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MATTHEW PARIS THE ARTIST    
Paul Binski

Matthew Paris is the one English, indeed European, artist of the thirteenth century whose life, work, character and thought-processes are remotely open to scrutiny.   He is also one of the few men of his age for whom we may even feel actual affection. Matthew was entertaining, industrious, pugnacious, blessed with remarkable powers of assimilation, cautious about the traps of the world, yet one of the liveliest observers of the ‘modern’.  Literary men with connexions to the visual arts of any description in the English Middle Ages were extremely rare: Chaucer served briefly as a Clerk of the King’s Works 
.  Matthew was neither a literary nor an artistic genius, yet the prodigious and well-preserved character of his work remains in a class of its own, and in retrospect he can be said to have belonged to an insular tradition of putting words into pictures 
.  His first obligations were to his monastic profession and the Opus Dei; Matthew was secondly a compiler or author, and only thirdly an artist, though not in any professional sense. While others recognised his possession of special skills, there is no evidence that he worked for those with whom he had any prior connection, in return for remuneration.  Matthew had a life outside the cloister: he was in Henry III’s presence at Westminster in 1247 and clearly had court contacts, and in Norway in 1248-9.  In this he was like contemporary cloister monk-artists such as William the monk of Westminster, one of the king’s beloved painters at several of his residences 
.  But there can be no doubt that Matthew was based firmly at St Albans and benefitted from its wealth and substantial literary and artistic holdings 
.  Matthew appears usually to have worked alone or with limited assistance, and he established no artistic tradition at his monastery which outlived him.
Matthew’ s reputation and context
Matthew’s reputation as an artist was acknowledged principally within the record of St Albans itself.  In the Gesta abbatum to which Matthew himself contributed, he was to be described as an ‘eloquent and famous man… a magnificent historian and chronicler… [who] had such skill in the working of gold and silver and other metal, and in engraving and painting pictures, that it is thought there has been no equal to him since in the Latin world’  
.  In the St Albans Book of Benefactors, Thomas Walsingham stated that Matthew was ‘a religious monk, an incomparable chronicler and an excellent painter (pictor peroptimus)’ 
. As George Henderson noted, this encomium resembles Matthew’s own turn of phrase in commemorating another St Albans artist who became a monk, Walter of Colchester, who according to the Gesta abbatum was an all-rounder attracted to St Albans with other members of his family. Matthew calls him ‘pictor praeelectus’ in his entry on Walter’s death in 1248, and also ‘pictor et sculptor incomparabilis’, sculptor here probably indicating expertise in the engraving or working of metals 
.  Henderson stressed the conventional language of these assessments in order to lower expectations about the extent of Matthew’s oeuvre, and to review critically an over-generous body of attributed works.  The conventions describing both Walter and himself were older: Book 35 of Pliny’s Historia naturalis treating artists, and Eadmer’s account of St Dunstan as ‘worthy of admiration in writing, painting, carving in wax, wood, bone and casting in gold, silver, iron or bronze’, will have provided accessible ancient and Christian analogues for the idea of the surpassing artist or the all-round artist of prudential virtue – one reason why goldsmithy is mentioned in these accounts (for Dunstan as an authorial model see below, p. 00) 
.  As a shrine church St Albans, like Bury St Edmunds, had a substantial tradition of precious metalworking which was relevant to Matthew’s experience 
. There are grounds for thinking that Matthew was, in fact, able to work in several media, and that these tropes had some validity.   
In another passage, Walsingham also states that Matthew ‘ably enlarged’ (ampliavit) Roger of Wendover’s chronicles and ‘wrote and most elegantly illustrated (depinxit) the Lives of Saints Alban and Amphibalus, and of the archbishops of Canterbury Thomas and Edmund; and who provided many books for the church’ 
.   The order here, history first, hagiography second and (liturgical?) books for the church third, has, I suggest, coloured subsequent discussions of Matthew’s chronological development.  It may require revision not least because it insinuates that history writing and hagiography were more independent activities than they in fact were.
