occasional references in the annals (Williams
1897, 133=4).

The obscurity of these three sites perhaps accounts in part for
the fact that their monuments have seldom been commented upon.
Frangoise Henry (1933, 137) was not prepared to assign either Kinnitty
or Tihilly to any particular group while Drumcullin has merely been
classified as one of a number of smaller monumental crosses (Henry
1967, 137). Here the three are treated together, Tihilly and Kinnitty
I being closely linked, while the surviving ornament on Drumcullin I

has its closest affinities with these two monuments.

1) The Form and Layout of the Monuments

. The form and layout of Tihilly and Kinnitty I may be closely
compared although Tihilly is on a smaller scale.

A tentative reconstruction of the crosshead of Tihilly may be

suggested as Type 3a (Fig. 30) and from what survives of Kinnitty I
-and Drumcullin I these seem likely to be similigr. The position of

the wheel arcs on Tihilly corresponds with the Type 3 crossheads

found amongst the Northern 'Scripture' crosses (Fig.39 ), the
difference being that with Tihilly the horizontal cross arms barely
project beyond the wheel. Oné would expect the upper cross arm to have
been elongated, almost de rigeur amongst the Irish monuments, perhaps
with the addition of a house shaped shrine as there once was on
Kinnitty I (Henry 1933, P1. 92) (Pl. 28.21).

The shape of the shaft of Kinnitty I is most unusual since it
tapers from top to bottom on the narrow faces, the opposite way from
usual. This would seem to be dictated by the original shape of the
stone block from which the monument has been carved. This curious
shape also accounts for much of the difficulty which has been
encountered in carrying out the decoration on these two faces.

The shaft panels have been set out in a similar fashion on both
Tihilly and Kinnitty I. Both the broad and narrow faces are divided
into three panels, usually with the addition of a further half size

panel at the bottom. An undecorated area is left at the bottom of
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the shaft but they do not have a butt. The division of the face of

the shaft into three or four panels is a feature of many2 of the

Northern 'Scripture' crosses, for example the Market Cross, Kells and

' Monasterboice South (Roe 1966, Pls. VII-XI; Macalister 1946, Pls. I and

II). This is also found on Durrow I and Clonmacnoise V (see p203).

The horizontal bands on the perimeter mouldings and the vertical breaks

in the picture frame mouldings found on Tihiily and Kinnitty I are

also a feature of these two crosses as well as some of the Northern

"Scripture' crosses, the former, for example, on Monasterboice South

and the latter on Monasterboice West (op cit, Pls. XII, XIII). . The

horizontal bands on what are otherwise.plain roll mouldings may

perhaps retain some influence from metalwork bindingé (see p 97 ).
In contrast with the monuments discussed in the foregoing

chapters, the bases of Tihilly and Kinnitty II are smaller and they

are not a major vehicle for either ornamental or iconographical display.

Drumcullin II is simply a crude cylindrical block of stome with a

socket in it. The most usual shape for the base of an Irish cross is

a truncated pyramid. However, the base of Tihilly is round and its\

only ornament is three undecorated raised bands. The best parallel for

this is Kells North (Roe 1966, P1. XX). This isolated cross base,

no other part of the monument is extant, is round and is decorated

with a horizoﬁtal band of plaitwork ornament. Some of the Barrow

Valley crosses, particularly Graiguemamanagh I (see pl88) and St.

Mullins also have slightly rounded bases but this may be purely

fortuitous, the shape being dictated by the hardness of the granite

from which they are carved. Kinnitty II is a more usual shape but

again the ornament is confined to horizontal bands decorated with

interlace. Cross bases with little or no ornament are also a feature

of some of the 'Scripture' crosses, for example Durrow I (seevp204)

and Monasterboice West (Henry 1964, Pl. 68).

2. The Ornament

At first glance the figural panels would seem to dominate the
ornament of both Tihilly and Kinnitty I. However, this impression is
misleading. "It is true that the figural panels are situated in the
more prominent positions, the Crucifixion on the crosshead of Face A,

and others on the broad faces of the shaft (Tihilly A 3, Kinnitty I A 3,
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C 6) but it is the abstract ornament which is used more extensively.
As Drumcullin I is fragmentary the original amount of figural and

abstract ornament is unknown.

a) Interlace

Interlace is used fairly extensively amongst this group. On the
shafts it is found both on some of the prominent panels of the broad
faces (Tihilly A 2, A 4, C 8; Kinnitty T A 2, A 4, C 9) and on some
of the long thin rectangular panels of the narrow faces (Tihilly B 2,
BS5, D1, D 4; Kinnitty I B 4, D 1, D 3; Drumcullin I B 1), It is
also employed on the irregularly shaped panels on the cross arms
(Tihilly C 2, 3, 4, 5; Kinnitty I C 2, 3,4; Drumcullin I C 2, 3, 4)
and there are horizontal bands of interlace ornament on Kimmitty II.

