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Abstract

This study focuses on the illustration of psalters in medieval Ethiopia and, especially, on the
David and Solomon portraits in the Juel-Jensen Psalter. After determining what these
miniatures have in common with other traditions, it singles out what makes them unique to
show that they were structured around Ethiopian imperial ideology, which considered the
country’s emperors as descendants of David and Solomon. It demonstrates that these images
are distinctly Ethiopian in character to show that the work of Ethiopian artists can be
appreciated only if one considers their communicative intentions and sociocultural

background.

The illustrations in Ethiopic manuscripts from the early Solomonic period (ca. 1270-1527
CE), more often than not, have been studied in isolation from the cultural context in which
they were produced. Indeed, throughout the twentieth and twenty-first centuries, Western
scholars have adopted a narrow, and at times openly Eurocentric, approach to Ethiopian art,
focusing on formal features rather than on symbolic associations, and on questions of

“foreign influences” rather than on the social, political, material, and religious boundaries



that defined the production of imagery in Ethiopia during this period.! This tendency to
dehistoricize and decontextualize Ethiopian art, placing greater emphasis on the foreign over
the local, has its origins in broader intellectual currents that emerged during the colonial era,
when Africa and its people were represented in negative and stereotypical terms, and its
artists were considered capable of producing “primitive” works or, at best, of receiving and
imitating foreign “influences” from more “advanced” non-African cultures.?

The material culture of Africa, as Peter Mark aptly puts it, entered into the art
historical discourse “not as an autonomous entity, as an art form worthy of study on its own
terms, but as an extension of European interest.”® This kind of attitude is evident in the words
of E. A. Wallis Budge, who, in the first description of illuminated Ethiopic manuscripts,
asserts that the Ethiopian artist’s “palaces are the palaces of Southern Europe; his churches
are the churches of Constantinople, Italy, and Spain; the dress of the Virgin Mary is the garb
of the European nun; Christ is made to wear crown and robes similar to those of the emperors
of the East; the angels are the angels of the mosaics and frescoes of Italy and Spain; in short,
everything which the artist could copy from foreign sources he copied” (emphasis added).*
Here, as in subsequent work on the Ethiopian tradition, the cultural background and
communicative intentions of the artists are simply overlooked as if they were irrelevant.

In fact, while scholarship on West Africa and other extra-European traditions has
recognized the need to reexamine and extricate itself from the legacy of colonialism, a similar
shift has not taken place in research on East Africa, and on Ethiopian art in particular.® The
field of Ethiopic manuscript illustration has yet to see a revision of its founding paradigms,
partly due to its underdevelopment and marginalization, and partly due to a general lack of
reflexivity and historiographical awareness in the relevant publications.® Suffice to note, as
evidence of the underrepresentation of the field, that the Art Bulletin had not featured an

article on Ethiopian art since its foundation, and, as evidence of the dearth of scholarship, that



the only scholarly book on early Solomonic manuscript illustration was published over
twenty years ago.’

Because perspectives about Ethiopia formulated at the beginning of the twentieth
century continue to color the discourse on illuminated Ethiopic manuscripts, and because
historians of this tradition have not reflected upon the paradigms that inform their processes
of inquiry, the literature on the subject remains marred by implicit and simplistic assumptions
about the modus operandi of Ethiopian illuminators and the significance of their work. One
may take, as an example of this type of research, Claude Lepage’s claim that the illustrations
in early Solomonic manuscripts can be looked at to reconstruct “ex nihilo” cycles of “proto-
Byzantine” images.® This argument betrays not only a lack of understanding of the ways in
which visual culture can be reshaped and redeployed over time, but an evident prejudice
against Ethiopian illuminators—since it implicitly discounts the possibility that they
introduced their own variations to those subjects they decided to appropriate over the many
centuries that divide the two periods.® Like most other scholars who have dealt with this
topic, Lepage overlooks the relationship between the features of early Solomonic miniatures
and the communicative intentions of their makers.

In this essay | seek to counter such Eurocentric scholarship on early Solomonic
Ethiopian art by focusing on two ruler portraits showing David and Solomon that are found in
a lavishly illustrated Ethiopic psalter previously in the collection of Bent Juel-Jensen and now
in the Bodleian Library at the University of Oxford (Figs. 1, 2 / L-L).*° These two miniatures,
as we shall see, are embedded with objects, such as the royal umbrella (dabab), that were
used to mark royal status in fifteenth- and sixteenth-century Ethiopia. Adopting a
comparative approach, | intend to single out not so much what these miniatures have in
common with other traditions, but what makes them distinctive and unique in order to show

that their local features would have resonated with the religious and political concerns of the



period. It will become clear that the presence of the symbols of power of the Solomonic
emperors in illuminated Ethiopic psalters is crucial to our understanding of their meaning,
which would have been political as much as religious. Such references, in fact, suggest that
the images were constructed to emphasize and validate the claim that the emperors of the
Solomonic dynasty descended from the prophet-kings David and Solomon. Through this
association, the David and Solomon portraits in the Juel-Jensen Psalter and in other Ethiopic
manuscripts fulfil a symbolic function, projecting a unique and timely image of Ethiopian
imperial power and articulating a complex relationship between contemporary identity and
the past.

The miniatures in the Juel-Jensen Psalter can be looked at to enhance our
understanding of the strategies of visual communication employed by Ethiopian illuminators
and the cross-cultural dynamics that came into play in the creation and appropriation of
imagery in early Solomonic Ethiopia.l* They also provide a means for challenging negative
stereotypes about Ethiopian artists put forward by scholars such as Carlo Conti Rossini, who,
in the first-ever study devoted to illuminated Ethiopic psalters, describes them as “ignorant
and fanatic,” and their work as a “barbaric derivation from Copto-Byzantine art.”!?