The belief that St Albans possessed a ‘school’ of art of some influence was formed not in the Middle Ages, but by late-Victorian scholars such as M. R. James and W. R. Lethaby 
.  It was analogous to the then-current idea that the abbey also had a ‘school’ of historical writing and official historiographers.  Lately these notions have been largely discredited: major artistic initiatives once laid at the feet of Matthew Paris and his circle have recently been attributed to professional artists working in secular contexts, notably London and the court 
.  The Gesta abbatum presents a vividly didactic and somewhat troubled image of the abbey’s relations with the lay artistic world.  In its account written by Matthew of the capable but deceitful architect Hugh of Goldclif employed at the abbey, the Gesta contrasts the traps set by professional lay cunning, and traditional monastic virtue 
. But clan-based professional artists such as Walter of Colchester who became conversi or actually professed at St Albans, were laudable 
.  Walter was especially distinguished, having worked with Elias of Dereham on the shrine of St Thomas at Canterbury 
. Yet the few survivals of thirteenth-century wall painting in the abbey church, important as they are, do not speak of an unusually developed pictorial culture for a monastic house of such prosperity and antiquity 
.  Matthew himself is not connected with any known work of art in the abbey.  Though he compiled those parts of the Gesta abbatum recording the revival of art patronage in the church in the first decades of the thirteenth century, he himself does not figure in it.  Matthew was principally a literary and observant man who passed judgement on things, and there is no evidence that he professed as a monk having trained as an artist.
His senior Walter of Colchester reminds us of the East Anglian connections of the house at this time. Walter was only one of a charmed circle of artists employed at the leading south-eastern English Benedictine houses including Bury, Westminster and Canterbury. Matthew’s art often acknowledges his regard for later twelfth-century art.  He derived artistic motifs from St Albans books such as the magnificently illuminated Glossed Gospels of c. 1200 (Cambridge, Trinity College MS B. 5. 3) made around 1200 by artists also used at Westminster 
.  Walter’s metalworking prowess and style is likely to have been a factor 
.  In specific idiom, Matthew’s art is anticipated in a group of brilliantly illuminated religious manuscripts made for patrons in the region of Cambridgeshire and the Fens: the two Peterborough Psalters of c. 1220 (London, Society of Antiquaries MS 59 and Cambridge, Fitzwilliam Museum MS 12) and particularly the single leaf of Christ in Majesty now BL MS Cotton Vespasian A. I (ill. 1) 
.  In this leaf we can see, in the drawing of Christ’s features and the manner in which the soft folds of His tunic roll over the beltline, details manifestly similar to Matthew’s work.  Yet so far as we know Matthew never worked in the full-colour and gilded mode of late Romanesque and Gothic art: his favoured technique was pen and wash laid over lead-point drawing, a deft economic medium suiting Matthew’s everyday literary style, rather than the solemn monumentality of liturgical high style.
Matthew’s idiom and technique were formed, I suggest, in the years around 1220, and probably locally: his models do not indicate that he took up drawing ‘late’, as indicated by Suzanne Lewis 
. But this assertion raises two almost imponderable, but important, questions.   The first is when Matthew was born.   We know he professed in January 1217; and the evidence for his death in 1259 seems unassailable 
.  He replaced Roger of Wendover as the house’s historian after 1236 
. Richard Vaughan considered it unlikely that Matthew was born much before 1200, and that living to the age of 60 or so was a reasonable life-span. It would have been considerably longer than that of monks at Westminster or Canterbury in the early fifteenth century, who had a life-expectancy at age 20 of 29 or 30 years 
.  Vaughan assumed a minimum age of admission for a novice of fifteen.   But according to the Rule, a novice should be at least nineteen at profession, and since profession never followed clothing with the habit by more than one year, the presumption is that the habit was not normally taken before the age of eighteen 
.  If clothing normally happened between eighteen and twenty, Matthew may very well have been born in the 1190s, and the date c. 1200 may have to be regarded as the latest possible.
