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Abstract 
 
 

 
This dissertation examines Henry III of England’s residential wall painting patronage, its 

relationship to the king’s unique views of kingship, and the role of wall painting in the 

fashioning of thirteenth-century Plantagenet court culture. I consider the presence of humour, 

humility, sanctimony, and devotion in Henry III’s ideals of kingship and as demonstrated 

through repeated iconographies in the king’s halls. I propose new avenues of inquiry and 

interpretation, rather than submitting a comprehensive survey of Henry III’s artistic and 

architectural patronage.  

This dissertation begins with an examination of the documentary, architectural, 

archaeological, and antiquarian evidence of Henry III’s wall painting commissions (Chapter 2), 

followed by an in-depth discussion of the methodological approaches and analyses explored 

throughout (Chapter 3). Three iconographical case study chapters are at the core of this 

dissertation, each examining a favoured narrative or allegory. The first (Chapter 4) concerns 

Henry III’s commission of the parable of Dives and Lazarus in his great halls at the castles of 

Ludgershall, Guildford, and Northampton. The second (Chapter 5) reviews the narrative painting 

of the Dialogue of Solomon and Marcolf in the lesser hall at Westminster Palace. The third 

(Chapter 6) is a study of Henry III’s choice of painting the Wheel of Fortune in the great hall at 

Winchester Castle and the king’s hall at Clarendon Palace. These chapters highlight the 

subversive nature of Henry III’s wall painting commissions as they relate to the playful reversal 

of social hierarchies and a deviation from traditional models of kingship.  
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Chapter 1. Introduction 
 
 
 
This dissertation explores Henry III of England’s (r: 1216-1272) kingship as evinced through the 

paintings he commissioned for his palace walls. Henry III’s halls were decorated with heraldic 

emblems articulating his ancestry, rich embellishments as a testimony to his immense wealth, 

and carefully selected wall paintings and window treatments that enchanted (and influenced) the 

king and his guests. In this dissertation, I depart from traditional Henrician scholarship that 

emphasizes his failed ascendancy and extreme piety; instead, I choose to focus on examples of 

his artistic patronage that highlight his humility, his sense of humour, and his acknowledgement 

of the fallibility of kings—aspects of his personality and personal rule that are often overlooked.1 

There has been a tendency in modern interpretations of medieval art to suggest that anything that 

is humorous in art or seems to go against the “positive morality” expounded in sermons, conduct 

manuals, or clerical literature is subversive when, in reality, humour could coexist with high-

minded ideals of kingship in the Middle Ages.2 I argue that Henry III’s inclusion of imagery that 

openly satirizes his position as king among religious iconography is evidence of a new rhetoric 

of self-effacing kingship centered on radical humilitas. In this study, I offer new ways of 

interpreting Henry III’s reign, the efficacy of his kingship, and aspects of Plantagenet culture. 

 The majority of Henry III’s wall painting patronage no longer survives, with some 

fragmentary remains uncovered at Windsor Castle, the Tower of London, Chester Castle, and 

Westminster Palace.3 Fortunately, evidence for the king’s commissions can be found in the 

                                                
1 For a brief historiography of Henry III’s reign, see Appendix A.  
2 Mary Carruthers, The Experience of Beauty in the Middle Ages (Oxford, UK: Oxford University Press, 2013), 
16-44, esp. 17. 
3 The discovery of wall paintings at Windsor and Chester are relatively recent, whereas those in the Painted 
Chamber at Westminster Palace (now destroyed, apart from ceiling fragments) were uncovered in the late-
eighteenth and early-nineteenth centuries. For more information about these wall paintings, see: Sharon 
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Chancery records in The National Archives, Kew.4 It is difficult to draw conclusions about royal 

patronage, devotional activity, and iconographical choices based on wall painting fragments and 

thirteenth-century records, therefore, in this dissertation, it is necessary to proceed with caution.5  

 This chapter serves as an introduction to my larger study of Henry III’s rhetoric of 

humble kingship as evidenced through the wall paintings he commissioned for his palace halls. I 

do not provide a comprehensive survey of the king’s artistic and architectural patronage, but 

rather I focus on his fusion of humour and humility in his wall paintings and their potential to 

affect behaviour at court. In this introductory chapter, I explore the state of the field with a 

literature review of thirteenth-century English murals as they relate to architecture, Henry III’s 

patronage, and wall painting conservation. Then I introduce my research methodologies and give 

an overview each chapter and key themes that will be further analyzed and applied throughout.  

 

State of the Field 

Medieval wall paintings contained symbols and social messages reflecting the attitudes of the 

time they were created.6 Yet, in spite of their undisputed ubiquity and cultural value, many  

                                                                                                                                                       
Cather, David Park, and Robyn Pender, “Henry III’s Wall Paintings at Chester Castle,” in Medieval 
Archaeology, Art, and Architecture at Chester, ed. Alan Thacker (Leeds, UK: Maney Publishing, 2000), 170-
189; David Park and Robyn Pender, “Henry III’s Wall Paintings of the Zodiac in the Lower Ward of Windsor 
Castle,” in Windsor: Medieval Archaeology, Art, and Architecture of the Thames Valley, eds. Laurence Keen 
and Eileen Scarff (Leeds, UK: Maney Publishing, 2002), 125-131; Paul Binski, The Painted Chamber at 
Westminster; Matthew M. Reeve, “The Painted Chamber at Westminster, Edward I, and the Crusade,” Viator 
37/1 (2006): 189-221; Edward Impey, ed. The White Tower (New Haven. CT: Yale University Press, 2008), 
143-147; and Paul Binski, “The Painted Chamber at Westminster, the Fall of Tyrants and the English Literary 
Model of Governance,” Journal of the Warburg and Courtauld Institutes 74 (2011): 121-154. 
4 Henry III was thorough in the recording of his day-to-day activities and commissions, with the Liberate and 
Close Rolls detailing payments owed to the crown, wine to be delivered from Gascony, preparations to be 
made for visiting dignitaries, etc. The Liberate and Close rolls are explored further in Chapter 2.  
5 Ellie Pridgeon and Susan Sharp, “Patronage and Function: The Medieval Wall Paintings at Lacock Abbey in 
Wiltshire,” The Journal of Monastic Studies 5 (2006): 126. 
6 Robert Gowing (ed), “Introduction,” in Conserving the Painted Past: Developing Approaches to Wall 
Painting Conservation (London, UK: English Heritage, 2003), ix. 
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historians tend to neglect wall paintings, especially as an active component in the study of 

architecture. Scholars such as David Park (1983, 1984), Paul Binski (1986, 1995, 2004, 2014), 

Matthew Reeve (2002, 2008), and Emily Davenport Guerry (2015) have shifted the conversation 

to consider the splendour of wall painting and their effects on social practices in both secular and 

sacred spaces.7 

The origins of a modern commentary on Henry III’s wall paintings are found in Tancred 

Borenius’s “The Cycles of Images in the Palaces and Castles of Henry III” (1943) and Ernst 

Tristram’s English Medieval Wall Painting: The Thirteenth Century (1950).8 Borenius was the 

first art historian to compile a detailed list of each of Henry III’s wall painting commissions and 

their locations.  He examines the king’s most frequently depicted iconographies, including Saint 

Edward the Confessor, the parable of Dives and Lazarus, and the Virgin and Child and provides 

a brief analysis of each motif. Borenius’s essay, although an essential resource, is now 

incomplete, as new discoveries have been made over the past few decades (to be outlined  

                                                
7 These scholars have published prolifically on the subject of medieval wall painting in England. For a 
selection of relevant works, see: David Park, “The Wall Paintings of the Holy Sepulchre Chapel,” in British 
Archaeological Association Conference Transactions 1980: VI. Medieval Art and Architecture at Winchester 
Cathedral (London, UK: British Archaeological Association, 1983), 38-62; David Park, “The ‘Lewes Group’ 
of Wall Paintings in Sussex,” Anglo-Norman Studies VI: Proceedings from the Battle Conference (1984): 200-
237; Binski, The Painted Chamber (as in note 3); Paul Binski, Westminster Abbey and the Plantagenets: 
Kingship and the Representation of Power, 1200-1400 (New Haven, CT: Yale University Press, 1995); Paul 
Binski, Becket’s Crown: Art and Imagination in Gothic England 1170-1300 (New Haven, CT: Yale University 
Press, 2004); Paul Binski, Gothic Wonder: Art, Artifice, and the Decorated Style, 1290-1350 (New Haven, CT: 
Yale University Press, 2014); Matthew M. Reeve, “The Former Painted Cycle of the Life of Edward I at the 
Bishop’s Palace, Lichfield,” Nottingham Medieval Studies 46 (2002): 70-83; Matthew M. Reeve, Thirteenth-
Century Wall Painting of Salisbury Cathedral: Art, Liturgy, and Reform (Rochester, NY: Boydell Press, 
2008); Emily Davenport Guerry and Paul Binski, “Seats, Relics, and the Rationale of Images in Westminster 
Abbey: Henry III to Edward II,” in Westminster: The Art, Architecture, and Archaeology of the Royal Palace, 
vol. 1, ed. Tim Tatton-Brown, et al. (London, UK:  Maney Publishing, 2015), 180-204.  
For a thorough bibliography of important sources pertaining to wall painting in Europe, c.1000-1400, see: 
Matthew M. Reeve, “Wall Painting in Europe,” Oxford Biographies in Medieval Studies, 
http://www.oxfordbibliographies.com/view/document/obo-9780195396584/obo-9780195396584-0091.xml. 
8 Tancred Borenius, “The Cycles of Images in the Palaces and Castles of Henry III,” Journal of the Warburg 
and Courtauld Institutes 6 (1943): 47-50; Ernst Tristram, English Medieval Wall Painting: The Thirteenth 
Century, vols. 1 and 2 (London, UK: Milford Oxford University Press, 1950). 
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below). Ernst Tristram’s tome is divided into two volumes: one of text and the other of the 

author’s drawings of thirteenth-century wall paintings.9 Tristram’s work outlines the history of 

thirteenth-century wall painting, with chapters on the patronage of Henry III at Westminster 

(both abbey and palace), his preferred painters at court, artistic and architectural influences from 

the Continent, and major murals commissioned for the king’s castles.10 These texts by Borenius 

and Tristram are the foundational works that have shaped much subsequent literature on 

Henrician wall painting.  

Howard Colvin is the lead author on the publication The History of the King’s Works: 

The Middle Ages (1963), a two-volume set that explores royal commissions from the Norman 

Conquest down to the year 1485.11 The chapters devoted to Henry III are grounded in evidence 

from the Chancery rolls, surviving buildings and monuments, antiquarian records, catalogues, 

and ground plans. He carefully outlines architectural and archaeological details for Henry III’s 

castles and royal homes and includes a lengthy chapter devoted to Westminster. These volumes 

answer the questions: for which buildings were the kings of medieval England responsible and 

how were they maintained? Although not focused on wall painting, Colvin’s tomes are 

invaluable to the study of Henry III’s painted chambers. 

Perhaps the greatest modern monograph on Henry III’s wall painting patronage is 

Binski’s The Painted Chamber at Westminster Palace (1986).12 The murals in the Painted  

                                                
9 The images in the second volume are collotypes of Tristram’s drawings of wall paintings cross-referenced 
with figure lists in volume one.  
10 Tristram’s text is an excellent resource, however some of the citations are scant or non-existent. This makes 
follow-up research challenging.  
11 Howard M. Colvin, History of the King’s Works (London, UK: H. M. Publishing Office, 1963). T. Hudson 
Turner’s and Louis Salzman’s volumes on domestic architecture in England should be read in conjunction with 
Colvin’s volumes. T. Hudson Turner, Some Accounts of Domestic Architecture in England from the Conquest 
to the End of the Thirteenth Century (London, UK: J. H. Parker, 1851), esp. 148-274; Louis F. Salzman, 
Buildings in England Down to 1540: A Documentary History (Oxford, UK: Clarendon Press, 1964). 
12 Binski, The Painted Chamber (as in note 3). 
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Chamber at Westminster Palace have been understood to represent the taste, politics, and 

aspirations of the English court, specifically those of Henry III and Edward I (r: 1272-1307).13 

Binski’s work on Henry III’s artistic patronage attests to the complexities of the king’s tastes: 

“His projects were both grandiose and intimately domestic, broadly conceived in their lavishness 

and yet concerned with the niceties of the appearance of his royal rooms.”14 The overarching 

decorative programs chosen for his chambers spanned a variety of media, involving architecture, 

glass painting, gold and metalwork, sculpture, and wall paintings (which included wainscoting 

with painted narratives, decorative motifs, and fictive masonry or marble painted on oak 

paneling).15  

Determining which king commissioned the Painted Chamber series led to an active 

debate between the foremost experts of the Painted Chamber at Westminster.16 Binski posits that 

the paintings of the Coronation of St Edward the Confessor and the cycle of Virtues were 

commissioned by Henry III, whereas his son, Edward I, commissioned the Old Testament 

crusade-themed imagery. In “The Painted Chamber at Westminster, Edward I, and the Crusade” 

(2006), Matthew Reeve agrees that Edward I was the patron of the Old Testament imagery, 

arguing that the murals represented good and bad kingship, with the top two tiers representing 

                                                
13 Although fire destroyed the Painted Chamber over 150 years ago, archival documents and antiquarian 
drawings and accounts still survive and continue to inform studies on this much-researched chamber. 
14 Paul Binski, The Painted Chamber, 33 (as in note 3). 
15 Wainscoting refers to wooden panels on the lower part of the wall. Henry III often commissioned the walls 
of his chambers to be painted green with gold stars. Green was a fashionable colour in the thirteenth century 
and one of the most expensive paints to manufacture. He commissioned this decorative scheme in the king’s 
chamber at Geddington (1250), the king’s chamber and queen’s wardrobe at Winchester (1252), in the queen’s 
chapel at Geddington (1252), the queen’s chamber at Woodstock (1252), and the king’s chamber at Guildford 
(1256). Margaret Wood, The English Medieval House (London, UK: Phoenix House, 1965), 396-397.  
16 Pamela Tudor-Craig’s essay on the Painted Chamber at Westminster is also an invaluable resource, but it is 
now overshadowed by the detail and breadth of Binski’s tome. Pamela Tudor-Craig, “The Painted Chamber at 
Westminster,” Archaeological Journal 114 (1957): 92-105.  
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elaborate scenes from 1 Maccabees.17 In his 2011 article, Binski challenges Reeve suggesting the 

Old Testament imagery was a response to the Fall of Acre in 1291. He agrees that the Old 

Testament imagery is moralizing, but that perhaps it was included as a mockery of the expulsion 

of the Jews from England in the early years of the 1290s, which denies any connection to 

Edward I’s crusading fervour.18  

To add to this debate, in his 2015 article “A Monument to St Edward the Confessor: 

Henry III’s Great Chamber at Westminster and its Paintings,” Christopher Wilson refutes 

Binski’s, and subsequently Reeve’s, suggestion that Edward I is the patron of the Maccabean 

imagery in favour of a Henrician artistic program.19 Wilson’s primary evidence lies in examining 

the wall paintings commissioned by both kings: Henry III’s extensive patronage (as has been 

established in this study) makes him a more likely candidate, as Edward I is known to 

commission only two new figural wall painting cycles during his reign.20 Wilson posits that 

Edward I’s (lack of) artistic pursuits are a reaction against his father’s tastes, however his filial 

allegiances make it unlikely that he would remove or conceal his father’s commissioned work. 

Wilson’s research is thorough, detailed, and, admittedly, would be beneficial to my study, but I 

                                                
17 Binski, The Painted Chamber (as in note 3); Reeve, “The Painted Chamber at Westminster, Edward I, and 
the Crusade,” (as in note 3); and Binski, “The Painted Chamber at Westminster, the Fall of Tyrants and the 
English Literary Model of Governance,” (as in note 3). The focus of Reeve’s article is a study of iconography, 
not an assertion of Edward I’s role as patron.  
18 Binski, The Painted Chamber, 102 (as in note 3); Paul Binski, “The Painted Chamber at Westminster, the 
Fall of Tyrants, and the English Literary Model of Governance,” 142 (as in note 3). 
19 Christopher Wilson, “A Monument to St Edward the Confessor: Henry III’s Great Chamber at Westminster 
and its Paintings,” in Westminster II. The Art, Architecture, and Archaeology of the Royal Palace (Leeds, UK: 
Maney Publishing, 2015), 164-169. 
20 Wilson also comments on the lack of stylistic changes in drapery from the 1260s to 1290s, suggesting that 
there would be more costume choices similar to an Edwardian court, as opposed to a Henrician court. 
Nevertheless, he admits that a few instances of out-of-date dress details, including the shape of a hat worn in 
the murals, could have been used to further distance the 1290s audience from the Old Testament past, “yet 
there is no obvious reason why King Abimelech’s assailant should have been made to sport an archaizing hat.”  
Wilson, “A Monument to St Edward the Confessor,” 168 (as in note 19). 
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follow Binski’s and Reeve’s assertion that the Old Testament imagery is the result of Edward I’s, 

not Henry III’s, artistic patronage.  

In 1995, Michael Liversidge and Binski published an article describing two Henrician 

ceiling fragments uncovered in 1839, twenty years after major cycles in the Painted Chamber at 

Westminster Palace were documented by Charles Stothart, Edward Crocker, and John Buckler 

(Figure 1.1).21 The two fragments illustrate a central prophet and a seraph, with a gilded frame 

and inscription: “painted when the room was restored after the palace was destroyed by fire in 

the reign of Henry IIIrd 1263.”22 Currently housed in the British Museum, they provide technical 

and stylistic points of comparison for the study of other major wall painting cycles and 

manuscript illuminations from the later half of the thirteenth century. 

                                                
21 Jean-François-Léonor Mérimée and William Benjamin Sarsfield Taylor, The Art of Painting in Oil and in 
Fresco, Being a History of the Various Processes and Materials Employed from Its Discovery (London, UK: 
Whitaker & Co., 1839), 297; Michael Liversidge and Paul Binski, “Two Ceiling Fragments from the Painted 
Chamber at Westminster Palace,” The Burlington Magazine 137/1109 (1995): 491, esp. fn 1.  
22 Liversidge and Binski, “Two Ceiling Fragments,” 491 (as in note 21). 

Figure'1.1' Prophet'and'Seraph'from'the'ceiling'of'the'Painted'Chamber,'Westminster'Palace,'
c,1263?1266'
Source:'The'British'Museum,'http://www.britishmuseum.org/research/collection'
_online/collection_object_details.aspx?objectId=43520&partId=1'



 

 8 

Outside of the king’s residential wall paintings, Binski’s study of Henry III’s patronage in 

Westminster Abbey (1995) provides a detailed overview of the complex relationship between the 

Plantagenets and the building project of their great church.23 Binski elaborates upon previous 

works on English architecture by such authors as Robert Branner (1965) and Jean Bony (1979) 

and rejects their justifications for overarching national, stylistic movements.24 He argues that, 

unlike the French, the English did not develop ‘descent myths’ and that the English celebration 

of Saint Edward the Confessor is a model of kingship, not a justification of rule.25 Henry III saw 

his reconstruction of Westminster Abbey as a “paradigm of virtuous patronage,” and it is likely 

that the king was attempting a similar model in his residences, but on a smaller scale.26 

Some of the most important findings for studies of Henry III’s wall painting patronage 

have come to light in the past thirty years. The discovery of Henry III’s wall paintings at Chester 

and Windsor castles (2000, 2002) has inspired papers by Park.27 The recently uncovered painted 

program in the chapel of the Agricola Tower at Chester Castle is dated stylistically to the second 

quarter of the thirteenth century “with absolute precision,” for that is when Henry III took control 

of the castle.28 Following conservation in 1992-1993, the full extent of the surviving paintings 

was revealed, showing visible murals in the vaulting, soffits, and altar recess of subject matter 

befitting Henry III’s œuvre.29 Two years later, Park and Robyn Pender published an essay on the 

                                                
23 Binski, Westminster Abbey and the Plantagenets (as in note 7). 
24 See: Robert Branner, Saint Louis and the Court Style in Gothic Architecture (London, UK: A. Zwemmer, 
1965); Jean Bony, The English Decorated Style: Gothic Architecture Transformed, 1250-1350 (Ithaca, NY: 
Cornell University Press, 1979). 
25 That is not to say that the English did not use biblical or historical narratives to promote their image. For 
example, Edward I was keen to be known as the new King Arthur. 
26 Binski, Westminster Abbey and the Plantagenets, 34 (as in note 7). 
27 Cather, Park, and Pender, “Henry III’s Wall Paintings at Chester Castle” (as in note 3); Park and Pender, 
“Henry III’s Wall Paintings of the Zodiac in the Lower Ward of Windsor Castle” (as in note 3). 
28 Cather, Park, and Pender, “Henry III’s Wall Paintings at Chester Castle,” 183 (as in note 3). 
29 The iconography chosen for the chapel includes apocryphal miracles of the Virgin and an Infancy cycle. 
Park, Cather, and Pender compare the miracles depicted at Chester with those found in Winchester Cathedral 
and in manuscript illumination of the period. Ibid., 181. 
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wall paintings of the Zodiac discovered in the 1960s in the Lower Ward of Windsor Castle.30 

Roundels were painted on the wall containing astrological signs, with decorative foliage along 

the borders.31 Painted cycles at Chester and Windsor were unknown by Borenius and Tristram, 

and the revelation not only adds to the growing corpus of wall paintings commissioned by Henry 

III, but also stimulates new discussions of medieval wall painting in England.  

For the purpose of this study, wall painting conservation records were not a primary 

concern, as the case studies outlined no longer survive. Nevertheless, art conservation methods 

and records are integral to any study of material and visual culture. Wall painting conservation 

has witnessed dramatic advances over the past century. In the 1930s, Tristram was responsible 

for damaging a number of wall paintings in his attempts to clean and restore them: he coated 

paintings with a layer of wax, which attracted dirt and prevented the necessary flow of 

moisture.32 Tristram’s preservation methods were not all destructive. However, his 

documentation and copying of medieval wall paintings resulted in the publication of three major 

volumes of twelfth-, thirteenth-, and fourteenth-century English wall painting.33 

Most English murals after the tenth century were painted using the fresco technique, but 

by the middle of the thirteenth century, this popular method shifted to secco. 34 Henry III’s 

                                                
30 The paintings are located in No. 25 The Cloisters on the west wall of the first-floor chamber. 
31 Zodiac and calendar illustrations are two of the most common “secular” painted programs of the Middle 
Ages, with Henry III commissioning calendar scenes in his residences: at Clarendon Palace, carved into the 
mantel of the queen’s chamber (1252) and at Kempton Castle, painted around the chimneybreast in the king’s 
chamber (1265). Park and Pender, “Henry III’s Wall Paintings of the Zodiac in the Lower Ward of Windsor 
Castle” (as in note 1). 
32 However, his conservation efforts for the coronation chair at Westminster Abbey were successful and are 
lauded today. Lee Sorensen, “Ernst William Tristram,” Dictionary of Art Historians https://dictionaryofart 
historians.org/tristrame.html; Roger Rosewell, Medieval Wall Paintings (New York, NY: Bloomsbury 
Publishing, 2014), 131. 
33 Ernst Tristram, English Medieval Wall Painting: The Twelfth Century (London, UK: Oxford University 
Press, 1944); Tristram, English Medieval Wall Painting (as in note 8); Tristram, English Medieval Wall 
Painting: The Fourteenth Century (London, UK: Routledge & Paul, 1955).  
34 It is presumed that many English Romanesque wall paintings were painted almost exclusively in a fresco 
technique. In fresco, pigments are mixed with water and applied to fresh plaster, where carbonation chemically 
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painters used their own method: Binski contends that the Painted Chamber murals “were almost 

certainly not frescoes,” but rather painted using a combination of both oil and tempera media. 

The wall paintings of Saints Christopher and Thomas in the south transept of Westminster Abbey 

were also painted using oil.35 Presumably Henry III’s court painters continued to work in this 

tradition in his other residences.  

Not only do the scientific approaches to pigments and the application of paint matter in 

the conservation of wall paintings, but so, too, does the state of the architecture.36 Poor 

foundations, lesions in the masonry, or even such external factors as fires, destruction, 

dilapidation, or excessive loads contribute to the integrity of the wall and, therefore, the painted 

programs.37 Unlike illuminated manuscripts, altarpieces, and sometimes sculpture, wall paintings 

cannot be moved or repositioned easily.38 If wall paintings survived into the twenty-first century, 

                                                                                                                                                       
binds the pigments to the plaster. However, there were variations of this technique used depending on artist 
and region. Secco involves painting on dry plaster with pigments mixed in water. Helen Howard, Pigments of 
English Medieval Wall Painting (London, UK: Archetype Publications, 2003), 3-4; Park, “The ‘Lewes Group’ 
of Wall Paintings in Sussex,” 205 (as in note 7). 
35 Binski also cites that, for paintings at Westminster Palace, oils are mentioned in the Liberate Rolls in 1239, 
that oils and eggs were used in 1265, and that oils were featured prominently in the 1290s. For more 
information about the painting materials, see: Binski, The Painted Chamber, 34, 134, fn. 204 (as in note 3); 
Emily Davenport Guerry, “Medieval Kings and Forgotten Paintings: Recent Discoveries in Westminster 
Abbey and the Sainte-Chapelle.” Lecture, Merton College, University of Oxford (Oxford, UK). 13 September 
2014, https://vimeo.com/116980349. 
36 Removing whitewash can be a dangerous enterprise to those who wish to conserve the paintings beneath. 
Once the original murals are exposed, they are susceptible to microbiological organisms that can attack the 
pigments. Also, if the original pigments have bled into the whitewash, then removing the protective covering 
can cause the paint to “powder” when touched. Finally, certain pigments are extra sensitive to light, such as 
indigo, and can lose their lustre when exposed to sunlight, permanently altering the original painting. 
Rosewell, Medieval Wall Painting, 131 (as in note 32). 
37 Claus Arendt, “The Role of Architectural Fabric in the Preservation of Wall Paintings,” The Conservation of 
Mural Paintings, ed. Sharon Cather (Marina del Rey, CA: Getty Conservation Institute, 1991), 29; Åke 
Nisbeth, “The Fate of Mural Paintings,” in Conservation of Mural Paintings, ed. Ulf Lindborg (Stockholm, 
SW: National Heritage Board, 2001), 14; David Park, “Wall Painting,” in Age of Chivalry: Art in Plantagenet 
England, 1200-1400, ed. Jonathon Alexander and Paul Binski (London, UK: Royal Academy of Arts, 1987), 
125. 
38 One important exception to this rule is a series of Passion paintings from the Holy Sepulchre Chapel in 
Winchester Cathedral relocated to an artificial wall in the west end of the chapel; they were removed to 
uncover the “superior” twelfth-century Deposition and Entombment scenes beneath. The fresco was removed 
using the strappo method. The strappo technique involves painting a special glue and layers of cloth over the 
fresco. Once it dries, the plaster (and painting) is detached from the wall. Only the topmost layer of plaster 
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they will most likely be found in their original position and remain at the mercy of the building’s 

condition.39 

The ruins of Clarendon Palace serve as an example of how art is subjected to the passing 

of time. Henry III decorated the interior of Clarendon Palace with crusading cycles, Marian 

imagery, and Biblical and apocryphal narratives. What survives at the site allows for the “largest 

royal English rural palace for which the plan can be [accurately] deduced from abandoned 

ruins.”40 The fragmentary remains of walls, kilns, fireplaces, and tile floors allow scholars to 

recreate the palace.41 Excavation reports from the 1930s identify pigments used in the wall 

paintings, including lapis lazuli from Afghanistan, also used in the ceiling of the Guardian Angel 

Chapel at Winchester Cathedral (Figure 1.2);42 azurite from Egypt; and cinnabar from Spain.43 

                                                                                                                                                       
(with the painting) is removed, the rest is destroyed. The back is cleaned to remove excess plaster. A new 
backing is made from more layers of cloth and glue. After the new backing is dry, the cloths protecting the 
plaster are removed using hot water. At that point, the fresco is ready to be mounted elsewhere. Ellie Pridgeon, 
“Researching Medieval Wall Paintings: A Guide to Archival Sources in England and Wales,” The Local 
Historian (2015): 2. 
39 History has not been kind to medieval art and architecture. The destruction, removal, and reconstruction of 
pulpits, wall paintings, altarpieces, choir screens, and even the architectural fabric of cathedrals during the 
Dissolution of the Monasteries under King Henry VIII of England (r: 1509-1547) has proven to be problematic 
for those wishing to study medieval culture. As a result of the ruination of cathedrals, scholars are deprived of 
intimate symbolic and allegorical details that could critically impact discourses surrounding social, political, 
and religious cultures in the Middle Ages. Although the Dissolution of the Monasteries largely affected 
cathedrals and some parish churches, the same realities are faced in secular building programs and the art that 
originally adorned those walls. There is a great wealth of scholarship surrounding the Dissolution of the 
Monasteries. A few critical examples include: Geoffrey Baskerville, English Monks and the Suppression of the 
Monasteries (New Haven, CT: Yale University Press, 1937); David Knowles, The Religious Orders in 
England III: The Tudor Age (Cambridge, UK: Cambridge University Press, 1959); George William Otway 
Woodward, The Dissolution of the Monasteries (London, UK: Blandford Press, 1966). For studies dedicated to 
how the Dissolution affected art and architecture, see also: Michael Carter, “‘It would have pitied any heart to 
see’: Destruction and Survival at Cistercian Monasteries in Northern England at the Dissolution,” Journal of 
the British Archaeological Association 168 (2015): 77-110; Maurice Howard, “Recycling the Monastic Fabric: 
Beyond the Act of Dissolution,” in The Archaeology of the Reformation 1480-1580, ed. David Gaimster and 
Roberta Gilchrist (Leeds, UK: Maney Publishing, 2003). 
40 Thomas B. James and Gerrard, Clarendon: Landscape of Kings, (Bollington, UK: Windgather Press, 2007), 
73.  
41 Researchers of Clarendon Palace are fortunate to have such extensive archaeological evidence surviving. 
This would not be possible for once-lavish castles like Marlborough Castle, which today is simply a mound of 
grass. 
42 Park proposed that the paintings in the vaults of the Guardian Angel Chapel might have extended into the 
eastern arm of the cathedral. Matthew Reeve applied this theory to suggest a possible parallel for the vault 
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Vibrant murals and stone carvings throughout the chambers were paired with tiled floors, dating 

to the second half of the thirteenth century.44 Artists created abstract designs for the tiles in the 

chapels at Clarendon, whereas in the other chambers (both public and private), scenes of knights 

in combat, and the like, were chosen.45 With the succession of Plantagenet kings and the shift 

from itinerant to a more static kingship, Clarendon Palace was not as regularly visited in the 

                                                                                                                                                       
painting of the transepts of Salisbury Cathedral. See: David Park, “The Medieval Polychromy of Winchester 
Cathedral,” in Winchester Cathedral: Nine Hundred Years, 1093-1993, ed. John Crook (Winchester, UK: 
Dean and Chapter of Winchester Cathedral and Phillimore & Co. Ltd., 1993), 129-130; Reeve, Thirteenth-
Century Wall Painting of Salisbury Cathedral: Art, Liturgy, and Reform, 71, fn. 65 (as in note 7). 
43 James and Gerrard, Clarendon: Landscape of Kings, 78 (as in note 40).  
44 Elizabeth Eames is the consummate authority on floor tiles in Henry III’s chambers at Clarendon Palace. For 
select literature on the subject, see: Elizabeth Eames, “A Decorated Tile Pavement from the Queen’s Chamber, 
Clarendon Palace, Wiltshire, Dated 1250-1252,” The British Museum Quarterly 22 (1960): 34-37; Elizabeth 
Eames, “A Thirteenth-Century Tiled Pavement from the King’s Chapel, Clarendon,” Journal of the British 
Archaeological Association 25 (1963): 40-50; “The Royal Apartments at Clarendon Palace in the Reign of 
Henry III.” Journal of the British Archaeological Association 28 (1965): 57-85. 
45 Tile fragments from the king’s chapel at Clarendon (c.1240-1244) survive and are currently on permanent 
display at the British Museum. The earthenware tiles are set in circular bands of alternating green and abstract 
designs on brown-red tiles. This pavement has been compared to another circular pavement from Cunault, 
Anjou, a copy of which now resides in Chichester Cathedral. Elizabeth Eames suggests that the copying of 
tiles internationally proposes stronger links between the countries and acts as evidence of the aspiration of 
medieval kings. I believe that it may also be a link to the decorative prowess of Eleanor of Provence and how 
her tastes revitalized Henry III’s commissions. This, unfortunately, falls outside of the scope of this project. 
See: Eames, “A Thirteenth-Century Tiled Pavement from the King’s Chapel, Clarendon Palace,” (as in note 
44) and James and Gerrard, Clarendon: Landscape of Kings, 79, 200, fn. 37 (as in note 40). 

Figure'1.2' Detail'of'the'Guardian'Angel''

Chapel,'Winchester,'c.1240'

(restored'c.1960)'

Source:'

https://www.gettyimages.c

a/detail/news?

photo/painted?angels?

decorate?the?ceiling?of?the?

guardian?angel?news?

photo/540765672'
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fourteenth and fifteenth centuries. By the time Elizabeth I of England (r: 1558-1603) visited 

Clarendon in 1574, the palace was in such a state of dilapidation that she had to make use of a 

temporary banquet hall built for the occasion.46  

Arguably the most complete extant painted cycle in a medieval domestic building is 

found in Longthorpe Tower, Peterborough, England (Figures 1.3, 1.4). The tower is what 

survives of a fortified manor house, c.1300, with the paintings dating from the first half of the 

fourteenth century. A combination of religious, literary, allegorical, and heraldic subjects occupy 

the walls, including the Three Living and the Three Dead, the Nativity, Labours of the Month, 

the Seven Ages of Man, and a Wheel of Kingship (or a Wheel of the Five Senses).47 Although 

outside the reign of Henry III, the Wheel of Kingship provides a parallel to the Wheels of 

Fortune the king commissioned for his residences.48 

 

Research Methodologies 

As mentioned (and as will be seen throughout my case studies), the majority of Henry III’s 

commissioned wall paintings no longer survive, apart from a few fragments at Windsor, 

Westminster, the Tower of London, and Chester.49 Unfortunately, with the destruction of  

 

                                                
46 James and Gerrard, Clarendon Palace: Landscape of Kings, 97 (as in note 40). 
47 The Wheel of Kingship illustrates a crowned man standing behind a large wheel, similar to Fortuna. Five 
creatures surround him: an ape (taste), a vulture (smell), a spider (touch), a boar (hearing), and a cockerel 
(sight). The animal emblems of the five senses were popular in the thirteenth century, appearing in Richard de 
Fournival’s Bestiarie d’amours, among other bestiaries of the period. The wheel can be most appropriately 
read as a political emblem: the king takes a strong hold of the wheel, whereby governing the fives senses in the 
guise of Reason. With the king acting in the place of Fortuna at the wheel, the king is associated as God’s 
instrument and therefore a source of divine power on earth. Bee Yun, “A Visual Mirror of Princes: The Wheel 
on the Mural of Longthorpe Tower,” Journal of the Warburg and Courauld Institutes 70 (2007): 1-32. 
48 See Chapter 6. 
49 There has been some speculation around the extant Wheel of Fortune at Rochester Cathedral was 
commissioned by Henry III, or at least painted by the English court painters during his reign, but there is not 
enough evidence to support that claim. This issue is discussed further in Chapter 6.!
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Henry III’s wall paintings, a traditional formal analysis is not possible.50  

Although this study is primarily concerned with Henry III’s wall paintings, they cannot 

be studied in isolation from his larger art and architectural patronage. As a result, I have 

considered extant, relocated, and destroyed wall painting commissioned for religious buildings, 

manuscript illumination, sculpture, and stained glass. An exhaustive study of Henry III’s art and 

architectural patronage falls outside the scope of this project, but I have consulted Henrician and 

Plantagenet court literature in tandem with larger studies of medieval art in Europe in order to 

better understand the Plantagenet court and how Henry III’s wall paintings may have been 

received by the king, his household, his courtiers, and visiting dignitaries. 

In addition to a research methodology grounded in archival research, my dissertation is a 

study of court culture, courtesy, and royal patronage. My project is interdisciplinary in its 

incorporation of art history, architectural history, medieval studies, philosophy, and sociology. I 

challenge what is known of Henry III’s reign and explore different ways of viewing and 

interpreting his patronage. The theories I chose to adapt to a study of medieval wall painting 

patronage and Henry III’s iconography are explored in depth in Chapter 3.  

 

 

 

 

                                                
50 I conducted field research throughout England and France, visiting (what remains of) Henry III’s palaces 
and sites known to have been influential to and influenced by the English court, including the surviving wall 
paintings at Angers Cathedral. Emily Davenport Guerry has spearheaded important research between court 
painting at Westminster Abbey and the Sainte-Chapelle (her book on the wall paintings at the Sainte-Chapelle 
is forthcoming, but not available before this dissertation was completed). She also introduced me to the 
surviving wall paintings behind the choir at Angers Cathedral. It was my intention to include a chapter about 
the connections between Henry III’s court painting in England and France, but it, ultimately, fell outside of the 
scope of my project. I hope to pursue the connection further in later studies. !
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Figure'1.3' North'wall'of'the'painted'chamber'at'Longthorpe'Tower,''
Peterborough,'c.'fourteenth'century'
Source:'Photograph'by'Meaghan'Whitehead'

Figure'1.4' South'wall'of'the'painted'chamber'at'Longthorpe'Tower,''
Peterborough,'c.'fourteenth'century'
Source:'Photograph'by'Meaghan'Whitehead'
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Chapter and Theme Overview 

This dissertation has seven chapters, with this Introduction acting as Chapter 1. Chapter 2 is an 

examination of the surviving architectural, archaeological, documentary, and antiquarian 

evidence related to Henry III’s wall painting patronage. Beginning with a study of Henrician 

chambers, I explore the architectural setting for the commissioned wall paintings and the king’s 

preoccupation with the maintenance of his castles. Chancery rolls are, in most cases, the only 

surviving evidence for Henry III’s commissions and, in this chapter, I discuss the emergence of 

royal records in the twelfth and thirteenth centuries and why they are critical to studies of Henry 

III’s patronage. Finally, I discuss how antiquarian interventions and research shed light on 

studies of Henrician art and architecture.   

The importance of ceremony in relation to the wall paintings in Henry III’s halls is 

discussed in Chapter 3. Largely theoretical, in this chapter I propose different approaches to 

reading Henrician iconography as an art of courtesy within Plantagenet palaces. I first consider 

how a visual (re)creation of thirteenth-century chambers (including architecture, furniture, 

objects, and other artworks) can influence contemporary readings of wall paintings. Then I build 

upon the scholarship of Norbert Elias, C. Stephen Jaeger, Michel Foucault, and Joseph Nye to 

offer new insights into the interpretation and use of medieval wall painting as an extension of 

Henry III’s kingship that are to be recalled throughout the following chapters. 

Chapters 4, 5, and 6 are iconographical case study chapters that build upon the larger 

themes presented in the first three chapters. Chapter 4 focuses on Henry III’s commission of the 

parable of Dives and Lazarus on the walls of his great halls at Ludgershall and Guildford. I 

situate the iconography within its medieval visual tradition and explore how the parable not only 

was a memory aid to remind the king to be generous to the poor, but also was emblematic of 
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courtly hierarchies, the importance of ceremony, and Henry III’s (desired) legacy and position in 

the afterlife.  

Chapter 5 considers Henry III’s commission of the Dialogue of Solomon and Marcolf in 

the lesser hall at Westminster Palace. A seemingly unusual choice for the King of England, the 

narrative ridicules the wise King Solomon in favour of the debased wit and humour of the impish 

Marcolf. I discuss the implications of choosing such a paradoxical subject for the lesser hall at 

Westminster and how it speaks to Henry III’s rhetoric of humble kingship. I also explore the 

relationship between art and function, as the role of the lesser hall shifted over the following 

three generations to mirror the themes of the dialogue of Solomon and Marcolf. 

Chapter 6 deviates from the previous two case study chapters with a non-Biblical focus: 

the Wheel of Fortune. In this chapter, I explore the Wheel of Fortune’s visual and literary 

tradition (dating back to Antiquity) and its journey from pagan symbol to Christian allegory, 

before exploring the king’s commissions at Winchester Castle and Clarendon Palace. Henry III 

paired the Wheel of Fortune with a mappa mundi (map of the world) at Winchester and the Tree 

of Jesse at Clarendon. These pairings are analyzed, noting how the juxtaposition can affect their 

respective interpretations. 

Chapter 7 serves as a conclusion to this dissertation, providing a synopsis of the 

conclusions drawn throughout and proposing areas of future study.  

 

*** 
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One of the central themes of this dissertation is that Henry III’s wall painting patronage 

reveals how the king’s personal rule departs from traditional interpretations and studies of 

medieval kingship. Unlike other thirteenth-century kings, Henry III acknowledged the 

uncertainty and (sometimes) humour inherent in his position and commissioned art that reflected 

the capricious nature of kingship. Although it is impossible to know the king’s artistic intentions, 

by studying the wall paintings he commissioned for his residences, we are able to examine how 

he may have conceived of his position as king and his court.  

Henry III chose iconographies for his wall paintings for his residences that complicate 

our modern understanding of medieval kingship. In addition to using more traditional forms of 

sacred royal rhetoric (as will be discussed throughout this dissertation), his placement of wall 

paintings centered on humility and his recognition of the fallibility of kings within secular spaces 

is unconventional. I argue that this extreme humilitas is the foundation of a new rhetoric of 

kingship, one that is unique to Henry III’s reign and, if read alongside historical scholarship of 

his thirteenth-century rulership, may lead to a reinterpretation of Henry III as king and patron. It 

is clear that Henry III’s idea of his kingship differs greatly from the militaristic ways of his 

predecessors; his contemporaries, including Louis IX of France (r: 1220-1270) and Frederick II, 

Holy Roman Emperor (r: 1220-1250); and his son, Edward I. However, his interest in 

architectural and artistic endeavours and his openly self-effacing imagery could allow for an 

interpretation of his personal rule that affirms strength through vulnerability. 

Henry III was not a great collector of books, but he enjoyed courtly literature and he most 

certainly had a collection of bibles. It is unfortunate that a definitive catalogue of books and 

manuscripts owned by Henry III does not exist. However, an entry in the Liberate Rolls records 
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that Henry III owned an unidentified “great book of romances.”51 We know very little about 

what the king read or what books he owned, but the iconographies he commissioned for his 

residences indicate that Henry III’s reading tastes and the court’s knowledge of art and literature 

are broader than what has been suggested.  

In addition to the theme of Henry III’s humility as evidence of a new rhetoric of kingship, 

the king’s chosen iconographies also reflect his potential interpretation of wall painting as an art 

of civilizing. As will be explored in depth in Chapter 3, Henry III’s commissions had the 

potential to affect the behaviour and shape the opinion of those in their attendance. I borrow 

from the work of Elias and Jaeger in their exploration of the Civilizing Process and Reeve’s 

application of the Civilizing Process to architecture to propose a new way of looking at the 

influence of art on Plantagenet court culture.  

Of particular interest to my case study chapters is a playful reversal of social hierarchies 

present in many of the iconographies Henry III commissioned for his halls. The parable of Dives 

and Lazarus, Solomon and Marcolf, and the Wheel of Fortune are all concerned with an unstable 

hierarchical structure, where those who are currently in power will not maintain their positions: 

the wealthy Dives will spend eternity in Hell, while the leprous beggar, Lazarus, sits in glory; 

Solomon, the wise king, is bested by the crude peasant, Marcolf; and the king atop the Wheel of 

Fortune will inevitably fall from power and be crushed beneath the rim. As I will demonstrate, 

these reversals play into Henry III’s vision of a humble kingship that almost welcomes ridicule 

and opens a dialogue or debate about the nature of court culture and power in the Middle Ages. 

Considering the tumultuous relationship between the king and his barons, a reversal of fortune  

                                                
51 TNA C62/11, membrane 3, entry 3 (18 August 1237).  
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may not have been far from Henry III’s mind.52 

                                                
52 The revolt and resulting Second Barons’ War (1264-1267) has been a topic of intense discussion among 
historians. The leader of the Baronial Revolt was Simon de Montfort, a close friend and brother-in-law of 
Henry III. Similar to the events that begot Magna Carta, the barons felt Henry III had too much power and was 
using it unwisely. They laid out a list of grievances and called for radical changes to the governmental 
structure in the Provisions of Oxford (1958). Henry III approved the Provisions, but the following year 
approached the pope for a special dispensation to free him from his commitments to the barons. Two critical 
battles were fought during this time of revolution: the Battle of Lewes (1264), which resulted in the kidnapping 
of Henry III and his son Edward, and the unofficial crowning of Simon de Montfort as king; and the Battle of 
Evesham (1265), which resulted in Simon de Montfort’s death. For a selection of literature on the subject, see: 
William Henry Blaauw, The Barons’ War: Including the Battles of Lewes and Evesham (London, UK: Nichols 
& Son, 1844); Reginald Francis Treharne, Simon de Montfort and Baronial Reform: Thirteenth-Century 
Essays, ed. E. B. Fryde (London, UK: Hambledon Press, 1986); Matthew Strickland, “Against the Lord’s 
Anointed: Aspects of Warfare and Baronial Rebellion in England and Normandy, 1075-1265,” in Law and 
Government in Medieval England and Normandy: Essays in Honour of Sir James Holt, eds. G. Garnett and J. 
Hudson (New York, NY: Cambridge University Press, 1994), 56-79; Sophie Ambler, “Simon de Montfort and 
King Henry III: The First Revolution in English History, 1258-1265,” History Compass 11/12 (2013): 1076-
1087; Adrian Jobson (ed.), Baronial Reform and Revolution in England, 1258-1267 (Woodbridge, UK: 
Boydell Press, 2016). 
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Chapter 2. The Evidence 
 
 
 
Any study of medieval painting in England is challenged by fragmentary evidence, as most 

murals from the period no longer survive. Even in cases where paintings do survive, they are 

often merely an outline and lack their once vibrant colour. It has been estimated that fewer than 

ten percent of medieval church buildings have extant sections of their original painted programs, 

and even fewer secular programs.1 Such a low survival rate for wall paintings poses a number of 

problems for art historians, but most medieval painters were aware of the ephemerality of their 

work. The repainting, repair, and alteration of buildings was so commonplace in the Middle 

Ages that wall painters believed their work “unlikely to be permanent beyond one or two 

generations.”2  

The paintings in this study do not have the luxury of a ten percent survival rate. In fact, 

the evidence for the case studies is found solely in the commission records (writs Liberate and 

Close). Determining a survival rate for Henry III’s extant residential painted programs is 

difficult, as a comprehensive list of every commission, completion, and repainting listed in the 

Chancery rolls has not yet been attempted.3 My admittedly speculative estimate for the survival 

rate of Henry III’s wall painting in the twenty-first century is less than two percent. This estimate 

                                                
1 Roger Rosewell, Medieval Wall Paintings in English and Welsh Churches (Rochester, NY: Boydell & 
Brewer Inc., 2008), 1. 
2 Alan Caiger-Smith, English Medieval Mural Paintings (Oxford, UK: Clarendon Press, 1963), 124. However, 
that is not to say that Henry III did not believe his wall paintings to be permanent fixtures in the décor of his 
royal residences. 
3 Tancred Borenius compiled a detailed list of Henry III’s commissioned paintings, but it is not exhaustive, nor 
does it include recent discoveries from the late-twentieth and early-twenty-first centuries. Tancred Borenius, 
“The Cycles of Images in the Palaces and Castles of Henry III,” Journal of the Warburg and Courtauld 
Institutes 6 (1943): 47-50. More scholars have compiled surveys of Henry III’s building and art programs, 
including: Howard Colvin, et al. The History of the King’s Works: The Middle Ages (London, UK: H. M. 
Stationary Office, 1963); Jeremy Ashbee, “The Tower of London as a Royal Residence, 1066-1400” 
(unpublished Ph.D. dissertation, University of London, 2004). Of note is David Park’s National Survey of 
Wall Painting in Europe at the Courtauld Institute. For a list of known paintings commissioned by Henry III 
for his residences as recorded by art historians to date, see Appendix B.  
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considers the surviving murals at Chester and Windsor Castles and the ceiling fragments 

surviving from the Painted Chamber at Westminster Palace.4  

In this chapter, I provide an overview of the evidence available for a study of Henry III’s 

wall painting patronage. I begin with a discussion of the architectural context of paintings in the 

king’s halls. The murals explored in this study were painted with a natural emphasis on the 

ceremonial space of the king’s halls and so the architecture and archaeological findings are 

germane to the topic. I then provide a synopsis of the thirteenth-century Liberate and Close rolls 

and how the documentation informs Henrician studies. Finally, I take a closer look at antiquarian 

interventions and how they inform the study of royal patronage in thirteenth-century England.  