By identifying distinctively Ethiopian features in the miniatures of David and
Solomon in the Juel-Jensen Psalter, and more generally in the Ethiopic tradition, it will
become evident that attempts to examine Ethiopian art to uncover “lost foreign models,” such
as those by Lepage, have paid insufficient attention to the cultural roots, artistic practices, and
sociopolitical dynamics that shaped the production of material culture in early Solomonic
Ethiopia. In contrast to the current approach, which treats Ethiopian images from the early
Solomonic period as records of a more distant and non-Ethiopian past, | wish to show that
early Solomonic art is more valuable if it is first looked at to reconstruct and understand the

aspirations, concerns, and beliefs of those who produced and beheld it.* My aim, then, is to



treat the illuminations in Ethiopic manuscripts as “records of choices but also as records of
intentions.”*

The line of inquiry followed here provides a new framework for understanding the
diachronic dimension of visual culture in Ethiopia and assessing some of the largely
overlooked transcultural factors that shaped its transformations between late antiquity and the
Middle Ages or, more appropriately, since the latter terms have little relation to Ethiopian
history, between the Christian Aksumite (ca. 350-700 CE) and the early Solomonic periods.*®
My overall goal is to present an interpretation of illuminated Ethiopic manuscripts that finally
credits the achievements of the illuminators involved in their production, thus showing that
the question of exchanges between artistic traditions cannot be tackled without considering
the role played by local artists and their culture. In doing so I also hope to finally dislodge the
tendency—implicit in much of the literature—to treat Ethiopia as a marginal or “isolated”
province of Christian art: the sheer range of visual sources from which Ethiopian illuminators
drew, as discussed below, attests not to individuals who lacked creativity and copied
everything they could, as Budge would have it, but to the fact that they operated within a

powerful empire with a long history and vibrant culture, creating images that reverberated

with local aspirations and beliefs.*®

The Main Features of the Juel-Jensen Psalter

Psalters, together with gospel books, were among the most frequently copied manuscripts in
early Solomonic Ethiopia because of the central role they played in the life of the Christian
community, especially for monks who recited the Psalms weekly. For instance, according to
the Life of Saint dstifanos, who became the leader of one of the most influential monastic

movements in fifteenth-century Ethiopia, the first thing the saint had to do upon joining a



monastery as a novice was “learn the Psalms of David.”” Several other works from this
period demonstrate the importance of psalters. For example, in the Book of Light by Emperor
Ziar'a Ya‘aqob (r. 1434-68), the faithful and clergy are instructed to pray using the Psalms
during the day and the biblical canticles at night.*®

The Juel-Jensen Psalter can be approximately dated to a period between the second
half of the fifteenth and the early sixteenth centuries based on the style of the miniatures and
its paleography, and represents one of the finest examples of psalter illumination from the
early Solomonic period.'® The miniatures in this codex appear to have been painted by the
same artist who illustrated a liturgical book with readings for Holy Week now in the British
Library (Fig. 3/ M). This attribution is significant in three respects. First, among the over two
hundred illustrated Ethiopic manuscripts from the early Solomonic period that are known to
me, only two had been hitherto attributed to a same artist, and even this suggestion has been
challenged.?° Second, the British Library manuscript has an excommunication note (f. 260v)
written by Mérha Krastos (c. 1408-97)—abbot of the monastery of Débra Libanos and
commissioner of the manuscript—that supplies a terminus ad quem of ca. 1497 for its making
which supports the dating suggested above for the Juel-Jensen Psalter. Lastly, the British
Library codex features a second note (f. 259v), in which the scribe identifies himself as Gabra
Krastos.?! Since it is known that Ethiopian scribes could also illustrate manuscripts, and since
the Bodleian Library and British Library manuscripts are paleographically as well as
stylistically similar, it is reasonable to conclude that Gabra Krastos was either the scribe and
illustrator of both manuscripts, or someone who worked closely with their anonymous
illuminator.

This conclusion is supported by existence of a third manuscript that is
paleographically almost identical to the British Library and Juel-Jensen manuscripts and that

features illustrations that were clearly been painted by the same artist of the other two



codices. This manuscript is currently kept at the Ethiopian monastery of Dabra Libanos and
contains the Lives of Paul the Apostle and Sarabamon, Bishop of Nikiu. Thanks to a
subscriptio (f. 118v) we can say that it was commissioned by the same patron of the British
Library’s lectionary, Marha Krastos, and written by the same scribe, Gabri Krostos.?? It
would be tempting to conclude that Gabra Krastos illustrated all three manuscript, but since
he never explicitly claims authorship of the illustrations, the door must be left open to the
possibility that he worked closely with an anonymous illuminator.

As is the case for most Ethiopic psalters, the Juel-Jensen codex contains, in addition
to the 151 Psalms, some prefatory textual material, fifteen biblical canticles, the Song of
Songs, the Praise of Mary, and the Gate of Light.?®> Moreover, like other deluxe Ethiopic
manuscripts from the early Solomonic period, it is decorated with miniatures of holy men and
headpieces that are interwoven with the text to help the reader navigate through, and interact
with, the book’s content.?* The figurative miniatures are placed before the beginning of a new
textual section, while the ornamental borders are used to punctuate the passage between each
Psalm and hymn as well as to mark the salient points in the manuscript (Fig. 4 / M).?®

The David miniature in the Juel-Jensen Psalter is part of a prefatory cycle of three
illuminations found at the beginning of the book (Fig. 1). The first miniature shows four Old
Testament figures, namely Heman the Ezrahite, Asaph, one of the Korahites, and a fourth
figure that can only be tentatively identified, because the inscription is damaged, as Ethan or
another Son of Korah (Fig. 5/ S).?® The second miniature features six pairs of Old Testament
figures framed in panels, among whom we recognize Daniel, Jeremiah, Gad, Enoch, Elijah,
and Isaiah. Finally, the third miniature shows an enthroned David with an instrument and a
caption above his head that identifies him as “the King of Israel” (Fig. 1). The King is

surrounded by three attendants. One stands behind his throne bearing a large parasol. The



other two, who are placed below the throne and identified by a caption as “soldiers,”
respectively hold a sword and a fly whisk.

The portrait of Solomon in the Juel-Jensen Psalter is found after the biblical canticles
and opposite the beginning of the Song of Songs (Fig. 2). He is shown standing in front of a
stepped podium, with a spear in his left hand and his right hand raised to his chest. The figure
that stands opposite him with a book is identified by a caption as the “prophet Sirach.”?” The
figure behind him stands at the top of the podium bearing a parasol that is similar to the one
visible in the David miniature (Fig. 1). In accordance with a convention of early Solomonic
art, in which scale and disposition are used to emphasize social and religious hierarchy,
Solomon (like David) is placed at the center of the scene and is much larger than the other
figures. As noted elsewhere, this approach to figuration, with its disregard for naturalistic
proportions, is in keeping with the rigid hierarchical organization of society promoted by the
Ethiopian church in the fifteenth century.?