The interlace patterns on Tihilly and Kinnitty I are constructed
on a square grid indicating the crossing points of pairs of strands.
They both use a 2 cm unit measure extensively. The strand width on
Kinnitty I is usually 1.5 cm, that on Tihilly showing more variation,
1 <-1.5 cm. The use of a 2 cm unit measure and 1.5 c¢m strand width
is important since these are also used for the construction of interlace
ornament on Durrow I (see p242).

The interlace on Kinnitty II seems to be constructed in a similar
way but using a larger unit measure, 3 cm, and a broader strand width,
2 cm,

Kinnitty I A 4 may show the only demonstrable example of the use
of some kind of template for the construction of an interlace pattern
(see p19). It will be seen immediaﬁely that the lower units of this
Basic A pattern have a lopsided appearance. This is due to the fact
that they are wrongly aligned in relationship to the units above. If
the two lower units are moved exactly 2cm (the unit measure) to the
left they will then be correctly aligned. This wrong alignment is
also indicated by the peculiar freehand appearance of the strand in
the bottom right hand corner of the panel. This seems to argue for a
template which forms a single unit of the interlace pattern. The
template could be placed on the grid and drawn round; the loose
strands could then be joined up as necessary. Here the template seems
to have been placed incorrectly, :

The repertoire of interlace ornament on Tihilly and Kinnitty I

is closely comparable and a similar variety of strand types is used.
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The interlace types used are summarized in Fig. 30.

Kinnitty I | Tihilly
[ Basic A 4 v
A Basic A turned v
|_Basic A double stranded v v
" Half B Y
B Half B double stranded v v/ Fig. 31.
Simple B. v
|_Simple B with outside strands 4
C [~ Turned C _ v
: | Encircled C Y/
Encircled & Turned D v ’
Turned E v
Plaitwork Mesh v/

On the whole fairly simple patterns are favoured with one or two
more complex encircled patterns on the broad faces. Some of the
patterns are made more interesting by the adoption of a double strand.
The panels on the narrow faces of the shafts are, for the most part,
simple six strand patterns, the exception being Tihilly D 1, where an
eight strand pattern, Turned E, is used, the lack of space giving it a
somewhat squashed appearance. It is also interesting to note that
some of the patterns on Tihilly seem originally to have been designed
for panels shorter than those on this monument. On some of the inter-
lace paéterns it has become necessary to introduce a simple two strand
twist or a half element at the bottom in order to fill the vacant
space, for example Tihilly A 2, B 2, D 1.

There are undoubtedly close links between the interlace patterns
on Tihilly and Kinnitty I and those on Durrow I regarding both the
ornamental repertoire and the constructional detail (see p242). On a
broader front the ornament may be compared with the Clonmacnoise
group where a similar variety of patterns (Fig. 8) and strand types
are also found. Clonmacnoise IV shows particular parallels. For
example, Tihilly B 2, Simple B with outside strands, may be compared
with Clonmacnoise IV D 5 and Kinnitty I D 3, Simple B, with Clonmacnoise
IV B 6. Other patterns are used more widély amongst the Clonmacnoisq
monuments, for example Kinnitty I D 1, Basic C Turned, may be compared
with Clonmacnoise II B 1, III B 1 and IV B 7. Encircled interlace
patterns are found amongst the Clonmacnoise monuments too but are also used

elsewhere, for example Kells South and Monasterboice South (Roe 1966,
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P1l. II; Macalister 1946, Fig. 9).

The layout and ornament on face C of Drumcullin is.very similar
to that of Tihilly and Kinnitty I and therefore demonstrates a link
between these three monuments. In each case the .centre of the cross-
head is decorated with a spiral roundel, the cross arms with a some-
what disorganizéd,mesh of interlace strands. Frangoise Henry (1970,
Fig. 34b) interpreted the strands on Drumcullin as snakes but after
close examination a somewhat clumsy interlace pattern seems far more
likely. However, on Kinnitty I C 3 the strands do have a somewhat
serpentine appearance. The use of an interlace mesh on the cross arms
with a central spiral medallion is paralleled on the fragmentary cross-—

head from Monasterboice (Roe 1954, Pl. X).

b) Zoomorphic Orrnament

A similar repertoire of zoomorphic motives is found om both
Tihilly and Kimnitty I but ormament of ¢his kind is less frequently"
used than interlace. It is found on both the broad and narrow faces
of the shafts. There is no surviving zoomorphic ornament on Drumcullin

I.

Processions of Quadrupedswith Spiralled Bodies Tihilly D 2 (Fig. 16 )

shows a procession of dog-like quadrupeds with spiralled bodies. The
pattern is two and a half registers long, the half register being
rather clumsy and squashed. As with the interlace ornament this may
suggest that the pattern was originally designed for a panel of a
different length and the sculptor was somewhat uncertain how to
counteract the problem.