 

The Fabric of the King’s Halls: The Architectural Evidence 

Despite the overwhelming documentary evidence for Henry III’s palaces, the destruction of 

nearly all of his building projects has proven to be problematic for medievalists.5 Without recent 

discoveries, conservation efforts, and archaeological excavations, our knowledge of thirteenth-

century historic royal palaces would be meagre.6 Ernst Tristram argued that in the thirteenth 

century, painting was “the servant of architecture,” and the survival of painting is bound to the 

                                                
4 For information on surviving Henrician paintings, see: Sharon Cather, David Park, and Robyn Pender, 
“Henry III’s Wall Paintings at Chester Castle,” Medieval Archaeology, Art, and Architecture at Chester, ed. 
Alan Thacker (London, UK: Maney Publishing, 2000), 170-189; David Park and Robyn Pender, “Henry III’s 
Wall Paintings of the Zodiac in the Lower Ward of Windsor Castle,” in Windsor: Medieval Archaeology, Art, 
and Architecture of the Thames Valley, eds. Laurence Keen and Eileen Scarff (Leeds, UK: Maney Publishing, 
2002), 125-131; David Carpenter and Julie Kanter, “King Henry III and Windsor Castle,” in St. George’s 
Chapel, Windsor: History and Heritage, ed. Tim Tatton-Brown (Wimborne Minster, UK: Dovecote Press, 
2010), 25-35; Michael Liversidge and Paul Binski, “Two Ceiling Fragments from the Painted Chamber at 
Westminster Palace,” The Burlington Magazine 137/1109 (1995): 491-501. I would like to thank Cathleen 
Hoeniger for her insights on determining an estimated survival rate for Henry III’s wall paintings.  
5 Westminster Palace and the Tower of London are notable exceptions.  
6 See Chapter 1 for a state of the field. 
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survival of it architectural fabric.7 Some scholars have argued that wall paintings were part of the 

original conception and design of buildings, and patrons and architects anticipated the mural’s 

narrative and/or thematic interruptions within the physical and liturgical spaces of buildings.8 

This was likely the case in most great halls, which had a well-established tradition of mural 

painting dating from at least the Carolingian period.9 Although infrequent, there are records of 

Henry III altering structural elements of his chambers for his anticipated wall paintings. For 

example, in 1247 Henry III ordered the mantelpiece in the king’s hall at Clarendon to be torn 

down and replaced to accommodate his commission of the Wheel of Fortune and Tree of Jesse.10  

What is known of the buildings in which Henry III commissioned paintings of Dives and 

Lazarus, the Dialogue of Solomon and Marcolf, and the Wheel of Fortune—the subjects of the 

subsequent case studies in this dissertation—is of as great importance to this dissertation as the 

paintings, themselves. Although few of Henry III’s residential buildings survive, determining the 

size available for and positioning of wall paintings through Chancery records and excavations 

reveals both their decorative potential, but also their limitations.  

 When Henry III ascended the throne in 1216, most of the royal castles and fortresses of 

                                                
7 Ernst Tristram, English Medieval Wall Painting: The Thirteenth Century, vol. 1 (London, UK: Oxford 
University Press, 1950), 1. There is a shift, however, in the Renaissance and Early Modern period when 
illusionistic painting began to dominate architecture.  
8 Matthew M. Reeve, “Wall Painting in Europe,” Oxford Biographies in Medieval Studies, 
http://www.oxfordbibliographies.com/view/document/obo-9780195396584/obo-9780195396584-0091.xml; 
Christopher Wilson, “A Monument to St Edward the Confessor: Henry III’s Great Chamber at Westminster 
and its Paintings,” in Westminster II. The Art, Architecture, and Archaeology of the Royal Palace, eds. 
Warwick Rodwell and Tim Tatton-Brown (Leeds, UK: Maney Publishing, 2015), 175; Paolo Mora, Laura 
Mora, and Paul Philippot, Conservation of Wall Paintings (Boston, MA: Butterworths, 1984), 107.  
9 Few wall paintings survive in northern Frankish territories, but literature of the period suggests that they were 
abundant. The royal hall at Ingelheim is a critical example of Carolingian wall painting patronage. The 
frescoes are described in a poem by Ermoldus Nigellus (c.820). John M. Jeep, Medieval Germany: An 
Encyclopedia (Abingdon, UK: Taylor & Francis, 2001), 90. 
10 “Pull down the mantelpiece in front of the fireplace in the king’s chamber at Clarendon, and make another 
new one, and paint thereon the wheel of fortune and Jesse, the king’s paintings in the chamber to be covered 
with canvas that they not be damaged…” TNA C62/24, membrane 13, entry 15 (28 December 1247). See 
Chapter 6 for a detailed discussion of the Wheel of Fortune at Clarendon. 
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England were in a state of disrepair.11 As the English king was still a minor, his guardians began 

the restoration of these castles by issuing the allowance of funds and writs under the young 

king’s name. Henry III reached the age of majority in 1227 and at that time he was in command 

of nearly sixty palaces throughout England (Figure 2.1).12 Howard Colvin comments on the 

king’s impetuous nature and desire to curate a residence that reflected his unique vision of his 

kingship:  

…in an age in which the greatest importance was attached to symbolic forms, 
the royal dignity could hardly be sustained without periodical expenditure on 
such outward tokens of kingship as thrones, crowns, seals, banners, and the 
like. What distinguishes Henry III from all his predecessors, and from most of 
his successors, is the personal interest [that] he took in these matters. Of this 
there is little evidence in the chronicles of his time, but no one who has read the 
Chancery rolls of Henry III’s reign can doubt that he was a king with a highly-
developed aesthetic sense […] Once he had determined on a plan of building or 
a scheme of decoration, nothing was allowed to stand in the way of its 
execution.13  
 

Maintaining his palaces and decorating them was of great interest to the king. Even while on 

visits to the Continent, Henry III sent orders to his sheriffs in England to repair fireplaces, create 

new windows, and whitewash chambers. His writs are described as urgent and with a precision 

similar to a draughtsman or architect.14 Indeed, the improvement and maintenance of the king’s 

castles was a constant preoccupation.  

Much research has been conducted on the thirteenth-century castles and palaces owned 

and renovated by the Crown, and the corpus of Henrician art patronage is growing and changing.  

                                                
11 This was primarily due to the ongoing First Barons’ War (1215-1217) and the Crown’s resulting focus on 
the heightened political tensions throughout England and France.  
12 The earliest years of Henry III’s reign (1216-1227) should not be included as evidence of his patronage, as 
the king did not assume all of his monarchical rights until 1227, and, further, he did not act in his full political 
capacity until 1234. Colvin, History of the King’s Works, 93, 110 (as in note 3). 
13 Ibid., 110. 
14 Ibid., 94. 
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Figure'2.1'' Royal'Houses'and'Castles'in'the'Reign'of'Henry'III'of'England'(r:'1216=1272)'
Note:'names'of'castles'are'italicized'
Source:'Howard'Colvin,'et'al.,'History(of(the(King’s(Works'vol.'1'(1963),'112.'
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As will be discussed in the chapters that follow, Henry III’s competitive nature and his desire to 

decorate his palaces lavishly contributed to his financial turmoil and ultimately resulted in 

distrust among his baronage.15 Henry III took such pride in the maintenance of his buildings that 

the details in the Chancery and Exchequer rolls provide an unparalleled account of his artistic 

and architectural patronage.16  

 

The Documentation of Wall Paintings 

Although few examples of Henry III’s wall paintings survive, the documentation for these 

commissions offers vital, if partial, evidence for interpretation. The Liberate and Close rolls do 

not include drawings of Henry III’s chosen iconographies or ground plans, but the documents, 

combined with contextual art-historical evidence and antiquarian evidence (i.e. post-medieval 

recordings of paintings, their inscriptions, etc.), provide sufficient information for speculation 

                                                
15 Colvin estimates that £43,348 was spent on Henry III’s reconstruction of Westminster Abbey. Colvin, 
History of the King’s Works, 155-157 (as in note 3). Ambassadors and foreign dignitaries acknowledged Henry 
III’s sumptuous great hall decoration, for it was said that the court of Frederick II, Holy Roman Emperor and 
King of Sicily (r: 1220-1250), “was, contrary to general assumption, a pale shadow of the opulent Norman 
court, and a less grandiose affair than under his Angevin successors. […] Little was spent, unless danger of 
decay decreed otherwise, on palace and the fine arts.” David Abulafia, Frederick II: A Medieval Emperor 
(New York, NY: Oxford University Press, 1988), 266. That is not to say that Frederick II was not a patron of 
architecture. Louis IX of France was also a great patron of the arts, however much of the documentary 
evidence for his patronage was lost in the French Revolution. For select literature on Louis IX’s artistic 
patronage, see: Alyce Jordan, Visualizing Kingship in the Windows of the Sainte-Chapelle (Turnhout, BE: 
Brepols, 2002); Daniel H. Weiss, Art and Crusade in the Ages of Saint Louis (New York, NY: Cambridge 
Univeristy Press, 1998). There is an important forthcoming book on Louis IX’s wall paintings at the Sainte-
Chapelle; however, it will not be available in print by the time this dissertation is defended. See: Emily Guerry, 
The Wall Paintings of the Sainte-Chapelle: Passion, Devotion, and the Gothic Imagination (Turnhout, BE: 
Brepolis, forthcoming). Additionally, in 1252, Henry III commissioned a painting in the great hall of Dublin 
castle of the king and queen sitting with their baronage: “Depingi eciam faciant ultra idem deisium regem et 
reginam sedentes cum baronagio suo.” Nothing is known of the configuration, but considering the distrust 
brewing at this time, it would be interesting to know more about it. TNA C54/56 membrane 5, entry 38 (13 
August 1252).  
16 The royal records have been carefully analyzed from a variety of perspectives by L. F. Salzman, Colvin, 
Binski, among others. See: L. F. Salzman, Building in England Down to 1540: A Documentary History 
(Oxford, UK: Clarendon Press, 1964); Colvin, History of the King’s Works (as in note 3); Paul Binski, The 
Painted Chamber at Westminster (London, UK: Society of Antiquaries, 1986); Edward Impey, ed., The White 
Tower (New Haven, CT: Yale University Press, 2008). 
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upon location, size, and occasionally even the appearance of his paintings. The bulk of surviving 

evidence pertaining to Henry III’s wall paintings, in addition to aspects of his religiosity and 

expenditure, is housed at The National Archives, Kew. Established under King John in 1199, the 

Chancery kept detailed records during Henry III’s reign, and, as a result, more is known about 

his reign than any other English king before him.17  

 English monarchs were the first, but not the only, European rulers to make great strides in 

recordkeeping in the twelfth and thirteenth centuries. Some financial records also survive today 

from thirteenth-century France, Catalonia, and Flanders, but not to the same extent as the 

Plantagenet registers.18 The compilation of fiscal records in England originates in Anglo-Saxon 

traditional accounting systems predating 1066, and the need for extensive records increased 

throughout Europe as the rulers had to oversee increasingly complex lands and households.19 By 

the end of the thirteenth century, most western European rulers had a records system in place, 

with some beginning a governmental archive; in other words, there was a “European-wide drive 

for the preservation of written records.”20  

                                                
17 The Exchequer rolls (including the Fine rolls) are dated to the 1170s. David Carpenter, “‘In Testimonium 
Factorum Brevium’: The Beginnings of the English Chancery Rolls,” in Records, Administration, and 
Aristocratic Society in the Anglo-Norman Realm, ed. Nicholas Vincent (Woodbridge, UK: The Boydell Press, 
2009), 1-3; Binski, Painted Chamber, 33 (as in note 16). 
18 The French king organized the collection of registers only a few months after the inception of the chancery 
records in England, but as Nicholas Vincent suggests, “What is extraordinary about the Plantagenet chancery 
enrolments is the fact that they are preserved from an earlier date than the registers and cartularies of 
neighbouring powers, and with a comprehensiveness unrivalled anywhere else in medieval Europe.” For a list 
of sources pertaining to the medieval financial records of France, Catalonia, and Flanders, see Nicholas 
Vincent, “Why 1199? Bureaucracy and Enrollment under John and his Contemporaries,” in English 
Government in the Thirteenth Century, ed. Adrian Jobson (Woodbridge, UK: The Boydell Press, 2004), 18-19, 
esp. fn. 8. 
19 David Bates argues that writs were not much in use in Normandy until c.1135. Mark Hagger challenges this 
position in his article “The Earliest Norman Writs Revisited,” suggesting that writ-charters and writs were used 
regularly during the reign of Henry I, notably after 1106. Mark Hagger, “The Earliest Norman Writs 
Revisited,” Historical Research 82 (2009): 181. See also: David Bates, “The Earliest Norman Writs,” English 
Historical Review 100 (1985): 266-284.  
20 Vincent, “Why 1199?,” 19 (as in note 18).!
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The majority of Henry III’s wall painting commissions were recorded in the Liberate 

Rolls, with periodic corresponding entries repeated in the Close Rolls. The Liberate Rolls 

primarily detail the exchange of money between individuals. They most often managed 

expenses, including writs of allocate (orders to royal officials regarding expenses and 

reimbursements), computate (orders for specific calculations to accountants and administrators), 

and computabitur (orders for the reimbursement of money spent on behalf of the king). Writs 

computabitur are particularly important for a study of Henry’s artistic patronage as they pertain 

to funds spent on royal works or household maintenance.21 Letters Close were of a private nature 

and were therefore ‘closed’ with the application of the Great Seal and hand delivered to their 

intended recipient. The contents of the Letters Close were recorded in the Close Rolls. They 

range from decisions on legal matters to household details and were often addressed to 

government officials and foreign rulers.22 

The Calendar of the Liberate Rolls in The National Archives consists of one hundred 

forty-eight rolls, forty-four of which fall under Henry’s personal rule (between the years 1227 

and 1272). However, the Liberate Rolls for years fifteen and sixteen (28 October 1230 to 27 

October 1232) and eighteen, nineteen, and twenty (28 October 1233 to 27 October 1237) are 

missing from The National Archives.23 The chancery rolls are written entirely in “miserable 

                                                
21 The note contrabreve after the address indicates that the clerks made a copy of the writ to send to the 
exchequer. The National Archives, “Chancery: Liberate Rolls,” http://discovery.nationalarchives.gov.uk/ 
details/r/C3622 (2017). 
22 The National Archives, “ Chancery and Supreme Court of Judicature: Close Rolls,” http://discovery.national 
archives.gov.uk/details/r/C3614 (2017). 
23 Each roll follows the regnal year, beginning on 28 October, the date of Henry’s first coronation in 1216, and 
ending on 27 October of the following year. The rolls are written on parchment and consist of a series of 
membranes sewn together at the top and the bottom. The method of sewing membranes together at the top and 
the bottom is known as the Chancery Style, whereas sewing rolls (rotuli) together at the head, similar to a 
notepad, is known as the Exchequer Style. The binding is chosen based on the roll’s purpose. Measurements of 
the rolls fluctuate considerably based on the condition of the parchment. The length of each membrane ranges 
from 20 to 80 cm, whereas the width is relatively systematic, with an average width between 36 and 37 cm. 
Each membrane has a left margin, designated either by a drawn line or a fold in the page. In the margins of the 
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Latin” (to quote Horace Walpole), which was the custom for legal documents in the thirteenth 

century, but with Norman French terms scattered throughout.24 Most of the rolls are written in an 

informal chancery hand, with visible fluctuations between the writing styles of the different 

scribes.25 The text is heavily abbreviated throughout the roll, with examples of divergent 

spellings of common Latin words.26 The entries tend to follow a formulaic scheme, and so clerks 

who wrote and read the rolls developed a minimal, abbreviation system for quick and easy 

comprehension.27 

Of the case studies explored in subsequent chapters, all but two entries are located in the 

Liberate Rolls. The entry commissioning the painting of Solomon and Marcolf (see Chapter 5) is 

in the Close Rolls, whereas the entry of the Wheel of Fortune at Winchester (see Chapter 6) is in 

the Chancellor’s Roll (a copy of the Pipe Roll).28 The inclusion of the Winchester Wheel of 

                                                                                                                                                       
membrane, brief summaries are often included noting important place names or keywords. The Calendar of the 
Close Rolls at The National Archives ranges from 1204 to 1903. They follow the regnal year of the king in 
question as the Liberate Rolls, and are of a similar size and template. 
24 Horace Walpole, Anecdotes in Painting (New York, NY: Arno Press, 1969), 8. In the fourteenth century 
there is the occasional shift to French in less formal documents. Charles Johnson and Hilary Jenkinson, 
English Court Hand, 1066 to 1500 (Oxford, UK: Clarendon Press, 1915), xviii. 
25 Michael Clanchy argues that writing in ‘court hand’ or ‘chancery hand’ does not signify that the scribe was 
taught in a courtly setting or in the chancery, but rather it is simply another name for ‘cursive.’ The cursive 
script was not invented in the Middle Ages, but used from the ancient Roman period to the Carolingian 
miniscule script. Spanning many centuries and regions, the language used was not always Latin and, as such, 
there were variants for the separation of individual words as were methods of abbreviation. Michael T. 
Clanchy, From Memory to Written Record: England 1066-1307 (Malden, MA: Wiley-Blackwell, 2013), 132. 
Also, the handwriting is punctuated with diagonal flourishes on the letters a, d, v, and w; floriated heads on the 
letters b and l; and thick horizontal lines and additional characters above abbreviations. The handwriting is 
punctuated with diagonal flourishes on the letters a, d, v, and w; floriated heads on the letters b and l; and thick 
horizontal lines and additional characters above abbreviations. 
26 Richard Cassidy writes that the clerks as “seem not to have been too concerned with consistency, or adherence 
to the rules of Classical Latin.” Richard Cassidy, “The 1259 Pipe Roll,” unpublished Ph.D. dissertation (King’s 
College, London, 2012), 25. 
27 Both the Liberate and Close Rolls were transcribed and published, with the Liberate Rolls translated into 
English and the Close Rolls remaining in their original Latin. See: Great Britain Public Record Office, 
Calendar of the Closer Rolls of the Reign of Henry III (London, UK: H. M. Stationary Office, 1938); Great 
Britain Public Record Office, Calendar of the Liberate Rolls, Preserved in the Public Record Office, eds. 
William Henry Stevenson and Cyril Thomas Flower (London, UK: H. M. Stationary Office, 1963). 
28 Solomon and Marcolf: “And he painted in that same room the history of Saint Edward; and he had the lower 
room wainscoted, in which the history of Saint Eustace was painted, and in the window of the gable was 
painted with the history of Solomon and Marcolf (…et depingatur in eadem capella historia Sancti Eduuardi; et 
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Fortune commission in the Pipe Roll is a conundrum. Entries often were repeated in different 

rolls, but the king’s commissions for his wall paintings are not often copied in the Pipe Rolls.29 It 

is likely that the entry would be found in the writs Liberate, if the roll for that year had survived. 

For the Liberate Rolls, an English translation was published by H. M. Stationary Office and has 

been a guide for the transcription and translation of the documents used in this study. The Close 

Rolls have been also been published, but in the original Latin.30 These publications are 

invaluable to those wishing to consult thirteenth-century chancery rolls, but it is necessary to 

return to the original documents. As will be evident in the case study chapters, the language or 

terms used cannot easily be defined without contextual evidence. For example, in the case of the 

Wheel of Fortune at Winchester Castle, the position of the king’s seat as versus orientem has 

sometimes been incorrectly interpreted as meaning at the east end of the hall, when it must be 

read as “looking east,” instead.31 It is a danger for (art) historians that such slight variations in 

translations of the chancery rolls from their original Latin can drastically skew the interpretation 

of the evidence. Without the chancery records, our knowledge Henry III’s extensive patronage 

would be severely limited to descriptions and copies surviving from antiquarian interventions.32  

                                                                                                                                                       
bassam cameram lambruscari faciat in qua depingatur historia Sancti Eustachii, et in fenestra gabuli historia 
Salomonis et Marculphi).” TNA C54/66, membrane 22, entry 3 (9 December 1252). Winchester Wheel of 
Fortune: “And in the gable of that same hall facing east, paint a Wheel of Fortune (Et in Rota fortunae 
depingendum in gabulo eadem aula versus orientem).” TNA E352/29, rot. 15, entry 4 (1236). For images, 
transcriptions, and translations of the rolls in question, see Appendix B. 
29 Similar to the Liberate Rolls, the Pipe Rolls recount financial records of the Crown. They did not record all 
financial exchanges, so the Pipe Rolls must be read in tandem with the Liberate, Fine, and Patent Rolls for a 
complete overview of the king’s expenditure. The Exchequer, as opposed to the Chancery, maintains the Pipe 
Rolls.   
30 See: Calendar of the Liberate Rolls (as in note 27); Calendar of the Close Rolls (as in note 27). 
31 Martin Biddle, King Arthur’s Round Table: An Archaeological Investigation (Rochester, NY: Boydell and 
Brewer Press, 2000), 74. 
32 David Carpenter, Sally Dixon-Smith, Nicholas Vincent, and C. M. Woolgar are a few scholars who studied 
and used the household accounts of Henry III in order to shed light on royal hospitality in thirteenth-century 
England, as well as examine the court structures therein. See: David Carpenter, “The Household Rolls of King 
Henry III of England (1216-72),” Historical Research 80 (February 2007): 22-46; David Carpenter, “The 
Meetings of King Henry III and King Louis IX,” in Thirteenth-Century England X: Proceedings of the 
Durham Conference 2003, ed. M. Prestwich, R. Britnell, and R. Frame (Woodbridge, UK: The Boydell Press, 
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Antiquarian Interventions  

Our knowledge of medieval art and architecture is often informed by antiquarian interventions. 

Eighteenth-century antiquarians were responsible for a revolution in taste, a surge in research 

and (re)appreciation of historical artifacts, and were often responsible for recording wall painting 

discovered beneath whitewash or plaster prior to Victorian repainting.33  

Many British royal palaces were documented either in print or illustration between the 

sixteenth and nineteenth centuries, including John Leland’s sixteenth-century survey of English 

historic landscapes and buildings.34 In what should have resulted in a plethora of information for 

modern historians interested in Henrician architecture, Leland’s survey of Wiltshire, for 

example, only cursorily mentions Clarendon Palace, with three sentences noting the location and 

size of the park and manor house.35 A similar narrative is found in Leland’s description of 

Ludgershall. He writes:  

There used to be a castle at Ludgershall in Wiltshire, close to the road from 
Marlborough (ten miles away) to Andover (four miles away). It stood in a park, 
and has now been completely demolished, although an attractive lodge has 
recently been constructed out of its ruins, and belongs to the king.36 
  

Winchester Castle, too, is barely mentioned in Leland’s travels—here, just as in his Ludgershall 

description, his greatest concern is mapping out the city and taking note of the nearby river, 

                                                                                                                                                       
2005), 1-30; Sally Dixon-Smith, “Feeding the Poor to Commemorate the Dead: the Pro Anima Almsgiving of 
Henry III of England, 1227-1272” (unpublished Ph.D. dissertation, University of London, 2003); C. M. 
Woolgar, The Great Household in Late Medieval England (New Haven, CT: Yale University Press, 1999). 
33 See: Rosemary Sweet, Antiquaries: The Discovery of the Past in Eighteenth-Century Britain (New York, 
NY: A&C Black, 2004).!
34 Following the First Suppression Act in 1536 (the beginning of the dissolution of the monasteries), Leland 
was also sent by the king to inventory monastic libraries. A large number of the books Leland included in his 
survey were relocated to the royal libraries in the king’s palaces at Westminster, Hampton Court, and 
Greenwich. Arnaldo Momigliano, “Ancient History and the Antiquarian,” Journal of the Warburg and 
Courtauld Institutes 13 (1950), 290, fn.1. 
35 John Chandler, ed., John Leland’s Itinerary: Travels in Tudor England (Dover, NH: Alan Sutton Publishing, 
1993), 498-499. 
36 Chandler, John Leland’s Itinerary, 504 (as in note 35). 
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Alre.37 This stands to reason that the palaces at Clarendon, Ludgershall, and Winchester, in all 

their thirteenth-century splendour, would have been found by Leland in such a state of disrepair 

that he did not believe they warranted comprehensive commentaries.38 To add to his apparent 

literary shortcomings, although Leland was born and raised in London, he failed to include a 

detailed account of London and Middlesex Counties. Fortunately, John Stow’s (1524-1605) 

“Citie of Westminster [sic]” is the historical survey that historians desire, albeit lacking 

archaeological reports.39  

The majority of Henrician antiquarian sources appear to orbit the Painted Chamber at 

Westminster—a chamber lightly touched upon in this study, but arguably the most important and 

well-researched of Henry III’s art patronage.40 Horace Walpole (1717-1797) suggests that the 

Painted Chamber murals were either inspired or painted by Italian hands, to which Charles 

Stothard (1786-1821) was in agreement.41 John Gage Rokewood (1786-1842) is credited as the 

                                                
37 It appears that Leland did not venture to Guildford, as his sole mention of the city is found in a description 
of the London Road from Winchester. Ibid., 199-202, 210. 
38 I question Leland’s lack of description regarding Winchester Castle. The castle was not in as poor condition 
as Ludgershall or Clarendon by the sixteenth century, and should have been described at length. !
39 John Stow’s Survey of London was first published in 1598, and then a second edition was printed in 1603. 
Editors continued to contribute to the volume until it grew into a large compilation in the late seventeenth 
century. John Stow, “The Citie of Westminster,” in A Survey of London (1603), ed. C. L. Kingsford (Oxford, 
UK: Clarendon Press, 1908), 97-124. http://www.british-history.ac.uk/no-series/survey-of-london-
stow/1603/pp97-124. The notable exceptions are the great hall at Winchester Castle and the lesser hall at 
Westminster, which still survive in an impeccable condition albeit without their thirteenth-century ornament. 
Apart from the sites at Westminster Palace, the literature would suggest that the locations and wall paintings 
explored in Chapters 4, 5, and 6 did not survive to a time when antiquarian interest was at its peak. 
40 For a complete discussion of the surviving evidence for Henry III’s decoration of the Painted Chamber, see 
Binski, Painted Chamber, 24-31 (as in note 16). 
41 In his roles as antiquarian and art historian, Walpole defended the medieval tradition in architecture to 
eighteenth-century classicists, and his Anecdotes of Painting in England (1762) provides a historiography of 
artists in England that earned him the moniker “England’s Vasari.” Many of the antiquarians of Stothard’s 
time were under the Walpolian influence that the Painted Chamber was a work of Italian art. Binski, Painted 
Chamber, 29-30 (as in note 16). Stothard compares the Painted Chamber murals to English churches, the tomb 
of Edmund Crouchback, and clothing, and suggests, “If it were possible to prove these to be English works, the 
Italians of the same period could not boast of being our superiors in art.” Charles Stothard, Memoirs, including 
Original Journals, Letters, Papers, and Antiquarian Tracts, of the late Charles Alfred Stothard, F.S.A., author 
of The Monumental Effigies of Great Britain (London, UK: Longman, 1823), 319-321. See also: Matthew M. 
Reeve, “Gothic Architecture, Sexuality, and License at Horace Walpole’s Strawberry Hill,” Art Bulletin 95 
(2013): 416. 
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first to compare the Painted Chamber murals to the Westminster Retable (c.1270s), which 

contributed to a dismissal of the arguments that the Westminster Retable was not an English 

work.42 John Carter (1748-1817), the antiquarian draughtsman for the Society of Antiquaries, 

began drawing the antiquities at Westminster in 1790. By 1793, Carter set out to document the 

Painted Chamber. However, the murals of the Painted Chamber known today were not 

uncovered until 1818, when they were famously drawn by William Capon, Edward Crocker, and 

Stothard.43 The Painted Chamber was the victim of a devastating fire in October 1834; the 

nineteenth-century antiquarian illustrations of the Painted Chamber are all that remain of the 

once-famed murals.  

  

Conclusion 

The following chapters build upon this discussion of architectural evidence, documentation, and 

antiquarian interventions, as they lay the groundwork for a contemporary interpretation of Henry 

III’s wall painting patronage.44 However, even with such substantial evidence, uncertainties 

remain. Apart from the antiquarian copies, such as those of the Painted Chamber, there is no way 

to know the design or technical achievements of some of Henry III’s most beloved iconography, 

nor could we know the extent to which the wall paintings were retouched or revised. These 

unknown details notwithstanding, the surviving evidence of Henry III’s residential wall paintings 

sheds light on his unique view of a sacred, yet playful, kingship. 

                                                
42 Eugène Viollet-le-Duc (1814-1879) believed that the Westminster Retable should be attributed to French 
hands in terms of style and decoration. W. R. Lethaby at first believed the Westminster Retable to be of 
English work, but later concurred with Viollet-le-Duc’s assertion that it was created in a Parisian atelier, 
following Viollet-le-Duc’s analysis of the Gothic microarchitecture. Binski, Painted Chamber, 3-5, 29-31, fns. 
193, 197 (as in note 16).!
43 Ibid. 
44 See Appendix B for a broad chronology of Henry III’s wall painting patronage.!
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Chapter 3. Henry III’s Wall Painting Patronage as an Art of Courtesy  
 
 
 
This chapter builds upon the evidence for Henry III’s wall painting patronage by offering 

potential theoretical approaches to the king’s commissions and interpretations of how his chosen 

iconographies could have functioned within his residential spaces. As will be discussed, it is 

clear through his use and desired placement of wall painting that Henry III understood how to 

use art and architecture to impose his social and religious agendas. One aspect of this was the 

instruction of courtiers and members of his household on proper comportment, in addition to 

establishing a social hierarchy and solidifying power.  

 In this chapter, I first consider how the king’s wall painting may be read in concert with 

great hall furniture and existing decorative schemes. Next, I look at Henry III’s spirituality and 

the importance of royal spectacle in the production of wall painting. Finally, I delve into a 

discussion of art and architecture of courtesy, applying C. Stephen Jaeger’s interpretation of 

Norbert Elias’s “Civilizing Process,” Michel Foucault’s analysis of Jeremy Bentham’s 

Panopticon as it relates to discipline through display, and the power of art to persuade through 

Joseph Nye’s “Soft Power” to a reading of Henry III’s commissions. The concepts developed by 

Jaeger, Foucault, and Nye offer useful methodologies to understand how halls were used as 

agents of civilizing and, subsequently, how the iconographies could be interpreted within the hall 

environment to perpetuate specific ideologies of self-promotion and behaviour modification. 

These larger themes should be kept in mind in the case study chapters, as some of the evidential 

analyses can be linked directly to these theories. However, there is no way to know fully the 

intentions of a medieval artist or patron. My interpretations of the theories presented in this 

chapter and their applications to Henrician wall painting present potential understandings, as the 
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only things that can be elucidated through this approach are how the wall paintings may have 

functioned or possible interpretations based on the evidence available.  

 

Artistic Integration: Visual and Material Culture in the King’s Halls 

The king’s halls were lavish spaces, with wall painting being only one part of what would now 

be called its “interior design.” Over the past sixty years, art historians have emphasized the 

importance of material culture (in conjunction with visual culture), believing it to be as integral 

to the imagined (and digital) recreation of medieval halls as documentary evidence. Thinking 

about how the architectural fabric of the room worked with painted programs, furniture, and tile 

decoration can give a more complete idea of how art functioned within the space of the royal 

hall.1  

Henry III’s seat, or throne, is arguably the most important piece of furniture in the king’s 

halls. During his reign, Henry III rebuilt and commissioned decorative enhancements for his 

seats, which included painting the heads of kings and queens on the Winchester great hall throne 

(1246).2 His most elaborate seat was the Purbeck marble throne commissioned for the dais in the 

                                                
1 The idea of medieval buildings or chambers as an “all-encompassing work of art” (gesamtkunstwerk) is most 
frequently applied to great cathedrals, although I would like to explore some of the same principles here in a 
secular context. Paul Crossley has negated this idea as a simplistic way to frame art and architecture of the 
Middle Ages in favour of political, economic, and sociological contexts in his 2009 essay “The Integrated 
Cathedral: Thoughts on ‘Holism’ and Gothic Architecture.” Paul Crossley, “Medieval Architecture and 
Meaning: The Limits of Iconography,” The Burlington Magazine 130 (1988): 116-121. See also: Madeline 
Caviness, “Artistic Integration in Gothic Buildings: A Post-Modern Construct?” in Artistic Integration in 
Gothic Buildings, eds. V. C. Raguin, K. Brush, and P. Draper (Toronto, ON: University of Toronto Press, 
2000), 249-261; Günter Bandmann, Early Medieval Architecture as Bearer of Meaning, trans. Kendall Wallis 
(New York, NY: Columbia University Press, 2005); Paul Crossley, “The Integrated Cathedral: Thoughts on 
‘Holism’ and Gothic Architecture,” in The Four Modes of Seeing: Approaches to Medieval Imagery in Honour 
of Madeline Harrison Caviness, eds. Evelyn Staudinger Lane, Elizabeth Carson Paston, and Ellen M. Shortell 
(Farnham, UK: Ashgate, 2009), 157-173. 
2 “…to make and gild heads above the dais in the great hall [at Winchester]…” TNA C62/22, membrane 17, 
entry 35 (3 March 1246). 



 

 36 

great hall at Westminster (1245), modeled after the throne in King Solomon’s palace in 

Jerusalem: 

King Solomon also made a great throne of ivory and covered it excessively 
with tawny gold. It had six steps and the top of the throne was round on the 
back side. And there were two hands holding the seat on both sides, and two 
lions standing next to each hand; and twelve little lions standing on the six 
steps on both sides of it. Such a work has not been made in all the kingdoms.3 
 

The emulation of Solomon (or Solomonic kingship) was an important component in the 

medieval royal identity and contributed to the glorification of secular authority in the thirteenth 

century.4 Not only did Henry III attempt to emulate Solomon through his emphasis on the dais 

and his marble throne at Westminster, but also the chair pictured in the Great Seal of 1259 was 

fashioned to resemble the Throne of Solomon (Figure 3.1).5 Lions flank the seated figure, who 

holds an orb and dove-topped rod in each hand, replacing the sword in the original seal of 1218.6 

Henry III’s Purbeck marble throne also had imperial precedents: six steps led to Charlemagne’s 

throne in the Palatine Chapel at Aachen and Byzantine emperors had their own version of a 

Throne of Solomon guarded by gilded lions.7 Christopher Wilson describes the material and 

                                                
3 1 Kings 10: 18-20, NIV. 
4 For a discussion of the medieval Solomon, see Chapter 5. 
5 The iconography of the 1259 great seal is symbolic of a king who is just, but also merciful. Bronze lions 
flanked the seat and are described in the Close Roll entry as leopards (leopardus), TNA C54/58, membrane 14, 
entry 7. Paul Binski, Westminster Abbey and the Plantagenets: Kingship and the Representation of Power 
1200-1400 (New Haven, CT: Yale University Press, 1995), 84; Warwick Rodwell, “Seals,” in The Coronation 
Chair and Stone of Scone: History, Archaeology, and Conservation (Oxford, UK: Oxbow Books, 2013), PDF 
e-book. 
6 David Carpenter suggests that there is little documentary evidence to support the dating of the pre-1259 seal 
and it did not include an elaborate Solomonic throne. Additionally, the sceptre held by the king in the 1259 
great seal is a direct reference to Edward the Confessor, as Henry III’s seal diverts from the tradition of his 
father, uncle, and grandfather, whose seals depict the traditional sword and sceptre. Warwick Rodwell suggests 
that this 1259 great seal is the first English seal to depict a king enthroned. However, Edward the Confessor’s 
seal, too, illustrates a king enthroned, holding a sword and dove-topped rod on one side. David Carpenter, The 
Reign of Henry III (New York, NY: The Hambledon Press, 1996), 440-441, esp. fn. 83; Rodwell, “Seals,” n.p. 
(as in note 5). See also: Christopher Wilson, “Rulers, Artificers, and Shoppers: Richard II’s Remodelling of 
Westminster Hall, 1393-99,” The Regal Image of Richard II and the Wilton Diptych, eds. William Gordan, 
Lisa Monnas, and Caroline Elam (London, UK: Harvey Miller Publishers, 1997), 33-59. 
7 Mark Collins, Phillip Emery, Christopher Phillpotts, Mark Samuel, and Christopher Thomas, “The King’s 
High Table at the Palace of Westminster,” The Antiquaries Journal 92 (2012): 209. 
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design of Henry III’s throne as having “strong imperial connotations,” and that “its fixed nature 

made it a symbol of the ruler’s continual presence.”8  

 

  

 

The great table at Westminster Hall, measuring 19ft by 3ft (3.5m x 0.9m), was also seen 

as an emblem of the permanence of royal power.9 The Purbeck marble table was the focal point 

of the great hall at Westminster on the dais at the south end, and it was used in coronations, 

banquets, and in English law-making. Archaeological work began in 2006 to review the evidence 

for its construction, use, and eventual destruction, as well as to recreate the table (Figure 3.2).10 

Martin Biddle describes the ‘standard’ rectangular royal table of the Middle Ages as being 

supported on trestles with a separate top. Most medieval tables were moveable, which allowed  

                                                
8 This is similar to how portraits of rulers acted as stand-ins for the king when he was not present. Wilson, 
“Richard II’s Remodeling of Westminster Hall,” 36 (as in note 6). 
9 Martin Biddle, King Arthur’s Round Table: An Archaeological Investigation (Rochester, NY: Boydell and 
Brewer Press, 2000), 41-42. John Carter records the measurements for the great hall at Westminster Palace as 
236 feet from north to south, 66 feet east to west, and 87 feet in height. John Carter, Sacred and Mediæval 
Architecture (London, UK: Elliot Stock, 1890), 67.!
10 Collins, et al, “The King’s High Table at the Palace of Westminster,” 198 (as in note 7).!

Figure'3.1' Great'Seal'of'Henry'III'(1259)''
Designed'by'Walter'of'Durham'
Source:'Charles'Knight,'Old$England:$A$Pictorial$Museum'
(1845),'204'
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the hall or chamber to be used for different purposes. However, some tables, like the marble 

table at Westminster and the high table in the Palais de la Cite in Paris, for example, were fixed 

in place.11 Their fixed nature bespeaks their importance.12 In the documentary evidence, the  

language used to describe the high table at Westminster was as tabula or mensa. Tabula refers to 

a plank or board acting as the top or surface of the table, as opposed to the table as a whole.13 

Conversely, mensa can also mean “altar,” which, as will be discussed later in this chapter, could 

                                                
11 On the high table at the king’s palace in Paris, Jean de Jandun writes in his second chapter of De Laudibus 
Parisiis (1323), “In that most illustrious seat of the French monarchy, excellent sign of a royal magnificence, a 
most glorious palace is built. […] the marble table, sparkling by means of its uniformly polished surface, 
placed under the light of the western windows so that the guests look to the east, is assuredly of such 
magnitude, that if I presented its measure without offering proof, I fear no one would believe me. Erik Inglis, 
“Gothic Architecture and a Scholastic: Jean de Jandun’s ‘Tractatus de laudibus Parisius’ (1323),” Gesta 42 
(2003): 68. The marble table was destroyed in a fire in 1618. Biddle, King Arthur’s Round Table, 39-42 (as in 
note 9). 
12 Biddle, in his comparison of these tables to other important medieval European high tables, argues, “in the 
Middle Ages important public halls, where royal entertainments were held, and government and justice were 
transacted, may have regularly contained rectangular high tables of abnormal size, permanence, and 
elaboration.” Biddle, King Arthur’s Round Table, 42 (as in note 9). For more information about feasting and 
the great hall, see Chapter 4. 
13!However, in an architectural context, tabula also refers to an entablature or cornice. Collins, et al, “The 
King’s High Table at the Palace of Westminster,” 200 (as in note 7).!

Figure'3.2' Conjectural'Reconstruction'of'the'King’s'Purbeck'Marble'Table'
Drawn'by'Juan'José'Fuldain'González'
Source:'Collins,'Emery,'Phillipots,'Samuel,'Thomas,'“The'King’s'High'Table''
at'the'Palace'of'Westminster,”'(2012),'212'
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be a reference to the sacrality of the great hall space.14 Located on a raised dais, the king’s seat 

and table act as permanent fixtures of (sacred) authority. 

 Similar to great churches of the period, the floors of halls and chambers were often 

decorated with earthenware tiles. In an example from Clarendon Palace, surviving tile fragments 

from the king’s chapel (c.1240-1244) are on permanent display at the British Museum  

(Figure 3.3). Set in circular bands of alternating green and brown-red with abstract designs, this 

pavement has been compared to another circular pavement from Cunault, Anjou, a copy of 

which now resides in Chichester Cathedral. Elizabeth Eames suggests that the copying of 

international tile patterns in England implies stronger links between the countries and acts as 

evidence of the aspiration of medieval kings.15  

 

 

 

 

 

 

 

 

 

 

 

                                                
14 Collins, et al, “The King’s High Table at the Palace of Westminster,” 200 (as in note 7).!
15 Elizabeth S. Eames, “A Thirteenth-Century Tiled Pavement from the King’s Chapel, Clarendon Palace,” 
Journal of the British Archaeological Association 25 (1963): 40-50; T. B. James and C. Gerrard, Clarendon: 
Landscape of Kings (Bollington, UK: Windgather Press, 2007), 200, fn. 37. 

Figure'3.3' The'King’s'Pavement,'
Clarendon'Palace'
c.1240[1244'
Source:'British'Museum'
'
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 Henry III was diverse in his decorative patronage, but it is curious that the chancery 

documentation rarely mentions the commission and use of tapestries or wall hangings in his 

residences.16 Embroidered wall hangings were popular in the Middle Ages, with the Bayeux 

Tapestry being one of the most widely studied surviving from the period.17 On the continent, 

royal households frequently commissioned tapestries or wall hangings.18 For example, the 

chamber of Adela of Blois (1067-1137), daughter of William the Conqueror and Countess of 

Blois, Chartres, and Meaux, was covered in tapestries of Biblical and historical scenes. Baudri, 

abbot of Saint Pierre de Bourgueil and archbishop of Dol (1046-1130) wrote an epic poem 

dedicated to Adela. He devoted 230 of the 1,367 lines to a grand (and imaginative) description of 

her decorated chamber, including the embroideries on her walls (one of which may have closely 

resembled the Bayeux Tapestry), a celestial-painted ceiling, and a mappa mundi painted on the 

floor.19 According to the monk and historian John Flete (1398-1420), one of the earliest recorded 

uses of tapestries in England is Abbot Richard de Berkyng’s gift of two textile hangings to 

Westminster Abbey for the choir stalls (c.1246).20 If Henry III encouraged myriad artistic 

                                                
16 I have not encountered any mention of tapestries commissioned by Henry III in the Liberate or Close Rolls, 
but that does not mean they do not exist.  
17 The Bayeux Tapestries is the subject of a large number of academic and popular sources. Select literature 
includes C. R. Dodwell, “The Bayeux Tapestry and the French Secular Epic,” The Burlington Magazine 108, 
764 (1966): 549-560; Gerald A. Bond, The Loving Subject: Desire, Eloquence, and Power in Romanesque 
France (Philadelphia, PA: University of Pennsylvania Press, 1995), 18-41; Suzanne Lewis, The Rhetoric of 
Power in the Bayeux Tapestry (New York, NY: Cambridge University Press, 1999). 
18 The oldest surviving French tapestry is the Apocalypse Tapestry (1377-1382), now housed in the Château 
d’Angers. George Henderson, “The Manuscript Model of the Angers ‘Apocalypse’ Tapestries,” The 
Burlington Magazine 127 (1985): 208-219. 
19 Lucien Musset, The Bayeux Tapestry (Woodbridge, UK: The Boydell Press, 2005), 23; Benjamin Z. Kedar, 
“Reflections on Maps, Crusading, and Logistics,” in Logistics of Warfare in the Age of the Crusades, ed. John 
H. Pryor (Burlington, VT: Ashgate, Publishing Company, 2006), 177. For more information on Adela of Blois 
and her use of the mappa mundi in her chamber, see Chapter 6. 
20 John Flete does not say that these textiles were tapestries, but they may have been cloth of arras, which 
refers to textiles woven with metallic thread. Nevertheless, this bequeathal is an early example of the use of 
tapestries in English cathedrals. Laura Weigert, Weaving Sacred Stories: French Choir Tapestries and the 
Performance of Clerical Identity (Ithaca, NY: Cornell University Press, 2004), 191, fn. 45. See: Paul Binski, 
“III. Abbot Berkyng’s Tapestries and Matthew Paris’s Life of Saint Edward the Confessor,” Archaeologia 109 
(1991): 85-100. In the early modern period, tapestry was a highly regarded art form due to its both decorative 
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projects, why did he not commission tapestries for his chambers? Perhaps the absence of wall 

hangings speaks to the importance of wall painting, especially as embroidered hangings and 

tapestries would have been a practical, portable alternative to wall paintings for his chambers. 