The placement of the David and Solomon miniatures in the Juel-Jensen Psalter
emphasizes their connection to the text. In early Solomonic Ethiopia, as in other traditions,
David was seen as the main psalmist and Solomon as the author of the Song of Songs, so the
two ruler miniatures function as author portraits, together with the representations of the four
psalmists on folio 5v (Fig. 5) and Moses on folio 126r (Fig. 6 / M).? The latter’s portrait is
set in a headpiece that is placed above the First Song of Moses (Exodus 15:1-19) to mark the
beginning of the biblical canticles.® Interestingly, the only other early Solomonic
manuscripts that present a similar type of composition are the Dabra Libanos codex and the
British Library’s lectionary, where a portrait of John on folio 225r is framed within the
headpiece that marks the beginning of the Book of Revelation (Fig. 3).3! While the
combination of a portrait and headpiece is unusual in the Ethiopian tradition, the practice of

illustrating manuscripts with author portraits is well documented and can be dated back to



late antiquity in light of an Ethiopic gospel book kept at the monastery of Anda Abba Gérima
that has been dated by carbon 14 to ca. 330-650 CE and is decorated with portraits of the
Evangelists before their gospel and a figure, probably representing Eusebius of Caesarea,

before the Letter to Carpianus.*

Illuminated Psalters in Ethiopia

Before assessing the significance and peculiarities of the David and Solomon miniatures in
the Juel-Jensen Psalter, it is necessary to consider two intertwined issues. First, in which
ways are the Juel-Jensen miniatures connected to other representations of David and Solomon
in Ethiopian art? Second, what do the Ethiopian miniatures have in common with other
traditions and how do they differ? Evidently, this article can only present a synthetic
overview of these questions, rather than an in-depth treatment. Nevertheless, by bringing
these two questions together, it is possible to advance our understanding of the connections
between the Ethiopian Empire and its neighbors and to explore how the Juel-Jensen
illuminator engaged with local and foreign expressions of material culture.

With regard to the first question, thanks to the evidence afforded by the Garima
Gospels mentioned above, we can say with confidence that illuminated manuscripts existed
in Ethiopia during late antiquity. Moreover, because several Aksumite inscriptions feature
quotations from the Psalms, we can say with equal confidence that the Psalms were translated
from the Greek Septuagint into classical Ethiopic (Ga ‘2z) during this period.® It follows that
psalters must have circulated in Ethiopia in late antiquity, and that such manuscripts could
have presented illustrations.

Unfortunately, any further observation on the subject is bound to remain speculative

because the earliest Ethiopic psalters that have come down to us—with and without
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illustrations—belong to the early Solomonic period.3* This lack of pre-Solomonic illustrated
psalters makes it difficult to identify the distinguishing characteristics of the David and
Solomon miniatures in the Juel-Jensen Psalter and to trace a history of these motifs in the
Ethiopian tradition. Our understanding of the material from early Solomonic Ethiopia also
suffers from neglect. There are no books on the subject, and the handful of existing articles
(none of which are in English) focus on a single manuscript, making no attempt to present a
comprehensive overview of the evidence.®® To make matters worse, most of the relevant
material is poorly documented or unpublished.

To date, only two out of thirteen psalters with figurative images known to this author
have been the object of in-depth art historical research, albeit in studies that focus on their
formal features rather than on the significance that the images might have had for those who
produced, commissioned, or beheld them. The first is a psalter from a private collection
analyzed by Ewa Balicka-Witakowska, who dates it with reason to the second half of the
fifteenth or the early sixteenth century.*® The second is the Psalter of Bolen Sigid (Figs. 7, 13
/ L-L), which takes its name from its donor and has been dated by its colophon to 1476/77.%°
With the exception of this latter codex, the dating of all illustrated psalters from the early
Solomonic period remains problematic and open to challenge because it is based on stylistic
and paleographic grounds.

The other known illuminated psalters from early Solomonic Ethiopia are unpublished
or have been mentioned in passing in the literature. This group of manuscripts has been
inadequately documented and studied. For instance, an illustrated psalter kept in the remote
monastery of Dibra Q“osq“am, near the Ahayya Fagg gorge, is known only through
photographs taken by the British traveler and artist Diana Spencer in the 1970s.%® Spencer did
not photograph all the pages of the Dabra Qvosq¥am Psalter, and researchers have not seen it

since. Hence, we know that this psalter has a portrait of David playing the harp (Fig. 9/S),
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but we cannot say whether it also has a portrait of Solomon. Likewise, a psalter kept at the
monastery of Dabra Wérq, situated about 200 kilometers north of Addis Ababa, is known
only through some photographs taken by researchers in the 1980s. This codex has a miniature
of David playing the harp (Fig. 10/ S) at its beginning and a more unusual miniature of the
Judgment of Solomon (Fig. 11/S).

Judging from the evidence discussed above, it seems that the practice of placing an
image of David before the Psalms and an image of Solomon before the Song of Songs was
well established in Ethiopia by the fifteenth century.3® Practically all of the earliest illustrated
Ethiopic psalters from this period have, or appear to have had, such images. This includes the
aforementioned example studied by Balicka-Witakowska and the Psalter of Balen Sagad
(Figs. 7, 13). Portraits of David and Solomon are found also in a psalter documented in the
1970s by the Ethiopian Manuscript Microfilm Library project in the Ambassél district of
Ethiopia (Fig. 8/ S), which was dated by the cataloguers to the fourteenth century, though in
my view the style of its miniatures is more compatible with the fifteenth century.*°

In some illustrated psalters from the early Solomonic period, the frontispiece portrait
of David is missing, but even in such cases this appears to be due to subsequent damage. We
may take MS IES 74, a manuscript in the collection of the Institute of Ethiopian Studies in
Addis Ababa, as an example.*! Like the Juel-Jensen Psalter, MS IES 74 is decorated with
miniatures of Moses before the biblical canticles and of Solomon before the Song of Songs
(Fig. 12 / M), so it stands to reason that it originally featured a frontispiece portrait of David
that was subsequently lost. After all, it is not uncommon for the initial leaves of the first quire
to be missing in Ethiopic manuscripts, since the beginning and end of manuscripts are more
exposed to damage.*?