This procession may be compared with those already discussed in

connection with the Clonmacnoise monuments (see p 65). However, in -
this'instance, although the quadruped's body stretches over two
registers, as with the Torshov Mount (Fig. 15), the shape formed is
different, since the diagonal made by the neck and front paw goes

in the opposite direction. The effect is similar to Clonmacnoise IV

D 8 (Fig. 16) although on Tihilly the line of the quadruped's body has
been retained without a break. The closest parallel for this is
provided by the procession of quadrupeds on the lower right hand
wheel arc on the west face of Monasterboice South (Macalister 1946,

Pl, IX). The stylistic detail of the enlarged paws of the quadrupeds
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may be derived from manuscript illumination (see p 8l). The lion in
the Book of Armagh has accentuated paws (Henry 1974, Fig. 51) ‘and this
detail continues right through to the early twelfth century, for
example in B.M. Harley MS 1023 (Henry 1970, 53, Pl. 7).

Related to this motif is the panel of interlaced quadrupeds on
Kinnitty I C 7 but here the back leg and tail of each creature have
become extended to form the interlace pattern. The panel is not
altogether competently carried out since the creature's head in the
bottom right hand cormer is greatiy enlarged and the form of the creature
in the bottom.left hand corner has been almost completely lost in the
attempt to fit it into the available space. This pattern however is
unusual since it . seeks to combine a complete interlace pattern with a
zoomorphic element which is not merely a terminal but part of the
actual interlace pattern itself. There seem to be no direct parallels

for this combination.

Confronted Quadrupeds This motif is found on Tihilly B 4. It is 1}

registers high, again suggesting it was originally intended for a

panel of a different size. It is related to the motif showing a pair of
confronted beasts with spiralled bodies on Clonmacnoise I B 3 (see

p 66) but on Tihilly the heads of thé quadrupeds, although the carving
is much less accomplished, also share features with the quadrupeds on

the narrow faces of Duleek North (Crawford, H.S. 1926b, Fig. 1).

Conifronted Birds with Interlaced Necks Dissimilar versions of this

motif are to be found on Kinnitty I C 5 and Tihilly C 9. The former,

a panel well designed to fit into the awkward shape of the lower cross
arm, shows birds with crests, spiralled wings and long tail feathers.
These features suggest the birds are peacocks, symbols of the Resurrection
(Cédbrol and Leclercq, 1907-=52, XIII, 1075 ff; Lother 1929, 25), which
are frequently encountered in Early Christian art. If so this panel is
well placed as a counter to the Crucifixion on the opposite side of

the cross in the same way as the Crucifixion is countered by the Last
Judgement on so many of the 'Scripture’ crosses (see p218). Peacocks
are not found elsewhere on the Irish séulpture but they are found in
the Book of Kells (e.g. £32V, 4202R) and the birds on Kinnitty I may be
compared with these and with other interlaced bird motives to be seen
throughout the manuscript (e.g. £124R). Indeed, interlaced birds are

very common Hiberno-Saxon manuscript motif especially in the Lindisfarne
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Gospels and the Lichfield Gospels (e.g. Nordenfalk 1977, Pls. 19, 26).
The species of birds on Tihilly C 9 is not possible to determine,
although Helen Roe (1965, 115) has'suggested that birds such as these
may be reiminiscent of the doves which probably represent the souls of
the faithful found on some monuments, for example the Fahan Mura slab
(Henry 1965, Pl. 52). The reason for the addition of the human face-
mask is obscure but there are other instances of human face-masks being
incorporated into the ornament and their possible significance is
discussed in more detail in connection with Clonmacnoise V B 9 and D 9
and Durrow I B 6 and D 6 (see p244. The birds on Tihilly C 9 are
probably also derived from manuscript motives or perhaps birds such as
those found on the Sondre bucket (Henry 1965, Fig. 25c). However they
may also be compared with a pair of birds placed above the Crucifixion
on Monasterboice South (Macalister 1946, Pl. II) and with the ornament
of the openwork crest on the Kells crozier. Maire MacDermott dates
the latter to the eleventh century but believes it to be 'a conscious

imitation of an early motif® (1955, 101, Fig. 4, Pl. XXVII).

Serpentine Beasts with Interlaced Bodies There is one example of a

beast with a serpentine body forming an interlaced pattern on Kinnitty
I B 2. The creature appears to grasp one of the loose interlace
strands in its mouth but at the bottom, although one strand terminates
in a fishtail, the other hangs loose., Its head is rather unsnake-like,
since it has an ear, but otherwise this motif may be seen as another
version of those found on the Clonmacnoise monuments, Bealin D 5 and

Banagher B 1 (see p 64).