Indeed, choosing wall painting over tapestries may affirm Henry III’s desire for permanent, 

controlled decorative schemes in each of his homes.21  

 

Performing Spirituality 

Henry III’s intense spirituality, piety, and humility informed his kingship and his patronage. He 

channeled much of his faith into the veneration of his patron saint and royal ancestor, Edward the 

Confessor (1003-1066), and this veneration was manifest in wall paintings, gold and metalwork, 

ars sacra, and, the extensive (re)construction of Westminster Abbey.22 Indeed, Wilson suggests 

that Henry III’s remodeling of the Painted Chamber at Westminster Palace was an elaborate act 

of devotion to his patron saint. He corroborates that the earliest dates for the remodeling of the 

chamber (c.1232-1236) coincide with David Carpenter’s proposal that, sometime between the 

years 1233-1238, Henry III adopted the Confessor as his “special patron and exemplar” and 

campaigned for the importance of his cult.23  

                                                                                                                                                       
and functional qualities; they were especially popular in Tudor England. Upon his death in 1547, Henry VIII 
was in possession of 2,770 tapestries. For information on Tudor tapestries, see: Thomas P. Campbell, Henry 
VIII and the Art of Majesty: Tapestries at the Tudor Court (New Haven, CT: Yale University Press, 2007). 
21 Henry III commissioned opus anglicanum for sacred spaces and embroidered wall hangings for Eleanor of 
Castile’s apartments. I would like to thank Laura J. Whatley and Joan Schwartz for their suggestions on Henry 
III’s decision to forego wall hangings in favour of wall paintings in his chambers. 
22 The life of Saint Edward the Confessor was the third most frequently depicted subject in Henry III’s wall 
painting patronage, closely following images of the Virgin and Child and the Crucifixion. Sharon Cather, 
David Park, and Robyn Pender, “Henry III’s Wall Paintings at Chester Castle,” in Medieval Archaeology, Art, 
and Architecture at Chester, ed. Alan Thacker (Leeds, UK: Maney Publishing, 2000), 181. See also: Binski, 
Westminster Abbey and the Plantagenets, 52-89 (as in note 5); David Carpenter, “King Henry III and Saint 
Edward the Confessor: The Origins of the Cult,” English Historical Review CXXII: 498 (2007): 865-891. 
23 Christopher Wilson, “A Monument to St Edward the Confessor: Henry III’s Great Chamber at Westminster 
and Its Paintings,” in Westminster II. The Art, Architecture, and Archaeology of the Royal Palace (Leeds, UK: 
Maney Publishing, 2015), 169; Carpenter, “Origins of the Cult,” 866, 868-883 (as in note 23). 
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 One of the most dramatic examples of Henry III’s piety was his parade of the Holy Blood 

relic through London (October 1247): he traveled from the Church of the Holy Sepulchre to 

Westminster Abbey barefoot, an act that demonstrated his humilitas (Figure 3.4).24 Henry III’s 

taste for “spontaneous emotional displays” led him to perform a series of similarly devotional 

ceremonies to those of Louis IX of France’s exhibition of the relics of the True Cross and the  

 

 

Crown of Thorns in Paris (March 1241).25 Louis IX and Henry III were (and continue to be) both 

known for their piety.26 However, Henry III’s devotions were so extreme that they proved to be 

                                                
24 The Holy Blood relic was a vial containing Christ’s blood from the Holy Land. For more information on the 
Holy Blood relic, see Nicholas Vincent, The Holy Blood: King Henry III and the Westminster Blood Relic 
(New York, NY: Cambridge University Press, 2001). 
25 Vincent, The Holy Blood, 7-19 (as in note 24). 
26 Louis IX attended mass every day, whereas Henry III attended mass three times a day—attending more if he 
could. Anselme Dimier, “Saint-Louis et le roi Henri III d’Angleterre: leurs dévotions particulières,” 
Archéologia: préhistoire et archeology 37 (1970): 38. 

Figure'3.4' Henry'III'of'England'with'the'Holy'Blood'Relic,'c.1250[1259'
' ' Matthew'Paris,'Chronica$Majora'
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problematic during a visit to France in 1259, as his frequent stops at churches and chapels to 

attend mass resulted in the king being late for scheduled meetings with Louis IX.27 Henry III’s 

faith—especially his devotion to Saint Edward the Confessor—is one of the defining 

characteristics of his kingship and is evident in his wall painting patronage.28  

Sally Dixon-Smith’s essay “The Image and Reality of Alms-Giving in the Great Halls of 

Henry III” (1998) examines the king’s alms-giving practices in relation to his commission of the 

parable Dives and Lazarus in the great hall.29 Her research confirms that one of the strongest 

aspects of Henry III’s kingship stems from feeding and giving alms to the poor.30 Although not a 

study of wall painting, Dixon-Smith explores Henry III’s spirituality and his personal vision of a 

humble kingship through his acts of charity. She suggests that the mural of Dives and Lazarus 

                                                
27 Dimier, “Saint-Louis et le roi Henry III d’Angleterre,” 39 (as in note 26). For a detailed study of the 
interactions between Henry III and Louis IX, see Carpenter, “The Meetings of Kings Henry III and Louis IX,” 
in Thirteenth-Century England X: Proceedings of the Durham Conference, ed. Michael Prestwich, R. H. 
Britnell, and Robin Frame (Woodbridge, UK: Boydell Press, 2005), 1-30. The chapter focuses on Henry III’s 
visit to France between 1259-1260, outlining a critical moment in the relationship between the two kings, the 
complexities of etiquette, and how strongly the ideals of kingship were felt at this time, as each king desired to 
prove his status as rex christianissimus. The behaviour of the kings during the visit is exemplary: in every 
aspect, “[Henry III] had measured up perfectly to the standard required of le prud’homme” or the knightly 
ideal (21).  
28 Even his commissioned paintings for Windsor Castle of the Zodiac, which seem secular to contemporary 
audiences, are a comment on his religiosity. The Zodiac is directly related to the calendar year, which is both 
agriculturally and spiritually based. David Park and Robyn Pender, “Henry III’s Wall Paintings of the Zodiac 
in the Lower Ward of Windsor Castle,” in Windsor: Medieval Archaeology, Art, and Architecture of the 
Thames Valley, eds. Laurence Keen and Eileen Scarff (Leeds, UK: Maney Publishing, 2002), 125-131. 
29 Sally Dixon-Smith, “The Image and Reality of Alms-Giving in the Great Halls of Henry III,” Journal of the 
British Archaeological Association 152 (1999): 79-96. For Henry III’s commission of the parable of Dives and 
Lazarus in his great halls at Guildford, Ludgershall, and Northampton castles, see Chapter 4.  
Dixon-Smith also considers the relationship between the parable and Henry III’s devotion to Saint Edward the 
Confessor, an image of whom is also painted in the great hall at Guildford, creating a conscious comparison 
between the two stories evidently centered on charity. For a detailed discussion of Henry III’s relationship with 
Edward the Confessor, charity, and the connection between Edward the Confessor and the parable of Dives 
and Lazarus, see: Chapter 4. Henry III’s almsgiving was the subject of Sally Dixon-Smith’s Ph.D. dissertation. 
Sally Dixon-Smith, “Feeding the Poor to Commemorate the Dead: the Pro Anima Almsgiving of Henry III of 
England, 1227-1272” (unpublished Ph.D. dissertation, University of London, 2003).  
30 It was customary for the king to feed approximately 500 poor daily. These figures are compared to 125 poor 
fed by the pope each day, and 120 poor fed by Louis IX. Sally Dixon-Smith, “The Image and Reality of Alms-
Giving in the Great Halls of Henry III,” 86-87 (as in note 29). 
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acted as a constant reminder of the importance of humilitas and good works in securing 

salvation. 

In thirteenth-century Europe, crusading was a prominent way for kings to demonstrate 

their piety, create alliances, raise money, and fulfill vows. Although most western European 

kings participated in the crusading movement by travelling to the Holy Land or to Africa, Henry 

III did not; he made a crusading vow three times (1216, 1250, 1270), but was unable to fulfill his 

vows physically.31 English involvement in the Crusades differed from the French, German, 

Italian, and Spanish, as England focused almost exclusively on crusades to the Holy Land, 

neglecting the papal calls for aid against Muslims in Spain and Slavic pagans in Northern 

Europe.32  

                                                
31 Henry III made his first vow at the time of his first coronation in October 1216, which was presumably 
suggested by Guala, the papal legate, that he needed to fulfill his father’s crusading vow of 1215. Henry III’s 
second crusading vow was made in March 1250. Innocent IV appealed to European monarchs to crusade in 
1245, but Henry III could not take up the cross at that time because he believed his home to be in danger from 
the French and Scottish kings, and that he did not have the wealth to protect his lands and go on crusade. To 
that end, Matthew Paris acknowledges that some thought Henry III took the cross in 1250 for a greedy 
purpose: he was so sorely lacking money he needed papal funding. Another explanation for Henry III’s second 
taking of the cross is that he wanted to emulate Louis IX of France, whose capture of Damietta was well 
known in England by the end of 1249. Louis IX died in 1270 on the Eighth Crusade in the city of Tunis and 
Pope Boniface VIII (1294-1303) canonized him in 1297. The people of France rallied for his saintliness for 
twenty-seven years. Henry III’s second crusade vow is riddled with unanswered questions. For an overview of 
the potential explanations, see A. J. Forey, “The Crusading Vows of the English King Henry III,” The Durham 
University Journal 34 (1973): 229-247. For literature pertaining to royal crusading efforts of Louis IX and 
Edward I (who accompanied Louis IX on crusade in 1248), see William Chester Jordan, Louis IX and the 
Challenge of the Crusade: A Study in Rulership (Princeton, NJ: Princeton University Press, 1979); M. Cecilia 
Gaposchkin, The Making of Saint Louis: Kingship, Sanctity, and the Crusade in the Later Middle Ages (Ithaca, 
NY: Cornell University Press, 2008); Bernard Hamilton, “Eleanor of Castile and the Crusading Movement,” 
Mediterranean Historical Review (June 2008): 92-103. Henry III’s third crusading vow in 1270 follows a 
decree that Jews in England would be free from taxation if, in three years time, the king or his sons do not go 
on crusade. Edward I and his brother Edmund took the vow in 1268, with Henry III following suit in 1270. 
Henry III, however, did not make it to the Holy Land.  
32 There is evidence to suggest that Alfonso X of Castile attempted to coerce Henry III into joining him on a 
crusade to Africa. Alfonso VIII was married to Eleanor of Aquitaine (Henry III’s grandmother) in 1170 before 
she married Henry II of England and, following their annulment, he was denied her dowry: Gascony. Alfonso 
X tried to convince Henry III to accompany him on crusade in exchange for his family’s lost inheritance. 
Henry III proposed a marriage between his son, Edward I, and Alfonso X’s daughter, Eleanor of Castile, but, 
ultimately, Henry III did not go on crusade with Alfonso X. Olga Cecilia Méndez González, “Lope Fernández, 
Bishop of Morocco: His Diplomatic Role in the Planning of an Anglo-Castilian Crusade into Northern Africa,” 
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As a result of the popularity of the Crusades and what taking the cross meant for 

Christian kings, crusade imagery became a popular iconographic choice for Henry III’s 

residences: he commissioned crusade-themed wall paintings of Antioch in the queen’s chambers 

at Westminster, Clarendon, and the Tower of London.33 Laura Whatley (2013) examines the 

king’s Antioch and Alexander Chambers, suggesting interpretations for the king’s personal 

connection to iconography of the crusade.34 Whatley uses romance literature and devotional 

manuscripts to interpret how the murals represented a romanticized vision of crusading for an 

English, aristocratic viewership.35 She also connects Henry III’s patronage to the crusading 

desires of his queen, Eleanor of Provence (1223-1291), whose influence and legacy have rarely 

been acknowledged in terms of thirteenth-century visual and material culture and require further 

attention. Whatley argues that the crusade-themed paintings commissioned for the queen’s 

chambers speak to Eleanor’s role in reminding the king of his commitment to lead a crusade to 

the Holy Land and encouraged the emulation of past chivalric heroes or leaders, but also acted as 

a vehicle of imaginative travel for a courtly audience.36 Although Henry III’s connection to 

                                                                                                                                                       
in Thirteenth-Century England XIV: Proceedings of the Aberystwyth and Lampeter Conference, eds. Janet 
Burton, Phillipp Schofield, and Björn Weiler (Woodbridge, UK: The Boydell Press, 2013), 108.!
33 See Appendix B for an overview of Henry III’s known wall painting commissions. The Antioch and 
Alexander Chambers were omitted in the case study chapters of this dissertation because of the wealth of 
recent literature (mentioned) on the subject. I also suspect Eleanor of Provence’s role in the commissions 
would steer the focus of the chapter away from Henry III. For a bibliographical review of the literature of 
thirteenth-century English crusading visual culture, see Laura Whatley, “Localizing the Holy Land: The Visual 
Culture of Crusade in England, circa 1140-1307” (Unpublished Ph.D. dissertation, University of Illinois at 
Urbana-Champaign, 2010), 5-13. See also: Elizabeth Lapina, April Jehan Morris, Susanna Throop, and Laura 
Whatley, eds. The Crusades and Visual Culture (Burlington, VA: Ashgate Publishing, Ltd., 2015). 
34 Laura J. Whatley, “Romance, Crusade, and the Orient in King Henry III of England’s Royal Chambers,” 
Viator 44:3 (2013): 175-198. 
35 Christopher Barrett used a similar approach of comparing paintings and romance literature in his essay on 
crusade-inspired imagery in Claverley Church, Shropshire. Christopher Barrett, “Roland and Crusade Imagery 
in an English Royal Chapel: Early Thirteenth-Century Wall Paintings in Claverley Church, Shropshire,” The 
Antiquaries Journal 92 (2012): 129-168. 
36 Imagined travel to the Holy Land through Henry III’s wall paintings is novel, but the idea of imagined travel 
to the Holy Land in manuscripts is not. Matthew Paris’s itinerant maps of the Holy Land were designed for 
monks who could not go on crusade for this purpose. See: Daniel K. Connolly, “Imagined Pilgrimage in the 
Itinerary Maps of Matthew Paris,” The Art Bulletin 81 (1999): 598-622; Michael Gaudio, “Matthew Paris and 
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crusade imagery is not considered here in detail, it is an integral part of thirteenth-century culture 

and can be connected cursorily to each of the following case studies. 

 

The Thirteenth-Century Great Hall and The Civilizing Process 

Functioning as the setting of seigneurial power, the great hall was adorned with paintings, 

tapestries, and sculpture to reflect the king’s authority and to promulgate a distinct class system 

or hierarchy. In the thirteenth century, the great hall was considered “the architectural locus of 

English aristocratic life.”37 It was a communal space where members of the household and 

guests, alike, shared meals, slept, and conducted personal and state business. It was also one of 

the most decorated areas in any medieval European residential complex.38 The hall (and the art 

therein) promoted a complex and multi-faceted image of kingship and functioned as a space for 

moral edification; the fabric and function of the great hall emphasized the established decorum 

explored in manuals of conduct, may have reminded the king, his courtiers, and other members 

of the court how to behave.  

                                                                                                                                                       
the Cartography of the Margins,” Gesta 39 (2000): 50-57; Daniel K. Connolly, Maps of Matthew Paris: 
Medieval Journeys through Space, Time, and Liturgy (Rochester, NY: The Boydell Press, 2009). 
37 Matthew M. Reeve, “Gothic Architecture and the Civilizing Process: The Great Hall in Thirteenth-Century 
England.” In New Approaches to Medieval Architecture, eds. R. Bork, W. Clark, and A. McGehee (Burlington, 
VT: Ashgate, 2011), 93.  
38 For a general overview of great hall architecture, see Michael Thompson, The Medieval Hall: The Basis of 
Secular Domestic Life, 600-1600 AD (Brookfield, VT: Ashgate Publishing Company, 1995). See also: 
Christopher Michael Woolgar, The Great Household in Late Medieval England (New Haven, CT: Yale 
University Press, 1999); John Crook and Roland B. Harris, “Reconstructing the Lesser Hall: An Interim Report 
from the Medieval Palace of Westminster Research Project,” Parliamentary History 21 (2002): 22-61; 
Amanda Richardson, “Gender and Space in English Royal Palaces, c.1160-1547: A Study in Access Analysis 
and Imagery,” Medieval Archaeology 47 (2003): 131-165; John A. A. Goodall, “Patronage, Function, and 
Display: The Secular World,” in The History of British Art, 600-1600, vol. 1, eds. David Bindman and Tim 
Ayers (New Haven, CT: Yale Centre for British Art, Yale University Press, 2008), 115-135. 
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The idea of a civilizing process was originally presented in Norbert Elias’s The Civilizing 

Process: Sociogenetic and Psychogenetic Investigations (1939).39 Elias considers the evolution 

of manners and how methods of self-restraint in pursuit of precise social customs contributed to 

the rise of Early Modern courtly society in Western Europe. His work is more than simply a 

discussion of manners, but is also a commentary on how people thought, felt, understood, and 

maintained their place in their communities.40 Of particular importance is Elias’s emphasis on 

competition as a motivating factor at court: “the courtier most versed in good manners and 

‘courtesy’ would curry favour from the lord, thereby increasing his own place and 

prominence.”41  

C. Stephen Jaeger reimagined Elias’s work within a medieval framework in The Origins 

of Courtliness: Civilizing Trends and the Formation of Courtly Ideals, 939-1210 (1985).42 

Narrowing his scope between the tenth and thirteenth centuries, Jaeger explores the genesis of 

‘chivalry’ and its effect on the formation of the court.43 He posits that ‘courtesy’ grew out of a 

criticism of a society that was vulgar and too self-indulgent. As an attempt at reform, the Church 

                                                
39 Norbert Elias, The Civilizing Process: Sociogenetic and Psychogenetic Investigations, trans. Edmund 
Jephcott (Cambridge, MA: Blackwell, 1994).  
40 Elias continues his application of the Civilizing Process in his 1969 book, which is a detailed study of the 
relationship between the individual and society in the court of Louis XIV of France (r: 1643-1715). He 
explores how decorum and etiquette were used in the French court, and how the king manipulated these 
processes to maintain his power and authority. Norbert Elias, The Court Society (Oxford, UK: Basil Blackwell 
Publisher Limited, 1983). 
41 Reeve, “Gothic Architecture and the Civilizing Process,” 94 (as in note 37). 
42 C. Stephen Jaeger, The Origins of Courtliness: Civilizing Trends and the Formation of Courtly Ideals, 939-
1210 (Philadelphia, PA: University of Pennsylvania Press, 1985). 
43 Discussions of chivalry and its effect on court culture are rampant in medieval scholarship. A few critical 
sources include: Maurice Keen, Chivalry (New Haven, CT: Yale University Press, 1984); Richard W. 
Kaeuper, Chivalry and Violence in Medieval Europe (New York, NY: Oxford University Press, 1999); 
Georges Duby, The Chivalrous Society, trans. Cynthia Postan (London, UK: Edward Arnold Publishers, 1977); 
C. Stephen Jaeger, “Courtliness and Social Change,” in Scholars and Courtiers: Intellectuals and Society in 
the Middle Ages, ed. C. Stephen Jaeger (Burlington, VT: Ashgate, 2002), 287-309; Björn Weiler, “Knighting, 
Homage, and the Meaning of Ritual: The Kings of England and Their Neighbors in the Thirteenth Century,” 
Viator 37 (2006): 275-299. 
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established cathedral schools to provide instruction based on moderation and “good manners.”44 

These ethical ideals presented a new way of life suitable for educated men who served kings and 

bishops, and all those who aspired to those positions. As a result of the fact that clerics were 

responsible for writing most of the conduct manuals used by medieval courtiers, the ecclesiastic 

sphere permeated court art, literature, and modes of behaviour. Recently, art historians have 

applied the Civilizing Process to the history of secular medieval architecture.45 Matthew Reeve 

uses Jaeger’s interpretation of Elias’s Civilizing Process in his study of thirteenth-century great 

halls and medieval notions of courtesy, exploring the relationship between conduct manuals (as 

prescribed by the church) and architectural environments in which the values prescribed were 

performed and refined. 

During Henry III’s reign, great hall architecture evolved to incorporate innovative 

architectural and decorative ornaments of Gothic churches and, as a result, secular halls began to 

take on an overtly sacral character. Henry III’s imitation of sacred spaces in the great hall was 

not novel, but rather an emulation of the Archbishop of Canterbury’s hall as a model of sanctity. 

The mirroring of cathedral architecture in the great hall is best exemplified at Winchester Castle 

(Figure 3.5), one of the only surviving examples of a thirteenth-century royal residential building 

                                                
44 Jaeger discusses the use of cathedral schools extensively in his book, The Envy of Angels. See: C. Stephen 
Jaeger, The Envy of Angels: Cathedral Schools and Social Ideals in Medieval Europe, 950-1200 (Philadelphia, 
PA: University of Pennsylvania Press, 1994).  
45 See: Reeve, “ Gothic Architecture and the Civilizing Process,” 93-107 (as in note 37); Matthew M. Reeve 
and Malcolm Thurlby, “King John’s Gloriette at Corfe Castle,” Journal of the Society of Architectural 
Historians 64/2 (2005): 168-185; Paul Binski, Becket’s Crown: Art and Imagination in Gothic England 1170-
1300 (New Haven, CT: Yale University Press, 2004). For select literature on the Civilizing Process outside of 
Art History, see: Michael T. Clanchy, “England in the Thirteenth Century: Power and Knowledge,” in England 
in the Thirteenth Century: Proceedings of the 1984 Harlaxton Symposium, ed. W. M. Ormrod (Grantham, UK: 
Harlaxton College, 1985), 1-14; Jaeger, The Envy of Angels, (as in note 45); Dennis Smith, “The Civilizing 
Process and The History of Sexuality: Comparing Nobert Elias and Michel Foucault,” Theory and Society 28 
(1999): 79-100; Frédérique Lachaud, “Littérature de Civilité et ‘Processus du Civilisation’ à la fin du XIIe 
siècle: le cas anglais d’apres l’Urbanus magnus,” Actes des congers de la Société des historiens médiévistes de 
l’enseignement supérieur public 32/1 (2001): 227-239; C. Stephen Jaeger, “Origins of Courtliness after 25 
Years,” The Haskins Society Journal 21 (2009): 187-216. 
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in England.46 The new great hall incorporated a three-aisle ground plan, with similar details as 

the newly built Salisbury Cathedral (Figure 3.6), including Purbeck marble columns and double 

lancet windows.47 The atmosphere is inherently sacral—the line between sacred and courtly 

spaces is being blurred intentionally.48 Aula is the term most often used in the Chancery Rolls to 

describe the great hall—a word also translated as palace or court, which charges it with a 

reverential quality.49 In the historiography of medieval court culture, the great hall has been 

granted an air of sacrality as “the object of something approaching piety.”50 

Henry III clearly followed the great reform-minded episcopal figures of his era in his 

patronage. This suggests that he could have recognized how powerful his great hall could be as 

an instrument of civilizing for both himself and his courtiers. In a commentary on festivities held 

on 4 July 1220 at the newly completed great hall in the archbishop’s palace at Canterbury, the 

medieval poet Henry of Avranches described its grandeur as a physical manifestation of Saint 

                                                
46 Henry III began his reconstruction of the great hall at Winchester with Elias of Dereham (d. 1246) as the 
principal architect in 1222, with its completion recorded between 1235-1236. Elias of Dereham is mentioned in 
a number of occasions in the Calendar Liberate Rolls as being one of the master designers and architects 
trusted by Henry III. During the reign of King John (r: 1166-1216), Elias served as the steward for the bishop 
of Bath and Wells, and by 1217 he was in exile in France with Stephen Langdon (1150-1228), his patron until 
1220. From 1222 until his death in 1245, Elias was canon of Salisbury, but frequented Wells, Winchester, and 
Clarendon. T. Hudson Turner, Domestic Architecture in England from the Conquest to the End of the 
Thirteenth Century (London, UK: J. H. Parker, 1851), 175-76; Edward Smirke, “On the Hall and Round Table 
at Winchester,” Proceedings at the Annual Archaeological Institute of Great Britain and Ireland at 
Winchester, ed. Robert Willis (London, UK: Longman, Brown, Green, and Longmans, 1846), 45-67. For more 
information on Elias of Dereham and his involvement with Henry III’s wall painting patronage, see Chapter 6. 
47 For a monograph on the construction of Salisbury Cathedral and the connection between art and the newly 
established liturgical reforms of the early thirteenth century, see Matthew M. Reeve, Thirteenth-Century Wall 
Painting of Salisbury Cathedral: Art, Liturgy, and Reform (Rochester, NY: The Boydell Press, 2008). 
48 Reeve is skeptical about using this approach in the study of wall painting—it is not impossible to apply, but 
difficult. “One aspect of the influence of episcopal halls that we cannot trace with confidence in a royal setting 
is wall painting. The lack of evidence for the decoration of episcopal halls in the period and the wealth of 
evidence for Henrician programmes has tipped the scales in royal favour, but there seems every reason to 
suggest that episcopal halls were also originally adorned with an expansive range of painted images that 
likewise built upon the themes of etiquette and decorum considered above.” Reeve, “Gothic Architecture and 
the Civilizing Process,” 95, 108 (as in note 37). While we can show influence in architecture, there is no 
surviving wall painting in Langtonian halls.  
49 Thompson, The Medieval Hall, 8 (as in note 38). 
50 Ibid., 9. 
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Thomas Becket. In doing so, he closely allied the atmosphere of the great hall with Canterbury 

Cathedral and its hagiographic significance as the burial site of Saint Thomas Becket: the hall is 

not only ‘Saint Thomas’s Hall,’ but also “the hall is Saint Thomas.”51 In a Close Roll entry on 13 

August 1252, Henry III ordered the great hall at Dublin Castle to be built with specifications 

mirroring the hall at Canterbury: “…and regarding purchases make in the king’s Castle [in] 

Dublin a hall one hundred twenty feet in length and eighty [feet] in width, and with windows and 

casements in the mode of the hall [at] Canterbury, as we have seen.”52 By emulating the great 

episcopal hall, and therefore the great episcopal figure (Thomas Becket), Henry III perfects his 

image within the realm of the secular and the sacred. Similar to the performance of the liturgy, 

the architecture and decorative layout speak to those within the space just as the ornamental and 

architectural scheme within a church instructs laypeople how to act. Using this strategy within a 

castle or kingly residence presents a conscious, physical appropriation of social mores and  

manners onto all those who enter the great hall. As a king, Henry III undoubtedly wanted to 

emulate the gravitas of the revered Saint Thomas Becket in his own great halls, but he was also 

using the power of architecture and his carefully selected decorative scheme as a method to 

control the reactions of his subjects, courtiers, and members of his household.  

 

                                                
51 “…hinc constat Sancti Thome quod dicitur aula…” (line 81). Henry of Avranches, “De Translatione Beati 
Thome Martiris,” in J. C. Russell and J. P. Heironimus, The Shorter Latin Poems of Master Henry of 
Avranches relating to England (Cambridge, MA: The Medieval Academy of America, 1935), 73. The 
emphasis is mine. For further analysis of Henry of Avranches’ text in relation to thirteenth-century English 
great halls, see Reeve, “Gothic Architecture and the Civilizing Process,” 101 (as in note 38). 
52 TNA C54/56 membrane 5, entry 38 (13 August 1252). This entry also commissions a painting in the great 
hall of the king and queen sitting with their baronage: “Depingi eciam faciant ultra idem deisium regem et 
reginam sedentes cum baronagio suo.”  
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Great Hall, Winchester Castle, c.1230!
Patron: King Henry III of England (r: 1216-1272)!

Figure'3.5'' Great'Hall,'Winchester'Castle'
' ' ' Source:'Photography'by'Meaghan'Whitehead'

 

Figure'3.6' Nave,'Salisbury'Cathedral'
' ' ' Source:'Photography'by'Meaghan'Whitehead'
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Discipline Through Display 

As a physical manifestation of a courtly hierarchy, the medieval great hall demands that those 

within its walls conform to precise modes of conduct. Contemporary royal accounts provide 

evince for the quasi-liturgical function of great halls. For example, the ceremonial porch in the 

king’s residences acted as the royal point of entry, as Henry III decreed at Westminster to “have 

an entrance which befits such a palace […] so that the king may dismount from his palfrey with 

dignity and make his way beneath it.”53 Inside the great hall, at one end is the dais, where the 

king sits from a position of power where he can clearly watch those in his attendance and those 

in attendance can clearly watch him.54 Although no two great halls were identical during Henry 

III’s reign, a pattern was developing and, by 1300, a conventional ground plan for great halls was 

in effect for most buildings. The template included a dais at one end of the hall, reserved for the 

head of the household or, in this case, the king and his royal family. During feasts or communal 

meals, the length of the hall was lined with wooden tables for various members of the court and 

household at which to sit. Special emphasis was placed on seating attendees according to rank, 

with those of highest social status sitting closest to the king.55   

                                                
53 Great Britain Public Record Office, Calendar of the Close Rolls, 1243-47 (London, UK: H.M. Stationary 
Office, 1938), 273; as cited in Matthew M. Reeve, “Robert Burnell and the Transformation of Bishop Jocelin’s 
Palace,” in Jocelin of Wells: Bishop, Builder, Courtier, edited by Robert Dunning (Woodbridge, Suffolk: 
Boydell, 2010), 175. 
54 Goodall, “Patronage, Function, and Display,” 124 (as in note 38). 
55 For more information about feasting rituals, see Chapter 4.!
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Every function held in the great hall 

is a spectacle to be observed by the king, 

who sees all (or at least appears to see all) 

with an uninterrupted view. This is not 

entirely dissimilar to Jeremy Bentham’s 

Panopticon, a prison design where inmates 

are perpetually monitored (or appear to be 

perpetually monitored) by a guard in a 

central watchtower (Figure 3.7).56 However, 

it is Michel Foucault’s interpretation of 

Bentham’s design that may be applicable to 

this study of the great hall and its 

decoration: Foucault interprets the 

Panopticon as a conceptual power structure that could transform a built space as “an apparatus 

for fashioning ranks and roles of people in society.”57 While I take modern and medieval modes 

of viewing to be profoundly different, here we may borrow from more recent meditations on 

architecture and surveillance to inform a new interpretation of how art and architecture was used 

at the Plantagenet court.  

In comparing Henry III’s great halls to early-nineteenth-century prison architecture, I am 

drawing analogies to the atmosphere created as it relates to the idea of surveillance (by the 

constant evaluation of behaviour) and the roles of art and architecture. As an architecture of 

                                                
56 Jeremy Bentham, “Panopticon; or, The Inspection House,” in The Works of Jeremy Bentham, vol. 4, ed. 
John Bowring (Edinburgh, UK: William Tait, 1843), 37-172.  
57 John Archer, “Social Theory of Space: Architecture and the Production of Self, Culture, and Society,” 
Journal of the Society of Architectural Historians 64: 4 (2005): 430.  

Figure'3.7' Panopticon'Design'by'Jeremy'Bentham'
Drawn'by'Willey'Reveley,'c.1791'
Source:'The$Works$of$Jeremy$Bentham$
(1843),'172'
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power, the imposing character of the great hall is not only in its size, but also in its implied 

surveillance experienced by both the courtiers and the king. Just as eighteenth- and nineteenth-

century prison designers were aware of how architecture was employed “as instruments of public 

instruction,” so, too, did the thirteenth-century elite use art and architecture to influence courtiers 

and members of the royal household.58 In this way, we can approach the medieval great hall as a 

site for self-regulation. Thirteenth-century court culture dictated that courtiers and kings, alike, 

were forced to conform to a set behavioural code that rewarded conformity. The great hall was 

an environment of discipline, as it relates to societal pressure and modes of behaviour.59 

Participation within the monarchical system (at any level below the reigning monarch) involves 

what Foucault calls taking part in “ceremonies of submission.”60 The spectacles of coronations, 

funerary rituals, and feasting can be viewed from a position of compliance. What must be 

remembered, however, is that although the king is placed in a seat of power, he, too, is obliged to 

conform to centuries of tradition and perform his role in these ceremonies of submission.  

The king’s presence (or absence) was an important part of the function and meaning of 

the paintings commissioned and the experience of the space, itself. How was the painting of the 

Wheel of Fortune read differently when the king was not present? Moreover, it is important to 

question if there were any other voices that influenced Henry III’s commissioned wall paintings. 

The surviving records do not suggest any additional patrons or influences, but that does not mean 

that Henry III’s paintings were commissioned in “isolation.” I consider these ideas in the case 

study chapters in my exploration of the ways in which Henry III’s iconography can be 

interpreted with an emphasis on Plantagenet court culture and the courtly hierarchy.  

                                                
58 Tony Bennett, Birth of the Museum: History, Theory, Politics (New York, NY: Routledge, 1995), 94-95. 
59 Philippe Buc, The Dangers of Ritual: Between Early Medieval Texts and Social Scientific Theory (Princeton, 
NJ: Princeton University Press, 2001). 
60 Michel Foucault, Discipline and Punish: The Birth of the Prison (Toronto, ON: Random House, 1995), 29. 
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Soft Power 

Joseph Nye’s “Soft Power” is a model of influence that uses persuasion, attraction, or leading by 

example to shape the preferences of others, or to convince people to behave a certain way, rather 

than using force or coercion.61 Similar to the discussions of the Civilizing Process and imagining 

the great hall as a setting of surveillance and conformity to social codes, applying Soft Power to 

Henry III’s wall painting may be useful in considering how Henry III’s wall painting 

iconography and placement within his great halls could have gently pushed those in his 

attendance to view the king (and his kingship) as pious, humble, and magnanimous.  

 Removing Soft Power from its international politics framework, I consider how it could 

be used to explore art and architecture’s ability to intensify social and religious messages. Henry 

III’s choice of iconography reflects the playful, yet traditional, topoi of medieval kingship. 

However, we cannot know if it was Henry III’s intention to persuade both himself and his 

audience with wall paintings. As will be explored in the case study chapters, Henry III’s chosen 

iconography often reminded those in his halls of the king’s own charitable acts, including the 

display of his motto and his placement of the parable of Dives and Lazarus in the gable of the 

great halls at Guildford, Ludgershall, and Northampton (Chapter 4). Although it could be argued 

that such blatant imagery is not exactly a ‘gentle push,’ the wall paintings had the power to 

persuade, as opposed to coerce.  

 Measuring medieval uses of Soft Power is difficult, especially as it relates to emotion or 

shifts in perception, but it could be an effective method of determining the assertion of royal 

myths. There are no contemporaneous accounts from those who viewed and/or interacted with 

Henry III’s commissioned wall paintings directly, and so how the iconographies were interpreted 

                                                
61 Joseph S. Nye, Jr., Soft Power: The Means to Success in World Politics (New York, NY: Public Affairs, 
2004). 
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in the halls by courtiers remains unknown.62 Andrew Cooper, Jorge Heine, and Ramesh Thakur 

outlines a method of measuring Soft Power in terms of culture; they suggest the mobility of the 

social ladder and the influence of popular culture can be used as identifiers of the scope of 

influence.63 By considering the literary and cultural trends in Plantagenet court culture, we can 

explore the potential influence of Henry III’s wall paintings. 

 Soft Power is more than simply influence and attraction; it is also a means of 

diplomacy.64 Nye gives an example in his introduction of Catholics abiding by the pope’s 

teachings, not because they fear excommunication, but rather “out of respect for his moral 

authority.”65 When we consider how Henry III used episcopal architecture to enhance his 

persona, it is a natural progression to consider how he decorated and furnished his halls to a 

similar diplomatic and political end. This leads to the question, to what extent can we consider 

Henry III’s wall painting patronage propagandistic, without committing to a viewpoint that 

considers the king’s intentions?  

  

Conclusions 

Philippe Buc warns not to place too much emphasis on what modern historians would recognize 

as the negative connotations of medieval rituals, including feasting, funerary rites, and 

coronations. Instead, he argues that we must look at such rituals as “medieval natives” would 

have seen, used, and understood them: as eliciting feelings of unity.66 While I acknowledge the 

                                                
62 Although there are no personal accounts during Henry III’s reign, there is a fourteenth-century account of 
Irish friars viewing the Painted Chamber at Westminster Palace. See: Matthew M. Reeve, “The Painted 
Chamber at Westminster, Edward I, and the Crusade,” Viator 37 (2006): 1. 
63 Andrew F. Cooper, Jorge Heine, and Ramesh Thakur, “Soft Power,” The Oxford Handbook of Modern 
Diplomacy (2003): 552.!
64 Nye, Soft Power, 6 (as in note 60).!
65 Ibid., 2. 
66 See: Buc, The Dangers of Ritual (as in note 59). 
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problematic nature of applying contemporary social theories to medieval rituals, Elias’ and 

Jaeger’s “Civilizing Process,” Foucault’s interpretation of Bentham’s Panopticon, and Nye’s 

“Soft Power” could produce a greater understanding of the social and cultural atmosphere of the 

great hall in thirteenth-century England, especially in terms of the ways in which visual and 

material culture functioned and was appreciated. 

Although rituals and festivities were ingrained in court culture and followed an 

established hierarchy or set of traditions, medieval art did not always conform to these societal 

boundaries. Indeed, manuscript illuminations of religious texts and capital sculpture frequently 

depicted grotesque bodies, clergy engaging in lewd behaviour, and animals becoming the hunters 

of men.67 Comedy and high-minded ideals were not mutually exclusive in the Middle Ages and 

Henry III’s commissioned wall paintings appear to abide by this notion.68   

One of the recurring themes in the case study chapters, as mentioned in Chapter 1, is how 

Henry III’s patronage reflects a new rhetoric of kingship that differs from those who preceded 

and succeeded him. As will be explored in Chapters 4, 5, and 6, Henry III’s iconographic choices 

in residential wall paintings and their placement demonstrate that his kingship was one that was 

centered on humility, anticipated outcomes of acts of charity, and a playful aristocratic role 

reversal. I do not suggest that we can understand the king’s intent by exploring the circumstances 

around his commissions or his choice of iconography, but rather we can rely on what we know 

about the artworks to speculate Henry III and how his new model of humble kingship was 

experienced.  

 

                                                
67 A key example, as will be seen in Chapter 5, is Marcolf’s bum in the oven in the Hours of Marguerite de 
Beaujeu.!!
68 Mikhail Bahktin, Rabelais and his World, trans. Helene Iswolsky (Bloomington, IN: Indiana University 
Press, 1984), 9-11; Ben Taylor, “Bakhtin, carnival and comic theory,” Ph.D. dissertation (Nottingham, UK: 
University of Nottingham, 1995), 20.!
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Chapter 4. The Parable of Dives and Lazarus in the Great Hall 
 
 
 

There was a rich man who was dressed in purple and fine linen and lived in 
luxury every day. At his gate was laid a beggar named Lazarus, covered with 
sores and longing to eat what fell from the rich man’s table. Even the dogs 
came and licked his sores. The time came when the beggar died and the angels 
carried him to Abraham’s side. The rich man also died and was buried. In 
Hades, where he was in torment, he looked up and saw Abraham far away, 
with Lazarus by his side. 

Luke 16:19-23 
 
 
 
On the western gabled wall in the direct slight-line of the king’s seat in the great halls at 

Ludgershall (17 March 1246) and Guildford (3 January 1256), and beside the entrance to the 

queen’s apartments at Northampton (27 January 1252, 8 January 1253), Henry III commissioned 

paintings of the parable of Dives and Lazarus.1 Found in the Gospel of Luke 16:19-31, the 

parable recounts the plight of Lazarus, a leprous beggar, and the neglectful actions of Dives, a 

rich man.2 Dives was sumptuously dressed and feasted every day, while Lazarus lay outside the 

gates hoping to be fed scraps of food from the rich man’s table.3 When the two men die, Lazarus 

is carried by angels to Heaven where he is welcomed into the arms of Abraham, while Dives is 

cast into the fires of Hell. Dives calls out to Abraham and Lazarus, begging for water to cool his 

tongue, but Abraham refuses, saying, “remember that thou in thy lifetime receivedst thy good 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
1 Ludgershall: TNA C62/22, membrane 16, entry 10 (17 March 1246); Guildford: TNA C62/32, membrane 16, 
entry 27 (3 January 1256); Northampton: TNA C62/28, membrane 15, entry 28 (27 January 1252) and TNA 
C62/29, membrane 12, entry 27 (8 January 1253).  
2 In the parable of Dives and Lazarus, the beggar is not Saint Lazarus of Bethany, the brother of Mary and 
Martha, whom Jesus raised from the dead. In the Middle Ages, the two Lazaruses were often confused for one 
another and often conflated.  
3 In early translations of the parable, the rich man was not given a name because on Judgment Day, God will 
not know him. Later medieval translations use the word Dives to identify the rich man as “dives” is the Latin 
term for a generic rich man. Charles F. Altman, “The Medieval Marquee: Church Portal Sculpture as 
Publicity,” The Journal of Popular Culture 14/1 (1980): 43. 
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things, and likewise Lazarus evil things: but now he is comforted and thou art tormented.”4 

Dives is punished for not sharing his good fortune with Lazarus, and Lazarus is rewarded in 

Heaven for his hardship on earth.  

 The location of the parable of Dives and Lazarus on the wall opposite the dais in Henry 

III’s great halls was purposeful. The publicity and function of the space created a unique 

environment for the parable to be read, not only by Henry III, but also members of the court, 

foreign dignitaries, and the poor subjects invited to receive food and alms from the king. What 

does Henry III gain from portraying the parable of Dives and Lazarus in halls known for 

ceremonial gatherings, lavish feasts and almsgiving, and periodic episodes of law making? What 

does he risk by commissioning parables painting the prosperous few in a negative light? As 

Pamela Tudor-Craig suggests, “[Henry III] selected [the parable] for no fewer than three of his 

Great Halls, at Guildford, Ludgershall, and Northampton, where it must have dampened many a 

good feast.”5 Why would a king associate himself with Dives, condemned to be tortured in the 

fires of Hell for his lack of compassion? Or, conversely, if he weren’t associating himself with 

Dives, what would he gain from being likened to a poor, leprous beggar?  

This chapter considers the iconography of Dives and Lazarus in Henry III’s great halls at 

the castles of Ludgershall, Guildford, and Northampton. I begin by outlining the surviving 

evidence for Henry III’s commissions based on archival evidence. Next, I discuss the great hall 

in relation to medieval feasting rituals, as facilitated by reading what is known of the 

iconography within the space of the hall and the courtly hierarchy that was imposed upon all 

those who entered. Then I explore the parable’s iconographic significance in thirteenth-century 

Europe. Finally, I examine the commissions at each of Henry III’s great halls as case studies.  

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
4 Luke 16:25, NIV. 
5 Pamela Tudor-Craig, “The Painted Chamber at Westminster,” The Archaeological Journal 114 (1957): 103. 
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Henry III chose the parable of Dives and Lazarus to be painted in his great halls, despite 

its overtly negative connotations for those in power. Previous scholarship has pointed to Henry 

III’s desire to use the imagery to remind himself to be magnanimous, both in order to ensure his 

salvation, as well as to be seen as being conscious of his duties as king.6 Alternatively, I propose 

that this commission is more than simply a memory aid: Henry III is learning from the parable 

where, in his interpretation, the king performs the role of generous benefactor, thereby securing a 

place for the ‘rich man’ in Heaven at Abraham’s side. However, what cannot be forgotten is the 

uncompromising courtly hierarchy that was inevitably imposed upon all those who entered the 

great hall. Plantagenet court hierarchies complicate Henry III’s actions and, ultimately, his role 

as king, as he intentionally maintained and enforced rigid social customs with the help of art and 

architecture.7 The need to perform prescribed roles at court is evident in the king’s invitation of 

the poor into the great hall for feasts and to give alms; Henry III must always maintain his 

position as king and patron, while being a generous patron. 

!
 

!
!
!
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
6 See Sally Dixon-Smith, “The Image and Reality of Alms-giving in the Great Halls of Henry III,” Journal of 
the British Archaeological Association 152, (1998): 79-96; Tancred Borenius, “The Cycles of Images in the 
Palaces and Castles of Henry III,” Journal of the Warburg and Courtauld Institutes 6 (1943): 40-50.  
7 For a comprehensive discussion of the Civilizing Process and Discipline through Display, see Chapter 3.  
David Crouch (1992, 2001) offers a commentary on Jaeger’s discussion of courtesy and considers it in relation 
to notions of chivalry and self-conscious expressions of nobility. In this respect, chivalry was viewed as a way 
of defining a class that was overtly martial and knightly, including the presentation of titles, heraldry, and the 
preservation of a caste hierarchy. Similar to Crouch, Richard Kaeuper’s Chivalry and Violence in Medieval 
Europe (1999) relies heavily on the romantic idealism of chivalry as a way to distinguish members of the 
aristocracy. Notions of chivalry and conduct manuals are two ways scholars have been able to identify that the 
courts of England and France were most likely hierarchical in nature. David Crouch, The Image of the 
Aristocracy in England, 1000-1300 (London, UK: Routledge, 1992); Richard W. Kaeuper, Chivalry and 
Violence in Medieval Europe (New York, NY: Oxford University Press, 1999); David Crouch, The Birth of 
Nobility: Constructing Aristocracy in England and France, 900-1300 (Harlow, UK: Pearson Longman, 2001); 
and C. Stephen Jaeger, “Origins of Courtliness 25 years later,” The Haskins Society Journal 21(2009):  
210-214. 
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The Evidence 

Henry III’s Dives and Lazarus at Ludgershall Castle was commissioned on 17 March 1246: 

“make posts of marble colour and paint the story of Dives and Lazarus in the gable opposite the 

dais,” (Figure 4.1).8 On 3 January 1256, Henry III ordered the parable at Guildford Castle: “paint 

the story of Dives and Lazarus in the same king’s hall opposite the king’s seat,” (Figure 4.2).9 

Unlike the previous commissions, the Northampton Dives and Lazarus scenes were ordered to be 

painted on glass windows in the great hall in two seemingly different locations. The Liberate 

Roll entry for 27 January 1252 calls for the sheriff of Northampton to “make a window of white 

glass in the king’s great hall in the castle of Northampton on the north wall next to the entrance 

of the queen’s chamber, and in that same window paint the story of Dives and Lazarus,”  

(Figure 4.3) and, in the following year on 8 January 1253, “and on a certain glass window, that 

can open and shut, in the king’s hall at Northampton opposite the king’s dais paint images of 

Dives and Lazarus,” (Figure 4.4).10 Because of a lack of visual evidence in the paintings, it is 

unknown how the artists chose to depict the parable within the great halls.11  

 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
8 “…depingi et faci postes euis de colore marmoree et historiam de Divite et Lazaro in gablo ex opposito 
Deisii.” TNA C62/22, membrane 16, entry 10 (17 March 1246).  
9 “…ad depingendum in aula rege ibidem ex opposito sedes rege historiam de Dive et Lazaro, ad quodem 
imaginem eam bestiis faciendam in eadem sede.” TNA C62/32, membrane 16, entry 27 (3 January 1256). 
10 “…ad fenestram in magna aula regis in castro regis Northampton iuxtus pretem borealem. Et que sunt 
introitui camera reginae rege fieri faciat fenestras de albo vitro et in eadem historiam Lazari et Divitas 
depingi…” TNA C62/28, membrane 15, entry 28 (27 January 1252).  
“Et quandam fenestram vitream in aula rege Northampton cum imaginibus Lazari et Divitas in ea depitus ex 
opposito deisa rege que claudi possit et aperit faciat.” TNA C62/29, membrane 12, entry 27 (8 January 1253). 
11 In addition to the paintings at Ludgershall, Guildford, and Northampton, Paul Binski cites John Rokewood’s 
testimony that he found a fragment of a painting of “a dog licking the feet of a beggar, perhaps the story of 
Dives and Lazarus” in the Painted Chamber. He does not mention where this fragment was located, however 
the note accompanies Binski’s discussion of Henry III’s choice to paint Dives and Lazarus across from the 
king’s seat. Perhaps, if a Dives and Lazarus painting was depicted in the Painted Chamber (the evidence of 
which is lost in the Chancery Rolls), it would have been illustrated across from the king’s bed—the seat of 
power in the Painted Chamber. John Rokewood, Vetusta Monumenta (London, UK: Society of Antiquaries, 
1986), 15; Paul Binski, The Painted Chamber at Westminster (London, UK: Society of Antiquaries, 1986), 35, 
135, fn.23.  
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!
Figure!4.1!! TNA!C62/22,!membrane!16,!entry!10!(17!March!1246),!The!National!Archives!