The issue of Matthew’s date of birth is relevant to the question of Matthew’s early experience and training.  If he was born at the latest in the mid-to-late 1190s, he could have been nearly twenty before taking the habit and nearly forty when he succeeded Roger of Wendover. His apparently abortive ‘retirement’ in 1250 would not, in fact, have marked his own half-century, but something else. It is sometimes suggested that Matthew’s script implies that he had early training in a lay scriptorium.  It should also be asked whether his pastoral inclinations as expressed in his hagiography, and his abilities to form connections with leading female aristocratic patrons, might not also imply some short, but telling, experience in an episcopal or noble household 
.  What counted socially for Matthew was his ability to turn a French verse and plan and execute entertaining illustrated books. This ability is likely to have surfaced in his twenties, in other words at around the time indicated by the datable models for his artistic style.  The idea of an earlier life is, of course, hypothetical, and not absolutely necessary.  Yet, particularly of late, there has been a tendency to postpone Matthew’s earliest works to after 1236, indeed into the 1240s or later, contrary to the position struck by Vaughan 
.  The virtue of hypothetically shifting his birth date earlier is that it exposes the a priori character of the post-Vaughan tendency to delay his major works to the 1240s. Thereafter Matthew’s contacts were essentially at St Albans Abbey itself, a physically well-placed institution from point of view of the propagation of rumour, gossip and hard fact.  Presumably there were also Benedictine circles of communication with such places as Westminster. But about his early experience we should be open minded.
Matthew’s personal chronology introduces us to our first contention: that Matthew’s important early illustrated works were not necessarily his histories understood in the strict sense, but his Anglo-Norman verse Lives of Saints which are also, of course, historical works.  The possibility that Matthew began as an outward-looking, courtly figure, a versifier in words and pictures, has been obscured by the traditional concentration on Matthew the monk-historian.  The Gesta abbatum described Matthew as a chronicler first and a ‘dictator’ second.  I suggest that, chronologically speaking, this may be the wrong way round 
. The proofs of this are involved, but they are essential in order to get Matthew’s development in proper order and perspective, and they take us to his Lives of saints.
Illustrated Anglo-Norman verse hagiography before 1240
Walsingham’s notice that Matthew wrote and ‘most elegantly’ illustrated the Lives of Saints Alban and Amphibalus, and of the archbishops of Canterbury Thomas (can. 1173) and Edmund (can. 1246), whether based on an early memorandum, a book-list or the works themselves, is an important starting-point.  The issue is whether these works bear any relation to the extant Lives of Alban and Amphibalus in Dublin, Trinity College MS 177, of Thomas of Canterbury in the four leaves surviving from a Life in the collection of J. P. Getty, and of the Life of Edmund of Abingdon in the ‘Welbeck’ manuscript, which is in fact unillustrated.  That they do so was first indicated by M. R. James and Richard Vaughan, and they are discussed further by Marianne Ailes in the present volume 
.  Rightly, in the opinion of the present writer, James and Vaughan had a sense of the importance of these Lives in any assessment of Matthew’s historical art. Later writers have demoted them, either by giving them insufficient weight relative to the chronicles, or by attempting to clear Matthew of any authorial role in some of them 
. 
Two of the Lives are uncontroversial in this regard.  By common consent, Walsingham’s Alban and Amphibalus is Matthew’s autograph French verse illustrated manuscript Vie de Seint Auban now in Trinity College MS 177, at fols. 29v-50.   The French Life of Edmund or Vie de Saint Edmond composed c. 1253-4 was commissioned by Isabel, Countess of Arundel, a supporter of one of St Albans’ dependent cells at Wymondham in Norfolk, and, according to Matthew’s own testimony, a borrower of his books on saints 
.  This testimony, first noted by M. R. James, consists of a series of notes in Matthew’s hand on a flyleaf in Trinity College MS 177 which include this passage (ill. 2)  
:
’Send, please, to the lady Countess of Arundel, Isabel, that she is to send you the book about St Thomas the Martyr and St Edward which I translated and illustrated, and which the lady Countess of Cornwall may keep until Whitsuntide’.
The memorandum mentions a book about St Thomas and St Edward (can. 1161), not Thomas and Edmund as recorded by Walsingham.  So a fifth Life, of St Edward the Confessor, must be added to Alban, Amphibalus, Thomas and Edmund.  The note was made either before 1240 or more probably some time after 1243 
.  
What are we to make of this? We note, first, that in his note Matthew felt it necessary to distinguish the book Thomas-Edward as the one he himself translated and illustrated.  For the extant or recorded texts, a hinterland of lost related material must be posited.  For instance, Walter of Colchester executed narrative images about St Alban on a beam over the abbey’s high altar: upon what were these based? 