Anthropomorphic Motives  Anthropomorphic motives are difficult to

identify on these two monuments but there are two possible examples.
The first, Kinnitty B 1, seems to show two half figures emerging from
a.central spiral. They have raised arms which would appear to be in
the orans position, although it is not clear whether this is intentional.
The fact that their heads are face on is unusual but it could be a
crude version of the type of anthropomorphic pattern which appears in
the Canon Tables of the Book of Kells (e.g. f£1V) or the Book of Mac
Regol (Fig 17, see p 69) and also on the North face of the Market Cross,
Kells (Roe 1966, 42).

The second panel, Tihilly C 7, is badly weathered and the actual

form of the ormament is not now decipherable. However, from the
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fragments which survive, especially the interlace loops on the left

" hand side of the panel, it may be possible to suggest that this is:an
anthropomorphic interlace design similar to those on the west face of
Kells South, the South face of Monasterboice South and Clonmacnoise V
B 12 (op cit, Pl. IV; Macalister 1946, Pl. VY. 27) (see p244).

c) Spirals

Such ornament is used fairly extensively on these monuments.
THere are spiral roundels on the crossheadsof all three crosses
(Tihilly C 1, Kinnitty I C 1, Drumcullin I C 1). Otherwise there is
one spiral panel placed on the broad faces of the shaft, Kinnitty
IC 8;‘the rest are on the narrow faces (Tihilly B 3, D 3; Kinnitty
I B3, D2).

The spiral roundel placed at the centre of the crosshead is one
of the characteristics of this group and is also one of the more
diagnostic features for the purposes of comparison. On these crosses
the Crucifixion is placed on one side of the crosshead, a spiral .
roundel on the other rather than a second icdnographical panel, most
usually the Last Judgement,which is found in this position on the )
majority of the 'Scripture'’ crosses (see p218). The combination of
spiral roundel and Crucifixion placed on either side of the crosshead
is paralleled on Duleek North and possibly on the fragmentary crosg--
head from Monasterbpice now in the National Museum (Crawford, H.S.
1926b, P1. IV: Roe 1954, P1. X). On Kells South there is a spiral
roundel on the East face of the crosshead, Christ in Majesty being
placed on the West with the Crucifixion underneath at the top of the
shaft (Roe 1966, Pls. II, IV). The spiral roundels on Kells South and
Kinnitty I are closely comparable since both are contained within a
square panel ornamented with interlace. The spirals on Kinnitty I,
Kells South, Duleek North and also the roundels on the crosshead of the
east and west faces of the monument at Tynan (Roe 1955, Pls. VII-VIII)
are all raised into low bosses. In Southern Pictland small bosses,
sometimes grouped into roundels, are a feature of some of the Class
I1I monuments which Robert Stevenson (1955, 121-3) has termed ‘late
Boss Style'. These have spiral roundels raised into small bosses
situated at the centre of the crosshead. Good examples are to be

found on Meigle II, Fowlis Wester and the freestanding cross fragment




178.

from Edzell3 (Allen and Anderson 1903, III, Figs. 311A, 306A;
Stevenson 1958-9, 42, Pl. VI). A spiral roundel placed in the same
position but without the raised bosses is found on the early Class II
slab Aberlemno II (Allen and Anderson 1903, III, Fig. 227A) and
therefore "could provide an origin for this type of motif. Small
bosses are also included in the prnament of other types of Pictish
sculpture, for example the recumbent monuments Meigle XI and XXVI

(op cit, Figs. 345B, 3184).

The elegantly carved panel on Kinnitty I C 9 is a relatively
common pattern of interlocking 'C' scrolls; here, more unusually, it
is placed three elements abreast. This pattern is precisely paralleled
on Monasterboice West (Macalister 1946, P. XV.10) and there is another
similar pattern on Durrow I D 9. The pattern in its simpler form is
used extensively amongst the Ossory monuments (see plO03) and there is
a rather crude version on Graiguenamanagh I D 2 (see pl95). Some of
the stylistic features of Kinnitty I C 9, the triangular slashed

'expansions and the small spiral curlicues, are also found on Clonmac-
noise IV C 2 (see p77 ). The pattern is also paralleled on some of
the_Pictish.monumenEs, for example Shandwick (Allen and Anderson 1903,
III, Fig. 66B) where the spirals are raised into bosses as are the

,spirals on Kinnitty I C 9,

The spiral patterns on Kinnitty I D 2 and Tihilly B 3 are
similar and share the stylistic details of slashed'expansions and
small spiral curlicues with Kinnitty I C 8. The pattern on Kinnitty
I B 3 is badly weathered but may be similar. These panels are

paralleled on Clonmacnoise IV B 8 (see p 77).