! ! ! Source:!Photograph!by!Meaghan!Whitehead!
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!
Figure!4.2! TNA!C62/32,!membrane!16,!entry!27!(3!January!1256),!The!National!Archives!

! ! ! Source:!Photograph!by!Meaghan!Whitehead!
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Figure!4.3! TNA!C62/28,!membrane!15,!entry!28!(27!January!1252),!The!National!Archives!

! ! ! Source:!Photograph!by!Meaghan!Whitehead!
!
!
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!
Figure!4.4! TNA!C62/29,!membrane!12,!entry!27!(8!January!1253),!The!National!Archives!

! ! ! Source:!Photograph!by!Meaghan!Whitehead!
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The entries in the Liberate Rolls provide important details for the king’s commissions: 

Henry III instructs that, in all three locations, the parable be painted in the direct eyeline of the 

king in the great hall. The first Northampton entry differs from the other three at Ludgershall, 

Guildford, and the second entry at Northampton, as the king ordered the iconography be painted 

on a window on the north wall beside the entrance to the queen’s chambers, not opposite the 

dais.12 This calls into question the layout of the great hall and whether or not the halls at 

Ludgershall, Guildford, and Northampton shared a common architectural denominator.13 In the 

first Northampton entry (“make a window of white glass in the king’s great hall in the castle of 

Northampton on north wall next to the entrance of the queen’s chamber, and in that same 

window paint the story of Dives and Lazarus”), it is unclear if the first Dives and Lazarus 

window is in the king’s eyeline, even if it is adjacent to the entrance to the queen’s chamber.  

Like the castles at Ludgershall and Guildford, Northampton Castle does not survive 

today. However, unlike Ludgershall and Guildford, not even the medieval foundation survives.14 

At Northampton Castle, Henry III commissioned two separate paintings of Dives and Lazarus in 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
12 Northampton Castle is relatively undocumented. Following the Black Death in the fourteenth century, 
Northampton Castle was in a steady state of decline and by the sixteenth century it was almost entirely in ruin. 
The majority of reconstructions of the medieval castle are found through the Friends of Northampton Castle 
website, including a detailed YouTube video outlining how the castle grounds may have been organized. The 
Friends of Northampton Castle suggest that the great hall followed the same architectural scheme as the great 
halls at Ludgershall and Guildford of a rectangular, aisled hall with gables on either end. It is suggested that 
the great hall was built on an east-west axis, with the entrance to the queen’s chamber to the north (or right) of 
the dais. Friends of Northampton Castle, “Castle History,” http://www.northamptoncastle.com/castle-history/.  
See also: “Northampton Castle: Virtual Tour,” https://www.youtube.com/watch?v=Kf8NPMsnYfk  
(22 July 2014).  
13 Sally Dixon-Smith provides a speculative ground plan for Henry III’s now-ruined great hall at Guildford 
Castle. In her article, she explores depictions of Dives and Lazarus in Henry III’s great halls in relation to 
almsgiving and commemoration of the royal dead. She convincingly suggests that Henry III took measures to 
surround himself and his retinue with imagery promoting compassion and humility in hopes that the murals 
and the king’s subsequent generous deeds would guarantee his salvation. Dixon-Smith, “The Image and 
Reality of Alms-giving in the Great Halls of Henry III,” 80 (as in note 6). The medieval castle at Northampton 
no longer survives. All that remains is the postern gate, rebuilt by Victorians on Blackline Hill, along the wall 
outside the current rail station.  
14 The Friends of Northampton Castle have provided a theoretical reconstruction of Northampton Castle. See: 
http://youtube.com/watch?V+Kt8NPMsmYfk (as in note 12).  
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glass windows, along with an order to wainscot the hall and to make a new chair for the king in 

the dais (see Figures 4.3, 4.4).15 According to the Chancery documentation, there were no great 

painted programs assigned for the great hall during his reign, only wainscoting.16  

It is puzzling that the king commissioned two illustrations of Dives and Lazarus in the 

same hall at Northampton within a year of each other. There are a few possible explanations for 

this. First, the later commission of the parable in the great hall at Northampton Castle could have 

been a replacement for an unsatisfactory order, either in its position or illustration. As mentioned 

earlier in the chapter, it is unknown exactly where the first commission was in terms of the 

sightline of the king. If we understand the entrance to the king’s and queen’s chambers as behind 

the dais or off to the side, as in most cases, then the narrative would be positioned in the king’s 

peripherals, not his direct eyeline. Henry III may not have had as proper a view of the Dives and 

Lazarus window as he wished and, therefore, the commission did not meet his expectations. This 

could have resulted in the second commission with a more direct sightline for the king.  

Second, while the window could have been damaged at some point within a year of its 

completion, the Close and Patent Rolls do not list any repairs or repainting due to damage or loss 

ordered to Northampton Castle between the time of the first commission on 27 January 1252 and 

the second commission on 8 January 1253.17 There is a precedent in the king’s records of 

replacing damaged wall paintings and/or painted glass. The murals in the Painted Chamber, 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
15 “…wainscot the width of four pairs of beams over the king’s seat in his hall in the castle of Norhampton 
[sic]…” TNA C62/25 membrane 3, entry 10 (2 August 1249). 
“…to make a chair for the king in the middle of the bench in the hall [of Northampton]…” TNA C62/28 
Membrane 15, entry 28 (27 January 1252). 
16 At Ludgershall and Guildford, Henry III ordered the historia(m) to be painted, whereas at Northampton he 
called for both the historia(m) and imaginibus. Imaginibus is in the Dative plural, so it stands to reason that 
both were a series of images or narrative. 
17 In the Liberate Rolls, there is only one mention of a repair ordered by the king to be completed at 
Northampton within the given timeframe, but it is not specific enough to suggest that there was a need to 
replace the previous Dives and Lazarus window: “repair the wall and turrets of the king’s castle at 
Northampton and all the buildings thereof where necessary, and to complete that part of the wall of the king’s 
park which it is the king’s business to complete.” TNA C62/28, membrane 5, entry 38 (13 August 1252). 
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destroyed after the 1263 fire at Westminster Palace, are an obvious example: Henry III ordered 

court painters to replace what was lost and to add more paintings.18  

Finally, there is no indication in the documentation whether or not the original 

commission was ever completed.19 Howard Colvin argues that the original commission was 

never finished, citing that the commission is recorded, but payment is not.20 As a result, the 

second commission for the parable in the window would have been merely another command for 

the same painting twice in the records. If this is the case, then the second entry “on a certain 

glass window” could be referring to that same window next to the entrance to the queen’s 

chamber on the north wall of the great hall in the first entry. I am not convinced this is the case. 

The description of the windows in the two commissions suggests that the placement of the 

parable is located in two different locations: the first entry calls for the painting of “white glass 

in the king’s great hall… on the north wall next to the entrance of the queen’s chamber,” the 

second entry calls for the painting “on a certain glass window, that can open and shut, in the 

king’s hall at Northampton opposite the king’s dais.” 21 The fact that the king specified painting 

Dives and Lazarus in a window that can open and shut is significant, for that technology was not 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
18 These additions include an imposing image of Saint Edward the Confessor and courtly virtues and vices. 
The wall paintings were expanded upon and further embellished by Henry III’s son, Edward I of England 
(1272-1307). For a complete summary of the works in the Painted Chamber at Westminster Palace, see Paul 
Binski, The Painted Chamber at Westminster, 33-69 (as in note 11). See also: Matthew M. Reeve, “The 
Painted Chamber at Westminster, Edward I, and the Crusade,” Viator 37 (2006): 1-39; Paul Binski, “The 
Painted Chamber at Westminster, The Fall of Tyrants and the English Literary Model of Governance,” Journal 
of the Warburg and Courtauld Institutes 74 (2001): 121-154. 
19 There is also no mention of completed commissions in general, only original commission entries. 
20 Howard M. Colvin, The History of the King’s Works, vol. 2 (London, UK: H. M. Stationary Office, 1963), 
751. I have also consulted the Liberate Rolls in search for payment records, but was unsuccessful.  
21 “…make a window of white glass in the king’s great hall in the castle of Northampton on north wall next to 
the entrance of the queen’s chamber, and in that same window paint the story of Dives and Lazarus (ad 
fenestram in magna aula regis in castro regis Northampton iuxtus pretem borealem. Et que sunt introitui 
camera reginae rege fieri faciat fenestras de albo vitro et in eadem historiam Lazari et Divitas depingi).” TNA 
C62/28, membrane 15, entry 28 (27 January 27 1252).  
“…and on a certain glass window, that can open and shut, in the king’s hall at Northampton opposite the 
king’s dais paint an image of Dives and Lazarus (et quandam fenestram vitream in aula rege Northampton cum 
imaginibus Lazari et Divitas in ea depitus ex opposito deisa rege que claudi possit et aperit faciat).” TNA 
C62/29, membrane 12, entry 27 (8 January 1253). 
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applied to every window. While Colvin’s suggestion that the second entry is simply a repeat of 

the first is possible, the argument that the second order was made for the same window as the 

first is not the most likely suggestion. 

Henry III appears to have been concerned about commissioning depictions of Dives and 

Lazarus in his great halls in his line of sight, therefore the most convincing argument for the 

second Northampton painting is that the original commission was either not completed or not 

completed to the king’s satisfaction. Henry III is known for being petulant and demanding; it is 

reasonable to suggest that the king would order a second painting of the same subject if he were 

unsatisfied with the work once it was finished. However, according to the king’s itinerary, Henry 

III did not return to Northampton to view his new commission prior to departing for Gascony in 

1253. He would not have seen the commission in its completed state until his return post-1256. 22 

As such, there is little to suggest that the painting was not completed to his satisfaction because 

he would not have seen it before the time of his second commission. Moreover, the entry in the 

Liberate Roll does not hint at any dissatisfaction. Therefore, the most convincing suggestion for 

the multiple entries for the Dives and Lazarus commission is that the first order was not 

completed and required another assignment.23  

 

 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
22 Henry III spent a total of two nights at Northampton Castle (24-26 January 1252), and he commissioned the 
first Dives and Lazarus painting the day after he left Northampton for Silverstone. Julie Elizabeth Kanter, 
“Peripatetic and Sedentary Kingship: The Itineraries of the Thirteenth-Century English Kings,” (unpublished 
PhD dissertation, King’s College London, 2011), 1303, 977-1328. 
23 Unlike the castles at Ludgershall and Guildford, Northampton Castle was involved in sieges during both the 
First and Second Barons’ Wars (1215-1217, 1264-1267) due to its strategic position on a important road to the 
north. Colvin, History of the King’s Works, 750 (as in note 20). As a result, Northampton Castle saw a large 
number of repairs and improved defenses. Although it might be tempting to view the artistic commissions 
within the great hall through the lens of war, combat, and civil unrest, the order for the Dives and Lazarus 
windows were entered in the rolls in 1252 and 1253, well outside the dates where Henry III’s supremacy was 
officially called into question. For more information on the Second Barons’ War, see Chapter 1. 
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Feasts and Almsgiving in the Thirteenth-Century Great Hall 

Few customs are more integral to medieval court culture than feasting, and it is also the event 

through which the parable of Dives and Lazarus unfolds. Preparing a medieval feast involved 

complex arrangements for food and guests and the use of costume and music to convey the 

desired atmosphere. Christina Normore comments on the intricate nature of feasting: “With their 

inventive blend of media and collaborative production, feasts blurred the boundaries between 

spectator and spectacle, creator and audience, and in so doing helped form a culture deeply 

invested in discernment, whether directed toward objects, other humans, or one’s own 

motivations.”24 A proper feast or communal meal demonstrated to those in attendance the king’s 

character, status, and piety. The way lords and ladies of aristocratic households behaved at 

shared meals was often commented upon in chronicles and poetry, and improper behaviour did 

not go unnoticed.25 For example, in an excerpt from the thirteenth-century Chronica Majora, 

Matthew Paris compliments Robert Grosseteste, bishop of Lincoln (1235-1253), both for his 

ecclesiastical achievements and for being a “liberal, civil, courteous, cheerful, and affable host at 

his table.”26  

Between the years 1240-1242, Grosseteste penned a series of household rules for 

Margaret de Lacy, Countess of Lincoln, that outlined how to manage an estate and household 

properly.27 When speaking of how to seat guests at a table and how to behave at a communal 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
24 Christina Normore, A Feast for the Eyes: Art, Performance, and the Late Medieval Banquet (Chicago, IL: 
University of Chicago Press, 2015), 3. 
25 Matthew Paris commented on both the behaviour of the elite as well as those in the lower classes. See: 
Matthew Paris, Chronica Majora, ed. H. R. Luard, vol. 5 (London, UK: Longman & Co., 1874), 199. 
26 “…in mensa refectionis corporalis dapsilis, copiosus et civilis, hilaris et affabilis…” Ibid., 407. 
27 The Rules is a French translation and expansion of an original treatise written in Latin for Robert 
Grosseteste’s own household. This French copy of Grosseteste’s Rules is the earliest surviving treatise written 
for a lay audience on the management of estates and households in England. It was also unusual because it was 
created for a woman; however there is no indication whether it was written at Margaret de Lacy’s request or if 
it was presented to her as a gift. Louise J. Wilkinson, “The Rules of Robert Grosseteste Reconsidered,” in The 
Medieval Household in Christian Europe, c.850-1550: Managing Power, Wealth, and the Body, eds. Cordelia 
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meal, Grosseteste instructed, “Let your freemen and guests be seated at tables on either side 

together […] Strictly forbid that there is loud noise during mealtime and you yourself be seated 

at all times in the middle of the high table, that your presence as lord or lady is made manifest to 

all and that you may see plainly on either side all the service and all the faults.”28 Instructions for 

meals in conduct manuals, similar to Grosseteste’s Rules, clearly imply that there was a 

heightened anxiety around such rituals as feasting and collective dining, and what a poor 

performance could mean for the lord and/or lady in question.29 Certainly, conduct manuals were 

not meant to engender misgivings, and every feast and communal meal did not result in social 

remorse; rather, these works were meant to eliminate any questions of decorum and offer 

suggestions to emphasize feelings of unity between the lord and lady and their guests.30  

Authors of conduct manuals often incorporated anecdotes from hagiographies in order to 

suggest an emulation of the behaviour of ‘great’ men. For example, in the Vita Sancti Thomæ, it 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
Beattie, Anna Maslakovic, and Sarah Reese Jones (Turnhout, Belgium: Brepols, 2003), 294-296. Robert 
Grosseteste was also in contact with Henry III’s wife, Eleanor of Provence. In 1244, Grosseteste wrote a letter 
to Eleanor, praising her beauty and her ability to run an amiable household, but requested that she persuade her 
husband to “cut off the new causes of disturbance that have arisen and not permit them to sprout elsewhere.” 
As a supporter of the governmental reform in England at this time, Grosseteste hoped that Eleanor could act 
like the Biblical Queen Esther, who freed her people from misdeeds and unhappiness at the hand of their king. 
Robert Grosseteste, Roberti Grosseteste Episcopi quondam Lincolniensis epistolae, ed. H. R. Luard (New 
York, NY: Cambridge University Press, 2012), 310-311. For a collection of essays about Robert Grosseteste’s 
life and works, see: D. A. Callus, ed. Robert Grosseteste, Scholar and Bishop: Essays in Commemoration of 
the Seventh Centenary of his Death (New York, NY: Oxford University Press, 1955). 
28 “Fetes tote vostres fraunche maysnee e les hostes a plus ke lem poet ser a tables, de une part e de autre e 
ensemble, ne pas ci quatre e la treys, e tute la frappe de garcuns, quaunt la fraunche maynee serra assise, 
ensemble entrent e aseent (e levent. Estreytement defendez) ke nule noyse seyt a vostre manger, e vus memes 
tutes oures en miliu seez del haute table, ke vostre presence a tuz uvertement [cum seignur ou dame aperge, e 
ke vous overtement] puissez de une part e de autre ver tuz e le servise e le defautes. A co seyez ententive ke 
iescun iur a vostre manger eyez overtement deus survues sur vostre hostel quaunt vus seez a manger, e de co 
seez aseure ke a merveylle seyez cremue e dute.” Robert Grosseteste, “Rule Seventeen,” in Walter of Henley 
and Other Treatises on Estate Management and Accounting, ed. Dorothea Oschinsky (Oxford, UK: Clarendon 
Press, 1971), 402-403. 
29 Lars Kjær, “Food, Drink, and Ritualized Communication in the Household of Eleanor de Montfort, February 
to August 1265,” Journal of Medieval History 37 (2011): 77. 
30 The connection between manners and secular architecture is explored in detail in Matthew Reeve’s “Gothic 
Architecture and the Civilizing Process,” but I would like to emphasize how this approach can be applied to 
Henry III’s decoration of his halls. See: Matthew M. Reeve, “Gothic Architecture and the Civilizing Process: 
The Great Hall in Thirteenth-Century England,” in New Approaches to Medieval Architecture, eds. R. Bork, 
W. Clark, and A. McGehee (Burlington, VT: Ashgate, 2011), 93-109. 
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is noted that Saint Thomas Becket would go out of his way to make those around him 

comfortable and to make them feel as though their company was expressly desired. To those 

guests who were unable to be seated at the head table (particularly those who may have felt 

slighted by such a demotion), Saint Thomas Becket instructed his servants to take special care of 

their needs, sharing such gifts from his table as food and wine from his own plate and goblet.31 

Lars Kjær comments on this action taken by Saint Thomas Becket, saying, “the intimacy created 

by sharing food from the lord’s own plate collapsed the spatial and social distance between the 

host and his guests and intensified the sense of community among the diners.”32 However, no 

matter how generous the act of sharing one’s food may have been, this charitable thought had the 

potential to be skewed, becoming an ‘un-Christian’ declaration and celebration of material 

possession and luxury.33 As a result, it was necessary for the lord to make a conscious effort to 

separate himself from such a celebration of opulence and transform feasts into clear acts of 

magnanimity. Henry III appears to have been aware of such perceptions and attempted to correct 

any negative connotations associated with his wealth and position while feasting.  

In the Book of Luke, Jesus commanded, “When you give a banquet, invite the poor, the 

crippled, the lame, the blind, and you will be blessed. Although they cannot repay you, you will 

be repaid at the resurrection of the righteous.”34 Henry III appears to have followed this 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
31 James C. Robertson, ed., Materials for the History of Thomas Becket, Archbishop of Canterbury (Canonized 
by Alexander III, A.D. 1173), vol. 3 (London, UK: Longman & Co., 1875-1885), 228. 
32 Kjær, “Food, Drink, and Ritualized Communication,” 82-83 (as in note 29). Sharing meat at a meal, 
especially when associated with aristocratic hunting rituals, was recognized and practiced by the nobility in the 
Middle Ages and continued into the Early Modern Period. In the sixteenth century, the royal motto embraced 
at the court of Frederik II, King of Denmark and Norway (r: 1559-1588), was: “Loyalty is venison (Treu is 
Wildbrat).” Poul Grinter-Hansen, “Aspects of gift giving in Denmark in the sixteenth century and the case of 
the Rose Flower Cup,” Journal of Medieval History 37 (2001): 114-124. 
33 Lars Kjær and A.J. Watson, “Feasts and Gifts: Sharing Food in the Middle Ages,” Journal of Medieval 
History 37:1 (2001): 3. 
34 Luke 14:13-14, NIV. 
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prescription: for every feast held in his great halls, he also held a secondary feast for the poor.35 

Almsgiving was one of the seven corporal Works of Mercy and was a critical component in 

gaining salvation on Judgment Day.36 It was the duty of all good Christians to give what they 

could to those in need. The Works of Mercy were codified in Jesus’s description of the Last 

Judgment, when He speaks to those who will be received into Heaven saying, “For I was hungry 

and you gave me something to eat, I was thirsty and you gave me something to drink, I was a 

stranger and you invited me in, I needed clothes and you clothed me, I was sick and you looked 

after me, I was in prison and you came to visit me.”37 It is this passage that emphasizes Jesus’s 

place among the poor. Any Christian who fails to give generously to those in need risks eternal 

damnation.  

In the New Testament, Jesus is clear that there is no place for the wealthy in Heaven. As 

it is written in the Book of Matthew, a rich, young ruler asked Jesus what he must do to ensure 

eternal life. Jesus responded that the rich man must sell all of his belongings and join His group 

of followers. When the rich man expressed his sadness at the prospect of selling his material 

possessions, Jesus bellowed, “How hard it is for the rich to enter the Kingdom of God! In fact, it 

is easier for a camel to go through the eye of a needle than for a rich person to enter the Kingdom 

of God.”38 Henry III appears to have been an incredibly pious individual who attended mass on 

several occasions every day; he would have been aware of how Jesus viewed the wealthy, and he 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
35 Dixon-Smith, “The Image and Reality of Alms-giving,” 87 (as in note 6). See also: Sally Dixon-Smith, 
“Feeding the Poor to Commemorate the Dead: the Pro Anima Almsgiving of Henry III of England, 1227-72,” 
(unpublished Ph.D. dissertation, University of London, 2003). 
36 The seven corporal works of mercy are: “feed the hungry, give drink to the thirsty, welcome the stranger, 
clothe the naked, visit the sick, visit the prisoner, and bury the dead.” Dixon-Smith, “Feeding the Poor to 
Commemorate the Dead,” 69 (as in note 35). Louis IX of France also took part in great acts of almsgiving and 
charity, especially in his work with Mendicant friars. The confessor of Queen Margaret spoke highly of Louis 
IX’s generosity, stating, “…Louis bore the largest part of the expenses of the Franciscans and Dominicans in 
Paris and in other nearby places.” Lester K. Little, “Saint Louis’ Involvement with the Friars,” Church History 
33 (1964): 125. 
37 Matthew 25: 31-46, NIV. 
38 Luke 18: 23-25, NIV. 
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would have undoubtedly worked to present himself in a manner that was Christ-like.39 Henry III 

was evidently aware of the importance of almsgiving and his duty as a Christian, and so his 

adherence to the dogmatic ordinances of almsgiving is both an indication of his intense piety and 

his concern for his own salvation.40 

Sally Dixon-Smith argues that Henry III’s piety can be recognized best in his support for 

religious houses, his dedication to Saint Edward the Confessor, and, most importantly for this 

discussion of Dives and Lazarus and almsgiving, his service to the poor during major Christian 

feast days and celebrations.41 In an excerpt from the Fine Rolls on 30 March 1257 (Easter), the 

king ordered 171 pairs of shoes to be brought to Westminster as a gift for the poor.42 Dixon-

Smith reveals that it was Henry III’s idea to donate shoes to the poor and also, during the 

Maundy Thursday service of 1257, humble himself like Jesus to wash the feet of 300 paupers.43 

This act of devotion demonstrates the king’s extreme piety and humilitas.  

Almsgiving was not enough to secure a heavenly reward. In order to receive the spiritual 

benefits of almsgiving, it had to be performed with a genuinely charitable heart or for the love of 

helping others, not simply out of fear of damnation: “If I give away all I have, and if I deliver up 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
39 Nicholas Vincent, The Holy Blood: King Henry III and the Westminster Blood Relic (New York, NY: 
Cambridge University Press, 2001), 36. 
40 The act of almsgiving also supposedly carried with it the power to avert evil influences or bad luck. In the 
Liberate Rolls, Henry III calls for “27l. 10s. spent in feeding 6000 poor on the day of the Circumcision for the 
preservation of the health of the king, the queen, and their children (… xxvii.li. x.s. quos pascens multa vi. 
millia pauperem pastend die circumcisionis Domini Christi conservare sanitas regis, reginae, et liberis 
regis…).” TNA C62/21, membrane 7, entry 28 (4 June 1245). 
41 Sally Dixon-Smith, “Henry III’s Piety in the Fine Rolls.” Paper presented at Henry III’s Fine Rolls Project: 
End of the Project Conference, King’s College, London, UK. 25 June 2011. 
42 The clerk writing in the Fine Rolls made an error and placed this order in the Fine Rolls instead of the 
Liberate Rolls. As a result, it was vacated from the Fine Rolls and re-entered in the Liberate Rolls, albeit one 
week later. “Henry III’s Blog Sunday 25 March – Saturday 31 March 1257,” Henry III Fine Rolls Project, 
http://blog.frh3.org.uk/?p=831 (2 April 2012).  
“To the sheriffs of London. Order to cause John the chaplain, king's almoner, to have 171 pairs of shoes to the 
use of the poor against the coming Easter to be distributed on behalf of the king, his queen and their children, 
so that one shoe of each pair is priced 5d. and the other 4½d., and the same John is to have those shoes at 
Westminster in four days before the aforesaid feast. And it is to be allowed etc.” TNA C62/33, membrane 8, 
entry 22 (5 April 1257).  
43 Dixon-Smith, “Henry III’s Piety in the Fine Rolls.” (as in note 41). 
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my body to be burned, but have not love, I gain nothing.”44 According to Thomas Aquinas, 

virtuous acts must be fueled with love and compassion in order to obtain spiritual fulfillment, for 

it is impossible to perform a virtuous act, such as almsgiving, without possessing said virtue.45 

Henry III’s charitable acts of almsgiving must either have come from the good of his heart, or he 

must have convinced himself that he was acting genuinely (and not out of fear of the unknown) 

for he would have known the scripture and, therefore, would have known the consequences. One 

simple way to demonstrate Henry III’s magnanimity to both himself and the public was to 

contrast his actions with those of the rich, wicked men of the Bible—by depicting the parable of 

Dives and Lazarus on the walls of his great halls. The dual nature of kingship is exemplified in 

the reign and art patronage of Henry III: he was lavish in his surroundings, yet humble and 

generous in his actions.  

Henry III’s feasting rituals may be understood within the terms of Foucault’s ‘ceremonies 

of submission’: the king and his courtiers must abide by the strict regulations of their court 

society and behave in a manner that does not offend the social order. The king’s personal motto 

read, “He who does not give what he loves does not receive what he desires.” He commissioned 

his motto at Westminster to be painted in the gable near the door of the Painted Chamber in 

French (Ke ne tine ne pret ke desire) and at Woodstock in the great hall on a painted checkered 

wall and in one of the windows in the lesser hall at Westminster in Latin (Qui non dat quod amat 

non accipit ille quod optat).46 Henry III’s personal motto emphasizes his desire for salvation and 

his frequent almsgiving reflects this desire. 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
44 1 Corinthians 13:3, NIV. 
45 Thomas Aquinas, Summa Theologiae: Volume 34, Charity, ed. R. J. Batten (New York, NY: Cambridge 
University Press, 2006), 237-274. 
46 Westminster: TNA C54/47, membrane 12, entry 32 (30 May 1236), and Woodstock: TNA C62/15, 
membrane 23, entry 25 (6 November 1240). Ernst Tristram also suggests that the motto was painted in Latin in 
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At the centre of the parable of Dives and Lazarus is a reversal of power. While the rich 

man lives, he is in control and chooses not to share his food with Lazarus. Once the men die, 

Lazarus is resurrected and Dives is damned. Dives is unable to change his position in the afterlife 

and he witnesses a reversal of fortune—all the power that he once held is lost. Men and women 

in the Middle Ages were consumed with the protection and preservation of their souls and the 

king also shared these anxieties. It was crucial for Henry III to envision and visually demonstrate 

the narrative of Dives and Lazarus with the rich man giving food and alms to the poor, to 

demonstrate that he, as the rich man, deserved the heavenly rewards normally withheld from 

those wealthy few. Every time Henry III performed his role as king and benefactor, those in the 

great hall would see how this rich man (the King of England) was the opposite of Dives (the rich 

man on the wall). With Henry III’s intercession, the rich man can now enter Heaven.   

 

Dives and Lazarus in Thirteenth-Century Visual Culture 

Although illustrated in wall paintings, stained glass, and illuminated manuscripts, the most 

widespread medium for the parable in medieval art is church portal sculpture.47 The narrative 

promises a reward to the poor gathering outside the church awaiting alms. However, in this 

scenario, the church is then placed in a precarious position as the ‘rich man’ refusing to give 

alms and, therefore, will receive eternal damnation.48 This poor/rich, saved/damned dichotomy 

offers very little eschatological wiggle room. However, the poor were not the only ones entering 

the church beneath the portal: the rich, too, were reminded of their roles in the Dives and Lazarus 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
the windows of the Lesser Hall at Westminster. Ernst Tristram, “An English Mid-Fourteenth-Century Picture,” 
The Burlington Magazine for Connoisseurs 83:48 (July 1943): 161.  
47 Altman, “The Medieval Marquee,” 41 (as in note 3).  
48 Ibid., 43. 
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narrative. As few examples of the parable in public art survive today in England, French 

Romanesque sculpture offers a precedent for the iconographical tradition of Dives and Lazarus.49  

The parable of Dives and Lazarus adorning church portals and capitals in France is 

generally illustrated as a narrative, as opposed to a single image that contracts the parable. Most 

medieval artists adhered to a four-part narrative. The first scene shows the Dives feasting at a 

large table attended by guests and/or servants. In the second scene, Lazarus is pictured at the rich 

man’s door, sometimes lying down or leaning against the doorpost, and most often accompanied 

by a dog licking his open, leprous wounds. Following these two scenes, Dives and Lazarus are 

shown in the Afterlife. Lazarus is depicted in Heaven, his soul cradled by Abraham. Dives, on 

the other hand, is either shown on his deathbed with a demon withdrawing his soul from his 

body, or shown in the fires of Hell being tormented by demonic figures. In many cases, the first 

two scenes of Dives feasting with companions and Lazarus off to the side or behind a door 

waiting for scraps are combined, as are the final two scenes of the subjects’ deaths and afterlife. 

Extant French examples of the parable in sculpture can be found at the Abbaye Sainte-Marie-

Madeleine de Vézelay (c.1120-1138), the Cathédrale Saint-Lazare d’Autun (c.1130), and the 

Abbaye Saint-Pierre de Moissac (c.twelfth century), (Figures 4.5, 4.6, 4.7).  

 

 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
49 The wealth of surviving illuminated manuscripts featuring Dives and Lazarus is staggering and it would be 
unwise to include a complete overview at this time. Instead, I am focusing on surviving sculpture and wall 
paintings featuring the parable of Dives and Lazarus and choosing only manuscripts that feature the parable 
and are linked to the court of Henry III of England as a point of comparison. 
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!
Figure!4.5! Feast!of!Dives,!Abbaye!SainteQMarieQMadeleine!de!Vézelay,!c.1120Q1138!

! ! ! Source:!http://www.medart.pitt.edu/menufrance/vezelay/capitals/vezcap72.html!

!
!

Figure!4.6! Feast!of!Dives!and!Lazarus!(L:!Feast,!R:!Dives!in!Hell)!!
Cathédrale!SaintQLazare!d’Autun,!c.1130!
Source:!Photograph!by!AnnaQMaria!Moubayed 
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The best surviving sculpted example of a two-scene narrative of Dives and Lazarus in 

England is found on the west façade of Lincoln Cathedral (c.1123-1148), (Figure 4.8).50 To the 

left, Dives, knife in hand, sits with his two companions at a table covered in cloth with bowls. 

Lazarus is not pictured in this scene, but the damaged space to the right would have been 

reserved for the leprous Lazarus, most likely accompanied by dogs licking his open sores. To the 

right of the Feast of Dives, the final scenes are combined showing Lazarus being raised to 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
50 The sculpted frieze on the portal at Lincoln Cathedral is currently engaged in a conservation project. The 
original frieze of Dives and Lazarus has been removed and a recreation is in its place. For further information 
on the current restoration project, see: http://www.buttress.net/projects/ecclesiastical/lincoln-cathedral-
masonry-repairs-program/. See also: Cassandra Crawford, “Investigating the Polychromy of Lincoln’s 
Romanesque Frieze Panels and Its Contribution to the Architectonics and Overall Rhetoric of the Cathedral,” 
Journal of Architectural Conservation 19:3 (2014): 198-231; Lawrence Butler and Jonathon Clark, “Behind 
the Romanesque Frieze at Lincoln Cathedral,” Archaeological Journal 172:2 (2015): 423-442. 

Figure!4.7! Parable!of!Dives!and!Lazarus!
Abbaye!SaintQPierre!de!Moissac,!twelfth!century!
Source:!http://employees.oneonta.edu/farberas/arth!
/arth212/romanesque_portal.html 
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Heaven by two angels, while, below, Dives and his two companions are being thrust into the 

open mouth of Hell. This sculpted English example of Dives and Lazarus differs from its French 

counterparts in this inclusion of a Hell Mouth; the French examples examined earlier show Dives 

in the fires of Hell, but they do not designate an entry point.51  

!

The parable of Dives and Lazarus also featured on the walls of medieval English parish 

churches. A badly-damaged, twelfth-century depiction of the parable survives on the south nave 

wall at Saint Botolph’s Church, Hardham, West Sussex, c.1080-1120 (Figure 4.9). The painted 

program in the nave and chancel is the “most complete scheme of English Romanesque wall 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
51 Apocalyptic imagery, or Doom Paintings, in the Middle Ages were ubiquitous and generally included a Hell 
Mouth, such as the surviving paintings at the parish church of Saints Thomas and Edmund, Salisbury, 
Wiltshire, c.1475, and the church of Saint Nicholas, Oddington, Gloucestershire, c.1340. Unfortunately, these 
examples are not contemporaneous with the Dives and Lazarus paintings commissioned for Henry III’s 
residences. Nevertheless, they are still useful in determining the layout and traditional iconographic choices for 
Henry III’s commissions. 

!
Figure!4.8! Dives!and!Lazarus,!Lincoln!Cathedral,!c.1123Q1148!
! ! Source:!http://www.beyondQtheQpale.org.uk/Lazarus.html 
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painting now existing.”52 Similar to representations of the parable in sculpture, the narrative is 

broken into four scenes. The fragments that survive depict the feast of Dives, Lazarus’ soul 

ascending into Heaven, Lazarus’ soul in the lap of Abraham, and Dives’ death. Although the 

fragments do not show Dives’ soul in Hell, the parable is positioned next to Hell scenes that span 

the entire west wall of the nave. There is no Hell Mouth painted on the west wall of the nave, but 

the red, apocalyptic Hell scenes bespeak Doom imagery and, therefore, act as a substitute for 

Dives’ eternal, fiery torment.53 At All Saints Church in Ulcombe, Kent, a late thirteenth-century 

illustration of the parable also survives (Figure 4.10). In the upper register is Dives and his 

companions, sitting at a table. Unlike the other depictions discussed, to the right, shown outside 

the rich man’s house, is a servant using a snarling dog to actively drive away Lazarus.54 The 

servant forcefully dismisses Lazarus, undoubtedly at the request of the rich man, which 

complicates the traditional iconography: Dives is not simply indifferent, but lacking compassion. 

This differs from the rich man described in the Book of Luke, as the rich man is described as 

apathetic, not cruel.55  

   

 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
52 The Hardham paintings were uncovered in 1866 and underwent conservation work in 1900 and in the 1960s. 
The murals were painted in fresco, which is now considered the customary technique for wall painting in 
Romanesque England, as opposed to the secco technique, which is standard for wall paintings in the Gothic 
period. Binski, The Painted Chamber at Westminster, 32 (as in note 11); David Park, “The ‘Lewes Group’ of 
Wall Paintings in Sussex,” Anglo-Norman Studies VI: Proceedings from the Battle Conference (1983): 205; 
David Park, “The Wall Paintings of the Holy Sepulchre Chapel,” in British Archaeological Association 
Conference Transactions 1980. VI. Medieval Art and Architecture at Winchester Cathedral, eds. T. A. Heslop 
and V. A. Sekyles (Leeds, UK: British Archaeological Association, 1983), 40.  
53 Park, “The ‘Lewes Group’ of Wall Paintings in Sussex,” 212 (as in note 52). 
54 C. David Benson, Public Piers Plowman: Modern Scholarship and Late Medieval English Culture, 
(University Park, PA: Pennsylvania State University Press, 2004), 190. 
55 Because the Chancery Rolls do not include descriptions of what the iconography should entail, it is unknown 
whether or not the Dives and Lazarus paintings in Henry III’s great halls would adhere to this cruel depiction 
or follow the convention of an apathetic Dives. I suggest that Henry III would have chosen apathy over cruelty 
in his great halls, but that is merely conjecture. 
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Figure!4.9! Badly!Damaged!scene!of!the!Death!of!Dives,!Hell!scene!on!the!!

facing!south!wall,!Saint!Botolph’s,!Hardham,!West!Sussex,!!

c.!1080Q1120!

Source:!David!Park,!“The!‘Lewes!Group’!of!Wall!Paintings,”!(1984),!

228!

Figure!4.10! Dives!and!Lazarus,!All!Saints!Church,!!

Ulcombe,!Kent,!c.!late!thirteenth!century!

Source:!http://mapio.net/pic/fQ26289741984/ 
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There are parallel iconographic traditions in the depiction of Dives and Lazarus 

throughout Northern Europe. Made as part of the Eadwine Psalter, the single leaf psalter page 

illuminated at Christ Church Priory in Canterbury (c.1155-1160) depicts Dives and Lazarus 

among scenes of Jesus’s miracles and other parables (Figure 4.11).56 Located in the bottom row 

of the checkered page, the narrative is separated into four segments, similar to the surviving 

French sculpted examples. In the Munich Golden Psalter, illustrated in an Oxford workshop 

between the years c.1200-1225, the parable of Dives and Lazarus is depicted in a two-part, full-

page illustration (Figure 4.12).57 This manuscript illumination is similar to the wall painting at 

All Saints Church in Ulcombe, Kent, where Dives is actively dismissing Lazarus’ pleas. The 

lower register shows the Afterlife, with the soul of Lazarus cradled by Abraham and Dives being 

tortured by demons and bitten by dogs, snakes, and rodents in Hell. In the French “Somme le 

Roi” manuscript from the late-thirteenth century another example of Dives and Lazarus can be 

found (Figure 4.13).58 Beneath the personifications of sobriety and gluttony, the parable appears 

in the lower registers with a bearded, capped Dives feasting in the centre at a table with one 

companion. Lazarus is off to the right of the frame begging for alms. A servant, wielding a stick, 

looks back to his master awaiting instruction before striking Lazarus.  

Because the usual evidence hails from great parish churches, we may ask: is Henry III 

reviving an older visual tradition with his commissions of Dives and Lazarus and, if so, what (if 

any) are the secular precedents? Henry III’s continuation of the traditional illustration of the 

parable outside a religious context is unprecedented. The examples mentioned earlier are all 

ecclesiastic, i.e. church portals, nave paintings, and psalter illumination. Henry III is applying the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
56 MS M. 521r. Pierpont Morgan Library. 
57 MS Clm. 835 f.146v. Bayerische Staatsbibliothek. 
58 MS. 54180 f.188v. British Library. 
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iconography of the parable of Dives and Lazarus in a way that may have not yet been 

attempted.59  

Henry III’s immediate predecessors (Henry II, Richard I, and John I) did not share his 

lust for art and architecture, nor did they spend the majority of their reigns in England, as  

 

 

 

 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
59 Before Henry III, Adela of Blois’s chambers were considered the most lavish in northern Europe, but even 
her commissions are secular in nature, with a mappa mundi on the floor, stars on the ceiling, and Biblical and 
classical history on the walls. Her commissions are not moralizing, for the most part, as Henry III’s appear to 
be. For a selection of sources on Adela of Blois’s decorative schemes, see: Phyllis Abraham, ed. Les Oeuvres 
poétique de Baudri de Bourgueil (Paris, FR: Slatkine, 1974), 196-253; Peter Barber, “Pageantry, Defense, and 
Governement: Maps at Court to 1550,” in Monarchs, Minsters, and Maps: The Emergence of Cartography as 
a Tool of Government in Early Modern Europe, ed. David Buisseret, 26-56 (Chicago, IL: University of 
Chicago Press, 1992); Lucien Musset, The Bayeux Tapestry (Woodbridge, UK: The Boydell Press, 2005), 23-
25.  

Figure!4.11! Dives!and!Lazarus,!Eadwine!Psalter,!
c.1155Q1160! ! !
Source:!MS!M.!521r.!Pierpont!Morgan!
Library!
 

Figure!4.12! Dives!and!Lazarus,!Munich!
Golden!Psalter,!c.1200Q1225!
Source:!MS!Clm.!835!f.146v.!
Bayerische!Staatsbibliothek!
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Henry III did.60 Rather, they were more 

interested in securing/expanding their territories 

and were occupied with war and the Crusades.61 

Since Henry III was the first Plantagenet king to 

spend the vast majority of his reign in England, 

his pressing need to adorn his surroundings 

could be more justified than his predecessors.62 

Not only was his reign marked with an almost 

permanent position in England, the years in 

which Henry III was most active in his 

patronage coincide with a generally more 

peaceful time. The baronial rebellion happened 

in 1258 and the Second Barons’ War did not 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
60 Giraldus Cambrensis describes the king’s chamber at Southampton as being decorated by Henry II. The king 
commissioned an image of an eagle being attacked by its four offspring—a metaphor for his four warring sons 
who vied for Henry II’s position of power. “It once happened that in the chamber at Winchester which had 
been decorated with various paintings and colours, a place was left blank by command of the king, where 
afterwards he ordered an eagle to be painted, and four eaglets perching on it, two on the two wings and the 
third on the breast, piercing their parent with their claws and beaks; and the fourth eaglet, of equal size, poised 
on its parent’s neck, watching intently for a chance to peck out its eyes. Being asked by his attendants what 
this picture might portend he said, ‘the four eaglets are my four sons, who will not hesitate to harry me even 
unto death. The youngest of them, whom now I embrace with so much love, will in the end attack me more 
grievously and more dangerously than all the others.’ Thus first of all, his mind foreboding evil, he inwardly 
depicted to himself coming afflictions, caused by his children, and then bringing his mental picture out into the 
light, he had it painted by an artist.” George Henderson, “Giraldus Cambrensis: A Note on His Account of a 
Painting in the King’s Chamber at Winchester,” The Archaeological Journal 118 (1961): 175.  
61 The reign of Henry III’s father, John, was marked with dissent among his baronage leading to the First 
Baron’s War and the creation of Magna Carta in 1215. In addition to this upheaval, John faced a major dispute 
with the pope that resulted in both the king’s and country’s excommunication between 1209-1213. With the 
country in civil turmoil, adorning royal residences with wall paintings was not necessarily a priority. Richard 
was a great military leader and, during the time he was not on crusade, he lived most of his life (and reign) in 
the English Duchy of Aquitaine in southwest France. 
62 The Angevin kings (Henry II of England, Richard I of England, and John I of England) were itinerant for the 
most part, especially since there was no “capital-based government” at Westminster or Winchester. Julie 
Elizabeth Kanter, “Peripatetic and Sedentary Kingship,” 18 (as in note 22). 

Figure!4.13! Dives!and!Lazarus,!Somme!le!Roi,!
! ! late!thirteenth!century!
! ! MS.!54180!f.188v.!British!Library!
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officially commence until 1264—a point in which most of Henry III’s wall paintings had been 

commissioned and completed.63  

 

Dives and Lazarus in Henry III’s Great Halls 

It is possible that Henry III’s imagery of Dives and Lazarus in his great halls at Ludgershall, 

Guildford, and Northampton followed a similar decorative program in each of the great hall 

depictions, considering the iconographic tradition and the time frame in which they were 

commissioned (within ten years of each other). However, minor changes in detail and 

composition are to be expected, due to the location of each wall painting, the layout of the rooms 

in question, and proximal painted imagery and sculpture.  

 

1. Ludgershall Castle 

The new great hall was built at Ludgershall Castle between the years 1244 and 1246. Howard 

Colvin suggests that the layout of this new great hall followed the convention established at both 

Guildford Castle and Winchester Castle (see Figure 3.6), specifically a rectangular aisled hall 

measuring 60 by 40 feet (18.2m x 12.2m), with upright (stantivae) lancet windows, and timber 

posts painted to simulate marble.64 The great hall was a building separate from the royal 

apartments.65 This design was altered when the king ordered a covered passageway to be built to 

connect the hall to the queen’s chamber (1246) followed by an extension of this passageway 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
63 Henry III continued to commission artworks until his death in 1272, but it was on a lesser scale than the 
active years of his majority/personal rule from 1227-1258.  
64 “To the constable of Ludgershall, make a new hall 60 feet by 40 in place of the old, with four full height 
(stantivae) windows and at the end a pantry and buttery; and also 2 kitchens, 1 for the king and 1 for his 
household…” TNA C62/20 membrane 11, entry 33 (8 May 1244). See: Colvin, The History of the King’s 
Works, 730 (as in note 20); Peter Ellis, ed., Ludgershall Castle, Wiltshire: A Report on the Excavations by 
Peter Addyman, 1964-1972 (Devizes, UK: Wiltshire Archaeological and Natural History Society, 2000), 13. 
For a detailed discussion of the thirteenth-century great hall, see Chapter 3. 
65 This is a standard practice for some residential complexes in England at this time. 
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beyond the queen’s chamber to reach the king’s chamber (1250).66 Today, the castle stands in 

ruin, with the foundations of the great hall now almost entirely on private property (Figure 4.14). 