 The Latin Life of St Edward the Confessor by Ailred of Rievaulx was certainly copied and referred to at St Albans 
.   When Matthew lent such works, the probability is that the loan was for copying by scribes and illuminators in the secretariats of the borrowers concerned.  A distinguished illustrated Life of St Edward, which may be one such fair copy, in fact survives in Cambridge.   Its text tells us that its author was a monk who both wrote and illustrated the work.  Accordingly Edward is key to the chronology of this group.

Thomas-Edward  
The proposal that Matthew’s Thomas-Edward is copied in the extant Getty Thomas leaves and the Cambridge Edward manuscript is not new, but needs reviewing and amplifying. The Thomas leaves (ill. 3) were based ultimately on the quodrilogus, and in style were not made much after 1240: they contain no evidence of authorship 
. The Cambridge Estoire de Seint Aedward le Rei (Cambridge University Library MS Ee. 3. 59) (ill. 4) is, as it implies (lines 35-8), an amplified versification of Ailred of Rievaulx’s Latin Life of the saint.  It consists of 37 folios with 64 illustrations, and was produced in the mid 1250s by artists connected with Westminster and Windsor 
.  The two books are not coeval, being separated in production by as much as two decades.  Edward is useful because it has a firm terminus post quem. It is dedicated to Queen Eleanor of Provence, whom Henry III married in 1236.  Its opening section is manifestly an epithalamium recommending Henry’s patron saint as an example to the new young queen 
. The vow of poverty of its author and illustrator is mentioned in a petition after the account of St Edward’s death (here I give it in prose): ‘remember me, a sinner who has translated your story from Latin into French as my intelligence and skill allowed… for laypeople who do not know how to read, I have also represented your story in illustrations in this very same book… Of this work I make you a gift, for my poverty allows no more’ 
.  The later verse Life of St Edmund mentions the name of its author, Maheu, at exactly the same point in the narrative, after St Edmund’s death 
.  
Whoever wrote and illustrated Edward was therefore a monk-illustrator and poet currying favour with the new queen, or with the king via the queen.  The likelihood that this was someone other than Matthew is remote.  Edward also has particularly close connections to Matthew’s Flores historiarum, which point to common authorship 
.  The issue of date is critical.  The opening verses are strong prima facie evidence for a date of composition soon after the marriage in 1236:  Edward only has as his patrons ‘you two’ (l. 84) n’a si vus deus nun, i.e. Henry and Eleanor (Edward I was born in 1239) 
.  Later allusions in the text (lines 4675-90) to the desirability of Henry III being a patron of Westminster Abbey would have looked tactless after 1241 or 1245 when Henry began spectacular investment in St Edward’s shrine and church, as was well known to Matthew; also, no mention is made, in a book with more than one eucharistic miracle, of the relic of the Holy Blood which Henry obtained in 1247, an acquisition acknowledged both in Edmund and the Chronica majora 
.  Edward was thus composed by turns before 1247, 1245 and 1241, and probably shortly after 1236, but it was copied in the Cambridge version around 1255. 
The extant Thomas and Edward look different, but these differences should not obscure some important similarities. First, metre: both are composed in octosyllabic rhymed couplets 
.  Second, format:  the text-picture blocks, metre-derived short column lines, Latin captions and French rubrics are very close  
.   Third, technically the works are the same, pen and bistre wash.  Fourth, there are similar methods of pictorial invention. Both employ the ‘disappearing horse’ motif whereby the fore- or hind parts of the horse are shown as the riders appear left or disappear right (Alban fol. 43v-45, Thomas 1v, 2v, Edward folios 15); and, fifth, in both cases events in the respective Lives are formed from schemas developed for Gospel Nativity images, specifically the Massacre of the Innocents (Thomas leaves fol. 1: Henry II exiles Becket’s relatives) and the Flight into Egypt (Cambridge Edward,  fol. 4: Emma and Edward flee the Danes).  I see no evidence at all for Lewis’s harsh characterization of the Getty images as ’inept’ 
.  The image of St Thomas finally parting company with Henry II and King Louis (fol. 2v) is one of the most powerful in the entire history of English narrative art.  Format-wise the pictures are remarkably precocious, since (with Alban and Amphibalus) they are amongst the first surviving examples of a type of book with a framed narrative miniatures at the top and columns of text beneath that became fashionable in the 1240s and 1250s in Apocalypse manuscripts 
.  The extant Thomas leaves and the Cambridge Edward are close enough to warrant the idea that they are offshoots of the same commission, themselves adjusted for different page-sizes and workshop styles.  