In terms of iconography, the miniatures of Solomon from the psalters mentioned

above have little in common with the one from the Juel-Jensen Psalter.*® For instance, in the



12

Psalter of Balen Ségdd, Solomon holds a sword and is seated on a square-shaped throne (Fig.
13), whereas in the Juel-Jensen Psalter he stands and holds a spear (Fig. 2).* In both
miniatures the king is accompanied by an attendant carrying a parasol, but in the Psalter of
Bolen Ségéd this attendant does not stand upon a stepped platform, and the prophet Sirach,
who is present in the Juel-Jensen Psalter, has not been represented. Similar observations
could be made about the Solomon miniature from MS IES 74 (Fig. 12), which recalls the
Psalter of Boalen Ségad in its details, even though the king’s attendant in this instance is
missing.*®

This manner of representing King Solomon, seated and with a sword, finds few
parallels outside Ethiopia. Comparable miniatures can be seen in some fourteenth-century
Armenian manuscripts.*® Given the existence of Armenian illuminations in an early fifteenth-
century Ethiopic manuscript kept in the Vatican Library, as well as the strong ties between
the two churches, the possibility of further exchanges between the two traditions should not
be ruled out a priori.*” However, the miniatures in MS IES 74 and in the Psalter of Bolen
Sagéad could represent simplified versions of a scene showing the judgment of Solomon, such
as the one visible in the Débré Warq Psalter (Fig. 11). Whatever the precise interrelations
between these Ethiopian and non-Ethiopian images of Solomon, the connections with the
miniature in the Juel-Jensen Psalter are clearly tenuous.

Conversely, the miniatures of David found in the various psalters described above
form a cohesive group. In all cases, we see David seated with his body turned to the right on
a square-shaped throne (Figs. 7-10) similar to those seen in Ethiopian portraits of the
Evangelists (Fig. 14 / S).*® He has a pick in his right hand and a ten-string instrument in his
left that alludes to the ten-string harp mentioned in several Ethiopic Psalms but resembles an
Ethiopian lyre (bégana).*® The Ethiopian tradition maintains that the bagéna was first used

by King David and introduced to Ethiopia by his son Moanilak I (7bn& Hakim), the mythical
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founder of the Solomonic dynasty, a connection to which we will return below.*® In all the
miniatures, David is tailed by an attendant with a large parasol. This attendant typically holds
a fly whisk, or more occasionally a sword, in his other hand (Figs. 7, 9), but in the Juel-
Jensen Psalter these objects are held by the two additional attendants standing beneath the
throne (Fig. 1).

From the above, it is evident that the illustrator of the Juel-Jensen Psalter must have
drawn from a stock of existing miniatures of David, perhaps adding a few details of his own,
such as the two additional courtiers and a four-legged throne. But what can be said about the
use and appearance of these motifs in Ethiopian art? Interestingly, the parasol appears in
Ethiopian wall paintings of David that are approximately coeval with or somewhat later than
the miniatures, as in the church of Yadobba Maryam (Fig. 15/ M), but not in ones from the
late thirteenth and fourteenth centuries that predate the miniatures, if only slightly, and
provide the earliest known examples of Davidic imagery in Ethiopia (Fig. 16 / S).>! This
observation, coupled with the evidence discussed below, suggests that the parasol motif was
introduced in Ethiopian depictions of David toward the end of the fourteenth century, if one
accepts the dating of the Ambassal Psalter (Fig. 8) proposed by its cataloguers, or during the

fifteenth century, if one accepts my later dating of this manuscript.

Images of David Outside the Ethiopian Context

The compositional similarities among the early Solomonic miniatures of David highlighted
above are enough to suggest that we are dealing with a group of closely related images. At
the same time, the lack of pre-Solomonic examples of manuscript illumination hinders our
ability to assess the earlier development of this subject in Ethiopian art. These difficulties

may be partly circumvented by situating the Ethiopic tradition within the wider context of
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Christian manuscript illumination. Some features of the David miniatures in Ethiopic psalters
are common to other traditions, and through a comparative analysis of these similarities, it
becomes possible to recognize with greater clarity which elements are distinctive of the
Ethiopian miniatures. It is worth observing that although my main aim is to demonstrate that
early Solomonic miniatures articulated meanings that were relevant to those Christian artists
by and patrons and audiences for whom they were made, | also recognize that these images
can be viewed as links in a chain of transmission, circulation, and reconceptualization of
“visual knowledge.”” From this angle, the miniatures from the Juel-Jensen Psalter and other
Ethiopic manuscripts can be studied as evidence of the Ethiopian Empire’s integration into
transnational networks of manuscript production and exchange.

The motif of the enthroned David playing the harp, shown frontally or in profile,
appears in numerous Byzantine and Latin manuscripts, and some of the earliest extant
psalters are adorned with frontispiece portraits of him.> In many Byzantine miniatures David
plays the harp sitting next to Melodia in a bucolic setting that is unrelated to the Ethiopian
tradition.>* However, there are also a number of cases where the enthroned David is depicted
against a neutral or gilded background that recalls the neutral setting of the Ethiopian
miniatures.>® One such example is provided by the Khludov Psalter, in which David, shown
frontally, raises his right hand toward his instrument to pluck its strings.>® Another example,
featuring an almost identical representation of David, is found in the Vatican Christian
Topography, though in this instance a young Solomon, rather than two attendants, stands by
the king’s side.>” The stance of David in both miniatures is similar to the Ethiopian images of
him discussed above.

The art of the Coptic Church of Alexandria should also be considered in this brief
review of Davidic imagery, not so much for reasons of geographic proximity, but because of

its ascendancy on the Church of Ethiopia. Up to 1959 CE , the Metropolitan of Ethiopia was
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an Egyptian appointed by the Coptic Patriarch of Alexandria, so exchanges between the two
contexts were frequent.®® The presence of scenes from the life of David in Chapels I11 and
XXXV at Bawit, as well as the existence of Coptic textiles showing the king playing the
harp, attest to the diffusion of Davidic imagery in Egypt at an early date.>® Moreover, the
image of a standing David with a harp in the Canon Tables preserved in the Rabbula Gospels,
to mention the best-known among such images, shows that manuscripts with portraits of the
king were in circulation within the Oriental Orthodox Christian world.®® However, the extant
Coptic and Copto-Arabic manuscripts lack illuminations resembling the Ethiopian ones.
Therefore, while manuscripts featuring Davidic imagery may well have reached Ethiopia
through exchanges with Egypt and the Coptic Church, we must look elsewhere for
comparanda.