On Tihilly D 3 the spiral pattern shows four registers of a
double border pattern 301ned horizontally by 'C’ scrolls andvertically
by 'S" scrolls. This pattern is characteristic of the Clonmacnoise
monuments being found on Bealin D 4, Banagher B 2 and D 2 and
Clonmacnoise II A 1 (see p76 ). The small scale of the pattern,
together with the leaf shaped 'S' scroll expansions may be compared

particularly with the Banagher panels.

d) Fret Patterns

Patterns of this type are little used on these crosses. Tihilly
C 6 is placed in a prominent position on the broad face of the shaft,

The pattern, which is constructed on a-diagonal grid using a unit
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measure of approximately 5 cm, is not common. It is carved in low
relief but the notches on the elements are cut somewhat deeper. The
background to this pattern seems to lie in the large panels of inter-
1dcking E: elements with each terminal ending in a straight line
spiral found on Kilree C 9 and Killamery A 12 (see p135) but on

Tinilly C 6 the scale of the pattern has become enlarged and the
‘terminals are a mixture of ordinary spirals and notched straight line
spirals. There are no precise parallels for this but there is a
similar pattern with all the terminals ending in spirals raised into
small bosses on the South side of Kells West (Roe 1966, Pl. XVIII). It
may be more valuable to note that the practice of introducing ordinary
spiral terminals into a fret pattern does not seem an early one. In
Irish sculpture other exémples are found amongst the 'Scripture’
crosses, Monasterboice South and West for example (Macalister 1946,
Fig. 13.61, P1. XII North 4). There aré further examples amongst the
ninth century manuscripts, the Book of Armagh and the Book of MacDurman
(Allen and Anderson 1903, II, 345). There is a single example amongst
the later Scottish monuments, the freestanding cross at Dupplin (op
cit,‘Fig. 334D).

The pattern on Tililly B 1, situated at the end of the horizontal
cross arm, cannot.be securely reconstructed but from what remains a
square panel containing a single 5 element may be suggested. Both
the use of single 5} elements, usually placed in rows, and the style
of carving, the element being outlined in relief, are found on Clonmac-
noise IV D & and Monasterboice South (Macalister 1946, Fig. 13, Panel
63). A similar pattern is used in an identical fashion on the cross-
head fragment from Monasterboice (Roe 1954, Pl. X) and fret patterns
are also found in this position on Monasterboice West, Clonmacnoise V
and Durrow I(see p246).

Kinnitty I D 4 is unique aﬁongst the Irish sculptural fret
patterns in that it is not laid out on the diagonal. The two straight
line spiral elements have probably been used here to fit in with the
taper of the shaft. There are no immediate parallels but straight
line spiral patterns set on the diagonal are relatively common in

both the sculptural and manuscript media (for example RA Nos. 965-971).

3) Scriptural Iconography

There are few figural panels on these monuments. However, they
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are prominently placed on the crosshead and the broad faces of the
shaft, thereby giving the appearance of dominating the decorative
scheme of the crosses, although in fact they are very much in the
minority. The subjects portrayed are few and they are all Scriptural:
the Crucifixion (Kinnitty I A 1, Tihilly A 1, Drumcullin I A 1), the
Fall (Kinnitty I C 7, Tihilly A 3) and two episodes from the David
Cycle (Kinnitty I A 3). There are no examples of hunting or similar
related scenes on these crosses. This is unusual considering the

wide use of such iconography elsewhere in the Irish sculptural repertoire.

a) The Crucifixion

All three crosses have the Crucifixion on the crosshead. None
of them are now in situ.but it is .very likely that this would originally
have been placed on the west face. The placing of the Crucifixion on
the crosshead rather than the top of the shaft (as in Kells South, -
Clonmacnoise IV and Killamery; see pp 86,146) groups these monuments
with the large series of 'Scripture' crosses where figural scenes
predominate (see p21Q). On.these the Crucifixion, where the monument
is in situ, always appears on the west face.

The Crucifixion type on Kinnitty I and Tihilly, although not
accompanied by other scenes from the Passion Cycle, may be clbsely
compared with each other and with the Northern and Southern 'Scripture’
crosses (see p 211). The only details which differ from Clonmacnoise -
V and DurrowI are that on Tihilly Christ’s head does not tip slightly
downwards towards the left. The head is also erect on the Market
Cross, Kells (Roe 1966, Pl. XI) Durrow II, (see p261), the Monasterboice
fragments and Termonfechin (Roe 1954, Pls. X and XI). Also the hands

are not enlarged and He does not stand on a Suppedaneum. A further

feature on Tihilly, which is not found on Kinnitty I, is the figure at
the end of the surviving horizontal cross arm. This is paralleled on
Clonmacnoise V (see p213). .Neither Tihilly nor Kinnitty I include

birds or angels, presumably owing to lack of space.