Vaughan is correct to say that these two manuscripts are not identical as material objects with Matthew’s Thomas-Edward 
. But there are two grounds for thinking that they are dependents of Matthew’s Thomas-Edward nonetheless. The combination Thomas-Edward reminds us that St Thomas was now the major saint of the English people and that there was no incongruity in the royal family taking instruction from his Life, Henry III having participated in the saint’s translation in 1220.  Circumstantially the combination of Thomas and Edward was perfectly suited to the circumstances of Eleanor and Henry’s marriage in January 1236 before the shrine of St Thomas at Canterbury, followed by Eleanor’s coronation at Westminster the next day – as related by Matthew Paris, possibly as an eye witness at Westminster in the company of the Abbot of St Albans 
.  So the combined Thomas-Edward answers pastorally to the specific events of 1236; and when we add that the marriage at Canterbury was performed by Edmund of Abingdon, also the subject of Matthew’s writing, the picture becomes even more vivid. Thomas-Edward may have been a wedding book and an occasion for captatio benevolentiae for St Albans.  This reinforces, if it does not prove, a date of 1236-7 for it.
Second, though the text in the Cambridge Edward was intended for Eleanor of Provence, we still have to provide evidence that the Thomas-Edward combination was known to the queen as well as to the countesses or Arundel and Cornwall, though since the latter was the queen’s sister-in-law this seems at least possible.  That the court indeed possessed its own copy of this combination, this time in the possession of Eleanor of Castile, is proved a Wardrobe account of May 1288 
:

The same day (16 May) master J. de Stella is paid for gold leaf purchased the previous year, and for sheets of parchment for [writing the romances of the queen ?] and for covering the queen’s books about the Life of the blessed Thomas and St Edward, with ink and a pot for the same, 37s. 10d.
The queen’s Thomas and Edward consisted of two separate and presumably old books needing rebinding.  The first post-medieval owner of the Cambridge Edward, Laurence Nowell, had received numerous manuscripts from the Keeper of Records in the Tower of London, William Bowyer 
.  Since Eleanor’s Edward was almost certainly in the Wardrobe which was at the Tower in 1288, we can reasonably identify it as the copy in Cambridge. This in turn displays all the signs of Matthew’s ultimate authorship.  In this connection we note that the Cambridge Edward was prepared with no opening initial; space was made for a large opening ‘C’,  but an ‘A’ was added wrongly in the later Middle Ages.  Can this oversight be explained by the possibility that the book was preceded directly by a copy of a Life of St Thomas which did in fact have an opening initial possessing Eleanor’s mark of ownership?  Whatever the truth, Eleanor of Castile may well have come to own copies, in one volume or two, of Matthew’s Edward coupled with a work on St Thomas which was presumably also Matthew’s.  The Cambridge book is thus almost certainly the surviving part of a copy of Queen Eleanor of Provence’s Thomas-Edward commemorating her daughter-in-law’s marriage to the Lord Edward in 1254, a copy of which was also in the hands of the Countess of Cornwall.  Eleanor of Castile was provided with lavish gifts for oblation at the shrine of St Thomas when she arrived in England in 1255, and Edward I’s devotion to St Thomas seems to have been particularly strong  
.   By the later 16th century, the Thomas part will have been destroyed by royal command. 