In this respect, Latin manuscripts preserve many close parallels to Ethiopian art.5*
This comes as no surprise given that several authors have pointed out instances where the
Western tradition is closer than others to the Ethiopian.®? Rather than offering evidence of
direct exchange, these similarities should be taken as an indication that the two traditions, the
Latin and the Ethiopic, branched off from a common cultural background with strong
connections to the Byzantine world and especially to Alexandria prior to its fall to the
Rashidun Caliphate in 641.%% Direct evidence of these connections has been recently provided
by Alessandro Bausi and Alberto Camplani, who have shown that the Ethiopic tradition
preserves texts originally composed in Greek in Alexandria during late antiquity that were
previously known only through Latin translations.®* This important discovery shows that the
Christian manuscript cultures developing in the northern Horn of Africa and Europe were
receptive to the intellectual activities of the Egyptian capital and furnishes a basis for further

cross-cultural comparison between them.



16

Among the numerous early Latin psalters that are decorated with portraits of David,
the best-known is the Vespasian Psalter.®® This manuscript shows the king holding the harp
closer to his body than he does in the Ethiopic and Byzantine miniatures mentioned above.
Nevertheless, in later Hiberno-Saxon manuscripts such as the Cotton MS Vitellius f. X1, not
to mention other media, the pose of the sovereign recalls that seen in Ethiopian and Byzantine
images.®® Another interesting comparison is provided by the Utrecht Psalter since it features a
representation of David accompanied by an angel holding a parasol above his head.%” As far
as | am aware, the Utrecht Psalter, and later copies of it such as the Harley Psalter, are the
only non-Ethiopian manuscripts in which David is paired with a figure bearing an umbrella.®®

Also worth mentioning is the eighth-century copy of the Expositio Psalmorum by
Cassiodorus preserved in the Durham Cathedral Library and displayed in 2018 in a wonderful
exhibition at the British Library.%® The Durham Cassiodorus preserves two miniatures placed
before the commentaries to Psalms 51 and 101 that were probably inspired by the decorations
of an earlier illustrated psalter with a tripartite division of the Psalms. The manuscript’s first
miniature shows an enthroned David playing the harp. The second, which is far more
unorthodox, depicts him standing on top of a two-headed beast with a spear in one hand and a
circular object in the other.”® While there might not be a correlation with the miniatures of
David and Solomon in the Juel-Jensen Psalter, the compositional similarities between the two
manuscripts are noteworthy given that the combination of full-page images of a seated figure
with a harp and of a standing figure with a spear in manuscripts containing the Psalms, or at

least material related to the Psalms, is otherwise unknown outside the Ethiopic tradition.

The Ethiopian Features of the Juel-Jensen Miniatures
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Having examined, in general terms, what the Ethiopian miniatures of David have in common
with other traditions, it is now possible to single out what makes them distinctive. It is
evident that the use of frontispiece images showing David seated on a throne with an
instrument are not unique to Ethiopia but draw from a broader tradition of Christian psalter
illumination that flourished in various parts of the Mediterranean world from late antiquity
onward. The frequent exchanges between Ethiopia and centers such as Alexandria and
Jerusalem, as well as the translation of Greek and Copto-Arabic texts into Ethiopic, would
have no doubt furnished Ethiopian artists with opportunities to draw ideas from the illustrated
psalters that circulated across these regions.

Conversely, several other details of the David miniature in the Juel-Jensen Psalter are
typically absent in other manuscript cultures and can now confidently be identified as
characteristic of the Ethiopian tradition of psalter illumination. The parasol, fly whisk, and
sword carried by the king’s three attendants (Fig. 1), for instance, are features that are not
usually encountered in other manuscript cultures. Since these objects functioned as signs of
royal status in fifteenth-century Ethiopia, the artists who used them would have been
conscious that their presence served to evoke the life and ceremony of the Ethiopian court.
King David’s throne as well as his adornments also carry royal connotations that would have
been readily understood by contemporary viewers. While some of these objects were used as
symbols of kingship across broad swaths of Eurasia and Africa, we will see that a second
group of items, which includes the earplugs and headband of David, may have been inspired
by more localized customs and by traditions that are unique to Ethiopia.

The parasol (dabab), which is one of the most noticeable elements in the Juel-Jensen
Psalter and in the other Ethiopian miniatures of David (Figs. 1, 7-10), certainly belongs to the
first category of objects.”* The umbrella was an essential part of the emperors’ trappings of

power in early Solomonic Ethiopia, and for this reason it appears also in the miniature of
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Solomon in the Juel-Jensen Psalter (Fig. 2) and in other representations of sovereigns in
Ethiopian art of the fifteenth century. For example, in the Psalter of Balen Sédgdd the umbrella
appears in the miniatures that depict David (Fig. 7), Solomon (Fig. 13), and the emperor
Constantine the Great but, significantly, not in the portrait of the donor of the manuscript,
Bolen Sigid (Fig. 17/ S), since he was not of royal lineage."

In the Juel-Jensen Psalter the parasol—topped by a rounded element, embellished
with fringes, and decorated with cross-shaped dot patterns—is placed on a long pole that is
held with two hands by a courtier, who is identified by the caption above his head as the
“Bearer of the Parasol” (s@ware dabab). The singling out of this figure by means of such a
caption is in itself an indication of importance. Nevertheless, a number of written sources
from the fifteenth and sixteenth centuries confirm that the Bearer of the Parasol was among
the closest attendants to the emperor, who, it is worth recalling, would never show himself to
his subjects unless on special occasions and would therefore travel across his empire
surrounded by pages bearing curtains to conceal him from sight.

The most important source for the study of these customs is the Chronicle of Emperor
Zar’a Ya'aqob, which relates that this sovereign moved across his country tailed by three
Bearers of the Parasol and surrounded by pages carrying curtains, who effectively formed a
moving screen around him that concealed him from the public eye.” Later European
eyewitness accounts confirm this tradition. For instance, the sixteenth-century chaplain of the
Portuguese embassy to Ethiopia, Francisco Alvares, describes the umbrellas in some detail as
well as the sovereign’s habit of lying under them when resting from movement across his
lands.” The written sources also indicate that the sovereign would be accompanied by
courtiers bearing his unsheathed weapons—another feature that we find represented in the

David miniature in the Juel-Jensen Psalter, where one attendant holds the ruler’s sword.”
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A recently published early Solomonic gospel book from a private collection bears
further witness to these practices and to the tendency of Ethiopian illuminators to infuse
depictions of biblical rulers with elements drawn from the customs of the Ethiopian court.
The gospel features a unique nine-page-long representation of the Three Magi, who are
depicted in the act of traveling toward an encampment (which resembles those used by the
peripatetic courts of the emperors of Ethiopia) and in the company of a large retinue of
soldiers, ecclesiastics, and beasts of burden. Each of the Three Kings is encircled by pages
bearing unfolded curtains and tailed by an attendant bearing a parasol above his head (Fig. 18
/ M).’® As pointed out in the study of this scene, these details and other elements, such as the
unridden caparisoned horses behind the Three Magi, offer an almost literal illustration of the
imperial customs of the time as described in the Chronicle of Emperor Zir’'a Ya‘aqob.”