The Crucifixion scene on Drumcullin I has been further reduced
to the figure of Christ alone. There is a small circular area on each
side below Christ's armpit (Purser 1918, Fig a) which may be all that
remains of the spear and spénge bearers. There are further bosses at
the ends of the horizontal cross arms which probably act merely as

fillers. This very simple version of the Crucifixion is paralleled on
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the fragment from Monasterboice (Roe 1954, Fig. X A) and Graiguena-
managh IT A 1 and C (see pl90). On Durrow II (see p26l) the spear

and sponge bearers have been reduced to their heads only and there are
spirals at the ends of the horizontal cross arms. However, unlike

these the Christ on Drumcullin I may not be the Carolingian type clad

in a loin cloth because there are traces of drapery below His neck.
Similar drapery lines are also found on St. Mullins and Ullard A 2 and
these could be crude versions of the complex folds of Christ's garment on
Monasterboice West (Henry 1967, Pl. 87)(see pl89).

b) The Fall
This is-depicted on both Kinnitty I C 6 and Tihilly A 3 but the types

represented are different. )

Type I: On Kinnitty I Eve is shown handing Adam the apple. Adam is
bearded. Similar versions of this are found on Durrow I B 10 (see p230)
and Monasterboice South (Macalister 1946, Pl. V), although in the latter
example Adam has not yet actually grasped the fruit. The cross base at
Bray is perhaps a further example (Conway 1975, 54). On all three Cain
and Abel are shown either as part of the same panel or in a separate panel

elsewhere on the monument. On Kinnitty I it is shown in isolation.

Type II: On Tihilly A 3 a later episode in the story is shown. The
monument is badly weathered at this point but seems to depict Adam and
Eve covering themselves with their hands. This type is favoured by
the sculptors of the Kells Crosses (Roe 1966, Pls. II, VII, XVII) and
the Northern 'Scripture' crosses at Armagh, Arboe, Donaghmore and
Killary (Roe 1955, 109; 1956, 82, 86 Crawford H.S. 1926a, Pl. I). It
seems to be associated with scenes from the 'Help of God' cycle (see
p121) although on Tihilly it stands alone. There is also an example
of this type from Scotland, Iona II (Allen and Anderson 1903, III, Fig.
3984) .4

The background to these images is discussed in Ch. X (see p230)
but it may be significant to mention at this point that, although the
Fall is depicted as an isolated event on Tihilly and Kimnitty I, it is
associated to some extent with the Crucifixion. The head of Adam was

represented from time to time in the Crucifixion iconography of the West
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from the ninth century onwards and in some tenth century continental
examples the Fall is represented immediately below the Crucifixion,
the combination of the two images thus emphasizing the Redemption of
fallen man througﬁ,death upon the cross (Schiller 1972, 130-1, Pls.
390, 391, 370, 373). It is possible that this association may also

have been in the minds of the Irish sculptors.

¢) The David Cyele

J. Gleeson's interpretation (1915, 546) of the scene on Kinnitty
I A 3 as showing the conversion of Aengus King of Munster is undoubtedly
incorrect. Helen Roe (1949, 42, Fig. 1.6) has rightly seen it as showing
two episodes from the David Cycle, David playing the harp and his
annointing by Samuel. This combination of episodes is also found on
Mal Lumkun, a Viking cross slab from Michael in the Isle of Man
(Kermode 1907, 196, P1. LIV) and probably on St. Martin's Cross, Iona
(Allen and Anderson 1903, III, Fig. 397A).

David the harpist is a common representative in Irish sculpture
either alone as amongst the Barrow Valley Crosses (see pl194) or with
accompanying musicians (see p222). Details such as the bird are
paralleled on Monasterboice South (Macalister 1946, P1. I) and the
lyre type on Clonmacnoise V (see p223).

Samuel is represented as an ecclesiastic with a crozier which is
not a feature of the other Irish representations of the annointing of
David (Roe 1949, Fig. 1l). His écclesiastical garb may be compared

with that worn by the figure on Clonmacnoise V C 15 (see p235). In

addition he is not amnnointing David with a horn of oil but rather he
holds a small situla in his upraised hand. The reason for this is

unclear.

4) The Inscription on Kinnitty I

Traces of an inscription may be seen at the bottom of the shaft on
Kinnitty I A 5. The inscription is in two lines and is incised. It
is not easy to read but Professor Jackson (letter April 1978) has

tentatively suggested:

OR . . ANMA
[E or 0] Neus
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From this he has made two hypothetical reconstructions:

1) OR AR ANMAIN OENGUSO
'"Pray for the Soul of Angus'

2) OR AR ANMAIN CONGUSO
"Pray for the Soul of Congus’

The inscription is very weathered and it is now impossible to be sure

of the 1et£ering and so it is impossible to verify these suggestionms.

No men of this name are connected with Kinnitty in the annalistic sources.
The letter forms‘éuggested to Jackson an eighth century date for the
inscription which does not tie in with the rest of the ornamental repertoire

and therefore it seems of little use as an aid to dating.

