part, it was not. The techniques
used to achieve line (silver and
lead point and brush and quill)
were also part of the repertoire of
illumination. True drawings are
included in Pen and Parchment,
the catalogue of a recent
exhibition at the Metropolitan
Museum of Art, New York, but
there is a lack of intellectual
clarity around why and for what
purpose the manuscripts have
been chosen. This is also
reflected in the catalogue entries
which are mostly about the
manuscripts, not about drawing
as an activily.

Where quantities of
illustrations appear in a text
such as in the Carolingian
Utrecht Psalter, the decision not
to use colour was a practical
one—the quantity of
illustrations (over 100)
demanded a solution. The one
that was chosen had been
created in the great age of the
papyrus scroll —line drawings
placed at intervals when
necessary in the text so that the

Detail of the Harley Psalter, around 1010-1100. The source of the
illumination was the Utrecht Psalter, around 820-840

image could shift from middle
to top and bottom of the page
depending on the length of the
text. That the Anglo-Saxon
Harley Psalter, one of the many
copies of the Utrecht Psalter
made when it was at Canterbury
in the Middle Ages, uses
coloured inks, confirms the
desire to enrich through colour.
But something else also happens
in this book; what can be termed
the “speed™ of the line is altered
through the use of thick and thin
strokes as well as changes in
colour. Where thickness and
thinness occurred in the Utrecht
Psalter, it is associated with a
speed of execution, but in
Anglo-Saxon manuscripts such
as the Bury St Edmund’s
Psalter, the changes are used to
enhance the meaning of the
drawing. This is a special
moment in European art that
marks a point when
understanding of the intrinsic

I Melanie Holcomb et al., Pen and Parchment: Drawing in the Middie Ages (Yale
University Press), 208 pp, £35 (hb) ISBN 9780300148947

1 Carl F. Barnes, Jr (ed), The Portfolio of Villard de Honnecourt: a New Critical
Edition and Color Facsimile (Ashgate), 350 pp, £75 (hb) ISBN 9780754651024

beauty of a line drawing,
created because of its
exploratory and psychological
impact, was achieved long
before Vasarl, and other artists
and collectors started to seek
out “old master drawings”, in
the 16th century.

More coverage of preparatory
drawings in the Middle Ages,
which often occur in the margins
as schematic figures (crowns or
heads acting as instructions (o
the illuminator), would also
have been welcome. These are
the equivalent of the sepia
under-drawings found under
frescoes which allow us an
insight into the working
practices of the Middle Ages. Tt
is also the case that whole books
of collected ideas and drawings
also exist from the Middle Ages
which suggest that Leonardo’s
desire to creale and keep
drawings of scientific interest as
well as artistic practice has a
much longer history than has
hitherto been told.

One such collection is Villard
de Honnecourt’s Model Book;
originally a set of loose leaves

coneentrating on the vocabulary
used in the inscriptions written
by or for him in his portfolio to
suggest an architectural
background. Certainly the wide
range of new and appropriate
architectural terms he uses
suggests that he knew a lot
about architecture, but, rather as
Leonardo could claim to be able
to cast an over life-size
equestrian statue of a rearing
horse, it is unlikely that Villard
was ever in the position to
create buildings himself, In
some ways Villard can be
claimed as a true precursor of
Vasari—an artist/practitioner
who was interested in collecting
information for professional
purposes and out of sheer
curiosity. Portfolios like
Villard’s could be shown to
potential clients to impress them
at court and gain employment
for the interesting “artist
practitioner” who could design
centre pieces for tables where,
for instance, mechanical beasts
appear to drink water. Leonardo
was himself in just such a
position at the Milanese court in
the 16th century.
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