Both the visual and written sources provide ample evidence that large umbrellas were
closely associated to kingship in early Solomonic Ethiopia during the fifteenth century. What
is considerably harder to determine is the antiquity of this practice, partly because the
customs of the Ethiopian court began to be codified in written form only from the sixteenth
century onward, and partly because earlier sources, with the exception of Zir’a Ya‘aqob’s
chronicle, tend to be silent on such matters.”® According to Stuart Munro-Hay and Balicka
Witakowska, who discuss the use of the umbrella in Ethiopia, the Bearer of the Parasol is
mentioned among the officers who accompany the king in Ethiopia’s national epic: the Kabrd
ndgdst (“The Glory of Kings”), a fourteenth-century text that asserts that the emperors of the
Solomonic dynasty were the descendants of the Queen of Sheba and King Solomon’s first
son, Menilok I.7° However, this information is inaccurate, as the Bearer of the Parasol is only
mentioned in later texts often associated with, but not part of, the Kabrd néigdist.2° Both
authors also argue that the umbrella could have been in use as an object of regalia in the

Aksumite period, but offer no substantive evidence to support this claim.
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True, umbrellas were used as items of ceremonial regalia across broad parts of Eurasia
and Africa long before the advent of Christianity in Ethiopia in the mid-fourth century. For
instance, parasols were used in ancient Egypt and in the Assyrian Empire.8! In particular,
those depicted in some reliefs of Xerxes from the Achaemenid period (in which the ruler is
accompanied by an attendant carrying an umbrella and a fly whisk, as in Ethiopian
miniatures) bear a startling resemblance to the one seen in Ethiopian art.8? Umbrellas also
carried regal and religious associations in India, that is to say, in territories with which
Ethiopia had significant interactions between the Christian Aksumite and early Solomonic
periods, as showcased by the discovery of Kushan coins and the presence of twelfth- or
thirteenth-century Indian paintings in Ethiopian churches.®® The royal umbrella was used by
the Fatimid caliphs in Cairo and the Christian kings of Nubia, again areas with strong
connections to Ethiopia.* It is clear, then, that umbrellas functioned as markers of royal
status across a broad transhistorical and transnational network that included the Ethiopian
Empire. That they were not used in the Byzantine Empire, in the Christian kingdoms of
Armenia and Georgia, or in medieval Europe, where images of David in psalters are attested,
speaks to the capacity of Ethiopian artists to appropriate elements from different periods and
cultural contexts as part of their communicative strategies.

Since there was ample opportunity for exchange between Ethiopia, North Africa,
West Asia, and South Asia long before the advent to power of the Solomonic dynasty in
1270, it is possible that the royal umbrella was used by Ethiopian rulers before the thirteenth
century. However, this hypothesis is not supported by substantial evidence. On the contrary,
several observations suggest that the royal umbrella began to be used in Ethiopia toward the
fifteenth century. First, as observed above, the umbrella is absent in Ethiopian wall paintings
of David prior to the fifteenth century (Fig. 16). Second, it does not appear in a thirteenth-

century representation of Emperor Yokunno Amlak (r. 1270-85), the founder of the



21

Solomonic dynasty, who is depicted with two of his officials in the church of Gannéata
Maryam (Fig. 19 / M). This wall painting, which offers the earliest known representation of a
Solomonic emperor, can be firmly dated thanks to the inscription above it, which records
Yokunno Amlak’s involvement in the construction of the church.8

Similar difficulties would arise in tracing the genealogy of some of the other elements
present in the Juel-Jensen Psalter, such as the throne and unsheathed sword in the David
miniature (Fig. 1), or the spear in the miniature of King Solomon (Fig. 2). These items were
part of a broader population of objects—which included drums, tents, caparisoned horses,
and ceremonial arms (cf. also Fig. 18)—that were used in early Solomonic Ethiopia, as in
nearby contexts, to signify authority.®® It may be difficult to determine exactly when such
items became part of Ethiopian court culture, but this is of little consequence for the present
discussion. What really matters is the fact that the emperors of Ethiopia appropriated such
transcultural symbols of authority and that the illustrator of the Juel-Jensen Psalter included
some of these items in his representation of David and Solomon. The miniatures thus offer
hitherto overlooked clues to the circulation of objects and the transmission of ideas about
kingship in early Solomonic Ethiopia and provide insight into some of the mechanisms of

visual communication adopted by Ethiopian artists.

The Aksumite Background of the Juel-Jensen Miniatures

As noted above, there is a second group of items in the David and Solomon miniatures that is
more distinctly Ethiopian in character. This latter category includes the large green ornaments
that pierce the lower lobes of the two biblical kings. As first observed by the former owner of
the Bodleian’s psalter, Bent Juel-Jensen, similar adornments can also be seen in some

portraits of Ethiopian kings on coins from the Aksumite period.®” Let us take, as an example,
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a gold coin in the British Museum minted at the beginning of the fourth century, during the
reign of the Aksumite king Ousanas | (Fig. 20 / M), with a half-length bust portrait of him on
both sides.® On the obverse Ousanas | wears a tiara above a headcloth and holds a spear, that
is to say, the same symbol of kingship employed in the Solomon miniature in the Juel-Jensen
Psalter (Fig. 2). On the reverse he wears a simple headcloth and holds an object that Munro-
Hay has identified as a fly whisk, again an object associated with rulers in the later period of
early Solomonic illumination (Figs. 1, 7-10, 13).8% On both sides of the coin, the king’s lobe
is clearly pierced by a large circular object that recalls the one visible in the early Solomonic
miniatures of David and Solomon. Further evidence of the use of such objects during the
Aksumite period is offered by a series of green, blue, and yellow glass plugs found in
archaeological sites in Aksum dating to ca. 350-800 CE.%