5) " 'The Dating of the Monuments

From the foregoing discussion it may be seen that this small group
of crosses have links with two other groups of sculpture, on the one
hand with the "Scripture’ crosses, and on the other with the earlier
monumental sculpture from Clonmacnoise. Comparison with metalwork and
manuscripts have proved of little help in this instance.

The most important comparisons are to be made with the 'Scripture’
crosses. Firstly it should be noted that on both Kinnitty I and
Tihilly the practice of dividing the shafts into panels of decoration
separated by picture frame mouldings is rigidly adhered to. This

feature is not found on Kells South but is otherwise characteristic of the

'Scripture’ crosses. However, the number of panels is limited to three or
four rather tham the greater number preferred on the more developed
monuments of this series (see p253). A

Secondly, it will be seen that the Crucifixion on Kinnitty I,
Tihilly and Drumcullin I are placed on ﬁhe crosshead as on all the
'Scripture’ crosses except Kells South. The Christ type on Tihilly
and Kinitty I is also that found on the majority of the 'Scripture'’
crosses but again not on Kells South.

The use of panels and the Crucifixion type and placement would seem
to suggest that Tihilly and Kinnitty I are a slightly later development
than Kells South. However, all three monuments, Tihilly, Kinnitty I

and Drumcullin I, have a spiral roundel at the centre of the crosshead
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on Face C rather than an iconographical panel. A similar spiral
roundel is also employed on Kells South and ‘Duleek North and the use

of small bosses in this context ties in with ninth.century developments
in Southern Pictland (Stevenson 1955, 121-3).

The ornament shows comparisons with both the 'Scripture’ crosses
and the earlier Clonmacnoise monuments. The interlace demonstrates
close constructional links with Durrow I while the repertoire of
ornament may be compared with the Clonmacnoise monuments particularly
Clonmacnoise IV. Similarities in the spiral ornament with Kells
South and Duleek North have already been noted;.comparisons may also
be made with the Clonmacnoise monuments. The zoomorphic and anthropo-
morphic ornament shows parallels with Kells South and Duleek North,
the other 'Scripture' crosses and the Clonmacnoise group.

Therefore what one appears to have at Tihilly, Kinnitty I and
Drumcullin I is a Southern development of the early 'Scripture' cross
style which is initiated by the sculptors at Kells. Scriptural
iconography has .not entirely feplaced the abstract ornament, the
latter still remains in the majority, but has instead been adapted’
to occupy one or two important positions. Thus on these monuments it
seems possible to detect the changeover point in the Irish -Midlands
between the groups of crosses where abstract ornament predominates,
and the fully developed Southern ’'Scripture’ crosses Clonmacnoise V
and Durrow I. A similar.point can perhaps also be recognised with
Duleek North and Termonfechin further to the north. (Roe 1954, 111-112).

The dating of these monuments is difficult but if Helen Roe's
analysis (1966, 19-22) of the Crucifixion iconography on Kells South
is correct (see p 87) it would suggest that monuments could be as late

as the mid ninth century which would seem to place Tihilly, Kinnitty

and Drumcullin during the latter half.

Chapter VIII FOOTNOTES

1. The only surviving documentary source is a Life of St. Finan
written by a monk from Kinnitty (Kenney 1929, 421-2).

2. However, the more .developed 'Scripture' crosses, Arboe and
Monasterboice West for example, have a much greater number of
shaft panels.

3. Attention should .perhaps be drawn to the close similarity between
the spiral patterns on Edzell and Kells South.
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Also possibly Farnell (Allen and Anderson 1903, III, Fig.
232B).

T




Chapter IX = GRANITE 'CROSSES FROM THE BARROW VALLEY

In the valley of the River Barrow in Co Kilkenny there are three
crosses, Graiguenamanagh I and II and Ullard. In the past these crosses
have been regarded as part of a larger group (Henry 1933, 165; 1940, 169,
173=7; 1965, 141-2; 1967, 134-5; Conway 1975) some of which are found
outside the geographical area covered by this thesis. The crosses
concerned are a base fragment from Bray,'Castledermot North and South,
Moone and a crosshead from the same site, Newtown, 0ld Kilcullen and St
Mullins (Map IV).l 1In the Early Medieval Period all this territory was
held by the Laigin (Mac Niocaill 1972, 35-6).

The main factor which groups these crosses is that they are all
carved from the local granite. The hardness of the stone, which must
cause chisels to blunt extremely quickly, is bound to affect the style and .
quality of the sculpture. In three cases, Ullard, Castledermot South and
Newtown the cross appears unfinished and this could indicate that the
sculptor lost patience with his difficult task. It may also account for
the rather crude shape of some of these monuments. All the carving has
been carried out with great economy. The field has been cut away leaving
the figures and abstract ornament in low, sometimes rather flat relief.
Very little attention is paid to detail except for the occasional iﬂcised

line which is used to pick out a particular feature.