Once the great hall was completed in 1246, Henry III commissioned the parable across 

from the dais: “make posts of a marble colour and paint the story of Dives and Lazarus in the 

gable opposite the dais,” (see Figure 4.1).67 There are no entries for additional painted 

iconographies between the order to build the new great hall and the commission of the parable. 

In fact, the parable is the only wall painting known in the great hall until after the king’s death.68 

The surviving foundations of the great hall do not allow for a definitive ground plan. English 

Heritage reconstructions suggest that the dais may have been located at the eastern end of the 

great hall, with a private doorway leading toward the king’s and queen’s apartments (Figure 

4.15). This would, ultimately, place the painted parable of Dives and Lazarus on the western 

wall, opposite the dais. 

Ludgershall was primarily used as a royal hunting retreat, because of its location in the 

Wiltshire countryside, and Henry III was a frequent visitor, commissioning a number of works 

throughout his reign to improve the royal apartments.69 There were two parks on the castle  

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
66 “…make a gallery before the door of the queen’s chamber, and a covered passage from that door to the door 
of the hall.” TNA C62/22, membrane 16, entry 10 (17 March 1246). 
“And in the castle of Ludgershall […] to lengthen the passage from the hall to the king’s chamber to a point 
beyond the door of the queen’s chamber…” TNA C62/26, membrane 5, entry 11 (8 July 1250). 
67 “…depingi et faci postes euis de colore marmoree et historiam de Divite et Lazaro in gablo ex opposito 
Deisii.” TNA C62/22, membrane 16, entry 10 (17 March 1246).  
68 Colvin, The History of the King’s Works, 730-731 (as in note 20). 
69 In 1234-1235, the king ordered his chamber be whitewashed, “painted with lines” to simulate masonry, 
wainscoted, and ordered a stained glass window of a crucifix with Mary and John at the head of the king’s bed 
and, in 1241-1242, he had the queen’s chamber wainscoted, as well. The king’s and queen’s chambers were 
both re-wainscoted in 1255. Ludgershall was originally a manor house. It was fortified by John the Marshal, 
custodian of Marlborough on behalf of the king during the turbulent reign of King Stephen of England (r: 
1135-1154). In 1189, the newly formed ‘castle’ was gifted to (the future) John I of England (r: 1199-1216) by 
his brother Richard I of England (r: 1188-1199). The castle exchanged hands between the brothers: Richard 
gave the castle to John in 1189, but he took it back following John’s rebellion in 1194, and once John became 
King of England in 1199, the castle was his. Ibid. 
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Figure!4.14! Ruins!of!the!Great!Hall!at!Ludgershall!
! ! ! Source:!Photograph!by!Meaghan!Whitehead 

Figure!4.15! Reconstruction!of!Ludgershall!Castle!Grounds!
! ! ! Source:!English!Heritage!Historical!Marker! 
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grounds: one to the north and one to the south. The north park was too small for hunting; 

therefore, it was used for tournaments or staged rabbit coursing. The south park, on the other 

hand, was large enough for hunting parties and was regularly stocked with deer.70 The royal hunt 

was an important tradition in the Middle Ages. Not only would it have given the king the 

opportunity to display his military prowess, but it also would have reinforced the relationship 

between the king and his higher lords and courtiers.71 The hunt was a courtly act demanded of 

the king, and, as Thomas Henricks aptly suggests, “hunting was one standard by which the vigor 

of the king was proclaimed; as such, it was as much expectation as pleasure.”72  

Of greater importance, however, is the role of Ludgershall as a hunting retreat and how 

this inevitably altered the atmosphere of the residence. Indeed, traveling to such countryside 

residences at Ludgershall, Geddington, and Clarendon engendered an air of relaxation, but it also 

reinforced certain royal responsibilities, including the aforementioned expectation of the royal 

hunt, in addition to the already established duties.73 Nevertheless, the king must have felt a sense 

of peace at his pastoral refuge. A lover of nature, although not an avid hunter, Henry III often 

painted the walls of his chambers green, his favourite colour.74 Green connected the interior 

walls with the richness of the surrounding forest and, as Binski asserts, encouraged allusions to 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
70 The 1225 Charter of the Forest reduced the total area of royal forest throughout the country and banned the 
punishment “in life and limb” for such offences as poaching. David Carpenter, “Revival and Survival,” in 
Magna Carta: Law, Liberty, Legacy, edited by Claire Breay and Julian Harrison (London, UK: The British 
Library, 2015), 77-106, esp. 99. 
71 David Rollason, “Forest, Parks, Palaces, and the Power of Place in Early Medieval Kingship,” Early 
Medieval Europe 20/4 (2012): 439. 
72 Thomas S. Henricks, Disputed Pleasures: Sport and Society in Preindustrial England (New York, NY: 
Greenwood Press, 1991), 18. 
73 The seasons for hunting larger red and fallow deer varied. Harts and bucks were usually hunted between 
June and September, whereas stags and does were hunted between November and February. Jean Birrell, 
“Deer and Deer Farming in Medieval England,” The Agricultural History Review 40/2 (1992): 122-123. 
74 For Henry III’s lack of hunting fervor, see: Henricks, Disputed Pleasures, 18 (as in note 72). 
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King Solomon and the colours chosen in the Song of Songs for his bed.75 Both Henry III’s father 

(John) and son (Edward I) were known for their love of the hunt, but Henry III spent a great deal 

of time at his various hunting lodges engaged in other activities.76 However, from the 1230s 

onward, he became a periodic visitor and spent a great deal of money on repairs and 

refurbishment.77  

At Ludgershall, Henry III ordered the parable to be painted opposite the dais, which 

places it on the gabled wall space above the entrance to the kitchen. The painting must have been 

large enough for the king to see the iconography clearly. There is a precedent for Henry III 

positioning large-scale imagery on the gabled wall space at either end of his great halls. For 

example, at Winchester Castle, Henry III commissioned a Wheel of Fortune to be painted behind 

the dais in the western end of the hall (1236) and he ordered a mappa mundi on the eastern wall 

opposite (1239).78  

How did Henry III and his courtiers read Dives and Lazarus differently at Ludgershall 

Castle, a hunting retreat in the countryside, as opposed to a castle like Guildford, an urban 

centre? I am not entirely convinced that the interpretation of the parable was altered in any way 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
75 Song of Songs, 1:16. Henry III’s favourite decorative scheme was to paint the walls green with gold stars. 
There is a difference in interpretation for the line “lectulus noster floridus.” In the King James Bible, it is 
interpreted as “our bed is green,” whereas in the Douay-Rheims translation of the Vulgate it is translated as 
“our bed is flourishing.” Binski, The Painted Chamber at Westminster, 16-17, 40 (as in note 11); Meredith 
Parsons Lillich, The Gothic Stained Glass of Reims Cathedral (University Park, PA: The Pennsylvania State 
University Press, 2011), 254-255; Colvin, The History of the King’s Works, 129 (as in note 20). At Clarendon, 
where Henry III also appropriated the green colour scheme, fragments remain of both a light apple green and a 
darker green plaster among the ruins. Thomas B. James, Clarendon Palace: The History and Archaeology of a 
Medieval Palace and Hunting Lodge near Salisbury, Wiltshire (London, UK: Society of Antiquaries, 1988), 
13. 
76 Henricks, Disputed Pleasures, 18, 47 (as in note 72).  
77 For a list of the repairs and artistic endeavours commissioned by Henry III during his reign, see Colvin, The 
History of the King’s Works, 730-731 (as in note 20). For a detailed analysis of Henry III’s itinerary, see 
Kanter, “Peripatetic and Sedentary Kingship,” 177-255, 781-1321 (as in note 22). 
78 “And in the gable of that same hall facing east, paint a Wheel of Fortune, 28L 5s 2d…” TNA E352/29, rot. 
15, entry 4 (1236) and “…and to cause a map of the world to be painted in the hall aforesaid…” TNA C62/13, 
membrane 8, entry 28 (5 August, 1239). For a discussion of the Wheel of Fortune and mappa mundi at 
Winchester Castle, see Chapter 6. 
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based on the rural setting of this great hall. The location of Henry III’s residences in the city as 

opposed to the country often perpetuated an atmosphere that affected how iconographic choices 

for wall painting were interpreted. In the country, the demands of the king and his household 

were different from those in the city, and, as such, pressures that were so prevalent in the city 

lacked urgency in the country. Every day his household and various members of his court 

surrounded the king, and so a change in personnel was not necessarily a factor. However, the 

number of subjects present for feasts—and the sheer number of feasts held in the countryside—

were not as great as those in the city. Between the years of 1226 and 1252, Henry III held only 

two feasts at Ludgershall (29 June 1248: the Feast of Saints Peter and Paul; 24 June 1251: the 

Feast of Saint John the Baptist).79 The majority of feasts were held in such city centres as 

Westminster or Winchester. As a result of the fewer poor in attendance, it is tenable that the 

parable of Dives and Lazarus did not have as great an effect at a hunting retreat like Ludgershall 

as opposed to an urban castle complex like Westminster, but that does not mean it was not a 

reflective, genuine reminder for the king. What continues to be the driving factor for Henry III 

with his commission of the parable is his coveted salvation at the end of time. After all, he who 

does not give what he loves does not receive what he desires.  

 

2. Guildford Castle 

In the summer of 1254, Guildford Castle suffered a devastating fire.80 Following this event, 

Henry III had the hall rebuilt, with the inclusion of a stone porch and a painting of the story of 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
79 Kanter, “Peripatetic and Sedentary Kingship,” 781-1321 (as in note 22). 
80 The Guildford hall in question is the residential great hall, not the hall currently located in Guildford Castle 
keep adjacent to the residence (now in ruins). Colvin, The History of the King’s Works, 950 (as in note 20). 
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Dives and Lazarus on the western gabled wall (1256).81  The parable of Dives and Lazarus was 

painted in the gable opposite the dais, just as was instructed for Ludgershall.  

The Chancery rolls mark consistent repairs, renovations, and art patronage at Guildford. 

Howard Colvin describes the great hall as an aisled hall, with wooden beams supporting the 

structure.82 In 1244, the king ordered the wooden posts and arches to be painted to resemble 

marble and, later that year, the sheriff was instructed to whitewash the walls both inside and 

outside the great hall.83 Dixon-Smith’s speculative ground plan of the great hall at Guildford 

suggests a dais in the south end of the hall, which would locate the mural on the north wall 

(Figure 4.16). In that same year, the windows were enlarged to the right of the dais to cause 

morning sunlight to shine into the hall, illuminating the royal seat.84 In 1246, those same 

windows were painted with images of kings and queens enthroned, and, in 1261, four lancet 

windows were installed across from the dais and glazed, next to the mural of Dives and Lazarus. 

As at Ludgershall Castle, very little survives of the Guildford Castle residence. 

For five years, the painting of Dives and Lazarus was the sole painted program in 

Guildford’s great hall, apart from the glazed windows representing seated monarchs. With the 

walls around the mural whitewashed, the narrative would have been an imposing feature. It was 

not until July 1261 that Henry III commissioned a wooden screen (spere) to obscure the entrance 

to the king’s chambers, with figures of Saint Edward the Confessor and Saint John the 

 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
81 “…ad depingendum in aula rege ibidem ex opposito sedes rege historiam de Dive et Lazaro, ad quodem 
imaginem eam bestiis faciendam in eadem sede.” TNA C62/32, membrane 16, entry 27 (3 January 1256). 
82 Colvin, The History of the King’s Works, 950 (as in note 20). 
83 “…and in the king’s upper hall, the west window by the dais to be closed with windows of white glass, with 
a king in one half of the glazing seated in a chair, and a queen in the other half seated in a chair…” TNA 
C62/22, membrane 18, entry 14 (3 February 1246); Colvin, The History of the King’s Works, 950-951 (as in 
note 20). “…whitewash the king’s hall at Guildford within and without, to marble the posts with the arches, 
and to paint the two gables…” TNA C62/32 membrane 10, entry 22 (5 May 1256). 
84 “…to make glass panes for the window on the west side of the king’s dais…” TNA C62/20, membrane 3, 
entry 16 (26 September 1244). 
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Evangelist painted facing those in attendance.85  

For Henry III, Saint Edward the Confessor was the epitome of generosity and saintly 

kingship. As Saint Edward was Henry III’s patron saint, his devotion was intense and widely felt. 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
85 “…to make at the head of the table in the king’s hall at Guildford, towards the entry of the king’s chamber, a 
certain spur/spere of wood; and to paint there the figure of Saint Edward, and the figure of Saint John holding 
a ring in his hand.” TNA C62/37, membrane 13, entry 29 (13 February 1261). The popular narrative of Saint 
Edward the Confessor and Saint John the Evangelist is found in Aelred of Rievaulx’s Vita Sancti Eadwardi 
(1161-1163). As the story goes, a beggar approached Saint Edward seeking alms and, since the king had no 
money to give the poor man, Saint Edward gave him the ring from his finger. Later, while a group of English 
pilgrims were lost travelling to the Holy Land, a shrouded man gave them directions. The man revealed 
himself to be Saint John the Evangelist and told them that he once received alms from their king, Saint Edward 
the Confessor. He asked the group of pilgrims to return the ring to the king upon their return to England and to 
relay a message to the king of his impending death. The pilgrims awoke the next morning to find themselves 
miraculously transported back to England. This story from the life of Saint Edward the Confessor captivated 
Henry III and, as a result, this narrative became his chosen iconographic means of depicting Saint Edward in 
art. Building upon existing legends, as well as incorporating new stories, Aelred’s work served as the 
inspiration for future narratives about the saint, including the thirteenth-century Estoire de Seint Aedward le 
Rei dedicated to Eleanor of Provence. It also functioned as the foundational text upon which the cult of Saint 
Edward the Confessor was promoted at Westminster Abbey. Aelred of Rievaulx, Life of Saint Edward the 
Confessor, trans. Jerome Bertram (Guildford, UK: Saint Edward’s Press, 1997), 83-4.  

Figure!4.16! Speculative!Ground!Plan!for!Guildford!Castle!Great!Hall!

Source:!Sally!DixonQSmith,!“Image!and!Reality!of!Alms!!

Giving,”!(1999)!80.!
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Indeed, one of the driving forces behind the reconstruction of Westminster Abbey was to 

emphasize its function as a shrine church for the remains of Saint Edward.86 The first record of 

the king’s interest in the Confessor is 27 January 1233, when he ordered the images of Saint 

Edmund and Saint Edward, two Anglo-Saxon kings, to be painted on either side of his round 

chapel at Woodstock, along with images of God in Majesty and the Four Evangelists.87 So great 

was Henry III’s devotion that he made a concerted effort to accrue a greater following for the 

saint among the English people, including securing a papal bull in 1236 that the feast day of 

Edward the Confessor be observed and celebrated (13 October).88 As mentioned, Henry III 

frequently held Beggars’ Feasts in the great hall or adjoining hall spaces, where he gave food and 

alms to those in need. Saint Edward the Confessor’s miraculous act of charity undoubtedly 

inspired many of Henry III’s own charitable acts and was an appropriate iconographical choice 

for his great hall at Guildford.  

The combination of the parable of Dives and Lazarus and Saint Edward the Confessor 

and the Stranger (Saint John the Evangelist) provides an antithetical comparison between two 

rich men: Dives does not share his wealth and is damned to hell, whereas Saint Edward, King of 

England, who gives all that he has, is rewarded with sainthood.89 When Henry III entered the 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
86 Binski and Carpenter have written extensively about Henry III’s dedication to his patron saint. Paul Binski, 
Westminster Abbey and the Plantagenets: Kingship and the Representation of Power 1200-1400 (New Haven, 
CT: Yale University Press, 1995), 52-89; Paul Binksi, Becket’s Crown: Art and Imagination in Gothic 
England 1170-1300 (New Haven, CT: Yale University Press, 2004); Paul Binski, “Reflections on La estoire de 
Seint Aedward le rei: Hagiography and Kingship in Thirteenth-Century England,” Journal of Medieval History 
16 (1990): 333-350; David Carpenter, “King Henry III and Saint Edward the Confessor: The Origins of the 
Cult,” English Historical Review 122 (2007): 865-891; David Carpenter, “The Burial of Henry III, the Regalia 
and Royal Ideology,” in The Reign of Henry III (London: The Hambledon Press, 1996), 427-462. 
87 “Contrabreve to cause God’s majesty and the four evangelists and the figure of Saint Edmund on one side 
and that of Saint Edward on the other to be painted in good colours in the king’s round chapel at Woodstock...” 
TNA C62/10, membrane 10, entry 29 (27 January 1233); Carpenter, “The Origins of the Cult,” 869 (as in note 
86). 
88 Ibid., 871. 
89 Saint Edward the Confessor is known for performing more than simply charitable miracles. They also 
include a vision of the downfall of his enemies; a vision of Christ during the Eucharist; healing the sick by the 
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great hall, his courtiers would see him step out from behind an image of Saint Edward the 

Confessor.90 It is likely that Henry III envisioned this entrance so that those in attendance would 

immediately make a connection between the king and his patron saint. When he sat in his royal 

seat, which would have been flooded with (holy) light, Henry III would look up at see the 

parable of Dives and Lazarus before him and would be confident in his creation of a new and 

improved Dives and his blessed afterlife.   

 

Conclusions 

While it is undeniable that the parable of Dives and Lazarus functioned as a reminder to Henry 

III to be magnanimous, as suggested by Dixon-Smith, the placement of the illustrations 

throughout his great halls at Ludgershall, Guildford, and Northampton and the lack of other 

dominant decorative schemes demonstrate that the painted parable was more than simply a tool. 

The choice of the parable and its location in the great hall calls into question larger issues of 

imposed and reinforced courtly hierarchies, the performance of rituals, and the king’s (desired) 

legacy and afterlife.  

 With a range of guests and household staff fluttering in and out of the space, the walls 

(and windows) of the great hall were logical places for the king to advertise his agenda. Henry 

III’s use of the parable as a prompt for courtly behaviour allows the space of the great hall to be 

(re)interpreted as the setting for a narrative retelling of the Biblical story, with Henry III’s 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
“touching for the king’s evil;” and his prophecy on his deathbed of Henry III, who would reunite the kingdoms 
of Great Britain, or so says La Estoire de Seint Aedward. Dixon-Smith, “The Image and Reality of Alms-
giving,” 83 (as in note 6). 
90 Unfortunately, as with almost all of Henry III’s painted commissions, there are no surviving depictions of 
Saint Edward the Confessor that decorated his private apartments and chapels. However, the early-nineteenth-
century antiquarian copies of the Painted Chamber at Westminster and a sculpture of Saint Edward giving his 
ring to the beggar in the south transept at Westminster Abbey offer a suggestion of the composition favoured 
by Henry III and presumably used throughout his residences.  
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behaviour as a marked corrective. Through his performance of the Beggars’ Feast, Henry III 

casts himself in the role of the new and improved Dives: the rich man transforms from the miser 

on the wall to the generous and kind king seated on the dais. Instead of ignoring the beggar’s 

plight, the rich man now welcomes the leprous Lazarus into his home and shares food from his 

table. Through what appears to be a risky endeavour (associating the Hell-bound rich man with 

the English king), Henry III’s commission of the parable demonstrates his compliance to the 

seven corporeal Works of Mercy, particularly the commandments to feed the hungry, give drink 

to the thirsty, and welcome the stranger. The king was publicly instilling his persona with the 

saintly virtues of charity (almsgiving), compassion, and humility. By retelling the parable of 

Dives and Lazarus as a tale of generosity in thirteenth-century England, the king is securing a 

place for the ‘rich man’ in Heaven at Abraham’s side.  

Henry III’s decision to include such an overt cautionary tale of the dangers of selfishness 

and greed in the great hall is controversial, but not unjustified. Without the ritualistic act of 

feasting in the great hall, the parable of Dives and Lazarus would not have had the potential for 

such powerful visual resonance.  

 

 

!
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Chapter 5. Solomon and Marcolf in the Lesser Hall at Westminster 
 

 
 

The medieval image-world was, like medieval life itself, rigidly structured and 
hierarchical. For this reason, resisting, ridiculing, overturning, and inverting it 
was not only possible, it was limitless. 

Michael Camille1 
 
 
 
The Close roll entry for 9 December 1252 records Henry III’s commission of Solomon and 

Marcolf to be painted in the window of the gable of the lesser hall at Westminster Palace.2 This 

no longer surviving depiction of Solomon and Marcolf is the earliest painted representation of 

the subject in English art—and an admittedly puzzling choice for a king to commission for 

Westminster Palace.3  

Although the Close roll entry simply refers to the historia Salomonis et Marculphi, Jan 

M. Ziolkowski suggests that Henry III may have been inspired by the c.1200 version of the 

Dialogue of Solomon and Marcolf (henceforth referred to as Dialogue).4 Unfortunately, no 

manuscripts of this narrative survive prior to 1410, so it is difficult to pinpoint the specific 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
1 Michael Camille, Image on the Edge: The Margins of Medieval Art (London, UK: Reaktion Books, 1992), 
26. 
2 “…et depingatur in eadem capella historia Sancti Eduuardi; et bassam cameram lambruscari faciat in qua 
depingatur historia Sancti Eustachii, et in fenestra gabuli historia Salomonis et Marculphi.” TNA C54/66, 
membrane 22, entry 3 (9 December 1252).  
3 Unpopular in thirteenth- and fourteenth-century visual culture, the narrative and ensuing debates between 
Solomon and Marcolf gained popularity in the fifteenth and sixteenth centuries, resulting in a surge of 
artworks (especially German woodcuts) and manuscripts written in Latin and various European vernaculars. 
Malcolm Jones corroborates that Henry III’s commission is the earliest painted representation of Solomon and 
Marcolf; however, he only mentions the mural in passing, even though it is a bold assertion and not made by 
other scholars. Malcolm Jones, “Marcolf the Trickster in Late Medieval Art and Literature, or: The Mystery of 
the Bum in the Oven,” in Spoken in Jest, ed. Gillian Bennett (Sheffield, UK: Sheffield Academic Press, 1991), 
148. 
4 Jan M. Ziolkowski, Solomon and Marcolf (Cambridge, MA: Harvard University Press, 2008), 305-360. See 
also: Ernst Tristram, English Medieval Wall Painting: The Thirteenth Century (London, UK: Oxford 
University Press, 1950), 89, 575; Rose A. Zimbardo, “The ‘Book of the Duchess’ and the Dream of Folly,” 
The Chaucer Review 18 (1984): 334-335; Matthew M. Reeve, “Gothic Architecture and the Civilizing Process: 
The Great Hall in Thirteenth-Century England,” in New Approaches to Medieval Architecture, eds. R. Bork, 
W. Clark, and A. McGehee (Burlington, VT: Ashgate, 2011), 108.!
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edition chosen for the court painters to depict, or a specific scene to illustrate.5 The Dialogue 

describes a debate between the wise Old Testament king, Solomon, and Marcolf, a shrewd 

peasant. Performing a satire of the scholarly disputatio,6 Solomon and Marcolf dispute aphorisms 

and ask riddles of each other, with Solomon engaging in high-minded responses while Marcolf 

provides crude, candid rebuttals. The Dialogue was communicated in both written and oral 

traditions from the tenth century onward, but most representations in western European visual 

culture date to the fifteenth and sixteenth centuries.7 

The Dialogue opens with a prologue, describing the appearance of both Solomon and 

Marcolf and setting the scene. The narrative begins with the men introducing themselves and 

speaking of their lineage. Solomon suggests a battle of wits between the two of them, saying, “I 

have heard that you are talkative and cunning, although you are boorish and ugly. For this reason 

let us hold a dispute between us. I will pose you questions, and then you follow and reply to 

me.”8 Solomon offered that, if Marcolf were able to respond to all of the questions posed, he 

would bestow upon Marcolf great riches. The Dialogue continues at length, with Solomon 

attempting to correct Marcolf’s unsophisticated, crass utterances that tend to be highly eroticized 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
5 There were various editions of the Dialogue available in Latin by the thirteenth century, and these editions 
had the potential for drastic variations. For example, one unabridged version of the Dialogue contains (loosely) 
138 debates, whereas an abbreviated version of the same narrative contains 88-90. This would contribute to 
disparities between painted, written, and spoken editions of what is supposed to be the same narrative. That is 
to say, the version of the Dialogue presented to Henry III could be different from the version presented to 
Louis IX of France. See: Nancy Mason Bradbury and Scott Bradbury, eds., “The Dialogue of Solomon and 
Marcolf: A Dual-Language Edition from Latin and Middle English Printed Editions,” 
http://d.lib.rochester.edu/teams/text/bradbury-solomon-and-marcolf-intro (2012). 
6 Disputatio was a popular method of teaching and researching in the Middle Ages. It was a form of debate 
between scholars, students, and members of the clergy, alike, in order to teach and uncover truths about the 
(un)known world. For more information about medieval disputations, see: Olga Weijers, “The Medieval 
Disputatio,” in Traditions of Controversy, ed. Marcelo Dascal and Han-liang Chang (Philadelphia, PA: John 
Benjamins Publishing Company, 2007), 141-150. 
7 The earliest written versions, which no longer survive, originated either in France or Flanders, where Marcolf 
was known as “Marcoul.” Ziolkowski, Solomon and Marcolf (as in note 4); Jones, “Marcolf the Trickster,” 
143 (as in note 3). Nancy Mason Bradbury, “Rival Wisdom in the Latin ‘Dialogue of Solomon and Marcolf,’” 
Speculum 83 (April 2008): 331.  
8 Ziolkowski, Solomon and Marcolf, 55 (as in note 4).  
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and/or vulgar—especially in terms of frequent descriptions of sexual acts and bodily functions. 

Despite Solomon’s efforts, Marcolf appears to have the last word. Following the Dialogue 

proper, there are eight episodes outlining Marcolf’s tricks. In the final chapter, Solomon, 

frustrated at Marcolf’s flippant retorts, orders his men to seize him and hang him from a tree. 

Marcolf responds, “My lord king, you can bestow upon me so much mercy that I be hanged on 

the tree that I choose.”9 The king agreed to these final terms and his men searched for a 

satisfactory tree for Marcolf, but, when they could not find one, the men were forced to release 

him. In escaping the noose, Marcolf outwitted Solomon: low-minded, crude humour triumphed 

over high-minded, proverbial wisdom.10  

During his reign, Henry III used the lesser hall as an overflow chamber for banquets.11 

However, the function of the room changed dramatically in the subsequent century: it was the 

meeting place of the House of Commons in the parliament of 1368 and acted as the Court of 

Chancery and Court of Requests from the early-fourteenth century onwards.12 In 1307, King 

Edward II (r: 1307-1327) referred to the lesser hall as Camera Marculfy (sic), in spite of the fact 

that there were greater, more elaborate narratives commissioned by Henry III to occupy the walls 

(the Dialogue was painted in the window recess in the gable, whereas larger narratives of Saints 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
9 Ziolkowski, Solomon and Marcolf, 101 (as in note 4). 
10 There has been some discussion around who is victorious in this battle of wits. Misty Schieberle and Curtis 
Gruenler believes in an “unstable reconciliation.” Matthew M. Reeve argues that Solomon is victorious, 
whereas Maria Corti believes that Marcolf is the winner of the debate. See: Misty Schieberle, “Proverbial 
Fools and Rival Wisdom: Lydgate’s Order of Fools and Marcolf,” The Chaucer Review 49 (2014): 209; Curtis 
Gruenler, “How to Read Like a Fool: Riddle Contests and the Banquet of Conscience in Piers Plowman,” 
Speculum 85 (2010): 606-607; Maria Corti and John Meddemmen, “Models and Antimodels in Medieval 
Culture,” New Literary History 10 (1979): 364; Reeve, “Gothic Architecture and the Civilizing Process,” 108 
(as in note 4). 
11 An entry in the Close Rolls of 1243 states that, during one of Henry III’s frequent Beggars’ Banquets, the 
king ordered six thousand poor be fed, those who were particularly ill or old were to be fed “in magna aula et 
minori.” TNA C54/56 membrane 16, entry 11 (24 December 1243). For more information about Beggars’ 
Banquets, see Chapter 3. 
12 John Crook and Roland B. Harris, “Reconstructing the Lesser Hall: An Interim Report from the Medieval 
Palace of Westminster Research Project,” Parliamentary History 21 (2002): 23. 
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Edward the Confessor and Eustace filled the surrounding walls).13 The effect of such a small 

painting speaks to the power of art and architecture in shaping the function of a chamber. 

Certainly outside factors could have played a part in determining the modified function of the 

lesser hall, but the language chosen by Edward II speaks to how the iconography portrayed and 

the themes throughout were incorporated into the fabric of the room.  

Paintings commissioned by Henry III in his halls (great and lesser, public and private) 

frequently centered on ideas of kingship and, time and again, these paintings evoked the identity 

of royal predecessors and inspired future kings. Henry III often used the theme of saintly 

kingship in his paintings to impress upon himself and his entourage an image of how he wanted 

be viewed and remembered.14 In light of Henry III’s images of Dives and Lazarus, the story of 

Marcolf could be used to emphasize the fallibility of kingship and his pursuit of a humble 

kingship.  

The Dialogue can be broadly interpreted within the Aristotelian Mirror of Princes, a 

pedagogical tradition that encouraged courtly, high-minded behaviour by promoting the 

emulation of exemplary rulers.15 The works of Aristotle were ‘rediscovered,’ translated, and read 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
13 “Mro T. de Westm˜ depictori operanti circa Cameras Capellas aula ˜t alias domos depingend˜ ˜t ear˜ 
depictures emended˜ ˜t circa diversos defectus adtunc existentes in Camera depicta ˜t circa divers˜ defect˚ 
existentes in Camera Marculfy per xij dies,” (12 February 1307). Abbreviated Latin as cited in J. Gage 
Rokewood, Vestusta Monumenta, vol. 6 (London, UK: Society of Antiquaries, 1885), 12. The Chancery Roll 
entry referring to the lesser hall as Camera Marculphi in the fourteenth century uses the spelling Marculfy, 
whereas the Close Roll entry upon which this chapter is based uses the spelling Marculphi. I am using the 
thirteenth-century spelling throughout this study. 
14 Amanda Richardson, “Gender and Space in English Royal Palaces c.1160-1547: A Study in Access Analysis 
and Imagery,” Medieval Archaeology 47 (2003): 161. 
15 This literary tradition spanned the Middle Ages, from John of Salisbury’s Policraticus (1159), Gerald of 
Wales’s De Principis Instructione (1217), and into the Renaissance with Baldassare Castiglione’s Il 
Cortegiano (1528).  John of Salsibury, Policraticus, Of the Frivolities of Courtiers and the Footprints of 
Philosophers (1159), trans. Cary J. Nederman (New York, NY: Cambridge University Press, 1990); Giraldus 
Cambrensis, De Principis Instructione (1217), (London, UK: Anglia Christiana, 1846); Baldassare Castiglione, 
The Book of the Courtier (1528), trans. Leonard Ecksteil Opdycke (New York, NY: Charles Schribner’s Sons, 
1901). 
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with interest in the twelfth and thirteenth centuries.16 One such text was entitled Secretum 

secretorum, a treatise on good government believed to have been written by Aristotle for his 

pupil, Alexander the Great.17 The advice given by the philosopher to his pupil was intended to 

mold Alexander into a learned and courteous ruler that future leaders could emulate. In a similar 

way, the commissioned wall paintings in Henry III’s chambers may have been intended to mold 

the king into a learned and courteous ruler, also.  

The previous chapter spoke to the pervasiveness of court etiquette and rituals, and how 

art and specific modes of architecture can be used to reinforce the function of a chamber.18 In 

this chapter, I explore the narrative of Solomon and Marcolf and how this iconography may have 

functioned within (and altered the function of) the lesser hall at Westminster Palace. I begin by 

examining the archival evidence for the commission and literature surrounding the function of 

the lesser hall in the thirteenth century. Then I look at the visual tradition of the Dialogue in the 

Middle Ages, specifically King Solomon as an admittedly flawed, yet influential Biblical hero, 

and Marcolf as an anti-hero. How does the Dialogue speak to/with the other paintings in the 

hall? How was the chamber used and (how) does the story of Solomon and Marcolf relate? If the 

Dialogue was only one of several histories painted in the lesser hall, why was it referred to in the 

fourteenth century as Camera Marculphi? If Marcolf renders Solomon’s proverbial wisdom 

“grandly irrelevant,”19 what does Henry III risk and/or gain in the publicity of this commission? 

Is there a comedic turn in the Mirror of Princes tradition? Finally, why is it important that the 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
16 Marvin Perry, Myrna Chase, James Jacob, Margaret Jacob, and Jonathon W. Daly, Western Civilization: 
Ideas, Politics, and Society (Boston, MA: Houghton Mifflin Co., 1996), 259. 
17 One manuscript of the Secretum Secretorum at the British Library explores the virtues of wisdom, religion, 
justice, and restraint. Michael Michael, “The Iconography of Kingship in the Walter of Milemete Treatise,” 
Journal of the Warburg and Courtauld Institutes 57 (1994): 35-36; Libby Escobedo, The Milemete Treatise 
and Companion Secretum Secretorum (Queenston, ON: Edwin Mellen Press, Ltd., 2011), 57. 
18 For more information and a discussion of how court culture and courtesy affected the interpretation of art 
and the ambience of a room, see Chapters 1 and 3. 
19 Michael Curschmann, “Marcolf or Aesop? The Question of Identity in Visio-Verbal Contexts,” Studies in 
Iconography 21 (2000): 7. 
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lesser hall was referred to as the Marcolf Chamber and not the Solomon Chamber, as would be 

expected? What does it help us understand about Henry III’s reign and his choice of self-

reflexive and self-effacing imagery? 

  

The Evidence 

Henry III commissioned the Dialogue for the lesser hall at Westminster Palace in the Close Rolls 

(9 December 1252): “And he painted in that same room the history of Saint Edward; and he had 

the lower room wainscoted, in which the history of Saint Eustace was painted, and in the window 

of the gable was painted with the history of Solomon and Marcolf” (Figure 5.1).20 The entry is 

not clear whether or not the painting of Solomon and Marcolf is located in the window recess or 

if it is painted directly onto the window. After comparing the language used in the rolls in the 

previous chapter—notably the lack of the word vitreum—it is likely that the Solomon and 

Marcolf painting is depicted on the wall surface, not on the window. However, what remains to 

be clarified is which gable is chosen for the painting. Is it a gable at the north or sound ends of 

the hall? Or is it a blind gable located along the wall of windows? Where was the dais 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
20 “…et depingatur in eadem capella historia Sancti Eduuardi; et bassam cameram lambruscari faciat in qua 
depingatur historia Sancti Eustachii, et in fenestra gabuli historia Salomonis et Marculphi.” TNA C54/66, 
membrane 22, entry 3 (9 December 1252). It is strange that Henry III commissioned the painting of Solomon 
and Marcolf in the Close Roll and that there is no mention of this commission in the Liberate Rolls. The vast 
majority of Henry III’s artistic commissions are located in the Liberate Rolls and sometimes copied into the 
Close Rolls or the Chancery Rolls (which is convenient when part of the rolls are missing or damaged), but it 
is odd that the commission is completely missing from the Liberate Rolls.  

Figure'5.1' TNA'C54/66,'membrane'22,'entry'3'(9'December'1252),'The'National'Archives'
' ' Source:'Photograph'by'Meaghan'Whitehead'
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positioned? In the previous (and forthcoming) chapter, the placement of wall painting “in the 

gable” refers to the end of the hall. Images of the House of Lords from the nineteenth century 

suggest that there were not rows of windows along the lower portion of the east and west walls 

of the chamber (Figures 5.2, 5.3). I suggest that the Dialogue was featured either in the centre of 

the east wall in a blind gable between the windows, as opposed to the gable at the end of the hall. 

Since the evidence is scant on this matter and any medieval fabric of the hall was hidden behind 

benches, paneling, and tapestries, it is merely an informed suggestion. 

The lesser hall at Westminster Palace (also referred to as the white hall or the little hall in 

the Chancery Rolls) is located next to the Painted Chamber, with a thirteenth-century doorway  

 

 

Figure'5.2' Engraving'after'a'drawing'of'the'Lesser'
Hall'immediately'following'the'fire'of'
1834'by'Frederick'Mackenzie'
Source:'Vetusta'Monumenta'VI'(1885)'
pl.'16' '

Figure'5.3' Lithograph'of'the'interior'of'the'Lesser''
Hall'looking'south'(c.1801W1834)''
by'John'Shurry'
Source:'Crook'and'Harris,'“Reconstructing'
the'Lesser'Hall,”'24'
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linking it to St Stephen’s Chapel (Figure 5.4).21 The 

room was lit from the south end by three round-headed 

Romanesque windows with chevron moulding, a 

remnant of Saint Edward’s Palace.22 Although 

overshadowed by the great hall to the north, the lesser 

hall was an imposing structure, the second largest room 

in the medieval palace of Westminster, measuring 121 

feet 6 inches by 39 feet 3 inches (37.07m x 11.97m).23 

Compared to other major chambers in Westminster—

notably the Painted Chamber—the lesser hall is little 

known or studied. This is presumably due to the fact 

that the medieval fabric of the hall was concealed to a 

great extent before the eighteenth and nineteenth 

centuries, when antiquarians took a greater interest in 

preserving the history of the building complex.24 

 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
21 Howard Colvin notes that the location of the lesser hall is uncertain, suggesting that it might be “one of the 
rooms in the basement of the Painted Chamber, whose east end was very close to the river.” Howard M. 
Colvin, History of the King’s Works: The Middle Ages, vol. 1 (London, UK: H. M. Stationary Office, 1963), 
502. Recent scholarship, however, confidently places the lesser hall (proper) between the Painted Chamber and 
Saint Stephen’s Chapel. There is also a lower basement level of the lesser hall, which is perhaps to which 
Colvin is referring. See: Richardson, “Gender and Space in English Royal Palaces,” 131-165 (as in note 14); 
Crook and Harris, “Reconstructing the Lesser Hall,” 22-61 (as in note 12). 
22!Sydney Smirke, “Remarks on the Architectural History of Westminster Hall: in a Letter from Sydney 
Smirke, Esq. F.S.A., to Sir Henry Ellis, K.H., F.R.S. Secretary,” Archaeologia 26 (1836), 406-414. It is 
believed that the Lesser Hall stands on the foundation of Saint Edward the Confessor’s palace. John Carter, 
“The Ancient Palace of the Kings at Westminster,” in Sacred and Mediæval Architecture, ed. George Laurence 
Gomme, vol. 1 (London, UK: Elliot Stock, 1890), 63. 
23 For a complete analysis and proposed reconstruction of the lesser hall at Westminster, including detailed 
(comparative) measurements, see Crook and Harris, “Reconstructing the Lesser Hall,” 40-53 (as in note 12).  
24 Ibid., 24. 

Figure'5.4'''''Ground'plan'of'Henry'III’s'royal''
''''''''''''''''''''''''''apartments'at'Westminster'
''''''''''''''''''''''''''Source:'Richardson,'“Gender''
''''''''''''''''''''''''''and'Space'in'English'Royal''
''''''''''''''''''''''''''Palaces,”'135'
'
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The lesser hall was damaged in a fire on 7 February 1263 (the same fire that damaged the 

Painted Chamber) and again in a fire on 29 March 1298.25 The two thirteenth-century fires that 

ravaged Westminster, along with a lack of repairs during the reign of Edward I (r: 1272-1307), 

caused Edward II to inherit “a half-ruined palace.”26 It was in the time of Edward II that the 

lesser hall was referred to and became known as Camera Marculphi.27 However, the extent to 

which the Dialogue was still visible after the fires and the general lack of maintenance is 

questionable. Despite the relatively small space allotted for the painting, the historia Salomonis 

et Marculphi must have been either impressive or, in the very least, unusual in order for it to 

necessitate the renaming of the room from bassa camera to Camera Marculphi.28 Indeed, the 

very fact that the Dialogue was chosen as a subject of wall painting at all is unprecedented.  

There is reason to believe that the thirteenth-century fires destroyed most, if not all of the 

paintings of Saint Edward the Confessor and Saint Eustace, but not of Solomon and Marcolf. In 

1324, Edward II commissioned a cycle of the life of his father, Edward I, in the lesser hall, 

presumably painting over the (destroyed) murals of the lives of the saints.29 This would 

contribute to Edward II’s naming of the lesser hall as Camera Marculphi in 1307, especially if it 

was the only painting visible in the hall at the time.  

The entry in the Close Rolls suggests that episodes from the life of Saint Edward the 

Confessor were painted on the walls, while the life of Saint Eustace occupied the wainscoting, 

leaving the history of Solomon and Marcolf in the window in the gable—a considerably smaller 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
25 The fire of 1263 was said to have started in the Painted Chamber. Crook and Harris, “Reconstructing the 
Lesser Hall,” 28-29 (as in note 12).  
26 Following the death of his mother, Eleanor of Provence, in 1291, Edward I lost interest in Westminster 
Palace, preferring to spend more time at the Archbishop of York’s house down the river. As a result, the palace 
fell into a state of disrepair. Colvin, et al., History of the King’s Works, 505 (as in note 21). 
27 Rokewood, Vetusta Monumenta (as in note 13). 
28 Tristram, English Medieval Wall Painting, 89 (as in note 4). 
29 Matthew M. Reeve, “The Former Painted Cycle of the Life of Edward I at the Bishop’s Palace, Lichfield,” 
Nottingham Medieval Studies 46 (2002): 76. 
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space than what was given to Saints Edward the Confessor and Eustace.30 The connection 

between the histories of Saint Edward the Confessor, Saint Eustace, and Solomon and Marcolf is 

not immediately obvious. Henry III’s intense admiration for Saint Edward the Confessor is 

reason enough for the commission, but in what capacity do Saint Eustace and Solomon and 

Marcolf relate to each other and to Saint Edward the Confessor?31 Is there meant to be an 

obvious connection among the three narratives at all?  

Before becoming a saint, Eustace was a Roman general named Placidas, serving under 

the Emperor Trajan. While hunting in the woods, Placidas witnessed a vision of the crucified 

Christ between the horns of a stag—an experience that compelled him to convert to Christianity. 

Following his baptism, (the renamed) Eustace’s faith was tested when his wealth was taken from 

him, his servants were killed, and, while on a sea-voyage, his family was kidnapped by sailors. 

After fifteen years, Eustace was reunited with his family and they returned to Rome, where he 

led an army to defend the city from attacking pagans. When Hadrian succeeded Trajan as 

emperor, Eustace and his family were burned inside the statue of an ox for their refusal to 

renounce Christianity.32 Apart from their saintly status, Saints Edward the Confessor and Eustace 

do not appear to have much in common, and there is even less to connect Eustace to Solomon 

and Marcolf. To my knowledge, Saints Edward and Eustace were not painted together apart from 

their inclusion in the program in the Painted Chamber at Westminster. The greatest connections 

to be made between Saint Eustace and the Dialogue are the themes of faith and patience 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
30 Ernst Tristram also suggests that Henry III commissioned the Latin translation of his personal motto for one 
of the windows in the Lesser Hall. Ernst Tristram, “An English Mid-Fourteenth-Century Picture,” The 
Burlington Magazine for Connoisseurs 83:48 (July 1943): 161. 
31 For an overview of the life of Saint Edward the Confessor and Henry III’s spirituality, see Chapter 2. 
32 Anne B. Thompson, “Jaussian Expectation and the Production of Medieval Narrative: The Case of ‘Saint 
Eustace’ and Sir Isumbras,” Exemplaria 5 (1993): 387-390. 
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(Eustace’s patience and faith in the love and mercy of God and Solomon’s long-lasting patience 

with the smart-aleck Marcolf) and the series of trials undertaken by each protagonist.  

An argument can be made connecting the narratives to the theme of the protection of 

justice. Saint Eustace was a military saint, commemorated for defending Rome against pagans, 

and his role of protector was reprised in the Painted Chamber as one of Solomon’s guardians 

painted on the wall surrounding the king’s bed.33 King Solomon was celebrated for his wisdom, 

specifically the famed Judgment of Solomon.34 His wisdom was so renowned that the Queen of 

Sheba came to Solomon’s court to test him, ultimately leaving defeated and overwhelmed by 

what she experienced.35  Medieval kings believed that God bestowed upon them divine wisdom, 

similar to that of Solomon. As the protector of the realm, the king’s wisdom and judgment was 

called and relied upon every time one of his subjects attended the Court of Requests or spoke to 

the king about matters ranging from domestic disputes to larger questions of diplomacy. It would 

be fitting for Henry III to surround himself with images of King Solomon and even to see 

himself as following in Solomon’s illustrious footsteps; but, surely, a narrative painting Solomon 

in a positive light would have been a more logical choice for the lesser hall. As with other 

commissions by the king, the design and layout of the iconography of Solomon and Marcolf is 

unknown, as are the furnishings throughout. However, contemporaneous and early modern 

examples of the narrative found in manuscripts and prints may shed light on a possible painting 

cycle.  

 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
33 “Some military saint like Saint Eustace” was painted on the wall by the king’s bed. Master William of 
Westminster was paid twenty marks in 1272 “for the painted tabernacle around the King’s bed in his 
chamber.” This is the final record of Henry III’s commissions, as the king died 16 December 1272. Tancred 
Borenius, “The Cycles of Images in the Palaces and Castles of Henry III,” Journal of the Warburg and 
Courtauld Institutes 6 (1943): 42, fn. 7. 
34 1 Kings 3: 16-28, NIV. 
35 1 Kings 10: 1-10, NIV. 
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The Visual Tradition of (Solomon and) Marcolf 

Before the fifteenth century, when illustrated editions of the Dialogue were widely circulated, 

images of Marcolf are relatively rare. The earliest surviving illuminated manuscript featuring a 

depiction of Marcolf is the Hours of Marguerite de Beaujeu, a Franco-Flemish Book of Hours 

dating from the early fourteenth century (Figure 5.5).36 In this illustration, Marcolf is not shown 

riding a goat or dancing with his wife, as was later to be the fashion; instead, his presence is 

suggested within a stone oven as a projecting posterior. In his aptly titled article “Marcolf the 

Trickster in Late Medieval Art and Literature or: The Mystery of the Bum in the Oven,” 

Malcolm Jones explains this choice of imagery has very little textual evidence to support the 

illustration of Marcolf’s bottom, saying it is possible that the illustrator chose to make a 

connection between the ashes in an oven and “Marcolf’s association with ovens” (in reference to 

Chapter 19 of the Dialogue, explained below), but that, in any case, the choice is an arbitrary  

 

 

 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
36 British Library, Add. MS 36684, f.94v. 