A second distinctive feature of Ousanas’s attire is the rounded ribbon that falls behind
the tiara on the obverse and the headcloth on the reverse of the coin (Fig. 20).%* While crowns
with streamers are not unique to Ethiopia (pace Juel-Jensen), during the Middle Ages such a
headcloth must have been seen as a distinctive symbol of Aksumite kingship since we find
references to it far beyond the context of Ethiopia.®? John Malalas, for instance, mentions it in
his Xpovoypagia.®® Furthermore, a headcloth appears as the distinctive attribute of the ruler
of Ethiopia in the wall paintings at Qusayr 'Amra.** Juel-Jensen rightly noted that such a
knotted ribbon can also be seen in the David and Solomon miniatures and that in later
Aksumite coins, such as those of the seventh-century king loel, the king wears a crown
topped by a cross that brings to mind the crosses that anachronistically embellish the crowns
of the two kings in the Juel-Jensen Psalter (Figs. 1, 2).%

The headbands worn by David and Solomon in the Juel-Jensen Psalter perhaps
resemble a gold diadem (ras warq) that was given to important officers of the Ethiopian state,

such as the ddggazmacd, during the early Solomonic period. There are no descriptions of this
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object, but the sources state that it was “tied” to the head.®® Nevertheless, there is nothing in
the written sources to suggest that the objects worn by Ethiopian emperors during the early
Solomonic period took the shape of the earlobe ornaments and the ribbon-bound crowns
represented in the portraits of David and Solomon in the Juel-Jensen Psalter.®” In the
aforementioned portrait of Emperor Yokunno Amlak in the church of G&dnnata Maryam, the
ruler is presented without plugs in his ears and wears a crown rather than a headband (Fig.
19). All of this suggests that the Ethiopian artists who painted the headbands and earplugs in
the David and Solomon miniatures (Figs. 1, 2, 7, 13) were intentionally copying symbols of
kingship from the Aksumite period. In other words, it is clear that the illustrator of the Juel-
Jensen Psalter, in creating the two ruler portraits, drew not only from a stock of transnational
symbols of authority, which referred to the coeval customs of the Ethiopian court, but also
from his own Aksumite heritage.

Art historians and archaeologists have already commented on the use of Aksumite
motifs in Ethiopian art during the Zagve (ca. eleventh century to 1270 CE) and early
Solomonic periods, but there has been a tendency in the literature to describe such
phenomena as a sign of “conservatism” or backwardness, and as an indication that Ethiopian
artists slavishly followed whatever exemplars they had at their disposal.®® Until the 1970s,
similar paradigms shaped the study of romanizing elements in medieval art, which were
considered valuable for having preserved traces of the Roman past, rather than for their
capacity to convey information about the context in which they were made. The approach
was based on deterministic interpretations that stressed “the decline or passive emulation of
antique and Mediterranean culture in the early medieval West.”*® Regrettably, while
historians dealing with European traditions have since moved toward an approach that
recognizes the creative processes of medieval artists, there has not been a similar shift in

research on early Solomonic illumination.
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In contrast to earlier scholarship on Ethiopian manuscript illumination, but in line
with some recent work that has been done on Ethiopian literature, | would argue that these
Aksumite elements were deliberately reintroduced by Ethiopian artists in the fifteenth century
to support the efforts of the Solomonic emperors to legitimize their rule.*®® The years before
and immediately after the ascent to the throne of Emperor Zér’a Ya‘aqob were marked by
religious and political instability, with members of the imperial entourage plotting against
each other and monastic communities on the brink of secession from the Ethiopian Church.
As part of his efforts to unify the empire, Zar’a Ya‘aqob organized a coronation ceremony for
himself, three years after his accession to the throne, in Aksum—the former capital of the
Aksumite Empire and the site of the Church of Mary of Zion, where, according to local
traditions, the Ark of the Covenant taken to Ethiopia by the mythical founder of the
Solomonic dynasty, Manilok I, was kept. The story of the coming of the Ark of the Covenant
to Ethiopia and the claim of royal descent from King Solomon and the Queen of Sheba,
through Manilak I, is presented in the Kabrd ndgdst, a text written in the fourteenth century to
present the rise to power of the Solomonic dynasty as a restoration rather than a usurpation.'%:

The choice of Aksum as the site for Zar’a Ya‘aqob’s coronation must have been
driven by a desire to present his reign as a return to the former glory of the Aksumite Empire
and emphasize his blood ties with its mythical founder, Manilak 1. This conclusion is
supported by the emperor’s chronicle, which records that the coronation ceremony followed
the “custom of his forefathers.”%? Truth be said, it is unclear whether such a ceremony had
ever taken place before in Aksum, but the fact that Zar’a Ya‘aqob’s chronicler framed the
event in these terms attests to the emperor’s intention to present himself as heir to the kings
of Aksum. Another interesting aspect of the ceremony is that the actual coronation, which
was preceded by a procession inspired by Christ’s triumphal entry into Jerusalem, took place

near a series of stone thrones set on a stepped base dating to the Aksumite period, since the
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distinctive stepped podium in the Solomon miniature from the Juel-Jensen Psalter (Fig. 2)
seems to allude to these monuments.2%

There is a clear parallel here between the reuse of early monuments as foci for ritual
and processional activities and the insertion of Aksumite elements in the David and Solomon
miniatures. Both serve purposes of political legitimation and ideological propaganda, and
both use the past to address issues relevant to the present, fashioning a sense of belonging and
identity that plays upon the foundational myth of the Kobrd ndgdst. Such communicative
activities were effective because they were directed at a society that, as Pierluigi Piovanelli
puts it, was “accustomed to interpreting collective realities as complex as interethnic and
international relations through the filter of biblical stories and genealogies.”'* The
coronation performance became part of a collective memory and was reenacted by several
other Ethiopian rulers over the centuries. For instance, about a century after Zar'a Ya‘aqob’s
coronation, according to the chronicler of Emperor Sirsa Dongoal (r. 1563-97), when the ruler
was ritually questioned about his lineage during his coronation rite, he proudly asserted that
he was “the son of David, son of Solomon, son of bni Hakim [Menilok I].”1%

Returning to the fifteenth century, it is now clear that the Solomonic kings had an
almost antiquarian interest in their Aksumite past, and that the presence of Aksumite regalia
in the miniatures of David and Solomon should not be viewed as an expression of artistic
“conservatism,” but as evidence of a broader movement of revival that was taking place
within the Ethiopian Empire. This is an important shift in emphasis that promotes a
recognition of the creative agency of Ethiopian artists and their patrons. The inclusion of
Aksumite regalia—and, more generally, of the trappings of power of the Solomonic
emperors—would have sent a precise political message that stressed the ties between King

Solomon and the kings of Aksum and thus, ultimately, to the current ruling dynasty of

Ethiopia, who claimed to descend from them. In literature, the best-known expression of the
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desire of the Solomonic emperors to present themselves as heirs to King Solomon is found in
the Kobrd ndgdst, but the miniatures of David and Solomon in the Juel-Jensen Psalter, so rich
in their allusions to Ethiopian kingship, should be viewed as an equally powerful means to
the same end.