The aim of this chapter is to examine how Graiguenamanagh I and II
and Ullard fit into the granite cross series and into the more general .
development of Irish sculpture.

Although the cross at Ullard is not now in situ it is thought to have
originated from this site (Shearman 1874-5b, 507). The foundation under
its original name of Erard is associated with St Fiacra (ibid), a figure
perhaps better known in France since the place where he died ¢ 670 near
Meaux later became the site of the important monastery of Breuil (Kemnney
1929, 490, 493). However the original lqcations of the two monuments
ﬁow erected in the grounds of Duiske Abbey, Graiguenamanagh are more

~ problematical. It seems likely that Graiguenamanagh I may also originate

186.
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from Ullard. Shearman (1874-5b, .507) mentions that a cross had been
removed from there to Graiguenamanagh by the Rev. Mr. Braughal, perhaps
in the early part of the nineteenth century. However, others (Kilamnin
and Duignan 1967, 302; Conway 1975, 125), probably following Galpin's
rather vague reference to Graiguenamanagh I as the 'Ballyogan Cross'
(1913, 13), have suggested that it originates from the ancient cemetery
of Piirc an Teampaill at Ballyogan 2{ miles S.S.E. of Graiguenamanagh.
Reasons for this suggestion seem to be lacking and therefore Shearman's
ascription would seem more likely to be correct. Graiguenamanagh II
probably originates from Aghailten near Ullard, a site associated with St
Bairfionn (Shearman 1874~5b, 507). Shearman mentions that a cross was
also moved by Braughal to Graiguenamanagh from this site and 'Aghailten' is
actually inscribed on the modern base in which the monument is now
erected. At any rate by the time 0'Neill (1857, 3~4) saw them the two
crosses had been inserted into the wall of the Natiomal schoolroom within

the grounds of Duiske Abbey.

1) The Form and Layout of the Monuments

Graiguenamanagh I and II and Ullard all have Type IA crossheads (Fig
39 ), a variation of Type I, since the area between the line of the cross—
head and the wheel has not béen carved away. Newtown and St Mullin's also
have this type. There is a small ridge on top of the upper Cross arm om
Graiguenamanagh I. Otherwise none of the granite crosses have any indica-
tion of a capstone.

Graiguenamanagh I Face A and the remaining part of Ullard Face A
are divided into‘panels framed by roll mouldings, the majority decorated
with figural iconography. Part of the height of the shaft of Graiguenamanagh
I has also been lost and this may clearly be seen on A 8. It is difficult

to tell whether the shaft was ever considerably longer but the division

into three shaft panels may be compared with Castledermot North. In
general a similar panelled layout is also found on many of the broad faces
of the other granite crosses, for example the West face of Castledermot
South. This type of layout may be compared with the 'Scripture' crosses
where the emphasis on figural representation and the division of the carved
face into pangls are particularly characteristic (see p203). However, in
contrast with the 'Scripture’ crosses, Graiguenamanagh I Face C is

decorated with mainly abstract ornament and has not been divided into panels.
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Abstract ornament is also used extensively on Graiguenamanagh Face A and
Castledermot South, East face although on these the cross face is divided
into paneis. The narrow faces of Graiguenamanagh I are not divided into
panels and are decorated with a continuous abstract pattern. This may be
compared with Castledermot North and St Mullins amongst the granite crosses
and also with Kilree and Killamery and to a lesser extent, with crosses in
the Ossory group (see pp134,97). The narrow faces of Graiguenamanagh IT and
Ullard appear undecorated. This is also true of the Newtown fragment.

Graiguenamanagh I and Ullard have fairly tall bases of a truncated
pyramidal shape with somewhat rounded corners. The proportions of these
bases may be compared with Castledermot North which has a kind of upper
step and it may be possible to compare this with the rather curiously
shaped cross base from.Moone.

It is easy to .see that Graiguenamanagh II has been recut since there
is now a Crucifixion on both broad faces. It is likely that the original
Crucifixion is on Face A as by looking at Faces B and D itbmay be seen that
the wheel afcs are flush with Face C while they do not extend right to the
edge on Face A. This suggests that some earlier decoration may have been

removed in order to carve the Crucifixion on Face C.

2) Figural Iconography

As far as the figural panels are identifiable on Graiguenamanagh I and
IT and Ullard they seem to be Scriptural. This is also true of the other
granite crosses apart from Moone where the shaft is decorated mainly with
animals~and abstract ornament, the base with Scriptural scenmes, and the
Moone crosshead where animals predominate. It is difficult to tell whether
many of the figural panels on Old Kilcullen are Scriptural or not. There
are isolated hunting scenes on Bray and Castledermot South.?

It is the intention here to discuss i