Figure'5.5' Marcolf'with'his'Bum'in'the'Oven,'Artist'
unknown,'Hours'of'Marguerite'de'
Beaujeu'(c.1320)'
Source:'MS'M'754,'f.3v,'Pierpont'Morgan 

'
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one.37 There are two other depictions of Marcolf in the Hours of Marguerite de Beaujeu: one 

shows a man climbing in and out of an oven, presumably Marcolf, and the other is another 

example of a protruding posterior in the open mouth of an oven, but this example also has an 

accompanying head popping out of the top of the oven blowing a trumpet.38  

In Chapter 19 of the Dialogue, just before Marcolf is sentenced to be hanged, Solomon 

proclaimed that he never again wanted to look Marcolf in the eyes. Marcolf is then described as 

entering an oven and waiting for Solomon, leaving a trail of footprints to tempt the king to take a 

peek inside. When Solomon sees the footprints, he peers inside to see Marcolf bent over, 

exposing his genitals. Solomon asks, “How is it that you are lying in this manner?” To which 

Marcolf responds, “You instructed me that you would not see me any more between the eyes. 

But now, if you do not wish to see me between the eyes, you may see me between the 

buttocks.”39 This popularized depiction of Marcolf’s backside may appear to be an obscure part 

of the story upon which to focus, but it was an iconography also chosen by early modern 

printers. However, the most common image of Marcolf between the late-Middle Ages and the 

Early Modern period shows Marcolf riding a goat (Figure 5.6).  

Marcolf as goat-rider has been linked to the folktale of the Clever Peasant Girl (or the 

Peasant’s Clever Daughter). In the Clever Peasant Girl tale, the king bestows upon the girl a 

riddle: the protagonist is told to appear before the king “neither riding nor walking, neither on 

horseback nor on foot, neither naked nor clad, neither barefoot nor shod, neither in the road nor 

out of the road, neither with nor without a gift.” In order to satisfy all the demands, the clever 

peasant girl appears before the king on the back of a goat, with one foot trailing along the 

ground, wearing a net, wearing only one shoe, and carrying a rabbit as a present that scampers  
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
37 Jones, “Marcolf the Trickster,” 145 (as in note 3). 
38 British Library Add. MS 36684, f.3v and f.82r, respectively. 
39 Ziolkowski, Solomon and Marcolf, 99 (as in note 4). 
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away as soon as she releases it from her arms.40 With their quick-witted intelligence and riddle-

solving prowess, the Clever Peasant Girl and Marcolf have a shared fate in medieval art. Their 

responses to the question(s) posed to them earns them a respected place in medieval culture as an 

exemplar to all to think creatively and not to neglect the words and actions of the so-called lower 

classes. The only two English medieval examples where Marcolf appears as goat-rider before or 

alongside Solomon are found in the Ormesby Psalter and a misericord carving at St Mary’s 

Parish, Beverley; in all other images, Marcolf is a lone goat-rider.41 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
40 Jones, “Marcolf the Trickster,” 150-151 (as in note 4).  
41 Images of Marcolf the goat-rider are frequently found in illuminated manuscripts, including the 
aforementioned Ormesby Psalter and the Smithfield Decretals (c.1340), and on misericords, as at Worcester 
(c.1379) and Norwich (c.1480). Ibid., 141, 149. 

Figure'5.6' Marcolf'the'GoatWRider,'Raymund'of'Peńafort'(c.1340),'Decretals'of'Gregory'IX'
(Smithfield'Decretals)'
Source:'BL'Royal'MS'10'E'IV,'f.156'
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 Marcolf is also frequently featured in medieval 

sculpture, although surviving examples are mostly located 

outside England. In French cathedral sculpture, Solomon is 

often portrayed with an obscured, miniature Marcolf. In the 

right bay of the north porch at Chartres Cathedral, the statue of 

Solomon is paired with the Queen of Sheba, but forming the 

plinth upon which the jamb figure of Solomon stands is 

Marcolf (c.1220) (Figure 5.7). Solomon is positioned with the 

Queen of Sheba as a metaphorical pairing of Christ and 

Church, with the Church (Queen of Sheba) coming from the 

ends of the earth to listen to the Word of Christ (Solomon).42 

Marcolf’s hunched-over pose is reminiscent of Spinario, the 

Greco-Roman Hellenistic sculpture of a young boy in the same 

configuration.43 As Marcolf raises his foot, he exposes his 

genitalia—both a nod to Spinario, the boy with thorn, and the 

crude nature of Marcolf’s dialogic repartee. This configuration 

continues with the portal sculpture of Solomon and the Queen of 

Sheba at the cathedrals in Amiens, Reims, and Laon.44  

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
42 Émile Mâle, The Gothic Image: Religious Art in France of the Thirteenth Century (New York, NY: Harper, 
1958), 157. 
43 Jones, “Marcolf the Trickster,” 141, 157-159 (as in note 3); Ziolkowski, Solomon and Marcolf, 23 (as in 
note 4). 
44 This sculpted arrangement is found in Spain, as well. On the archivolt of the south transept portal at Ourense 
Cathedral in the northwest is a deformed Marcolf lurking to the right of Solomon, mimicking the king’s 
gestures as he converses with the Queen of Sheba (c.1200). Once again, Marcolf is depicted with oversized 
genitals. The Solomon and the Queen of Sheba at Ourense are more or less hidden figures compared to the 
monumental sculpture of the pair on the west portal façade of the cathedral of Tui in the southwest. In this 
example, Solomon holds a model of his temple, while Marcolf kneels beneath the Queen of Sheba. See Kirk 
Ambrose, The Marvelous and the Monstrous in the Sculpture of Twelfth-Century Europe (New York, NY: 

Figure'5.7'''''Solomon'and'Marcolf,''
''''''''''''''''''''''''''sculptor'unknown'''''''''
''''''''''''''''''''''''''(c.1220)''
''''''''''''''''''''''''''Chartres'Cathedral'
''''''''''''''''''''''''''Source:'Photograph''
''''''''''''''''''''''''''by'AnnaWMaria''
''''''''''''''''''''''''''Moubayed'
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As a mural in the lesser hall at Westminster Palace, it is unlikely that historia Salomonis 

et Marculphi was painted as Solomon peering into Marcolf’s backside inside a stone oven 

(which seems to be a later development) or as a conversation between Solomon and the Queen of 

Sheba with Marcolf crouching below. Considering how the narrative works within the context of 

the lesser hall, I suggest that the Dialogue was painted as a disputatio, as an intellectual 

conversation between the two men. Positioned alongside the histories of Saints Edward the 

Confessor and Eustace, Marcolf exposing himself as either a spinario figure or as a “bum in the 

oven” does not seem appropriate. However, manuscripts are sacred compared to the lesser hall, 

so why would an exposed backside be any more appropriate there? Marcolf as the goat-rider 

could be represented in the wall painting, as it is a well-known trope in the Middle Ages. As 

much as I envision a pictorial conversation between the men, with the lesser hall acting as the 

ideal environment for their debate and simultaneous real-life, thirteenth-century discourses, a 

depiction of the bum in the oven is not impossible.   

 

The Medieval Solomon  

Some medieval interpretations of King Solomon differ from what is written in the Old 

Testament. Most medieval writers used Solomon as a “lifeless icon, a stuffed dummy imported 

[…] to represent wisdom or ideal kingship in the abstract, without any real interest being evinced 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
Boydell Press, 2013), 2-3. Michael Camille identified a sculpted capital at Wells Cathedral, Somerset, as a 
carving of Marcolf. In his catalogue of the nave sculpture at Wells, however, Matthew Reeve describes a 
“hooded figure with painted expression [removes] a thorn from his foot (spinario).” Reeve suggests that, 
whereas it would be relevant to position Marcolf below the Solomon figure at Chartres, Marcolf is a less 
appropriate addition to Wells Cathedral’s program, therefore it is likely to represent a spinario type, instead. 
Whether or not this nave sculpture was intended to be a depiction of Marcolf remains unclear. Madeleine 
Caviness argues that the spinario figure “had a medieval afterlife as Marcolf,” so whether or not the carving 
was intended to be spinario or Marcolf, the result is one and the same. Matthew M. Reeve, “Capital Sculpture 
of Wells Cathedral: Masons, Patrons, and the Margins of English Gothic Architecture.” Journal of the British 
Archaeological Association 163 (2010): 102; Madeline Caviness, “Erotic Iconography,” in The Routledge 
Companion to Medieval Iconography, ed. Colum Hourihane (New York, NY: Taylor and Francis, 2016), 269. 
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in the particularities of his character or history.”45 Solomon was praised as the builder of the 

great temple, the author of the Song of Songs, and a model king, but he was also deeply flawed 

and those flaws (acknowledged in the Book of Kings) were often ignored or suppressed in the 

Middle Ages.46 For example, the hagiographies of Edward the Confessor circulating in the 

thirteenth century compared the saint to Solomon, citing the typical virtues of mercy, grace, and 

wisdom.47 This raises the question, if Solomon’s negative traits were traditionally disregarded in 

lieu of seeing him in the glorious light of saintly kingship, why would Henry III choose to 

commission a painting of a narrative where Solomon is humiliated and a crude peasant 

undermines his authority? Furthermore, why would the lesser hall be referred to as the Marcolf 

Chamber instead of the more appropriate Solomon Chamber? 

Henry III’s choice of the Dialogue for the lesser hall is a curious one, but one possible 

answer may lie in a Solomon-Christ connection and Henry III’s desire to be rex christianissimus. 

Biblical commentators, such as Augustine of Hippo, believed that King Solomon was a prophetic 

precursor to Jesus Christ:  

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
45 Mishtooni Bose, “From Exegesis to Appropriation: The Medieval Solomon,” Medium Aevum 65 (1996): 
188. 
46 That is not to say that people in the Middle Ages were not aware of Solomon’s flaws, but that they were 
simply irrelevant to the larger picture. The Book of Kings describes Solomon’s disgraceful decline into a life 
of lechery and idolatry: “King Solomon, however, loved many foreign women besides Pharaoh’s daughter—
Moabites, Ammonites, Edomites, Sidonians, and Hittites. They were from nations about which the Lord had 
told the Israelites, “You must not intermarry with them, because they will surely turn your hearts after their 
gods.” Nevertheless, Solomon held fast to them in love. He had seven hundred wives of royal birth and three 
hundred concubines, and his wives led him astray. As Solomon grew old, his wives turned his heart after other 
gods, and his heart was not fully devoted to the Lord his God, as the heart of David his father had been. […] 
So Solomon did evil in the eyes of the Lord; he did not follow the Lord completely, as David his father had 
done.” 1 Kings 11: 1-6, NIV.  
47 Bose, “From Exegesis to Appropriation,” 190 (as in note 45). See also: Paul Binski, “Reflections on La 
estoire de Seint Aedward le rei: Hagiography and Kingship in Thirteenth-Century England,” Journal of 
Medieval History 16 (1990): 345.The two kings were brought together, again, during the vigil the night before 
the coronation of the English kings from the late thirteenth century onward: the future king was to contemplate 
the wisdom of Solomon beneath a painting a Saint Edward the Confessor, as commissioned by Henry III. 
Anne Rudloff Stanton, “The Queen Mary Psalter: A Study of Affect and Audience,” Transactions of the 
American Philosophical Society 91 (2001): 211.  
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Because Solomon had built a temple to the Lord—a prototype and an image of 
the future Church, the Lord’s body, which is why the Gospel says Destroy this 
temple and in three days I will raise it up—because the Solomon of history had 
built that temple, our Lord Jesus Christ, the true Solomon, built a temple for 
himself.48 
 

In his imitatio-Christi, Henry III was also imitatio-Salomoni, in the guise of popular Old 

Testament typologies. Old Testament typologies were integral to the portrayal of medieval kings 

and queens as successors of Biblical heroes, as they legitimized past and future rulers and created 

a dialogue through which the monarchs could demonstrate their sacred kingship and authority.49 

Even the throne Henry III sits upon in his second Great Seal of 1259 and his great marble throne 

at Westminster were fashioned to resemble the Throne of Solomon (see Figures 3.1, 3.2).50 

The king’s frequent attempts to demonstrate his immense humility, such as his barefoot 

parade of the Holy Blood throughout London, may go hand-in-hand with this Solomon-Christ 

connection and the Dialogue.51 Solomon is known to be the wisest king, but he is also simply a 

man. To be a good king means acknowledging the two roles bestowed upon him, as argued by 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
48 Saint Augustine of Hippo, Discourse on the Psalms: Christ the New Solomon. Psalm 126, 2: CCL 40, 1857-
1858. 
49 In addition to Henry III’s imitation of King Solomon, a more cosmopolitan example of this phenomenon is 
the Crusades. Crusade efforts were likened to the ancient wars of the Israelites in their desperate attempt to 
defend the Holy Land from the Infidels. In an attempt to legitimate their efforts, crusaders adopted a 
typological allusion to these ancient histories, picturing themselves as the new Israelites—the new “chosen 
people.” Biblical supports for monarchical claims to power can be seen vividly in the illustrations of the 
Painted Chamber at Westminster Palace (c.1291) and the Old Testament windows and architecture of Ste.-
Chapelle (c.1248). For more information, see: Paul Binski, The Painted Chamber at Westminster (London, 
UK: Society of Antiquaries, 1986); Alyce A. Jordan, Visualizing Kingship in the Windows of the Sainte-
Chapelle (Turnhout, Belgium: BE, Brepols, 2002). 
50 Paul Binski, Westminster Abbey and the Plantagenets: Kingship and the Representation of Power 1200-
1400 (New Haven, CT: Yale University Press, 1995), 84. For more information on King Solomon’s throne, see 
Chapter 2. Henry III was not the only thirteenth-century monarch modeling himself after King Solomon. Louis 
IX of France, too, was carefully orchestrating a Solomonic comparison through his commissions for the 
stained glass in the Sainte-Chapelle. See: Daniel H. Weiss, Art and Crusade In the Age of Saint Louis (New 
York, NY: Cambridge University Press, 1998), esp. 53-74. Moreover, Pamela Tudor-Craig argues that Henry 
III’s interest in the Old Testament Imagery in his Painted Chamber at Westminster Palace was stimulated by 
Louis IX’s palatial decorations. See Pamela Tudor-Craig, “The Painted Chamber at Westminster,” The 
Archaeological Journal 114 (1957): 103-105. 
51 For a detailed description and analysis of Henry III’s reception of the Holy Blood relic, see: Nicholas 
Vincent, The Holy Blood: King Henry III and the Westminster Blood Relic (New York, NY: Cambridge 
University Press, 2001), 7-19. 
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Ernst Kantorowicz: the king as a mortal man (his natural body), and the king as the political 

figure (his spiritual body / body politic / mystical body).52 From a theoretical standpoint, artistic 

commissions, such as the Dialogue, necessitate the promotion of the king within Kantorowicz’s 

distinctions as the spiritual body, with the king represented as rightful heir with ultimate 

authority. The natural body is susceptible to sin, death, and decay, but the spiritual body 

transcends the afflictions of the earthly body. As such, Solomon’s natural body is vulnerable to 

Marcolf’s wiles, whereas his spiritual body remains unspoiled, in theory. Henry III’s commission 

of the Dialogue could be a moralizing image to remind himself that he, too, is simply a man and 

is susceptible to outside influence and ridicule, or he could take a spin on the wheel of fortune 

and lose his crown. But, even though the argument that Henry III chose the Dialogue as a 

reminder and performance of his humanity and his imitatio-Christi via Solomon and Marcolf is 

tenable, it does not answer the question of why the chamber was called Camera Marculphi and 

not Camera Salomoni.  

 At the centre of the Dialogue is a question of etiquette and moral edification.53 As 

Marcolf continually retorts, Solomon maintains the moral high ground by relying on proverbs 

and choosing not to stoop to Marcolf’s level. The tradition of the disputatio primarily featured 

academics or high-minded individuals, not a debased discussion between a king and peasant. In 

social terms, the Dialogue differs from the tradition of rulers or elite individuals challenging 

Solomon’s wisdom. Perhaps Henry III’s choice in depicting Solomon and Marcolf is an 

intentional commentary on the instability of court culture—the court turned upside down.  

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
52 Ernst H. Kantorowicz, The King’s Two Bodies: A Study in Mediaeval Political Theology (Princeton, NJ: 
Princeton University Press, 1957), 7-23. 
53 Matthew Reeve made the connection between the Dialogue of Solomon and Marcolf and courtly etiquette, 
commenting on how Solomon’s urbanitas defeated Marcolf’s rusticitas. Reeve, “Gothic Architecture and the 
Civilizing Process,” 108 (as in note 4). 



! 113 

In his treatise De Nugis Curialium (c.1181-93), the twelfth-century courtier Walter Map 

(1140-1210) writes, “‘In time I exist, and of time I speak,’ said Augustine: and added, ‘What 

time is I know not.’ In a like spirit of perplexity I may say that in the court I exist and of the 

court I speak, and what the court is, God knows, I know not.” 54 Map’s satirical appropriation of 

Saint Augustine’s words expresses his frustration toward the capricious nature of the English 

court and his own inability to define the world in which he lives. He continues,  

I do know however that the court is not time; but temporal it is, changeable and 
various, space-bound and wandering, never continuing in one state. When I 
leave it, I know it perfectly: when I come back to it I find nothing or but little 
of what I left there: I am become a stranger to it, and it to me.55  

 
Map’s commentary of the court and its environment mirrors the critical writings of John of 

Salisbury (1120-1180) and Gerald of Wales (1146-1223) in their treatises on good kingship, 

which were designed to educate high-ranking nobles and monarchs.56 The three writers used both 

veiled and conspicuous criticisms of contemporaneous rulers and papal authorities to define the 

responsibilities of the king, therefore inciting behavioural or political reform, not unlike the fable 

Roman de Renart (Reynard the Fox).57 Similarly, Henry III’s wall paintings also act as a 

commentary on the constantly changing medieval culture and the balancing act performed by 

each member of the court. The Plantagenet hierarchy has an established ruler (the king), but 

fluid, inconsistent factors designate who shall receive the king’s favour. The rigidity of court 

culture would ultimately lead to its mockery. 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
54 “‘In tempore sum et de tempore loquor,’ ait Augustinus, et adiecit: ‘nescio quid sit tempus.’ Ego simili 
possum admiracione dicere quod in curia sum, et de curia loquor, et nescio, Deus scrit, quid sit curia.” Walter 
Map, De Nugis Curialium, edited and translated by M. R. James (Oxford, UK: Clarendon Press, 1983), 3.  
55 “Scio tamen quod curia non est tempus; temporalis quidem est, mutabilis et uaria, localis et erratica, 
nunquam in eodem statu permanens. In recess meo totam agnosco, in reditu nichil aut modicum inuenio quod 
dereliquerim; extraneam uideo factus alienus.” Map, De Nugis Curialium, 3 (as in note 54).  
56 John of Salisbury, Policraticus,(as in note 15); Gerald of Wales, De Principis Instructione, (as in note 15).  
57 Lucien Foulet, Le Roman de Renard (1174), (Paris, FR: Champion, 1914).  
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In his Order of Fools, John Lydgate (1370-1451) places Marcolf as the quintessential 

fool, arguing “a fool who exceeds his station is damaging to the community and Marcolf […] 

epitomizes this destructive, irrational inversion of the status quo.”58 Marcolf is resistant to 

aristocratic knowledge and etiquette, and, as a result, his parodying and literalizing of Solomon’s 

high-minded statements provides a reversal of the hierarchy that was so evident and heartfelt in 

the Plantagenet court. If Marcolf ridicules the established court culture, why is he favoured? 

This is not the first time that Henry III has commissioned artworks that spoke against the 

rigid expectations of English court culture and to the possibility of a flawed, vulnerable image of 

kingship. As we have seen, Henry III reversed the role of the greedy Dives in the parable of 

Dives and Lazarus in order to rewrite the rich man as generous benefactor and, as will be 

discussed in Chapter 6, the king had a penchant for depictions of the Wheel of Fortune, a clear 

example of an iconography that demonstrates the fickle nature of Fate. This is an area of the 

king’s life where his actions and thoughts contradict one another. As a Christian, Henry III was 

the epitome of piety: he believed strongly in giving to the poor, supported monasteries, and 

attended mass several times a day, but he also spent copious amounts of money on lavish 

displays and finery in his residences (albeit often in the service of God). Surely he believed that 

he would not be punished for his grandiose behaviour as long as he was a good Christian, but 

these contradictions are cause for suspicion when exploring his wall painting patronage. By 

decorating his residences in ways that recall the opulence of Old Testament kings, such as 

Solomon, Henry III may have been creating a dynamic, visual connection between himself and 

those kings of legend whom he aspired to emulate. However, this does not explain the irony 

present in his commissions. Surely Henry III’s was not a purely positivist vision of kingship. 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
58 Schieberle, “Proverbial Fools and Rival Wisdom,” 207 (as in note 10). 
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The simplest suggestion for the Camera Marculphi conundrum is that, during either of 

the two fires that ravaged the lesser hall in the thirteenth century, the image of Solomon was 

destroyed from the painted narrative. The paintings of Saints Edward the Confessor and Eustace 

were most likely destroyed in these fires, and Edward II opted to paint the life of his father, 

Edward I, on the walls of the room, instead the assumption that Solomon was, too, no longer 

visible is a possibility. This raises the question, however, is Marcolf recognizable without 

Solomon by his side in the thirteenth century? Or, to echo Jan Ziokowski’s question, “was he a 

fixture already of Church-approved culture, familiar to everyone who had run the gauntlet of 

basic education but who was recognizable even to the illiterate through oral sources including 

ones that have failed to survive?”59  Is it possible that the historia Salomonis et Marculphi was 

depicted without Solomon from the beginning? Was Henry III meant to stand in Solomon’s place 

when seated on his throne in the lesser hall and Marcolf his visual sparring partner on the wall? 

 

Conclusions 

The Dialogue of Solomon and Marcolf, in all of its adaptations, acted as a popular parody of 

everyday court life by highlighting the famed King Solomon’s humanity as he went head-to-head 

with Marcolf’s debased humour and crude wit. In doing so, the behaviours and traits customarily 

praised by thirteenth-century court culture are ridiculed to the delight of that same audience. 

Through the Dialogue, the social hierarchies at court are playfully reversed. This type of 

humorous display is not uncommon at the Middle Ages—in fact, it was tradition. As Mikhail 

Bakhtin asserts,  

 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
59 Ziolkowski, Solomon and Marcolf, 23 (as in note 4). 
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One of the main attributes of the medieval clown was precisely the transfer of 
every high ceremonial gesture or ritual to the material sphere; such was the 
clown’s role during tournaments, the knight’s initiation, and so forth. It is in 
this tradition of grotesque realism that we find the source of the scenes in 
which Don Quixote degrades chivalry and ceremonial.60 
 

In this vein, Michael Camille suggests that Solomon and Marcolf serve as a model and anti-

model.61 This dichotomy of good/bad and high/low would have been effectively played out in 

the painting in the lesser hall.  

What is perhaps even more revealing than exploring the narrative, itself, is how this 

playful reversal works alongside the histories of Saints Edward the Confessor and Eustace. Saint 

Edward the Confessor was Henry III’s patron saint and embodied the traits of good kingship that 

Henry III so desperately wanted to emulate.62 Contemporary scholars do not discuss Saint 

Eustace with the same vigour, especially in relation to Henry III’s reign—Saint Eustace’s 

inclusion in the lesser hall is still somewhat puzzling, apart from his (relatively minor) 

connections to the themes of justice and patience and his role as protector. Henry III does not 

appear to favour his likeness in the grand scheme of his patronage, but his likeness is included 

here and it adds another element of mystery and wonder to the thirteenth-century lesser hall at 

Westminster Palace.   

The Dialogue, itself, is a moralizing tale that strikes a chord with this idea of justice 

perpetuated throughout the lesser hall. When, into the fourteenth century, the lesser hall’s 

function shifted from banquet chamber to Court of Requests, the connection between the 

Dialogue and the room was exaggerated. Now the subjects of the realm were made to be part of 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
60 Much of contemporary literature surrounding the Dialogue is not without considerable reference to the 
writings of Bakhtin, specifically Rabelais and His World (1984). Scholars connect the themes of the 
carnivalesque and grotesque humour and how the social hierarchies of everyday life are reversed. Mikhail 
Bakhtin, Rabelais and His World, trans. Helene Iswolsky (Bloomington, IN: Indiana University Press, 1984), 
20. 
61 Camille, Image on the Edge, 26-28 (as in note 1). 
62 Binski, Westminster Abbey and the Plantagenets, 52-89 (as in note 50). 
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the dialogue: the king (Edward II, at the time of the room’s conversion) acted in the role of 

Solomon and the petitioner acted in the role of Marcolf. The wall painting became an active 

component in the celebration and ritual of the lesser hall.  

This kind of play between art and life speaks to the complex nature of court life. Similar 

to twenty-first-century viewers, people in the Middle Ages enjoyed this kind of ambiguity. With 

the rigidity inherent in day-to-day activities and traditions that must be upheld, commissioning 

art that overturns understood mores points to instability in courtly hierarchies. Henry III’s wall 

painting commissions act as allegories of his kingship, while both acknowledging his humanity 

and poking fun at his social status. Narratives such as the Dialogue emphasize Henry III’s sense 

of humour, especially compared to his son, Edward I, who chose Arthurian-inspired imagery and 

architecture to define his kingship. When thinking about the medieval objective of rex 

christianissimus, humour is not a desired attribute. It is with this vision of the fool besting the 

wise king painted in the lesser hall at Westminster Palace that Henry III’s unprecedented ideas of 

kingship can be explored. 

 

 

!
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Chapter 6. The Wheel of Fortune in the King’s Hall 
 
 
 

The same yearning for power and prestige affects high and low. 
         John of Salisbury1 

 
 
 
Behind the king’s seats in the great hall at Winchester Castle and the king’s hall at Clarendon 

Palace, Henry III commissioned wall paintings of the Wheel of Fortune.2 An inheritance from 

antiquity that was frequently explored by medieval writers, the Wheel of Fortune represents the 

capricious nature of fate.3 Depictions of the Wheel of Fortune traditionally show the goddess 

Fortuna spinning her wheel, disrupting the lives of kings, courtiers, and/or monks along the rim. 

As the spokes of the wheel turn, the figure sitting atop is thrown off balance and plummets 

towards the ground, and the figure crushed beneath the wheel is thrust upward (Figures 6.1, 6.2, 

6.3). Latin inscriptions usually accompany the iconography describing each position on the 

wheel: regnabo (I will reign), regno (I reign), regnavi (I did reign), and sum sine regno (I am 

without a kingdom).4 It is unknown whether or not Henry III’s commissions followed the 

traditional depiction of the iconography or if there were variations. 

                                                
1 John of Salisbury, Policraticus, VII, c.19 (1159), as cited in Alexander Murray, Reason and Society in the 
Middle Ages (New York, NY: Oxford University Press, 2002), 81. 
2 Winchester: TNA E352/29, rotuli 15, entry 4 (1236); Clarendon: TNA C62/24, membrane 13, entry 15 (28 
December 1247). Henry III favoured the iconography of the wheel, with a number of wheel-related imagery 
commissioned for his residences. Tancred Borenius and E.W. Tristram, English Medieval Wall Painting (New 
York, NY: Hacker Art Books, 1976), 17; Tancred Borenius, “The Cycle of Images in the Palaces and Castles 
of Henry III,” The Journal of the Warburg and Courtauld Institutes 6 (1943): 47-50. 
3 For a selection of medieval literature featuring Fortuna and/or the Wheel of Fortune, see: Boethius, The 
Consolation of Philosophy, trans. Richard H. Green (Mineola, NY: Dover Publications Inc., 2012); Guillaume 
de Lorris and Jean de Meun, La Roman de la Rose (Paris, FR: Librairie Générale Française, 1992); Geoffrey 
Chaucer, The Canterbury Tales, trans. Peter Ackroyd (London, UK: Penguin Classics, 2009); Dante Alighieri, 
Inferno, ed. Giuseppe Mazzotta, trans. Michael Palma (New York, NY: W. W. Norton & Company, 2008). 
4 Roger Rosewell, Medieval Wall Paintings in English and Welsh Churches (Rochester, NY: Boydell & 
Brewer Inc., 2008), 93.  
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Figure'6.2'' The'Wheel'of'Fortune'
Drawing'c.1170'in'a'ninth:century''
Spanish'manuscript'of'Gregory'the'Great’s'
Moralia'in'Job'
Source:'Ryland'MS'Latin'83,'214v.'

Figure'6.1' The'Wheel'of'Fortune' '
John'Lydgate,'Troy'Book,''
c.1460'
Source:'BL'Royal'18'D'ii,'f.30v.''
British'Library'

Figure'6.3' Wheel'of'Fortune,'Ilketshall'St'Andrews,'Beccles'
Early'fourteenth'century'
Source:'Curteis,'“A'Unique'Wheel'of'Fortune'in''
Suffolk,”'(2008),'439.'
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The previous two chapters explored wall paintings of Biblical figures (apart from Marcolf 

the trickster) and how their narratives were adapted for and reflected the potential instability of 

Plantagenet court culture. Indeed, many of the king’s decisions appear to be directly linked to a 

desire to maintain stability, especially in light of the unstable reign of his father, John I  

(r: 1199-1216). This chapter considers the Wheel of Fortune, a subject without Biblical 

precedents, at Henry III’s court. Although the Wheel of Fortune is not mentioned in the Old and 

New Testaments, it is read alongside them, as medieval authors and commentators transformed 

Fortuna from a pagan goddess into an emissary of God’s will. In this chapter, I begin by 

examining the surviving documentary and archaeological evidence related to Henry III’s 

commissions of the Wheel of Fortune, followed by its English medieval literary and visual 

traditions. Then I explore each Wheel of Fortune as a case study, relating the iconography to its 

location, potential uses, audience, and connection to adjacent wall paintings. I consider the 

seemingly problematic nature of Henry III’s choice to commission the Wheel of Fortune—an 

image that emphasizes the precariousness of power. Why would Henry III favour the Wheel of 

Fortune when he had the most to lose at the spin of the wheel? Is the Wheel of Fortune a useful 

metaphor for medieval court culture? How did Henry III interpret or manipulate the iconography 

of the Wheel of Fortune within his residences? How does the image contribute to dialogues 

surrounding models of kingship and, more broadly, of aristocracy?  
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The Evidence 

Henry III’s commission for the Wheel of Fortune on the west wall above the dais in Winchester 

Castle’s great hall is found in the 1236 Chancellor’s Roll: “And in the gable of that same hall 

facing east, paint a Wheel of Fortune,” (Figure 6.4).5  

The great hall at Winchester has been the subject of much scholarly attention, particularly 

in relation to the building projects of Henry III. As it was his birthplace, Henry III had a special 

connection with Winchester and he was a frequent visitor.6 Indeed, Winchester was as much a 

royal medieval administrative capital as Westminster: in the thirteenth century the treasury and 

royal courts of justice were relocated to Westminster, but Winchester was still a much-favoured 

residence of the king. As will be discussed, Henry III’s reconstruction of the great hall in 1222 

resulted in the reception of that space (and the art therein) as a reflection of his kingly 

aspirations.7 In addition to the Wheel of Fortune above the dais, Henry commissioned images 

                                                
5 “Et in Rota fortunae depingendum in gabulo eadem aula versus orientem, xxviiiL. vS. et iid.” TNA E352/29, 
rotuli 15, entry 4 (1236). 
6 In the Middle Ages, kings were not known by their numeric order as they are today. Due to the significance 
of Winchester as his birthplace, Henry III was known as Henry of Winchester. See: Julie Elizabeth Kanter, 
“Peripatetic and Sedentary Kingship: The Itineraries of the Thirteenth-Century English Kings,” (unpublished 
Ph.D. dissertation: King’s College, London, 2011), 223. For select literature on Henry III’s building projects at 
Winchester, see: H. M. Colvin, The Building Accounts of Henry III (Oxford, UK: Clarendon Press, 1971), 90-
189; H. M. Colvin, The History of the King’s Works, vol. 1 (London, 1963), 91-159; Melville Portal, The 
Great Hall of Winchester Castle (London, UK: Simpkin & Co., 1899); Edward Smirke, “On the Hall and 
Round Table at Winchester,” Proceedings at the Annual Archaeological Institute of Great Britain and Ireland 
at Winchester, ed. Robert Willis (London, UK: Royal Archaeological Institute, 1845), 45-67. 
7 In the early years of the thirteenth century, Winchester Castle had two halls: one was located in the tower in 
the south end, and the other was in the bailey, not far from the royal apartments. In addition to the proximity to 
the royal chambers and considering Henry III’s intensive reconstruction of this latter hall during the early years 
of his reign, we can safely identify the hall in the bailey as the primary Henrician great hall at Winchester 
Castle. There are remnants of a doorframe in the northeast corner that would have, undoubtedly, provided easy 
access from the king’s apartments to the dais without having to cross the span of the great hall. Martin Biddle, 
King Arthur’s Round Table: An Archaeological Investigation (Rochester, NY: Boydell and Brewer, 2000), 70-
1, 74; T. Hudson Turner, Domestic Architecture in England from the Conquest to the End of the Thirteenth 
Century (London, UK: J. H. Parker, 1851), 175-176.  

Figure'6.4' TNA'E352/29,'rotuli'15,'entry'4'(1236),'The'National'Archives'
Source:'Photograph'by'Staff'at'The'National'Archives 
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from the Old and New Testament (1237, 1241), Saint George (1256), Saint Edward the 

Confessor (1269), a Map of the World (1239), heads of kings and queens painted on the dais 

(1246), a nativity scene of the Blessed Mary (1256), and the addition of the king’s arms on all 

the doors and windows (repainted 1266).8 Today, a fourteenth-century Arthurian round table 

(with Tudor repainting) sits where the Wheel of Fortune would have been painted (Figure 6.5).9 

 

 

 

 

 

 

 

 

 

 

 

Turning to Clarendon Palace, Henry III commissioned a second Wheel of Fortune on 28 

December 1247: “pull down the mantelpiece in front of the fireplace in the king’s chamber at 

                                                
8 The images of the New Testament commissioned are not described in the Chancery records, nor in Henrician 
patronage literature. Tancred Borenius, “The Cycles of Images in the Palaces and Castles of Henry III,” 
Journal of the Warburg and Courtauld Institutes 6 (1943): 49. Henry III also ordered that his royal arms and 
those of his wife Eleanor of Provence be painted in the windows at Rochester Castle, Guildford Palace, and 
Geddington. See: Sally Dixon-Smith, “The Image and Reality of Alms-Giving in the Great Halls of Henry III,” 
Journal of the British Archaeological Association, 152 (1999): 81. 
9 For a complete survey of the Round Table at Winchester Castle, see Biddle, King Arthur’s Round Table (as 
in note 7). 

Figure'6.5''''' Arthurian'Round''
Table,'Winchester'Castle'
Thirteenth'century,'with'a'Tudor'repainting'
Source:'Photograph'by'Meaghan'Whitehead'
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Clarendon, and make another new one, and paint thereon the wheel of fortune and Jesse, the 

king’s paintings in the chamber to be covered with canvas that they not be damaged…”  

(Figure 6.6).10 The roll does not specify the reason behind the reconstruction of the mantle or its 

size, but it must have been either large enough to bear the iconography or the imagery could have 

spilled out onto the walls.11 The Liberate Roll entry uses the term camera to describe the location 

of the mantelpiece and subsequent wall paintings, which would locate the paintings in one of the 

king’s chambers, as opposed to the great hall, as might be misconstrued in the literature (and my 

designation) as the “king’s hall” at Clarendon. The king’s chamber at Clarendon was used as a 

secondary hall, and so I choose to refer to the location of the Wheel of Fortune henceforth as in 

the king’s hall, as differentiated from the great hall at Clarendon Palace.12  

 

 

                                                
10 “…perderam faciat mantilla in caminata in camera regis apud Clarendon, et de nova apud mantellam faciat 
ibidem, super quod mantellam depingi faciat rotam fortunae et Jesse, et picturas regis in eadam camera cooperi 
faciat canevas ne violant.” TNA C62/24, membrane 13, entry 15 (28 December 1247).  Borenius proposes a 
third Wheel of Fortune was commissioned for the king’s chamber in the palace of Westminster, but he 
acknowledges that there is no evidence to support this claim. “I can, however, find no contemporary evidence 
for the statement, made on various occasions, that there was a Wheel of Fortune at Westminster.” Borenius, 
“The Cycle of Images in the Palaces and Castles of Henry III,” 44, fn. 3 (as in note 8). 
11 It is not uncommon for iconography to be commissioned around fireplaces, in addition to being painted 
directly onto the fireplace. Medieval imagery has traditionally been placed anywhere from on the hood 
(overmantel), lintel, legs, walls on either side, tiles in front of the fireplace, hearth, or inside the firebox. 
12 T.B. James and A. M. Robinson, Clarendon Palace: The History and Archaeology of a Medieval Palace and 
Hunting Lodge near Salisbury, Wiltshire (London, UK: The Society of Antiquaries of London, 1988), 12. The 
different terms aula and camera denote hall and chamber, respectively; of greater importance, they denote 
whether a room is public or private. Halls and chambers were often placed in separate buildings, but this 
changed over the centuries. See: Tadgh O’Keefe, “Aula and Camera: The Architecture of Public and Private 
Lives in Medieval Irish Castles,” Virtus 21 (2014): 11-31. 

Figure'6.6' TNA'C62/24,'membrane'13,'entry'15'(28'December'1247)'The'National'Archives'
Source:'Photograph'by'Meaghan'Whitehead 
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The primary space of the thirteenth-century royal apartments at Clarendon was located on 

the upper level of the two-story chamber.13 The king’s hall is on the same east-west axis as the 

great hall at Clarendon measuring 42 feet by 25 feet (12.8m x 7.6m). Elizabeth Eames 

corroborates that there were not any major thirteenth-century reconstructions, as post-medieval 

ground plans establish that the chamber was already in existence by Henry III’s reign.14 The 

main entrance to the king’s hall was on the north end of the west wall, with the door leading to 

the king’s chapel on the north end of the east wall (Figures 6.7 and 6.8). The position of the 

fireplace is unknown, but Eames suggests that it may have been located in the centre of the north 

wall.15 Plans illustrate a load-bearing wall is positioned in the centre of the lower chamber—a 

feature that would be necessary to 

support a fireplace on the second story 

(Figure 6.9).  

Henry III appears to have 

favoured chimneybreasts as places for 

wall painting and his decorative vision 

incorporated further fireplace imagery in 

the queen’s chamber at Clarendon 

Palace, with figures of the zodiac on the 

                                                
13 The lower or ground-floor chamber was divided into two rooms, with no door between the two. The room 
closest to the great hall (with access to the external staircase to the king’s hall or great chamber) was 
wainscoted and painted green with gold stars, and it may have been used by important household officials 
whose duties required them to be within earshot of the king, but not close enough to be in his chambers, 
personally. Elizabeth Eames, “The Royal Apartments at Clarendon Palace in the Reign of Henry III,” Journal 
of the British Archaeological Association 28 (1965): 68. 
14 Eames calls the king’s hall the king’s “great chamber.” Eames, “The Royal Apartments at Clarendon 
Palace,” 60-61, 67 (as in note 13). 
15 Ibid., 67. 

Figure'6.7' Upper'Floor'Ground'Plan'of'Clarendon'Palace'
(King’s'Great'Chamber'is'identified'as'King’s'
Hall'in'this'study)'
Source:'Elizabeth'Eames,'“The'Royal'
Apartments'at'Clarendon'Palace”'(1965),'85'
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lintel (1251), and at Westminster Palace, with the figure of Winter painted on the mantle 

(1230).16 Thirteenth-century fireplaces were usually hooded, made of plaster, and often 

pyramidal in shape with a decorative stringcourse on a lintel to prevent stones from slipping.17 

Unfortunately we do not know the shape of the fireplace, but it clearly was large enough to 

accommodate the painted imagery. We may envisage that the Clarendon Wheel of Fortune and 

Tree of Jesse were painted on a plaster, cropped, pyramidal- shaped mantle over a fireplace.18 

Henry III had also previously ordered the king’s hall at Clarendon be wainscoted and painted 

green with gold stars, in addition to the scenes from the life of Saint Margaret the Virgin and the 

Four Evangelists already existing above the wainscoting.19 In 1259 Henry III ordered the 

chimneypiece in the Painted Chamber at Westminster be pulled down (due to its poor condition), 

                                                
16 The entry states: “To Edward son of Odo, keeper of the king’s works at Westminster. Contrabreve to cause 
the chimney (caminum) of the queen’s chamber to be raised, and to cause the chimney to be painted. And to 
cause the chimney of said chamber to be painted, and to be portrayed (protrahi) in it the figure (imaginem) of 
winter, which by its sad look and other miserable portrayals (protractionibus) of the body may be justly 
(merito) likened (assimilari) to winter.” TNA C62/14, membrane 20, entry 13 (20 January 1230). This figure 
of Winter at Westminster requires further exploration.  
17 Margaret Wood, The English Medieval House (London, UK: Bracken Books, 1983), 262. Evidently not all 
fireplaces shared this configuration and historians do not agree on a singular arrangement. For example, Paul 
Binski’s conjectural drawings of the fireplace in the Painted Chamber at Westminster Palace (1986) depict a 
rectangular fireplace with a lintel, whereas Christopher Wilson’s drawing (2015) proposes a sloping mantel, 
similar to the description above. The shape of the fireplace is based on Paul Binski’s conjectural drawings in 
his study on the Painted Chamber and the drawings by William Capon (1799). See Paul Binski, The Painted 
Chamber at Westminster (London, UK: Society of Antiquaries, 1986), 37, plates XXVI, XXIX, XXXI; 
Christopher Wilson, “A Monument to St Edward the Confessor: Henry III’s Great Chamber at Westminster 
and its Paintings,” in Westminster II. The Art, Architecture, and Archaeology of the Royal Abbey (Leeds, UK: 
Maney Publishing, 2015), 157. 
18 When Henry III visited Paris in 1254, he was took note of the plaster (gypsum) used on the exterior of the 
houses. When he returned to England, he gave an order to finish the wooden dais in the hall at Nottingham 
Castle with “French plaster.” Louis Salzman, Building in England Down to 1540: A Documentary History 
(Oxford, UK: Clarendon Press, 1964), 155. Considering that the commission to rebuild the fireplace occurred 
several years after the king’s visit to Paris, it is possible that the king’s fascination continued and this same 
French plaster was used in here, although there is no mention of French plaster in the entry. 
19 TNA C62/22 membrane 7, entry 30 (29 June 1246). If Eames’s suggestion of the location of the fireplace is 
accurate, then the king’s bed can be situated opposite the fireplace in the centre of the south wall. The bed is 
pivotal in discussions of decorations in the king’s chambers, for example in the Painted Chamber at 
Westminster, as it represented “a permanent, architectural focus in the room around which a systematic 
iconography could be composed.” Binski, The Painted Chamber, 36 (as in note 17). See also: Paul Hyams, 
“What Did Henry III of England Think in Bed and in French about Kingship and Anger?” in Anger’s Past: 
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The Social Uses of an Emotion in the Middle Ages, ed. Barbara H. Rosenwein (Ithaca, NY: Cornell University 
Press, 1998), 94; Wilson, “A Monument to St Edward the Confessor,” 169-175 (as in note 17). 