If my reading is correct, the miniatures of David and Solomon in the Juel-Jensen
Psalter represent a deliberate attempt to give legitimacy and prestige to the rulers of the
Solomonic dynasty by visually affiliating the two biblical kings with the founders of the
Ethiopian kingdom and their modern successors.'% In the manuscript the conceptual parallel
is expressed visually, just as elsewhere the connection is made through the written word and
ceremonial practices. In Ethiopia, as in other Christian traditions, this type of comparison
between Old Testament figures and contemporary individuals was a recurring trope in both
the literature and the arts. For Christian Ethiopians the present was informed by the biblical
past, and the past could be interpreted through the present. Further evidence of this viewpoint
is provided by the Ethiopian commentary to the Psalms, which interprets several passages in
the light of the customs of the Ethiopian court.*%’

Although the emperors of Ethiopia seldom appeared in portraiture during the early
Solomonic period, there is ample evidence to suggest that they used imagery to further their
political ambitions. Zér’a Ya'aqob’s use of icons and crosses to promote Marian devotion
and, not so subtly, his own authority over the Ethiopian Church is an excellent example of
royal intervention into the arts.’%® By asking his subjects to prostrate themselves before these
images, the emperor was imposing his authority in religious matters. Evidently, the
representations of David and Solomon are stylized and show us not so much a realistic
depiction of the attire of an Ethiopian emperor during the early Solomonic period, but a series

of elements that a contemporary educated viewer would have associated with his sovereign.
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While there is no way to determine whether the Juel-Jensen Psalter was
commissioned by or for an Ethiopian emperor, or if the illuminator was inspired by such a
manuscript, the presence of numerous items associated with Ethiopian kingship in the David
and Solomon miniatures, as well as their political undertone, strongly suggest that the
Ethiopian court had some degree of influence on their creation. In this regard, the presence of
Sirach in the miniature of Solomon (Fig. 2) should be associated not so much to the fact that
he is an author of one of the Books of Wisdom, but to his assertion that the house David
would endure forever, since this statement would have been taken as a prophecy about the
imperial line of Ethiopia.'® The fact that the other two manuscripts produced by the
illustrator of the Juel-Jensen Psalter (Fig. 3) can be associated to the patronage of the abbot
of Dabra Libanos, Mérha Krastos—who was one of the closest political allies of Emperor
Zar’a Ya'aqob and his son and successor B4’ add Maryam (r. 1468—78)—further strengthens
the impression of imperial involvement in the production and circulation of images of David

and Solomon in fifteenth-century Ethiopia.*°

Conclusion

This article has tried to situate the David and Solomon portraits in the Juel-Jensen Psalter in
the context of fifteenth-century Ethiopia (Figs. 1, 2), and to demonstrate that this backdrop is
essential for understanding their form and meaning. It has shown that the two ruler portraits
were not simply intended as renderings of the two biblical kings, but that they were structured
around Ethiopian imperial ideology, which considered the country’s emperors as descendants
of David and Solomon. Such typological associations to Old Testament figures, and to David
in particular, are not a distinctive feature of the Ethiopic tradition.** Nevertheless, because of

the insertion of a number of details inspired by the customs of the Solomonic dynasty and by
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local ideas of kingship, the rendition is distinctly Ethiopian in character. The commonly held
idea that Ethiopian artists were able at best to slavishly copy subjects must therefore be
reversed in favor of an approach that considers how their communicative strategies were
connected to the sociocultural, political, and religious realities of the early Solomonic period
and the transnational networks of the Ethiopian Empire.t*?

The Ethiopian rulers who contemplated similar miniatures would have been reminded
of the importance of following the example set by David and Solomon. At the same time, the
miniatures would have served as a visual prompt to remind their subjects that their rulers
were of Solomonic descent. Moreover, the presentation of David and Solomon as Christian
rulers, since both bear a crown topped by a cross, would have also sent a relevant political
message at a point in time, between the fifteenth and sixteenth centuries, when the Ethiopian
emperors were facing revolts from Jewish groups along the northwestern border of their
empire, by stating that the Solomonic emperors and their Christian subjects were the true
descendants of Israel.

To conclude, it is apparent that the Ethiopian miniatures of David and Solomon in the
Juel-Jensen Psalter, far from being simple renderings of foreign visual models, are the result
of an articulated process of adaptation and appropriation from a variety of sources. Through a
purposeful selection of details drawn from Aksumite sources and other cultures, and the
inclusion of references to the costume of the emperors of early Solomonic Ethiopia, the two
images were constructed to transform the ancient kings of the Old Testament into figures that
were relevant to the present viewers. The refashioning and reinterpreting in Ethiopian terms
of a non-Ethiopian motif, like that of David playing the harp, shows that it is impossible to
provide an accurate picture of the development of early Solomonic illumination without
understanding the elusive biography of each image. Only when the paraments that defined the

production of imagery in the early Solomonic period are understood will it become possible
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to tackle the complex issue of the development of manuscript illumination in Ethiopia and its

relationship to other traditions.
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the landmark volume by John Lowden, The Octateuchs: A Study in Byzantine Manuscript
Illustration (University Park: Pennsylvania State University Press, 1992), which still offers
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(Wiesbaden: Harrassowitz, 1994), 65-67, figs. 38—39. The miniatures should also be
compared with the loose folios from a manuscript in the Church of St. George on Déq,
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Books from Ethiopia (Oxford: Manar Al-Athar, University of Oxford, 2016), 1, 67-82.



40
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DC, no. 2004-7-7; and a leporello and a manuscript at Dabréa Zayt, described in Denis
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Corrigan, Visual Polemics in the Ninth-Century Byzantine Psalters: Iconophile Imagery in
Three Ninth-Century Byzantine Psalters (Cambridge: Cambridge Uversity Press, 1992), esp.
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gospel reproduced in Lepage, “Un manuscrit éthiopien,” 95. The picks held by David in
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