Figure'6.9' Main'Floor'Ground'Plan,'Clarendon'Palace'(detail'of'the'supporting'wall'
beneath'the'King’s'Hall)'
Source:'James'and'Robinson,'Clarendon'Palace'(1988),'63'
'

 

Figure'6.8' Main'Floor'Ground'Plan,'Clarendon'
Palace'(Legend'no.'4'is'King’s'Hall)'
Source:'James'and'Robinson,'
Clarendon'Palace'(1988),'64'
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 rebuilt, and a Tree of Jesse be painted on the mantel.20 Although I can corroborate Wilson’s 

identification of Henry III’s commissioned reconstruction of the Westminster fireplace on 7 

April 1259, I have yet to find a commission for the Tree of Jesse on the chimneybreast.21  

 

The Literary and Visual Tradition of the Wheel of Fortune in Northern Europe, Or  

A Boethian Turn  

Thirteenth- and fourteenth-century accounts of Fortuna formed part of a renewed interest in 

ancient philosophical texts, including Pliny the Elder’s Natural History (77-79 AD) and Seneca’s 

De Constantia Sapientiae and Agamemnon (first century AD), with the earliest literary reference 

to the Wheel of Fortune being Cicero’s In Pisonem 22 (58-55 BC).22 Boethius’s Consolation of 

Philosophy (sixth century AD), however, was the most influential account of Fortuna for the 

European Middle ages. Boethius confirms God’s existence through the erratic goddess; he 

transforms Fortuna from pagan goddess to a pseudo-Christian deity who helps fulfill God’s plan 

on earth.23 Fortuna served as a reminder that earthly goods only bring temporal/temporary joy 

                                                
20 Wilson, “A Monument to St Edward the Confessor,” 161 (as in note 17). 
21 TNA C62/35 membrane 5, entry 14 (7 April 1259). Binski, The Painted Chamber, 17, fn. 68 (as in note 17). 
As this point is tangential to the focus of this chapter, I was not exhaustive in my search.  
22 Cicero writes, “The house of your colleague rang with song and cymbals while he himself danced naked at a 
feast, wherein, even while he executed his whirling gyrations, he felt no fear of the Wheel of Fortune.” 
Cicero’s character does not fear the wrath of Fortuna, nor the impending turn of her wheel; instead, he 
celebrates his time atop the wheel before he is banished to the bottom ‘without a kingdom’ (sum sino regno)—
an idea, as will be discussed, that is removed from the medieval conception of Fortuna’s wheel. Cicero, In 
Pisonem 22 http://www.thelatinlibrary.com/cicero/piso.shtml. David Robinson has suggested that the idea of 
the Wheel of Fortune is Greek in origin, but is unable to find substantial written evidence to support his claim. 
David M. Robinson, “The Wheel of Fortune,” Classical Philology 41 (1946): 207. See also: Howard R. Patch, 
The Goddess Fortuna in Mediaeval Literature (Cambridge, MA: Harvard University Press, 1927), 10-14. 
23 The narrative begins with Boethius writing poetry in prison awaiting execution when he is interrupted by the 
personification of Philosophy. He tells Philosophy that he is a victim of cruel Fortuna, blaming her for his 
prison sentence and imminent execution. She comforts Boethius and suggests that he should instead yearn for 
spiritual delights. Philosophy reminds him of his adoption by a kind family and of his beautiful, virtuous wife, 
further demonstrating that Fortuna’s gifts are not necessarily fleeting, and that true happiness comes from 
immaterial things. Boethius. The Consolation of Philosophy (as in note 3). See also: Jerold C. Frakes, The Fate 
of Fortune in the Early Middle Ages: The Boethian Tradition (New York, NY: E. J. Brill, 1988), 21. For a 
survey of the reinterpretation of pagan gods in the Middle Ages, see: Jean Seznec, The Survival of the Pagan 
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and that worldly successes of power and wealth do not garner spiritual fulfillment.24 In the 

Middle Ages, Fortuna is granted more power than ever before: she is directly responsible for the 

misfortunes suffered by humankind.25 In representations of the Wheel of Fortune in the early 

Middle Ages, she is most often depicted standing on top of her attribute, the wheel. However, as 

Alexander Murray comments, “Of course you cannot stand on a wheel. You slip. And that is the 

point. Fortune slips.”26 Fortuna is later shown turning her wheel, whereby taking away the 

responsibility from humanity and placing it entirely onto her: the fortune of men and women is 

not just a slip of the wheel, but an active crank made by the goddess.27 In his Inferno (c.1360), 

Dante portrays a Fortuna who punishes men for their greed and ambition, and Chaucer, in the 

Canterbury Tales (c.1387-1400), describes her as a cruel, fickle mistress, who uses men as 

pawns.28 The late Middle Ages reinvented what the Wheel of Fortune could mean and how it 

could be altered to incorporate both moral allegories and politics.29  

                                                                                                                                                       
Gods: The Mythological Tradition and its Place in Renaissance Humanism and Art (New York, NY: Pantheon 
Books, 1953). 
24 Elizabeth Sears, The Ages of Man: Medieval Interpretations of the Life Cycle (Princeton, NJ: Princeton 
University Press, 1986), 146. 
25 Before the twelfth century, the Wheel of Fortune was not a popular visual motif. One of the earliest 
depictions on record was found in a drawing from 1170 in a ninth-century Spanish manuscript of Gregory the 
Great’s Moralia in Job. The University of Manchester, Ryland MS Latin 83, 214v. Murray, Reason and 
Society in the Middle Ages, 99-100 (as in note 1). There is one earlier depiction an eleventh century miscellany 
(Monte Cassino manuscript 189, 133), but it is an anomaly. Charles Radding suggests a few of reasons for this 
gap, including opposition from the Church (Fortuna as a contradiction of justice) and misinterpretations of 
Boethius. Charles M. Radding, “Fortune and her Wheel: The Meaning of a Medieval Symbol,” Mediaevistik 5 
(1992): 129-131. 
26 Murray, Reason and Society in the Middle Ages, 99 (as in note 1); Patch, The Goddess Fortuna in Medieval 
Literature, 164-167 (as in note 22); Radding, “Fortune and her Wheel,” 127 (as in note 25). 
27 The addition of a crank in the later Middle Ages is novel, since Boethius does not elaborate on how Fortuna 
spins her wheel. Radding, “Fortune and her Wheel,” 129 (as in note 25). 
28 Dante, Inferno (as in note 3); Chaucer, The Canterbury Tales, (as in note 3). Although Dante’s Inferno is an 
excellent example of the medieval imaginings of the Wheel of Fortune, it falls outside of the scope of this 
study and must therefore not be considered in depth. The impact of Dante’s words is felt throughout Europe, 
but is most significant in England in the late fourteenth century onwards. Scholars have suggested that it was 
Chaucer who brought Dante into the English poetic tradition. Oscar Kuhns, Dante and the English Poetry from 
Chaucer to Tennyson (Ann Arbor, MI: University of Michigan Press, 1904), 18-19.  
29 For a survey of Fortuna in literature spanning the ancient origins to the Renaissance, see: Patch, The 
Goddess Fortuna in Medieval Literature (as in note 22).  
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Henry III’s understanding of the Wheel of Fortune would seem to be consistent with later 

medieval interpretations and, more broadly, with the frequently ambivalent nature of kingship 

represented in Henry’s wall painting. Boethius’s message of the temporary nature of earthly 

delights can also be read within Henry III’s personal motto (as mentioned above).30 Records of 

Henry III’s devotional acts evince his strong beliefs in the Christian virtues of humility 

(humilitas) and charity (caritas), and his choice of Dives and Lazarus in the great halls at 

Guildford, Ludgershall, and Northampton further illustrates how he envisioned the afterlife for 

those who do not share their good fortune.31 

 In the Painted Chamber at Westminster, Henry III commissioned some of his most 

purposeful illustrations of virtues and vices (1236, 1267). For example, on the south 

window splays was painted Largesce-Covoitise, where Largesse stands over Avarice 

pinning him to the ground with her spear, while a long purse uncoils from her left hand 

spilling gold coins into his open mouth (Figure 6.10).32 The virtues and vices in the Painted 

Chamber, combined with the coronation of Saint Edward the Confessor, further accentuate  

                                                
30 Westminster: TNA C54/47, membrane 12, entry 32 (30 May 1236) and Woodstock: TNA C62/15, 
membrane 23, entry 25 (6 November 1240). Ernst Tristram also suggests that the motto was painted in Latin in 
the windows of the Lesser Hall at Westminster. Ernst Tristram, “An English Mid-Fourteenth-Century Picture,” 
The Burlington Magazine for Connoisseurs 83:48 (July 1943): 161.  
31 As a result of his intense humilitas, caritas, and desire to attain salvation at the end of time, Henry III held 
Beggars’ Banquets and gave alms to those in need, as discussed at length in Chapter 4. 
32 Virtues triumphing over vices (or the battle of virtues and vices) were common in medieval iconography. 
Examples include a thirteenth-century copy of part of Peraldus’s Summa of Vice that depicts a knight going to 
battle against Vice (British Library: Harleian MS 32244, folio 28); the illustration of Psalm 91 of the Eadwine 
Psalter (twelfth century) of Christ vanquishing a lion, similar to how Largesse vanquishes Avarice 
(Cambridge, Trinity College, MS R.17.1); and the sculpture of triumphant virtues on the voissoir of the portal 
of Salisbury Cathedral’s chapter house. For a selection of literature on virtues and vices in the Middle Ages, 
see: Émile Mâle, The Gothic Image: Religious Art in France in the Thirteenth Century (New York, NY: 
Harper, 1958), 124; Adolf Katzenellenbogen, Allegories of the Virtues and Vices in Mediaeval Art from Early 
Christian Times to the Thirteenth Century (New York, NY: W. W. Norton, 1964); Jennifer O’Reilly, Studies in 
the Iconography of the Virtues and Vices in the Middle Ages (New York, NY: Garland Pub., 1988); Nancy 
Freeman Regalado, “Allegories of Power: The Tournament of Vices and Virtues in the Roman de Fauvel (BN 
MS Fr. 146),” Gesta 32 (1993): 135-146.  
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Henry III’s aspirations of humility, as evidenced through his 

magnanimous actions in feasting and almsgiving, the 

presentation of his personal motto, and, as will be affirmed, his 

penchant for the Wheel  

of Fortune. 

The circle is the foundation of the Wheel of Fortune in 

medieval art. In the Middle Ages, the wheel, and the circle 

more broadly, was associated with divine order and harmony.33 

Medieval artists and patrons appropriated the circle for their 

own uses, to impose new ideas on theology, and to reinforce 

lessons from the ancient world.34 Fortuna and her wheel were 

                                                
33 Naomi Reed Kline, Maps of Medieval Thought: The Hereford Paradigm (New York, NY: Boydell Press, 
2001), 18. Richard of Saint Victor wrote that there are four ways in which the mind’s eye can interpret 
imagery. The first mode is the most plebian, as it includes simply opening one’s eye and seeing the world 
without any spiritual or creative perception. The second mode begins with the simple act of seeing, but the 
viewer recognizes some sort of “mystical significance within it,” similar to recognizing a metaphor or allegory. 
The third mode consists of “the eye’s heart discovering the truth of hidden things.” This mode is the most 
important to this discussion of the Wheel of Fortune, as those who look upon it can discern spiritual 
knowledge from the physical object. The fourth mode of seeing is completely visionary and is rarely portrayed 
in art. As a mode of pure abstraction, artwork would be expressed as a physical form signifying the invisible, 
as “purely abstract or non-representational forms.” The Wheel of Fortune, therefore, would be considered 
emblematic of the third mode: one where signs and symbols are created in order to provoke a spiritual 
connection for the viewer. Madeline Caviness, “Images of Divine Order and the Third Mode of Seeing,” Gesta 
22:2 (1983): 104, 115. 
34 In the fourth century ceiling paintings of the burial chamber in the Catacombs of Saints Peter and 
Marcellinus, Rome, Christ is depicted within a circle, surrounding by iconography from the life of Jonah. 
Interspersed between the semi-circular divisions of Jonah are orans figures, perpetually in prayer. The ways in 
which the artist linked the story of Jonah to the central image of Christ represents a systematized way of 
organizing the Christian story. Each semi-circle is pictorially linked to the encircled Christ in the same way 
that the “resurrection” of Jonah is allegorically linked to the resurrection of Christ (in the Old Testament, 
Jonah was swallowed by a whale, but on the third day he was spat out onto the shore. This foreshadows the 
Crucifixion, where Christ was resurrected from the dead after three days). 

Figure'6.10' Largesse'and'Covoitise,'Painted''
Chamber,'Westminster'Palace'
Copy'by'Charles'Stothard'
Source:'Paul'Binski,'The'Painted'Chamber'(1995),'PLII'
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integrated with other circular iconographies in an early twelfth-century floor mosaic at the 

Church or S. Salvatore in Turin, Italy, (Figure 6.11). Currently in a state of dilapidation, the 

mosaic originally portrayed the earth—a circle within a square—surrounded by personifications 

of the winds on the outer edges. At the centre of the 

mosaic sits a crowned Fortuna and her Wheel of 

Fortune.35  

 The Hortus Deliciarum (c.1185) is another 

early example of a king’s rise and fall of fortune 

(folio 215r) (Figure 6.12). Produced under Herrad of 

Landsbery, abbess of Hohenbourg (1167-1195), the 

Hortus Deliciarum is an illustrated encyclopedia for 

young novices to dissect excerpts from Latin texts 

and illustrations of Biblical narratives and 

allegories.36 The illustrated Wheel of Fortune shows 

an enthroned Fortuna turning her wheel with a crank 

with six men along the wheel.37  

 

                                                
35 Traditionally a mappa mundi would be depicted in the centre of such a mosaic. Kline, Maps of Medieval 
Thought, 38 (as in note 33). Ernst Kitzinger argues that the concept of the Wheel of Fortune and Mappa Mundi 
melded together is so unique that the Turin mosaic is the only example of the combination, save the pendant 
pieces at Winchester commissioned by Henry III. Ernst Kitziner, “World Map and Fortune’s Wheel: A 
Medieval Mosaic Floor in Turin,” Proceedings of the American Philosophical Society 117 (1973): 365. 
36 The original Hortus Deliciarum was destroyed in the Franco-Prussian War of 1870. Annette Krüger and 
Gabriele Runge, “Lifting the Veil: Typological Diagrams in the Hortus Deliciarum,” Journal of the Warburg 
and Courtauld Institutes 60 (1997): 1; Madeline Caviness, “Anchoress, Abbess, and Queen: Donors and 
Patrons or Intercessors and Matrons?” The Cultural Patronage of Medieval Women, ed. June Hall McCash 
(Athens, GA: University of Georgia Press, 1996), 117. 
37 The circular shape of the Wheel of Fortune is mirrored in other illustrations, such as Philosophy and the 
Seven Liberal Arts (folio 32r), Avarice (folio 203v), and Mercy or Charity (folio 204 r).  

Figure'6.11' Detail'of'Fortuna'
World'Map'and'Wheel'of'
Fortune,'Church'of'S.'
Salvatore,'Turin'
c.'twelfth'century'
Source:'Ernst'Kitzinger,'
“World'Map'and'Fortune’s'
Wheel”'(1973),'353. 
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Although rare, some medieval artists personalized the men on the Wheel of Fortune. In a 

twelfth-century German manuscript of the Consolation of Philosophy, Boethius is labeled and 

shown both rising on the right and falling on the left, while Fortuna turns the wheel by hand 

(Figure 6.13).38 Villard de Honnecourt also drew a variation of the Wheel of Fortune in his 

sketchbook (Figure 6.14). The wheel spins of its own accord, without Fortuna’s touch—similar 

to his perpetual motion machine schematized in his earlier pages. Although schematic, the 

                                                
38 Radding, “Fortune and her Wheel,” 132 (as in note 25). It is peculiar that the wheel is turning 
counterclockwise—something I have not yet encountered in any other examples of the Wheel of Fortune in the 
Middle Ages. Since the words are not mirrored, it is likely that the choice of a counterclockwise Wheel of 
Fortune was a conscious decision, not an error in reprint. 

Figure'6.12' The'Wheel'of'Fortune,'Hortus'

Deliciarum'f.'215r,'Herrad'of'

Landsberg,'c.1185'

Engraving'after'original,'now'

destroyed'

Source:'http://www2.oberlin.edu'

/images/Art315/Art315e.html'

' '  

Figure'6.13' Boethian'Wheel'of'Fortune''

Heiligenkreuz'130'f.1v.'

Source:'Radding,'“Fortune''

and'her'Wheel”'(1992),'136 
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figures along the wheel appear to be royal, as indicated by the crowns falling off their heads.39 

Whether or not it was his intention, without Fortuna present, Villard’s sketch questions her status 

and role as purveyor of fate. These depictions of powerful positions emphasize that Fortuna is 

the central, guiding force rotating the wheel and is the one responsible for the fate of the world. 

This seat of power is not dissimilar to the dais as the seat of power in Henry III’s halls. The king 

is responsible for the fate of the courtiers, similar to Fortuna, but he is also subjected to the turn 

of the wheel. Where does the king sit in this iconography? Is he atop the wheel? Or is he the new 

Fortuna? 

Borenius proposed that the Winchester Wheel of Fortune would have born a close 

resemblance to the Wheel of Fortune painted at Rochester Cathedral (Figure 6.16). Standing 5 

feet 10 inches tall by 2 feet 2 inches wide (1.78m x 0.66m) on the north wall of the choir, nearly 

half of the fresco has been destroyed, yet four figures remain. The colours of the wall painting 

are still vibrant due to the fact that the painting was partially hidden behind a pulpit from the 

mid-sixteenth century until the 1870s.40 Fortuna stands in the centre, moving the spokes of the 

wheel with her right hand (her left is not visible), while a king sits at the top and two men 

dressed in what appear to be clerical garb climb upwards; the wardrobe is fitting for the 

hierarchical monastic position of each man along the rim (and even those gazing upon the 

mural). The Rochester wheel differs slightly from traditional representations, as Fortuna is not a  

                                                
39 This begs the question: is a Wheel of Fortune or is it a Wheel of Kings or Kingship? 
40 When the old pulpit was removed to make way for a new one, the walls were painted with a diaper pattern of 
small flowers, some of which can still be seen. In the top left corner of the Wheel of Fortune is a faded painted 
shield that has not yet been attributed to one family, but Andrew Edmund Bell has completed considerable 
research on the shield in question and has suggestions as to the genealogy. See: Andrew Edmund Bell, “The 
Revolving Fortunes of the Knights of Rochester,” Medieval Prosopography 16 (1995): 69-109. 
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blindfolded goddess, but a queen with her eyes open and alert, wearing a golden-yellow robe that 

matches the colour of her wheel.41 

When the mural was completed is unknown, but dates have been proposed ranging from 

1227 to the 1270s: Elizabeth Campbell, Glending Olson, and Roger Rosewell agree that the 

Rochester Wheel of Fortune would have been painted during the reign of Henry III, but whether 

                                                
41 Fortuna in the guise of a queen is not unusual, as she is often illustrated as enthroned. However, it is curious 
that a Benedictine monastery would depict a member of the nobility as the judge of its fate, especially 
following Magna Carta Clause 1: “…that the English Church shall be free, and shall have its rights 
undiminished, and its liberties unimpaired.” Magna Carta (1215), British Library edition, 
https://www.bl.uk/magna-carta/articles/magna-carta-english-translation (2015). 

Figure'6.14' Wheel'of'Fortune,'Villard'de''
Honnecourt,'f.21r,'thirteenth'
century'
Source:'Carl'F.'Barnes,'The'
Portfolio'of'Villard'de'
Honnecourt'(2009),'151 

Figure'6.15' (Right)'The'Wheel'of'Fortune'
Rochester'Cathedral,'artist'unknown'
mid:thirteenth'century'
Source:'Photograph'by'Meaghan'Whitehead'

 



 

 135 

or not it was commissioned at the king’s request has yet to be determined.42 It is unlikely that 

Henry III would commission a painting for Rochester Cathedral, as it is in a monastery that was 

not under his direct control or supervision, unlike Westminster Abbey. Nevertheless, the king’s 

penchant for the Wheel of Fortune and this important example may be connected in some way 

that has not yet been uncovered.  

Thomas B. James, Ernst Tristram, and Howard Colvin corroborate that there is 

compelling archaeological evidence to link the painted plaster fragments found in the ruins of 

Clarendon Palace to the surviving Rochester Cathedral Wheel of Fortune, as well. They suggest 

that a painter from the court at Westminster was responsible for the painting of the Rochester 

Wheel of Fortune, which would explain the shared pigments. James writes, “Although the plaster 

excavated from Clarendon is fragmentary, some of the pieces are reminiscent of the hues of the 

Rochester painting.”43 Unfortunately, thirteenth-century pigments on plaster fragments are not 

substantial evidence, but since nothing survives of the Clarendon Palace Wheel of Fortune, it is 

something to consider.  

 

 

 

                                                
42 Rochester Cathedral lacks royal associations, apart from its location across from Rochester Castle and there 
are no entries in the Liberate or Close Rolls commissioning the Wheel of Fortune at Rochester Cathedral. 
However, the Liberate Rolls are missing from 20 October 1233 until 28 October 1236—The National Archives 
reports that these rolls existed in 1381, but were lost when the rolls were transferred to the Public Records 
Office in the nineteenth century. Therefore, Henry III could have commissioned the Rochester Wheel of 
Fortune, but there is no documentary evidence to support that hypothesis. G. H. Palmer suggests that the 
Wheel of Fortune was commissioned to reflect and/or commemorate the local politics of Gundulf, Bishop of 
Rochester (1075-1108). Gundulf of Rochester was a Norman monk who came to England after the Norman 
Conquest of 1066. He had a penchant for architecture and is attributed with building castles and priories. 
Despite the fact that Gundulf lived a century prior, his presence and politics were heavily felt by his 
successors. Although an intriguing suggestion, it is highly unlikely that the Wheel of Fortune was 
commissioned in Gundulf’s memory. G. H. Palmer, The Cathedral Church of Rochester: A Description of its 
Fabric and a Brief History of the Episcopal See (London, UK: Chiswick Press, 1897), 92-93. 
43 James and Robinson, Clarendon Palace, 13-14 (as in note 12). 
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The Wheel of Fortune in Henry III’s Halls 

Although it is impossible to know for certain what motivated Henry III or who else was 

influencing his commissions, ordering the Wheel of Fortune to be painted in such a prominent 

place suggests that he was designing the space of the hall with a particular atmosphere, audience, 

or agenda in mind. Even though Borenius and James suggest the Wheels of Fortune at 

Winchester and Clarendon would have resembled the Rochester Wheel of Fortune in both style 

and iconography, it is highly unlikely that the king would have chosen monks to be depicted as 

those aspiring to kingship. Rather, it is most likely that the figures along the rim were kings. 

Based on the visual tradition set in place by the mid-thirteenth century, it is safe to propose that 

Fortuna would be featured in front of her wheel.44  

Henry III’s penchant for the iconography of the Wheel of Fortune may have revolved 

around / been informed by the memory of his father, John I (r: 1199-1216). Elizabeth Campbell 

suggests, “Such a regard for the goddess’s power over patriarchy could certainly have been born 

of experience, since Henry, son of the hated King John, never outlived his father’s evil memory 

                                                
44 The Wheel of Fortune was evidently an important iconography for Henry III. If courtiers or men of high 
social status were depicted on the wheel, perhaps the wheel could also allude to a Wheel of Kingship. The 
Wheel of Kingship takes the same basic shape as the Wheel of Fortune, but its modifications provide an 
alternate reading. A surviving example of the Wheel of Kingship is painted on the walls of Longthorpe Tower, 
Peterborough.  A crowned figure stands behind a large wheel; unlike Fortuna, this figure is male and has been 
interpreted as a king. Five creatures surround him: an ape, a vulture, a spider, a boar, and a cockerel. The king 
takes hold of a spoke of the wheel with his left hand and his right hand gently touches the rim on the opposite 
side. The prevailing theory for the inclusion of animals is that each creature is identified as one of the five 
senses: the ape is taste, the vulture is smell, the spider is touch, the boar is hearing, and the cockerel is sight. 
Animal emblems of the five senses were popular in the thirteenth century, appearing in Richard de Fournival’s 
Bestiare d’amours, among other bestiaries of the period. If interpreting the Wheel of Fortune as a Wheel of 
Kingship, the king would not lose power, per se, but his favour would simply come and go. If Henry III were 
reading the image this way, he could still feel secure that, as with the cyclical motion of the wheel, should he 
fall, his favour would return. See: Bee Yun, “A Visual Mirror of Princes: The Wheel on the Mural of 
Longthorpe Tower,” Journal of the Warburg and Courtauld Institutes 70 (2007): 1-32. Archaeological 
research found evidence that there were inscriptions around the wheel and on the spokes. Today, however, 
only the letters VE survive beneath the spider’s web. 
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or his own incompetence...”45 Henry III could have used the Wheel of Fortune as a figure to 

distance himself from his father’s troubled reign: where his father failed and was crushed 

beneath the wheel, he has risen to the top. The failures of his father plagued Henry III throughout 

his tenure as king, both in terms of his perception of his kingship and the perception of his 

subjects. In her interpretation of Henry III’s Wheels of Fortune, Campbell writes,  

A fascination with Fortune’s image […] suggests—like the ‘mixture of 
complacency and dread’ apparent in the face of the king at the top of the 
wheel—not just a healthy respect for the goddess and a desire for her favour, 
but a fear of the threat she poses to patriarchal—and kingly—authority.46 
 

Conversely, Henry III could have used the Wheel of Fortune imagery to prove to his courtiers 

that, when the king was downtrodden, he, too, could rise again.  

 What is central to Henry III’s use of the Wheel of Fortune—and also for his use of the 

parable of Dives and Lazarus and the Dialogue of Solomon and Marcolf—is how the 

iconography worked as a signifier of his intense humilitas and an acknowledgement of his 

uncertain fate atop the wheel. Through the Wheel of Fortune, Henry III publically accepts that he 

is fallible and that his own future is insecure—a different approach from other Plantagenets, 

especially his son, Edward I.47 What does Henry III gain from embracing and making a virtue of 

imperfection?  

                                                
45 Charles Dickens, A Child’s History of England (New York, NY: Charles Scribner’s Sons, 1905) 275-286, as 
cited in Elizabeth A. Campbell, Fortune’s Wheel: Dickens and the Iconography of Women’s Time (Athens, 
OH: Ohio University Press, 2003), 219, fn. 4. 
46 Campbell, Fortune’s Wheel, 68-69 (as in note 45). 
47 Roger Loomis, Richard Morris, and Martin Biddle, among others, have explored Edward I’s interest in the 
legends of King Arthur and his Knights of the Round Table as a source of inspiration for his artistic and 
architectural commissions and, ultimately, his personal rhetoric of kingship. In “The Architecture of Arthurian 
Enthusiasm,” Morris expounds upon the militarization of secular architecture in England, positing that Edward 
I’s admiration for and emulation of King Arthur impacted the building style of his commissions in Northern 
Wales. He also draws visual parallels with Arthurian-inspired works, including the Winchester Round Table 
and the supposed tombs of Arthur and Guinevere at Glastonbury Cathedral, suggesting that through their 
similarities, the architectural features allude to Knights of the Round Table. By emulating art and architecture 
of the fictive past, Edward I was solidifying his place in a courtly society that was governed by specific rules 
of conduct—a noble society that owed “as much to his courtiers as the king himself.” Richard K. Morris, “The 
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1. A Wheel of Fortune and Mappa Mundi Paired at Winchester Castle  

The Wheel of Fortune at Winchester Castle was commissioned for the west wall behind the dais 

in the 1236 Chancellor’s Roll.48 The dais at Winchester was lavishly decorated, with the Wheel 

of Fortune as its central imagery.49 As mentioned previously, a wooden Round Table sits on the 

wall in its place today (see Figure 6.6).50 Two years later, the king ordered a map of the world 

(mappa mundi) to be painted in the east end of the hall across from the dais: “…and to cause a 

map of the world to be painted in the hall aforesaid…” (Figure 6.16).51 The eastern end of the 

hall (across from the dais) would have been screened off to conceal service traffic to the kitchens 

and to limit drafts, but the screen would not be high enough to interfere with the king’s 

commission.52 Both ends of the hall were punctuated with spherical images, perhaps meant to 

mirror each other. 

                                                                                                                                                       
Architecture of Arthurian Enthusiasm: Castle Symbolism in the Reigns of Edward I and His Successors,” in 
Armies, Chivalry, and Warfare in Britain and France: Proceedings of the 1995 Harlaxton Symposium, ed. 
Matthew Strickland (Stamford, Lincolnshire, UK: Paul Watkins, 1998), 69; Roger Sherman Loomis, “Edward 
I, Arthurian Enthusiast,” Speculum 28 (1953): 114-127; Biddle, King Arthur’s Round Table (as in note 7); 
Charles L. H. Coulson, “Structural Symbolism in Medieval Castle Architecture,” Journal of the British 
Archaeological Association 132 (1979): 73-90; Colin Platt, The Medieval Castle in England and Wales 
(London, UK: Seeker & Warburg, 1982); Michael Thompson, The Decline of the Castle (New York, NY: 
Cambridge University Press, 1987); Charles L. H. Coulson, “Freedom of Crenellate by License—an Historical 
Revision,” Nottingham Medieval Studies 38 (1994): 86-137. 
48 “Et in Rota fortunae depingendum in gabulo eadem aula versus orientem, xxviiiL. vS. et iid.” TNA E352/29, 
rot. 15, entry 4 (1236).  
49 On 27 December 1237, Henry III ordered the repair of the dais with special attention paid to brightening the 
fading decorations and colours. TNA C62/12, membrane 14, entry 21 (27 December 1237). Moreover, records 
from 1236 suggest that the capitals in the great hall were also gilded. Kline, Maps of Medieval Thought, 82 (as 
in note 33). 
50 Winchester is one of the few British castles mentioned in Arthurian legends. Sir Thomas Malory identifies it 
as the first site of Camelot in his Le Morte d’Arthur: “Then they departed, and within five days’ journey they 
came to Camelot, that is called in English, Winchester.” Sir Thomas Malory, Le Morte d’Arthur (1485), 
volume 2 (London, UK: Penguin Classics, 2004), 230. 
51 “…et mappam mundi in aula picta praedictorum…” TNA C62/13, membrane 8, entry 28 (5 August 1239). 
52 This second great hall, which became the primary great hall, was built from the ground up and therefore 
compromises had to be made to fit the structure within the existing building complex. As a result, the service 
entrances and exits that were supposed to be located in the eastern end were shifted to the north and south. 
Also, instead of the doorway being located in the easternmost bay, it is pushed to the second easternmost bay. 
These changes were introduced for a grander processional route from the kitchens to the high table. See: Nick 
Hill, “Halls and Chambers: Oakham Castle Reconsidered,” The Antiquaries Journal 92 (2013): 201; Biddle, 
King Arthur’s Round Table, 74 (as in note 7). 
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Mappae mundi, as we understand them, were different from other maps of the period, as 

there was “no such thing as a general map designed to be put to a wide variety of uses.”53 The 

purpose of mappae mundi was to instruct Christians on biblical history, rather than document 

cartographic information.54 The Winchester mappa mundi could have been similar in design to 

the Hereford Mappa Mundi (Figure 6.17) and the mappa mundi in the Painted Chamber at 

Westminster.55 Naomi Reed Kline argues that although it was destroyed in 1265, the 

Westminster mappa mundi was so frequently copied that it could account for iconographical and 

stylistic similarities among many maps of the period, including the Hereford Mappa Mundi and 

the Psalter World Map (Figure 6.18).56 The Psalter World Map is closely related to the Hereford 

map in style and subject matter, but on the verso side is a lesser-known map divided into three 

sections listing geographical locations by continent (Figure 6.19). The second map is more 

directly related to the theme of virtue trampling vice as Christ is shown physically stomping on 

                                                
53 Daniel Birkholz, The King’s Two Maps: Cartography and Culture in Thirteenth-Century England (New 
York, NY: Routledge, 2004), 11. 
54 However, in the thirteenth century the term mappa mundi referred to any kind of world map, whether or not 
it was Christological in nature. David Woodward, “Medieval Mappaemundi,” in The History of Cartography, 
vol. 1: Cartography in Prehistoric, Ancient, and Medieval Europe and the Mediterranean, eds. J. B. Harley 
and David Woodward (Chicago, IL: University of Chicago Press, 1987), 286. 
55 It is unknown whether or not the Westminster map was a wall painting or a wall hanging. Binski cautions 
that the mappa mundi may have been conflated with the magna historia in the Painted Chamber, which was 
already a mystery. Alternatively, since there was no commission for the magna historia in the 1230s, it may 
have been painted in the chamber before Henry III’s decorative scheme was underway. Binski, The Painted 
Chamber, 44 (as in note 17). Additionally, Henry III commissioned a wall painting of a city in the queen’s 
chambers at Winchester Castle.  
56 Kline argues that the Psalter Map may be a smaller version of what was painted at Westminster, but it is not 
clear whether or not the Westminster map was ever copied or by whom. Kline, Maps of Medieval Thought, 
239 (as in note 33). 

Figure'6.16' TNA'E352/29,'rot.'15,'entry'4'(1236),''
The'National'Archives'
Source:'Photograph'by'Meaghan'Whitehead'
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crouching dragons.57 In addition to Christocentrism, mappae mundi were also associated with 

militarism, especially in terms of crusade 

propaganda. Matthew Paris drew a series 

of itinerary maps to and from the Holy 

Land that included representations of 

Jerusalem, Acre, Damascus, and Damietta. 

Matthew Paris’s maps provided “technical 

and ideological support” for crusaders, as 

well as for overseas journeys for the 

Plantagenet royal family.58 

In 1254, Henry III sought to secure 

a place for his son, Edmund (1245-1296), 

as King of Sicily.59 The financial demands 

on the king forced him to rely more 

                                                
57 Kline, Maps of Medieval Thought, 226-232 (as in note 33). 
58 See: Katharine Breen, “Returning Home from Jerusalem: Matthew Paris’s First Map of Britain in Its 
Manuscript Context,” Representations 89 (2005): 59-93 and Birkholz, The King’s Two Maps, 12-15 (as in note 
53). Birkholz suggests that Henry III commissioned his mappa mundi in the Painted Chamber at Westminster 
in 1236—the same year his brother, Richard of Cornwall, took the cross—and the mappa mundi in the great 
hall at Winchester in 1239—the year that Richard was securing his plans for departure. This contrasts starkly 
with Paul Binski’s research, as he writes that the Westminster map, copied in Matthew Paris’s ordinal, was in 
existence in 1230, but that it may have been painted earlier. Binski, The Painted Chamber, 43-44 (as in note 
17). Binski also cautions that the mappa mundi may have been conflated with the magna historia in the 
Painted Chamber literature, which could be a clue to the confusion. In spite of the uncertain facts surrounding 
the Westminster map, Birkholz’s interpretation presents a tidy narrative (and motive) for the mappa mundi in 
the Painted Chamber: “This reading also suggests why Henry may have chosen not to repaint a world map in 
the Painted Chamber in the 1260s. The Sicilian Business had been a domestic disaster for him, and led directly 
to his humbling at the hands of the barons in 1258, under the Provisions of Oxford, and eventually to the 
Barons’ Wars of the early to mid-1260s.” Birkholz, The King’s Two Maps, 15 (as in note 53).  
59 Henry III’s quest for Sicily was fraught from the beginning. At first, Pope Innocent IV offered the kingship 
to the king’s brother Richard of Cornwall. After Richard refused, Henry III positioned his son as successor. 
Henry III did not have the military and financial power to make such a bid for the throne, nor was he able to 
travel to Sicily when requested. It was an epic failure that drained his resources and negatively affected his 
reputation. Björn Weiler, “Henry III and the Sicilian Business: a reinterpretation,” Historical Research 74 

Figure'6.17' Hereford'Mappa'Mundi,'c.1300'
Source:'https://www.themappamundi'
.co.uk/mappa:mundi/'
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heavily on his already suspicious baronage. The results of this endeavour were atrocious; as 

Björn Weiler writes, “Henry III risked his throne and his realm to chase an elusive and distant 

goal far away in the Mediterranean.”60 The so-called Sicilian Business did not help Henry III’s 

 

                                                                                                                                                       
(2001): 150. In this article, Weiler presents Henry III as far less incompetent than other historians: as a “careful 
planner” and “talented diplomat” (127). 
60 Henry III’s contemporaries—Louis IX of France and Frederick II, Holy Roman Emperor—held and 
controlled territories realms apart from one another, so the king may have thought the endeavour entirely 
possible. Weiler, “Henry III and the Sicilian Business,” 128 (as in note 58).  

Figure'6.18' Psalter'World'Map,'England''
The'British'Library'Add'MS'28681,'
c.1265'f.9r'
Source:'
http://blogs.bl.uk/digitisedmanuscr
ipts/2014/06/a:well:travelled:
medieval:map.html'

Figure'6.19' Psalter'World'Diagram,'England'The'
British'Library'Add'MS'28681,'
c.1265'f.9v'
Source:'
http://blogs.bl.uk/digitisedmanuscri
pts/2014/06/a:well:travelled:
medieval:map.html'
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baronial turmoil at home, which culminated in the rebellion of 1258. The Winchester mappa 

mundi was commissioned in 1239, when tensions were building at court, therefore it may be 

useful to consider the political environment of the Plantagenet court as an impetus for the 

commission of such a world map across from a Wheel of Fortune. Matthew Paris’s itinerary map 

from London to Apulia, Italy, seems to be connected to Henry III’s Sicilian venture, and so it 

would not be unlikely for a similar map to be positioned in the king’s hall.61 

The Winchester mappa mundi was painted on the east wall above the screens passage 

(the entry to the kitchens, buttery, and/or pantry). Master Nigel, “chaplain and painter in the 

king’s hall and chapel” is the artist named as painter of the map, but Elias of Dereham may have 

acted as a consultant on the project.62 Elias of Dereham was a well-known artist and architect 

before entering into the service of Henry III. During the reign of John, Elias served as steward to 

Jocelin, Bishop of Bath and Wells (1206-1242) and by 1217 he was in the employment of 

Stephen Langton (1150-1228), his patron until 1220.63 From 1222 until his death in 1245, Elias 

was canon of Salisbury, but frequented Wells, Winchester, and Clarendon. Henry III may have 

been interested in Elias’s knowledge of contemporaneous cathedral design in France, as the king 

wished to emulate the French Gothic style in his reconstruction of Westminster Abbey. 

However, it was not until 1233 that Elias began working under Henry III’s patronage.64 On 21 

                                                
61 However, an itinerary map would be organized differently from a mappa mundi, as itinerary maps tend to 
have a linear focus. Birkholz, The King’s Two Maps, 13 (as in note 53). 
62 Biddle, King Arthur’s Round Table, 75 (as in note 7). See also: TNA C62/14, membrane 22, entry 13 (7 
January 1240). 
63 There was a dispute between John I and Pope Innocent III that resulted in the king being excommunicated 
between the years 1208-1213. During this time, John I declared anyone who acknowledged Stephen Langton’s 
archbishopric a public enemy and exiled the archbishop. For a biography of Stephen Langton and account of 
what transpired leading up to his exile, see: F. Maurice Powicke, Stephen Langton (Oxford, UK: Clarendon 
Press, 1928); John W. Baldwin, “Master Stephen Langton, Future Archbishop of Canterbury: The Paris 
Schools and Magna Carta,” English Historical Review 123 (2008): 811-846. There are some who believe Elias 
of Dereham is Stephen Langton’s son, but that has not been proven. 
64 Josiah Cox Russell, “The Many-Sided Career of Master Elias of Dereham,” Speculum 5, 4 (October 1930), 
378-9. The king held Elias in high esteem, and even trusted him with the delicate task of constructing the 
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June 1233 (three years before commissioning the Wheel of Fortune), Henry III enlisted Elias’s 

expertise in decorating the great hall of Winchester. He requested large, upright windows to 

allow for greater light in the king’s chamber and wainscoting.65 Thus, Elias was thrust into the 

role of project manager, as opposed to artisan, due to his successes at the cathedrals of Salisbury 

and Wells years before.66 Although there is not sufficient evidence to link Elias to the Wheel of 

Fortune at Winchester, his relationship with the king and involvement with the rebuilding 

suggests that he was most likely consulted regarding the iconography’s placement in the hall or 

even the overall design. Martin Biddle’s work explores Elias’s influence with the king, 

suggesting that Elias was in charge of the works at the castle when the hall was complete and 

when the Wheel of Fortune was commissioned.67  

Although Elias may have been indirectly involved in the painting of the Wheel of 

Fortune, there is evidence to suggest that he could have been responsible for the depiction of the 

mappa mundi in the great hall, as he had considerable interest in cosmological theories.68 

Matthew Paris even copied a drawing of a wind rose (a diagram demonstrating wind directions 

and frequencies) attributed to Elias in his Historia S Albani (Figure 6.20).69 Matthew Paris’s 

diagram shows a series of three concentric circles outside of a large blank centre. The outermost 

                                                                                                                                                       
funerary tomb for his sister, Joan; “Contrabreve to cause the marble tomb that Master Elias of Dereham is 
making at Salisbury to be paid for, and to cause it to be carried with all speed to Tarrent’ to entomb there the 
body of Joan, queen of Scotland, the king’s sister.” TNA C62/12, membrane 10, entry 3 (6 March,1238). 
65 “The sheriff of Southampton is commanded to cause windows to be made in the king’s painted chamber 
within the castle of Winchester, which is too dark, according to the plan of Master Elias of Dereham, and to 
cause the wainscot of the same chamber to be painted with green colour.” TNA C62/10, membrane 5, entry 2 
(21 June 1233). 
66 Matthew M. Reeve, Thirteenth-Century Wall Painting at Salisbury Cathedral: Art, Liturgy, and Reform 
(Rochester, NY: The Boydell Press, 2008), 77.  
67 Biddle, King Arthur’s Round Table, 74 (as in note 7).  
68 Matthew Paris suggests that Elias may have been consulted in painting the mappa mundi, as he was an 
authority on cosmographical theories and had completed circular drawings of a wind rose. Richard Vaughan, 
Matthew Paris (New York, NY: Cambridge University Press, 1958), 255, plate xx(d). See also: E. G. R. 
Taylor, “The ‘De Ventis’ of Matthew Paris,” Imago Mundi 2:1 (1937): 23-26, esp. 25; Biddle, King Arthur’s 
Round Table, 74 (as in note 7).  
69 British Library, Cotton MSS Nero D.1 f.185v. 
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ring is divided into twelve, representing the 

twelve winds. Richard Vaughan suggests that, 

within the blank centre, a mappa mundi would 

have been represented, similar to how 

Matthew Paris’s original wind rose diagram 

contained a T-shaped map of the world.70 

There is no direct evidence for the 

appearance or iconography of the Wheel of 

Fortune or the mappa mundi at Winchester, 

yet John Flemming, echoing Edward Smirke’s 

argument from 1846, posits that the Wheel of 

Fortune would have influenced the designer of 

the Arthurian Round Table at Winchester, 

which suggests similarities between the two  

monumental artworks.71 Smirke, however, 

had a slightly different interpretation: he 

argued each piece informed the other, that the Wheel of Fortune influenced the commission of 

                                                
70 Biddle, King Arthur’s Round Table, 414 (as in note 7). In many ways, Elias of Dereham is still a mystery. 
Although fragments of his career and life have emerged thanks to the diligent research of Edward Smirke, 
Maurice Powicke, Josiah Cox Russell, and Nicholas Vincent, among others, a larger monolithic study of his 
life and work would be greatly beneficial to the study of thirteenth-century art and architecture in England and 
Northern France. See: Smirke, “On the Hall of the Royal Palace and Round Table at Winchester,” 68-80 (as in 
note 6); F. Maurice Powicke, “The Architect of Salisbury,” The Archaeological Journal XLIV (1887), 365-
374; Cox Russell, “The Many-Sided Career of Master Elias of Dereham,” 378-387 (as in note 66); A Hamilton 
Thompson, “Master Elias of Dereham and the King’s Works,” Archaeological Journal 98 (1941): 1-35; 
Nicholas Vincent, “Master Elias of Dereham (d.1245): A Reassessment,” in The Church and Learning in Later 
Medieval Society: Essays in Honour of R. B. Dobson, eds. C. Barron and J. Stratford (Sonington: Shaun Tyas, 
2002), 128-159. 
71 Biddle, King Arthur’s Round Table, 28 (as in note 7); Smirke, “On the Hall and Round Table at 
Winchester,” 64 (as in note 6). 

Figure 6.20 The Winds, Book of Additions,  
Matthew Paris, c.1250-1259 
Source: 
http://www.bl.uk/onlinegallery/onlineex/ill
manus/cottmanucoll/t/011cotnerd00001u0
0185v00.html 
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the adjacent mappa mundi, and, in turn, the mappa mundi influenced the creation of the Round 

Table.72 Martin Biddle builds upon this statement: “at Winchester from 1239 onwards there was 

a diagram of the winds, labeled in  

segments around the perimeter of a world map exactly as the knights’ names were eventually to 

be written around the edge of the Round Table.”73  

During the 1874 restoration, an original thirteenth-century scroll border around the 

painted Wheel of Fortune was discovered. According to Biddle, the scrollwork forms a border 

similar to the one found along the edges of the Hereford Mappa Mundi and may have influenced 

the appearance of the border of the Round Table.74 Since the scroll border was visible beneath 

whitewash in 1874, it is conceivable that this painted border would have been visible long 

enough to influence the Tudor repainting of the Round Table (King Arthur and the names of his 

knights were repainted c.1500 and once again in 1789).75 However, there is a marked difference 

between the Wheel of Fortune and the Round Table: on the Round Table there is only one king 

depicted and any fallen and future kings are not present. Biddle suggested that any other figures 

were removed to emphasize the power and eternity of Arthur’s kingship, which contrasts with 

the other kings of England: “The inclusion of the ‘lesser’ kings would also be contrary to the 

                                                
72 “I own that when I met with the entry in the Chancellors roll, 20 Henry III, of the ‘rota fortunae,’ which had 
then been painted in the gable of the hall towards the east, I was strongly impressed with the opinion that this 
wheel of Fortune was the predecessor of Arthur’s table; and when I found among the Liberate rolls of the same 
reign in the Tower of London (pointed out to my notice by my friend Mr. Hardy) a commission by the king to 
paint a ‘mappa mundi’ in the same hall, it occurred to me that an order to delineate a chart of the world had 
been figuratively executed by painting an emblem of its vicissitudes.” Smirke, “On the Hall and Round Table 
at Winchester,” 64 (as in note 6). 
73 Biddle’s suggestion that there must have been a wind rose diagram at Winchester is based upon a careful 
comparison of Matthew Paris’s diagram and the Hereford Mappa Mundi. Biddle, King Arthur’s Round Table, 
414 (as in note 7). 
74 Ibid., 409. Any record of what the scroll border would have looked like is, unfortunately, lost. If a record 
survived, the size of the scrollwork could help scholars speculate the size of the Wheel of Fortune. 
75 Ibid., 241-254. 
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fundamental principle of the Round Table, that the seats are all of equal status.”76 Perhaps the 

Wheel of Fortune and mappa mundi (and subsequent Round Table) are more connected to each 

other than originally imagined. 

Marcia Kupfer argues that the inclusion of a mappa mundi at Winchester acted as a 

pendant piece to the Wheel of Fortune and that the imagery would have reminded the king of the 

ephemeral nature of both his life and his reign. She writes that the king would have meditated 

upon the map, while at the same time remembering the Wheel of Fortune hanging above his 

head.77 Mappae mundi alluded to God’s plan for humankind similarly to the role of Fortuna in 

medieval literature, but the map, itself, is also understood as God’s view of the earth—God’s 

panoptic view of humanity. By pairing the mappa mundi with the Wheel of Fortune at 

Winchester, the circular forms complement each other and reinforce the message that God is 

ever watchful and His plan for humankind could change just as quickly, and as mercilessly, as 

the spin of Fortuna’s wheel. Kline builds upon this argument, suggesting, “as a paradigm of 

earthly existence, the Wheel of Fortune was symbolically interchangeable with the mappa 

mundi.”78 Although two different types of images, the symbolic narrative of humanity’s fall from 

grace and (re)ascendance into Heaven is similar to the narrative of the rise and fall of the king on 

the wheel.  

The territory depicted on the map—and the fate of the men and women in those places—

can change on a whim. With the Wheel of Fortune situated directly above the king’s seat, we can 

imagine how Henry III could possibly see himself appropriating Fortuna’s emissary status for 

himself: he is in control of his subjects and they will either prosper or founder under his 

                                                
76 Biddle, King Arthur’s Round Table, 409 (as in note 7).  
77 Marcia Kupfer, “Medieval Maps: Embedded Images, Interpretive Frames,” Word & Image 10: 3 (1994): 
279; Kline, Maps of Medieval Thought, 82 (as in note 34). See also Marcia Kupfer, “The Lost Wheel Map of 
Ambrogio Lorenzetti,” The Art Bulletin 78 (1996), 305.  
78 Kline, Maps of Medieval Thought, 113 (as in note 33). 
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influence. The decision of the wheel of chance “lies within the power of the one who whirls it.”79 

Therefore as King of England, Henry III is also the one controlling the fates of his courtiers. 

Henry III’s self-conscious selection of imagery is performative: it affects not only the thoughts 

and actions of the king, but also his subjects. The Wheel of Fortune and mappa mundi served as 

a metaphor for Henry III’s reign, reminding him of the ephemeral nature of not only his life, but 

also his time as king.80  

 

2. The Wheel of Fortune and Jesse Tree at Clarendon Palace 

The sheer number of detailed commissions, repairs, and alterations in the Liberate Rolls 

illustrates the extent to which Henry III favoured Clarendon Palace. As James elaborates, “no 

expense was spared in making the palace an island of civilized living in the Wiltshire forest. 

Through his personal interest [Henry III] elevated the buildings at Clarendon to a state only 

marginally less magnificent than that of the prime palace of the realm at Westminster.”81 Similar 

to Ludgershall Castle, Clarendon Palace was a rural retreat in the Wiltshire countryside with a 

park for hunting and a forested landscape (Figure 6.24). The atmosphere at Clarendon, although 

as glamorous a residence as Westminster, was one of relaxation, feasting, hunting, and basking 

in the green spaces around the palace.82  

                                                
79 Stanley Leman Galpin, “Fortune’s Wheel in the Roman de la Rose,” PMLA 24: 2 (1909): 336. 
80 The Roman vision of Fortuna often illustrated her as “the protector of a people and of their city.” It is 
unclear if Henry III would have been aware of this interpretation, but it would be beneficial to my argument if 
he was consciously creating this allusion. L. H. Martin, “Fortuna,” Dictionary of Deities and Demons in the 
Bible, eds. Karel van der Toom, Bob Becking, and Pieter Willem van der Horst (London, UK: Sage 
Publishing, 1999), 337. 
81 James and Robinson, Clarendon Palace, 8 (as in note 12). 
82 Unfortunately, antiquarian sources dating back to the Tudor era only record the park at Clarendon in detail 
and not the palace, for the palace had become dilapidated by that time. Lucy Toulmin Smith (ed), The Itinerary 
of John Leland in or about the years 1535-1543, Parts I to III (London, UK: George Bell and Sons, 1907), 
268-269. 
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Following Henry III’s Christmas visit to Winchester Castle in 1247, the king ordered that 

the mantelpiece in his chamber at Clarendon be torn down and rebuilt, and on the face of the new 

mantel paint a wheel of fortune and a Tree of Jesse.83 The second part of the entry (“…the king’s 

paintings in the chamber to be covered with canvas that they not be damaged”) indicates that 

there were more paintings present in the king’s hall that Henry III was keen to protect from any 

injury resulting from the reconstruction of the chimneypiece. The Chancery rolls reveal that 

surrounding paintings were scenes from the life of Saint Margaret the Virgin (also known as 

Margaret of Antioch) and the Four Evangelists amid green wainscoting and gold stars.84 What is 

of particular importance to this case study, however, is the somewhat obscure connection 

between the Wheel of Fortune and the Tree of Jesse.85  

The Tree of Jesse is emblematic of the ancestry of Christ leading back to Jesse of 

Bethlehem.86 It can be interpreted as a genealogical map: instead of geography, the iconography 

charts Christ’s (and therefore Henry III’s) ancestry. In thirteenth-century visual culture, the Tree 

of Jesse is often depicted in stained glass or illuminated manuscripts with a vine growing from 

the groin of a reclining Jesse and Christ’s ancestors along its branches (Figure 6.21). The wall 

painting on the mantelpiece at Clarendon presumably followed this iconographic tradition, as 

deviations are rare in art of the period.   

The tree is a powerful symbol in both ancient mythologies and in Christian thought.87 

The Tree of the Knowledge of Good and Evil brought the fall of humankind, Heaven has been  

                                                
83 “…perderam faciat mantella in caminata in camera regis apud Clarendon, et de nova apud/alud mantellam 
faciat ibidem, super quod mantellam depingi faciat rotam fortunae et Jesse, et picturas regis in eadam camera 
cooperi faciat canevas ne violant.” TNA C62/24, membrane 13, entry 15 (28 December 1247). 
84 TNA C62/22 membrane 7, entry 30 (29 June 1246). 
85 The Tree of Jesse was commissioned for the Painted Chamber Westminster Palace (1259) and in the queen’s 
chamber at Windsor (1236), but the 1247 commission at Clarendon is the only one to be read alongside a 
Wheel of Fortune. Borenius, “The Cycle of Images in the Palaces and Castles of Henry III,” 42 (as in note 8). 
86 “A shoot will come up from the stump of Jesse; from his roots a Branch will bear fruit.” Isaiah 11:1, NIV. 
87 Marjorie Reeves, “The Arbores of Joachim in Fiore,” Papers of the British School at Rome 24 (1956): 124. 
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Figure'6.21' Tree'of'Jesse,'Winchester'Psalter,'c.1150'
Source:'http://www.bl.uk/onlinegallery/online'
ex/illmanus/cottmanucoll/t/011cotnerc00004u00
009000.html'
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likened to a tree where all the birds of the air may live and take rest, and, as mentioned, Christ’s 

ancestry is visualized as a genealogical tree. In the New Testament, Saint Paul explains to the 

Romans that the Church is “the true shoot” from the root of Israel.88 Henry III’s kingship is on 

display throughout his residences, but the combination of the Wheel of Fortune and the Tree of 

Jesse plays on his ancestry and his aspirations for this life and the next.  

The relationship between the Wheel of Fortune and the Tree of Jesse is not obvious, if in 

fact there is a connection, but what seems to be at the root of this relationship is the Plantagenet’s 

divinely ordained power. In the thirteenth century, medieval kings used propagandistic Old 

Testament imagery to solidify the preordination of their respective reigns, with some of the war-

faring images in the Painted Chamber at Westminster speaking to a Biblical, ancestral past.89 

Similarly, court art of the Capetians is punctuated with self-referential images of their king’s 

appointment from God. The imagery in the eastern apse window at Saint-Denis, Paris, and the 

stained glass program at the Sainte-Chapelle, Paris, is directly linked to the promotion (and 

future canonization) of the French royal line and their Biblical antecedents.90 Ancestry was, and 

remains, an important part of monarchical identities and models of kingship. Henry III could 

read the combination of the Wheel of Fortune and the Tree of Jesse as evidence of his familial 

triumph, of the Plantagenet’s time atop the wheel.91 This could also be read with or without the 

                                                
88 “If the root is holy, so are the branches. If some of the branches have been broken off, and you, though a 
wild olive shoot, have been grafted in among the others and now share in the nourishing sap from the olive 
root, do not consider yourself to be superior to those other branches. If you do, consider this: You do not 
support the root, but the root supports you.” Romans 11: 16-18, NIV. 
89 For more information about the Painted Chamber at Westminster and the iconography commissioned, see: 
Binski, The Painted Chamber (as in note 17); Matthew M. Reeve, “The Painted Chamber at Westminster, 
Edward I, and the Crusade,” Viator 37 (2006): 189-221; Paul Binski, “The Painted Chamber at Westminster, 
the Fall of Tyrants and the English Literary Model of Governance,” Journal of the Warburg and Courtauld 
Institutes 74 (2011): 121-154; and Wilson, “A Monument to Saint Edward the Confessor” (as in note 17). 
90 For a survey of the stained glass program at the Ste.-Chapelle, see: Alyce Jordan, Visualizing Kingship in the 
Windows of the Sainte-Chapelle (Turnhout, BE: Brepols, 2002). 
91 Similar to the mappa mundi, the Tree of Jesse functions as a genealogical map of Christ’s ancestry, a linear 
narrative of the heroes of the Biblical past. 
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pessimistic view of the Wheel of Fortune presented above that King John was crushed beneath 

the wheel so that Henry III could succeed.  

Henry III’s symbollic ancestry, as illustrated in tree form, continues into the fourteenth 

century with Dante Alighieri. Dante places Henry III in Ante-Purgatory in the Valley of 

Negligent Rulers in his Divine Comedy: “Behold the King of simple life and plain, Harry of 

England, sitting there alone: He through his branches better issue spreads.”92 He mocks both 

Henry III’s inability to keep order and peace in England during his reign and his failure to 

reclaim the French lands lost by his father King John in 1204.93 Yet, as can be inferred through 

the final line “He through his branches better issue spreads,” Dante redeems Henry III through 

the successes of his son, Edward I, whom Dante met on a visit to England.94 The Tree of Jesse 

could be interpreted as both an ancestral symbol, but also a reminder of his legacy.  

Just as the circle was used as a structuring device and to systematize knowledge, so too 

was the tree.95 Although not a traditional mnemonic structure, the tree was used to convey both 

cognitive and aesthetic ideas in the Middle Ages. Written in Rome, Ramon Lull’s Arbor 

scientiae (c.1295) explores the use of sixteen trees as devices to shape and retain universal 

knowledge of art, science, alchemy, and medicine.96 Each tree organizes knowledge of an area of 

thought, such as the elements and the vegetable world, and is divided into roots, trunk, branches, 

                                                
92 The mention of Henry III “sitting alone” may be a reference to the baronial revolt, where the king stood 
alone, isolated from his people. Dante Alighieri, “Canticle II: Purgatorio,” The Divine Comedy, translated by 
Henry F. Cary (New York, NY: P. F. Collier & Son, 1909-1914), lines 132-134. See also: Michael T. Clanchy, 
England and its Rulers, 1066-1272 (Malden, MA: Blackwell Publishing, 1998), 172. 
93 C. M. Bowra, “Dante and Sordello,” Comparative Literature 5/1 (Winter, 1953): 13.  
94 “From the said Henry was born the good King Edward, who reigns in our times, who has done great things, 
whereof we shall make mention in due place.” Dante Alighieri, The Vision: Or, Hell, Puratory and Paradise of 
Dante Alighieri, translated by the Rev. Henry Francis Cary, A. M. (New York, NY: D. Appleton & Company, 
1859), 262, esp. fn. 4. 
95 Another example of using recognizable forms to create memory systems was the early twelfth-century De 
Statu Ecclesiae by Gilbert of Limerick, which illustrates the hierarchy of the church. 
96 Lull also uses circles and charts to organize information. Frances A. Yates, “The Art of Ramon Lull: An 
Approach to it through Lull’s Theory of the Elements,” Journal of the Warburg and Courtauld Institutes 17 
(1954): 119. 
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flowers, and fruit. In the sixth tree diagram (Arbor moralis), Christ is depicted atop the tree while 

a monk comforts Lull below (Figure 6.22). There are eighteen ‘good’ roots and five ‘bad’ roots  

that divide into Virtue (leading to Gloria) and Vice (leading to Pena).97 Outside of Henry III’s 

reign, Lull’s Arbor scientiae is nevertheless an example of how the tree was used to codify 

knowledge and may lead to an interpretation of the Tree of Jesse and Wheel of Fortune as more 

than a symbol of Henrician ancestry. 

 The connections between the Wheel of 

Fortune and the Tree of Jesse at Clarendon are many 

and it is difficult to discern how Henry III could have 

interpreted his wall paintings. Based on Henry III’s 

past commissions and preoccupations of his reign, the 

Wheel of Fortune and Tree of Jesse as a reminder of 

the importance of the royal line would be the most 

plausible suggestion. Henry III’s emphasis on 

humility and an imperfect kingship in his wall 

paintings, in addition to the building hostilities of his 

barons, allow for an interpretation of these 

iconographies that highlights the importance of 

ancestry and the strength of legacy. Although at times erratic, Henry III was a thoughtful planner 

and would have kept the future of his son and his own legacy in the fore of his mind. Where his 

father, King John, had failed and was crushed beneath the wheel, Henry III succeeded and was 

crowned atop. Similarly, where Henry III fails, his son, Edward I, will succeed.  
                                                
97 Lull is crying beneath the tree because “he could not accomplish in the court of Rome the sacred work of 
Jesus Christ and the public weal of all Christendom.” Yates, “The Art of Ramon Lull,” 145-146 (as in note 
96). 

Figure'6.22' Arbor'Moralis,'Ramon'Lull,'
c.1295'
Source:'
https://archive.org/details
/gri_33125008480259' '
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Conclusions 

Commissioning a mural of the Wheel of Fortune for a king seems counterintuitive. The 

iconography contradicts what is generally assumed to be the traditional attitudes of the king and 

court—it is not in what is known of a king’s nature to envision that his demise could come at any 

moment. The use of the Wheel of Fortune in the Plantagenet court overturns established social 

hierarchies and forces us to reconsider how we think about Henry III’s kingship, personality, 

relationships, and patronage. 

As has been argued in the previous chapters, perhaps Henry III is unlike any other king of 

his age. His choice to commission images that throw the stability of his reign into question are 

causes for suspicion among medieval historians, and rightly so. The Wheel of Fortune, as paired 

with the Map of the World and the Tree of Jesse, can be read as a tragic attempt by Henry III to 

distance himself from the unsuccessful reign of his father, John I. Also, we cannot ignore the 

politics surrounding the English barons at the time of these commissions. Although establishing 

a motive for Henry III’s commission is not possible (nor is it the focus of this study), it is hard to 

separate the actions at court from grand wall paintings in that same environment. As Michael 

Clanchy argues, “It would be a mistake, nonetheless, to pigeonhole Henry III’s building work as 

an interest in art separated from life and politics. Through buildings and their furnishings he gave 

visual expression to his conception of monarchy and his own place as king.”98  

The Wheel of Fortune and its placement in the great hall at Winchester and the king’s 

hall at Clarendon can, ultimately, be read as emblematic of the nature of fate and the need to be 

always ready for a Christian death. Henry III was deliberate in his choice of iconography both 

for himself and for his retinue. The Wheel of Fortune is a reminder to the king and his courtiers 

                                                
98 Michael T. Clanchy, England and its Rulers, 1066-1307 (Malden, MA: Blackwell Publishing, 2006), 163. 
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that their time atop the wheel—in the court’s favour—is precarious and subject to change at the 

whim of the goddess, Fortuna. Nobility is a gift of fortune. 
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Chapter 7. Conclusion 
 
 
 

 
[The study of medieval arts] has become over-theologized and over-moralized 
to the point where every flourish, every joke, every colour and ornament is said 
to conceal a lesson for the improvement of the viewer or listener. […] If a 
modern reader finds something amusing in a medieval work composed before 
Chaucer it must be either unintentional or ‘covering over’ some sober doctrine 
in need of extraction. 

Mary Carruthers1 
 
 
 
Henry III defined his authority in ways that were unlike his predecessors: through art and 

architecture and both his acceptance and promotion of an image of a flawed, vulnerable ruler, 

Henry III created a unique form of humble kingship that was unprecedented in the Middle Ages. 

This dissertation demonstrated how, instead of choosing solely images of historical kingship, 

religious narratives, and moralizing imagery, Henry III commissioned wall paintings that 

generally satirize the role of kings and emphasize the fallibility of earthly monarchical authority.2 

Unlike most medieval scholars who suggest that a diversion from positive moral and ethical 

messages is a reminder to the viewer to pray or to behave in a way that suits the high-minded 

beliefs of the time, I emphasized moments in Henry III’s patronage that demonstrated how 

humour and role reversals went hand-in-hand with moral ideals. In his wall paintings, Henry III 

created a space that entertained contradictions and invited creative play and exploration, while 

still adhering to the notions of civilizing and rules inherent in court culture.3 

                                                
1 Mary Carruthers, The Experience of Beauty in the Middle Ages (Oxford, UK: Oxford University Press, 2013), 
8-9. 
2 I would like to thank a Laura J. Whatley for her insights on my dissertation. 
3 Unfortunately, most surviving literature of the time is reserved for moral counsel, i.e. sermon literature. It is 
uncommon to find examples in medieval writing that describe purely aesthetic responses to art of the period. 
Carruthers, Experience of Beauty, 8-10, 27 (as in note 1). 
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 I began this dissertation with a summary of the field and how scholars have received and 

written about Henry III’s artistic patronage. In Chapters 2 and 3, I gave an overview of the 

surviving evidence, research methodologies, and modern theories that informed my study and 

interpretation of Henry III’s wall paintings. I provided different avenues of inquiry through 

which we can read the king’s iconographies and how members of his household, courtiers, and 

foreign dignitaries may have read them, as well. In Chapter 4, I explored the parable of Dives 

and Lazarus in relation to Henry III’s feasting rituals and the activities of the great hall. The 

reversal of fortune of the powerful Dives with the leprous Lazarus and the scenes of feasting 

emphasized how this imagery was more than simply a memory device; as an art of courtesy, the 

wall paintings had the power to affect the thoughts and behaviours of those in the great hall. In 

Chapter 5, I examined Henry III’s commission of the Dialogue of Solomon and Marcolf for the 

lesser hall at Westminster. With a focus on how the imagery modified the function of the hall 

over time, the potential for parodic role reversal of the king and fool created an environment of 

play and allowed Henry III to express his unique interpretation of kingship. In Chapter 6, I 

analyzed how the Wheel of Fortune could have been read alongside mappae mundi and the Tree 

of Jesse. Continuing with the theme of potential role reversal, the iconography of the Wheel of 

Fortune highlighted the king’s fallibility and, as I proposed, may have been used as a tool to 

distance himself from the tumultuous reign of his father.  

In this dissertation, I argued that Henry III’s commissioned wall paintings were informed 

by the culture of courtesy, in which wall painting had the potential to influence the behaviour of 

those at court and to plant allusions or comparisons curated by the king. I also discussed how art 

and architecture could transform the king’s halls to function as a physical manifestation of the 

Civilizing Process, as a panoptic space, and as emblematic of Soft Power. I acknowledge that 
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these approaches are difficult, if not impossible, to prove due to a lack of contemporaneous 

evidence, but they suggest a new way of thinking about and questioning ideals of court culture 

and the power of art and architecture in the thirteenth century. 

The play between ideality and reality is something medieval viewers enjoyed, as evinced 

by the fact that much art of the period emphasizes a reversal of expectations or a gentle mockery 

of tradition.4 For example, as explored in the lesser hall at Westminster, those courtiers who are 

subjected to a rigorous courtly hierarchy were exposed to that same hierarchy being ridiculed in 

the wall painting of Solomon and Marcolf. Using humour and humility, Henry III (perhaps 

unintentionally) pushed the boundaries of the social mores by which he was compelled to abide 

and openly poked fun at his monarchical traditions—an aspect of his kingship and character that 

has been overlooked in scholarship. Henry III’s choice to adorn his halls with images of Dives 

and Lazarus, Solomon and Marcolf, and the Wheel of Fortune showed the potential to destabilize 

the myths of sanctity and the wise, all-knowing king that were traditionally revered in thirteenth 

century ideals of kingship. Henry III’s unique approach reveals his sophisticated and malleable 

articulations of power that deviate from a modern interpretation of medieval convention.  

What is particularly unexpected about Henry III’s commissions is how they highlight and 

extol an imperfect kingship—the opposite of a saintly kingship that scholars suggest was 

desirable in the thirteenth century. By humbling himself at court, Henry III both demonstrated 

his piety and desire to be a “man of the people,” while maintaining control of an image that he 

curated: he, too, is subject to judgment after death and he, too, is at the mercy of Fortuna’s spin. 

His demonstration of vulnerability was actually a demonstration of strength and a subtle, 

sophisticated authority.  

                                                
4 This study has explored this role reversal only within a few case studies, but it would be beneficial for this 
theme to be continued in other areas of Henry III’s artistic patronage and Plantagenet court culture. 
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The uncertainty of the afterlife was a preoccupation for medieval viewers and Henry III 

shared in that preoccupation. However, not only was he concerned about his soul after death, but 

his legacy, too, was of great importance. The king’s obsession with his lineage can be interpreted 

through his wall painting patronage, especially with the inclusion of the Tree of Jesse and the 

mappa mundi in tandem with the Wheel of Fortune. Henry III’s chosen iconographies position 

the central, powerful figure in an opposing state: the wealthy, wise, or crowned man will 

inevitably lose his status in a reversal of fortune. With this in mind, I suggest that Henry III may 

have chosen to be surrounded with images that highlight his flaws or his potential to lose favour 

at court as a way to acknowledge and distance himself from the failures of his father, but also to 

highlight his aspirations for his future and for the future of his son. The evidence presented in 

this dissertation allows for a new way to interpret how the English king viewed his position, his 

court, and his legacy that has not yet been attempted in Henrician scholarship.  

Following Henry III’s death, Edward I departed from his father’s piousness and sacral (if 

occasionally parodic) image of kingship in favour of a more militaristic, bellicose, and heroic 

image through references to Old Testament kings (the Painted Chamber) and Arthurian imagery 

(the conquests of Wales and Scotland and the building of Caernarvon Castle).5 He does not 

appear to have commissioned large painting cycles as his father did, apart from what is currently 

attributed to him in the Painted Chamber at Westminster.6 This form of reception demonstrates 

                                                
5 Roger Sherman Loomis, Richard Morris, and Martin Biddle, among others, have focused on Edward I’s 
interest in the legends of King Arthur and his Knights of the Round Table as a source of inspiration for his 
artistic and architectural commissions. See Roger Sherman Loomis, “Edward I, Arthurian Enthusiast,” 
Speculum 28 (1953): 114-127; Richard K. Morris, “The Architecture of Arthurian Enthusiasm: Castle 
Symbolism in the Reigns of Edward I and His Successors,” Armies, Chivalry, and Warfare in Britain and 
France: Proceedings of the 1995 Harlaxton Symposium, edited by Matthew Strickland, 63-81 (Stamford, 
Lincolnshire, UK: Paul Watkins, 1998); and Martin Biddle, King Arthur’s Round Table: An Archaeological 
Investigation (Woodbridge, Suffolk, UK: Boydell Press, 2000). 
6 The attribution of Edward I as patron of the Old Testament iconography in the Painted Chamber has been the 
subject of debate between scholars. See Chapter 1 for an overview. Additionally, there is also no way to know 
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how radical Henry III’s patronage truly was: it departed from the established tradition to such an 

extent that there was not another English monarch with such a passion for art and architecture 

and with as grand displays of royal imagery until the reign of Henry VIII of England  

(r: 1509-1547).  

Henry III’s wall painting patronage is an immense subject that required a strict 

framework in order to make its study feasible, especially as new discoveries of Henrician 

patronage are still coming to light. This dissertation has focused on only three (seemingly) 

peculiar iconographic choices for a medieval king, but undoubtedly there are more to uncover 

and compare. Future research might include the role of Queen Eleanor of Provence (r: 1236-

1272). It was around the time of Henry III’s marriage to Eleanor that his artistic commissions 

burgeoned and I am curious how Eleanor may have inspired the king’s patronage. For instance, 

Eleanor owned a copy of the Roman de Guillaume le Conquerant and, from the Master of the 

Temple, she borrowed the Geste d’Antioc to inspire the artists painting her chambers.7 Further 

research into Eleanor’s potential role in Plantagenet patronage is needed. 

In this dissertation, I suggested new ways to interpret Henry III’s wall painting and, in 

doing so, explored aspects of his reign that have previously been disregarded in favour of the 

contemporaneous Baronial Rebellion, the king’s failure to go on crusade, and his reconstruction 

of Westminster Abbey, among others. Henry III’s acknowledgement of his flawed human nature 

and his extreme humilitas are traits rarely seen in kings of the Middle Ages and point to a new 

topos to be explored further in Henrician scholarship. It was my intention to create a dialogue 

between seemingly disparate aspects of medieval society—monarchical ritual and eternal 

                                                                                                                                                       
the state of Henry III’s commissioned paintings by the time of Edward I’s ascension. The imagery could have 
been in such good condition that it didn’t warrant further commissions.  
7 John Carmi Parsons, “Of Queens, Courts, and Books: Reflections on the Literary Patronage of Thirteenth-
Century Plantagenet Queens,” in The Cultural Patronage of Medieval Women, ed. June Hall McNash (Athens, 
GA: University of Georgia Press, 1996), 176. 
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damnation, the quest for virtues and embracement of ridicule—in order to highlight the playful 

nature of Plantagenet court culture and open to further consideration the importance of a king 

who (re)defined kingship in thirteenth-century Europe.  
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Appendix A 

A Brief Historiography of Henry III of England’s Reign 
 
 
 

Historical opinion is divided as to whether one of England’s longest-ruling 
monarchs was malevolent or misunderstood, benevolent and benign, or fickle 
and foolhardy.  

Benjamin Wild1 
 
 
 
Despite the fact that Henry III is hailed as one of the greatest art patrons in British history, his 

reign, much less his art patronage, is relatively unknown outside of academic circles.2 Within 

these circles, as suggested in the above quotation by Benjamin Wild, he is best remembered for 

the length of his reign (fifty-six years) and the calamity that ensued as a result of the baronial 

revolt led by Simon de Montfort. Scholars are divided as to whether or not Henry III was a 

‘successful’ king at all.3 One such pointed biography by R. F. Treharne describes the king’s reign 

as mediocre: “[Henry III] had not even the vices [that] can make a bad king a strong ruler.”4 

Such negative viewpoints are often ascribed to the fact that Henry III is constantly compared to 

contemporaneous rulers of medieval Europe, such as Frederick II, Holy Roman Emperor  

                                                
1 Benjamin Wild, “Introduction to Reign,” Henry III Fine Rolls Project: http://www.finerollshenry3.org.uk 
/content/commentary/reign_intro.html. 
2 R. Kent Lancaster, “Artists, Suppliers and Clerks: The Human Factors in the Art Patronage of King Henry 
III,” Journal of the Warburg and Courtauld Institutes 35 (1972): 81-107. 
3 Critical biographies of Henry III are inevitably tied to the fate of the nation. For larger biographical works on 
Henry III’s life and reign, see: Thomas F. Tout, The History of England from the Accession of Henry III to the 
Death of Edward III (New York, NY: Longmans, 1920), pp. 1-135; F. Maurice Powicke, King Henry III and 
the Lord Edward (Oxford, UK: The Clarendon Press, 1947), 1-596; F. Maurice Powicke, The Thirteenth 
Century, 1216-1307 (Oxford, UK: The Clarendon Press, 1953), 1-226; David Carpenter, The Minority of 
Henry III (London, UK: Methuen London, 1990); David Carpenter, The Reign of Henry III (New York, NY: 
Hambleton Press, 1996); Björn Weiler, England and Europe in the Reign of Henry III (1216-1272) (Aldershot, 
UK: Ashgate, 2002); Michael Prestwich, Plantagenet England, 1225-1360 (New York, NY: Oxford University 
Press, 2005), pp. 1-164, 228-230, 292-298, 353-523; Björn Weiler, Henry III of England and the Staufen 
Empire, 1216-1272 (Rochester, NY: Boydell Press, 2006); and John Paul Davis, The Gothic King: A 
Biography of Henry III (London, UK: Peter Owen, 2013). 
4 R. F. Treharne, The Baronial Plan of Reform, 1258-1263 (Manchester, UK: The University Press, 1932), 49-
50. 
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(r: 1220-1250); Alfonso X of Castile (r: 1252-1284); his uncle, Richard the Lionhearted (r: 1189-

1199); his son, Edward I of England (r: 1272-1307); and especially Louis IX of France (r: 1226-

1270), who was his rival in matters of outward displays of spirituality, lavish decorations, and 

courtesy.5  

Few medieval kings have had their lives and artistic commissions as extensively 

chronicled as Henry III of England. Most of what scholars know of the king stems from 

surviving thirteenth-century Chancery records (as discussed), monastic chronicles, and 

antiquarian discoveries which, when read together, offers insights into medieval English society 

that are unparalleled in its detail and clarity.  

One such monastic chronicle is the Chronica Majora, a collection of records from the 

monastery at St Albans, written by Matthew Paris (1200-1259).6  Matthew Paris is a critical 

figure for the study of Henrician patronage, as his position as a court favourite allowed him to 

give an unprecedented view into thirteenth-century court life. He chronicles major figures, 

ceremonies, daily activities, and relationships between some of the most powerful men and 

women in Europe visiting the Plantagenet court. It is clear that, in spite of his privilege as a 

chronicler of the king’s affairs, Matthew Paris has substantial anti-royal, anti-foreign, and anti-

papal biases about Henry III’s rule that punctuate his accounts.7 The Chronica Majora provides a 

                                                
5 Following the rebellion in England, Henry III approached Louis IX for help in 1259. On this trip to France, 
the kings transformed their relationship from intense rivalry into one of friendship. See: David Carpenter, “The 
Meeting of Kings Henry III and Louis IX,” in Thirteenth Century England: Proceedings of the Durham 
Conference, eds. Michael Prestwich, R. H. Britnell, and Robin Frame (Woodbridge, UK: Boydell Press, 2005): 
1-30; Anselme Dimier, “Saint-Louis et le roi Henri III d’Angleterre, eurs devotions particuliers,” Archéologia: 
Préhistoire et archeology 37 (1970): 38-41. 
6 Originally a set of three volumes, the first two are currently housed at Corpus Christi College, Cambridge 
University (Parker MS 26 and MS 16), while the third is housed in the British Library (Royal MS 14 C VII 
folios 157-218). The content of Chronica Majora leading up to 1235 is largely based on Roger of Wendover’s 
Flores Historiarum. Roger of Wendover, Flores Historiarum (thirteenth century), ed. and trans. Henry Richard 
Luards (London, UK: H. M. Stationary Office, 1890). 
7 Paris’s anti-papal sentiments, as well as his emphasis on kingship and nationalism, were of particular interest 
in the sixteenth and seventeenth centuries, spurring new editions of Paris’s work. See Sir Robert Cotton, A 
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social commentary on medieval kingship, aristocracy, monastic institutions, and foreign and 

domestic diplomacy, as well as a record of historical accounts.8  

Apart from the St Albans chronicler, there are no other known contemporaneous 

biographers of Henry III. The closest addition to the king’s historiography appears less than fifty 

years after his death when Dante Alighieri (1265-1321) includes him in the Divine Comedy  

(c. 1308-1321). Dante places Henry III in the Valley of Negligent Rulers: “Behold the King of 

simple life and plain, Harry of England, sitting there alone: He through his branches better issue 

spreads.”9 He mocks both Henry III’s inability to keep the peace in England during his reign—or 

do anything further English politics—and his failure to reclaim the French lands lost by his 

father King John in 1204.10 Yet, as can be inferred through the final line “He through his 

branches better issue spreads,” he redeems Henry III through the successes of his son, Edward I, 

whom Dante met on a visit to England.11 Four centuries later, Horace Walpole acknowledges 

Henry III’s incompetencies as a ruler, but questions the value of his decisions by comparing him 

to his son, Edward I: “Henry’s reign is one of the most ignominious in our annals; that of 

Edward I., of the most triumphant. Yet I would ask, by which of the two did the national suffer 

most? By sums lavished on favourites and buildings; or by sums and blood wasted in unjust 

wars?”12  To what extent did Henry III, too, envision his legacy through the reign of his son? 

                                                                                                                                                       
Short View of the Long Life and Raigne of Henry the Third, King of England. (London, UK: S. Hodgson, 
1627). 
8 For chronicles that span the reign of Henry III, see Roger of Wendover, et al, Flores Historiarum, ed. and 
trans. Henry Richards Luards (London, UK: H. M. Stationary Office, 1890); Thomas Wykes, Annales 
Monastici, vol. 3, ed. and trans. Henry Richards Luards, et al (London, UK: H. M. Treasury, 1866). 
9 Dante Alighieri, “Canticle II: Purgatorio,” The Divine Comedy, trans. Henry F. Cary (New York, NY: P. F. 
Collier & Son, 1909-1914), lines 132-134. 
10 C. M. Bowra, “Dante and Sordello,” Comparative Literature 5 (1953): 13.  
11 “From the said Henry was born the good King Edward, who reigns in our times, who has done great things, 
whereof we shall make mention in due place.” Dante Alighieri, The Vision: Or, Hell, Puratory and Paradise of 
Dante Alighieri, trans. Rev. Henry Francis Cary (New York, NY: D. Appleton & Company, 1859), 262, esp. 
fn. 4. 
12 Horace Walpole, Anecdotes of Painting in England (Strawberry Hill, UK: T. Farmer, 1762), 18. 
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Were Henry III’s aspirations for his son’s reign translated into his wall painting commissions? 

Should a man as devout as Henry III not have escaped punishment in Dante’s Purgatorio?13  

It was not until Sir Maurice Powicke’s two-volume King Henry III and the Lord Edward 

(1947, 1953) that an objective, comprehensive biography of the king was attempted.14 Powicke 

offers a detailed, thematic approach to Henry III’s reign, with one gaping lacuna: the king’s 

interest in art and architecture. Sixty-five years after Powicke’s volumes, John Paul Davis 

challenges his position as royal biographer with The Gothic King: A Biography of Henry III 

(2013). Davis’s chronological storytelling approach feels closer to a novel than academic 

literature. Unlike Powicke, Davis includes a chapter devoted to Henry III’s architectural legacy, 

but, as expected, he focuses primarily on the king’s (re)construction of Westminster Abbey 

instead of his other extensive artistic and architectural commissions.15 

 Medieval art history surveys acknowledge the significance of Henry III’s (re)construction 

of Westminster Abbey and locate its prominent place within greater narratives of Gothic 

architecture in Western Europe.16 However, Henry III’s artistic tastes in gold and metalwork, 

opus anglicanum, and his extensive wall paintings are generally neglected.17 This has much to do 

with the relative rates of survival for architecture and sculpture versus wall painting and ars 
                                                
13 Henry III’s aspirations for his place in the Afterlife can be assumed through his commission of the parable 
of Dives and Lazarus (Chapter 4) and the Wheel of Fortune (Chapter 6). 
14 Powicke, King Henry III and the Lord Edward (as in note 2). Antiquarians attempting large survey texts of 
the history of England mentioned Henry III, but they did not provide the same amount of detail as Powicke and 
subsequent authors, nor the impartiality of modern historians. For examples of the early biographical accounts, 
see: Cotton, A Short View (as in note 7); Walpole, Anecdotes of Painting in England (as in note 12). 
15 Davis also includes brief mentions of Henry’s work at Windsor Castle and the Great Hall at Winchester 
Castle, but these are architectural in nature and do not hint to Henry’s importance in the grander narrative of 
thirteenth-century English art and architecture. Davis, The Gothic King, 143-158 (as in note 2). 
16 To clarify, I chose the word “(re)construction” to describe Westminster Abbey because the new abbey is 
both a modification of an existing foundational framework, but also a complete overhaul of the building. Few 
pieces of Saint Edward’s church survive, but the fact that they survive at all is enough to complicate the use of 
the term “construction.” I want to highlight the complexities of the (re)construction of Westminster Abbey, but 
I am unable to explore it in detail, as it is outside of the scope of this project. 
17 Opus anglicanum most often refers to delicate, ornate needlework or embroidery for both secular and 
ecclesiastical clothing, textiles, and decorative hangings. Most surviving examples were made for liturgical 
use. 
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sacra, of which little now survives and is most readily studied from antiquarian copies and 

documentation in royal accounts.  

 The past two decades experienced an explosion of Henrician scholarship. Of the many 

authors on the subject, David Carpenter is the most prolific.18 Carpenter’s research builds upon 

and critiques the work of Howard Colvin (1963) and Powicke, focusing on Henry’s kingship and 

situating it within the larger discourses of politics, religion, and society in thirteenth-century 

England.19, 20 Unfortunately, it is outside Carpenter’s scope to address Henry III’s artistic 

patronage. In his essay “King Henry III and the Cosmati Work at Westminster Abbey,” the 

author, paradoxically, omits a potential in-depth discussion of the renowned Cosmati pavement 

at Westminster Abbey, instead choosing to document its chronological significance and archival 

evidence of St Edward the Confessor’s translation.  

 Björn Weiler closely follows Carpenter in his prolific authorship of Henry III’s reign. 

Primarily interested in political culture in the European Middle Ages, Weiler has published 

extensively on kingship and the conception of power in the thirteenth century.21 Similar to 

Carpenter, Weiler’s interests are not art historical, but he has chosen Matthew Paris as a subject 
                                                
18 See the attached bibliography for a selected list of Carpenter’s recent publications. Most Henrician 
scholarship is divided into his “minority” (1216-1227) and “majority” (1227-1272). During Henry III’s 
minority, Hubert de Burgh (1170-1243) and Peter des Roches (d.1238) acted as regents. For information about 
Henry III’s minority and the regency of Hubert de Burgh and Peter des Roches, see: David Carpenter, The 
Minority of Henry III (London, UK: Methuen, 1990); Michael T. Clanchy, England and its Rulers, 1066-1307 
(Malden, MA: Blackwel Publishing, 2006); Björn Weiler, England and Europe in the Reign of Henry III 
(1216-1272) (Burlington, VT: Ashgate, 2002); Nicholas Vincent, Peter des Roches: An Alien in English 
Politics (New York, NY: Cambridge University Press, 2002); David Carpenter, “The Fall of Hubert de 
Burgh,” Journal of British Studies 19 (1980): 1-17; Fred A. Cazel Jr., “Intertwined Careers: Hubert de Burgh 
and Peter des Roches,” Haskins Society Journal 1 (1989): 173-181. 
19 Howard Colvin, History of the Kings Works: The Middle Ages, vols. 1-2 (London, UK: H.M. Stationary 
Office, 1963); Powicke, King Henry III and the Lord Edward (as in note 2).  
20 This approach is similar to Jacques Le Goff’s tome on the life and reign of Louis IX of France. In the 
introduction to his volume, Le Goff comments on the challenges and limitations of writing a biographical 
history, including the complex individual and societal networks within which the king is placed. He engages 
with various aspects of the crusade movement, religion, and dynamic rulership to best illustrate a complete 
imagining of Louis IX’s kingship. Jacques Le Goff, Saint Louis, translated by Gareth Evan Gollrad (Notre 
Dame, IN: University of Notre Dame Press, 2009), xx-xxxi. 
21 See the attached bibliography for a selected list of Weiler’s recent relevant publications. 
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on a number of occasions.22 Henry III’s patronage was central in his life and reign; yet royal 

biographers and medieval historians continue to neglect its place and importance in thirteenth-

century culture. 

 

                                                
22 For Weiler’s writings on Matthew Paris, see; Björn Weiler, “Stupor Mundi: Matthäus Paris und die 
zeitgenössische Wahrnehmung Friedrichs II in England,” in Herrschaftspraxis und Kommunikation zur Zeit 
Friedrichs II, eds. K. Görich, J. Keupp, T. Broekmann (Herrschaftsräume, GE: Herbert Utz, 2008), 63-95; 
Björn Weiler, “Matthew Paris on the Writing of History,” Journal of Medieval History 35 (2009): 254-278; 
Björn Weiler, “Matthew Paris in Norway,” Revue Bénédictine 122 (2012): 153-181; Björn Weiler, “How 
Unusual was Matthew Paris?” in Universal Chronicles in the High Middle Ages: Writing History in the Middle 
Ages (Rochester, NY: Boydell & Brewer, 2017), forthcoming; Björn Weiler, “History, Prophecy, and the 
Apocalypse in the Chronicles of Matthew Paris,” English Historical Review (Forthcoming, 2018). 
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Appendix B  

Henry III’s Known Figural Residential Wall Painting Commissions1 
 
 

 
CHESTER CASTLE  
Chester, Cheshire 
Agricola Tower 
Chapel of Saint Mary de 
Castro 

Marian imagery (Visitation and Nativity), Crucifixion, Theophilus, Saint 
Edward the Confessor, Saint Bonnet, Ebbo, Miracle of the Jew of 
Bourges (1241) 

CLARENDON PALACE  
Clarendon, Wiltshire 
King’s Hall Lower: Heads of kings and queens (1246) 

Upper: Green with gold stars, Saint Margaret the Virgin, the Four 
Evangelists (1246) 
Wheel of Fortune, Tree of Jesse (1247) 

Queen’s Hall Twelve Months of the Year (1251) 
Queen’s Chapel Crucifixion (1244), the Virgin (1244), Saint John the Evangelist (1244), 

the Lord’s Supper (1244) 
Antioch Chamber Story of Antioch and the Combat of King Richard (1251) 
Alexander Chamber Story of Alexander (1237) 
Chapel of All Saints History of Saint Edward the Confessor (1235/6) 
Chapel of the Friars Minor The Holy Trinity and the Blessed Mary (1250) 
CLAVERING CASTLE  
Clavering, Essex 
Chapel in the Churchyard Legend of Saint Edward the Confessor and the Ring (1251) 
EVERESWELL 
Woodstock, Oxfordshire 
Old Chapel The woman taken in adultery, the conversion of Saint Paul, another 

subject from the story of Saint Paul, the Four Evangelists (1252) 
GUILDFORD CASTLE 
Guildford, Surrey 
Great Hall Dives and Lazarus, beasts painted on the king’s seat (1256) 

Legend of Saint Edward the Confessor and the Ring (1261) 
Chapel of Saint Catherine Story of Saint Catherine (1251) 
HAVERING PALACE 
Havering-atte-Bower, Havering, London 
Great Hall Wainscoting above the king’s seat (1253) 
Queen’s Chapel Virgin and Child, Annunciation (1251) 
King’s Chamber Four Evangelists (1251) 
Queen’s Chamber Four Evangelists (1251) 
KENNINGTON CASTLE 
Kennington, Lambeth, London 
King’s Chamber Twelve Months (1265) 
 
 

                                                
1 Instances of whitewashing (lambruscari) and stained glass painting are not included here.  
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LUDGERSHALL CASTLE 
Ludgershall, Wiltshire 
Great Hall Dives and Lazarus (1246) 
King’s Chapel Crucifix, Saint Mary (1250) 
Chapel of Saint Leonard Virgin and Child (1251) 
MARLBOROUGH CASTLE 
Marlborough, Wiltshire 
Great Hall Wainscoting above the king’s seat to the fourth father, painted curtain 

behind seat (1230-1236) 
Queen’s Chapel Crucifix with Mary and John (1250), Virgin and Child (1250) 
NOTTINGHAM CASTLE 
Nottingham, Nottinghamshire 
Queen’s Chamber Story of Alexander (1252) 
White Chapel Legend of Saint Edward and the ring 
TOWER OF LONDON 
Tower, London 
Antioch Chamber Story of Antioch (1251) 
Church of Saint Peter Saint Mary with her Tabernacle, Saint Peter, Saint Nicholas, Saint 

Catherine (1240) 
WESTMINSTER PALACE 
Westminster, London 
Wardrobe of the King King rescued by his dogs from his rebellious subjects (1256) 
Saint Stephen’s Chapel Crucifixion with Mary and John (1236) 
Queen’s Chamber Allegory of Winter (1240) 
Antioch Chamber Story of Antioch (1250) 
King’s Chapel Story of Joseph (1238) 
Painted Chamber Personal Motto (1236) 

Panels containing beasts (1237) 
Coronation of Saint Edward the Confessor  
Map of the World (1230) 
Four Evangelists, two large lions (1243) 
Tree of Jesse (1259) 
Painted ceiling, prophet, seraph (1263) 

Lesser Hall Episodes from the life of Saint Eustace (1252) 
Episodes from the life of Saint Edward the Confessor (1252) 
Solomon and Marcolf (1252) 
Personal Motto (1252) 

WINCHESTER CASTLE 
Winchester, Hampshire 
Great Hall Wheel of Fortune (1236) 

Map of the World (1239) 
Stories of the Old and New Testament (1241) 
Heraldry (1266) 

King’s Chamber  Guardians of Solomon’s Bed (1250) 
Queen’s Chamber  A city (1246) 
King’s Chapel Virgin and Child (1238) 

Saint Christopher, Legend of Saint Edward the Confessor and the Ring 
(1248) 

New Chapel  Story of Joseph (1250) 
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WINCHESTER CASTLE, continued 
Winchester, Hampshire 
Chapel of Saint Thomas the 
Martyr 

Saint Thomas Becket (1241) 
Saint Edward the Confessor (1246) 
Virgin and Child, Prophets (1252) 

Camera Rosamundae Siege of Antioch (1251) 
Dean’s Cloister  Head of a king (1250) 
Lower Ward Zodiac Cycle (1230) 
WOODSTOCK PALACE 
Woodstock, Oxfordshire 
Great Hall Personal Motto (1240) 
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Appendix C 
Case Study Evidence: Latin Transcriptions 

 
 

 
 

Ludgershall Dives and Lazarus (wall painting) 
17 March 1246 – TNA C62/22, membrane 16, entry 10 

English: 
make posts of marble colour and paint the story of Dives and Lazarus in the gable opposite the 
dais 
 
Transcription (MW): 
depingi et faci postes euis de colore marmoree et historiam de Divite et Lazaro in gablo ex 
opposito Deisii 
 

 
 
 
 
 

Guildford Dives and Lazarus (wall painting) 
3 January 1256 – TNA C62/32, membrane 16, entry 27 

English: 
paint the story of Dives and Lazarus in the same king’s hall opposite the king’s seat 
 
Transcription (MW): 
ad depingendum in aula rege ibidem ex opposito sedes rege historiam de Dive et Lazaro, ad 
quodem imaginem eam bestiis faciendam in eadem sede 
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Northampton Dives and Lazarus (stained glass) 
27 January 1252 – TNA C62/28, membrane 15, entry 28 

English: 
make a window of white glass in the king’s great hall in the castle of Northampton on the north 
wall next to the entrance of the queen’s chamber, and in that same window paint the story of 
Dives and Lazarus 
 
Transcription (MW): 
ad fenestram in magna aula regis in castro regis Northampton iuxtus pretem borealem. Et que 
sunt introitui camera reginae rege fieri faciat fenestras de albo vitro et in eadem historiam Lazari 
et Divitas depingi… 
 

 
 
 
 
 

Northampton Dives and Lazarus (stained glass) 
8 January 1253 – TNA C62/29, membrane 12, entry 27 

 
English: 
and on a certain glass window, that can open and shut, in the king’s hall at Northampton opposite 
the king’s dais paint images of Dives and Lazarus 
 
Transcription (MW): 
Et quandam fenestram vitream in aula rege Northampton cum imaginibus Lazari et Divitas in ea 
depitus ex opposito deisa rege que claudi possit et aperit faciat 
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Westminster Solomon and Marcolf 
9 December 1252 – TNA C54/66, membrane 22, entry 3 

English: 
And he painted in that same room the history of Saint Edward; and he had the lower room 
wainscoted, in which the history of Saint Eustace was painted, and in the window of the gable 
was painted with the history of Solomon and Marcolf. 
 
Transcription (MW): 
et depingatur in eadem capella historia Sancti Eduuardi; et bassam cameram lambruscari faciat in 
qua depingatur historia Sancti Eustachii, et in fenestra gabuli historia Salomonis et Marculphi. 
 

 
 
 
 

Winchester Wheel of Fortune 
1236 – TNA E352/29, rotulus 15, entry 4 

English: 
And in the gable of that same hall facing east, paint a Wheel of Fortune 
 
Transcription (MW): 
Et in Rota fortunae depingendum in gabulo eadem aula versus orientem 
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Winchester Mappa Mundi 
5 August 1239 – TNA C62/13, membrane 8, entry 28 

English: 
…and to cause a map of the world to be painted in the hall aforesaid… 
 
Transcription (MW): 
et mappam mundi in aula picta praedictorum 
 

 
 
 
 
 

Clarendon Wheel of Fortune 
28 December 1247 – TNA C62/24, membrane 13, entry 15 

English: 
pull down the mantelpiece in front of the fireplace in the king’s chamber at Clarendon, and make 
another new one, and paint thereon the wheel of fortune and Jesse, the king’s paintings in the 
chamber to be covered with canvas that the not be damaged… 
 
Transcription (MW): 
perderam faciat mantella in caminata in camera regis apud Clarendon, et de nova apud/alud 
mantellam faciat ibidem, super quod mantellam depingi faciat rotam fortunae et Jesse, et picturas 
regis in eadam camera cooperi faciat canevas ne violant. 
 

 



 