So we need to envisage not one, but at least three, versions of Thomas-Edward: Matthew’s autograph Thomas-Edward; the Thomas-Edward based on it in Eleanor of Provence’s hands from 1236-7 or so, and the part-surviving Thomas-Edward in Eleanor of Castile’s hands after or around 1254, but before 1288.  Eleanor of Provence’s Thomas-Edward will eventually have proceeded after 1272 with her to Amesbury.  However, it will have been available at court in 1250s in time for it to be used for the version intended for Eleanor of Castile.  The extant Getty Thomas and the Cambridge Edward are thus branches of Matthew’s autograph dating to 1236-7.  Here is the suggested stemma: 

Autograph Thomas-Edward 1236-7 (lost: alluded to in Dublin MS 177, fol. 2)
                                                           |                                       
Thomas-Edward (Eleanor of Provence) 1236-37 (lost) (via Amesbury), Thomas copied in the extant Getty Thomas leaves c. 1240 
                                                           |
Thomas-Edward (Eleanor of Castile) c. 1254-5 (Edward extant in Cambridge: Thomas lost) (via Wardrobe in 1288)
This excursus has been necessary in order to argue that Matthew Paris had developed his Anglo-Norman illustrated hagiography substantially before 1240, and that he had attempted to gain significant royal patronage as early as 1236-7.  In her study of the Chronica majora, however, Suzanne Lewis stated that the Cambridge Edward was composed c. 1245 and considered the Getty Thomas a weak dependent of Matthew’s Thomas-Edward 
. Lewis assumed that hagiography was secondary in time and importance. Yet she herself provided evidence against this assumption by demonstrating that the image of the combat of Cnut and Edmund Ironside in the Chronica majora (Cambridge, Corpus Christi College MS 26, fol. 160) assuredly dating to after 1240 but not later than the mid 1240s, follows the logic not of Roger of Wendover’s history, but rather of the narrative as set out in the Cambridge Edward 
.  Matthew’s pictorial thinking was shaped by his hagiography, and could be used to ‘colour’ his history.  In the same vein, Nigel Morgan at first detached Thomas-Edward from Matthew altogether and saw it as an initiative of metropolitan or court writers and illuminators; they it was who invented the format of the framed miniature at the head of a page, and to them was available a copy of Matthew’s Flores historiarum 
.  Again, the assumption is that the historical compilations preceded the hagiography.  Yet Matthew was probably compiling material for the Flores from as early as the 1230s, particularly that part of the chronicle concerning the years before 1066, and it is unlikely that he circulated it widely before then, in which case a date of before 1245 for Edward reinforces Matthew’s authorship.  The writing of Edward may itself have had a role in historical compilation: Vaughan rightly sees the relation of Edward and the Flores not as one of direct dependence, but of common and mutually-informing authorship 
.  There is, as we know, direct surviving evidence for Matthew’s authorship of Thomas-Edward.  Indeed, if such Lives were readily available from lay suppliers, why did two English queens and two countesses turn to Matthew, and not them, for his versions? The suspicion must be that these Lives, a very uncommon form of book, may have had no little or no commercial existence at all. 
There is one final point: it is inherently unlikely that Matthew produced works such as Thomas-Edward for external consumption without having first composed and illustrated Alban and Amphibalus for his own house, to which we turn next.

Alban & Amphibalus and subsequent material (Trinity College Dublin, MS 177, fols.  29v-63)
Though specific circumstances may be suggested for the composition of Thomas-Edward, this is not the case with Alban and Amphibalus (ill. 5) and the material concerning the relics, their invention and translation, and King Offas’ foundation of the abbey, which I suggest was all planned together 
.  The text Alban and Amphibalus (fols. 29v-50) is based principally on the Latin Life by William of St Albans, and is dated ‘early’ by Vaughan and Harden, i.e. in the 1230s 
.  Henderson, whose appreciation of Matthew’s art is still the most sensitive in print, concurs 
.  Art-historically there could, to the present writer,  be little objection to a date even in the 1220s for this part of the Dublin manuscript, given the stylistic sources cited here and by those, such as Lewis, who nevertheless see Alban and Amphibalus as a product of the later 1240s or even 1250s  
.  In my judgement however, not one of Matthew’s pictorial works provably datable to the 1250s resembles Alban and Amphibalus, and pictorial style is a formidable diagnostic tool. Matthew’s drawing as it developed in works datable for sure to the 1250s does not look like Alban and Amphibalus.
Our discussion of Thomas-Edward was intended to imply that Alban and Amphibalus is more likely than not to have existed in the 1230s.  Vaughan rightly estimated that Matthew’s early concerns were precisely with domestic hagiography 
. Alban and Amphibalus is part of a different stream of commissioning from Thomas-Edward, notwithstanding its Anglo-Norman tongue as a ‘roman’ or ‘estoire’ (fol. 50).  Its metre consists of epic rhymed laisses or tirades of alexandrines, which lead to a long line, unlike Thomas-Edward  
.  Matthew does not use this metre in his other saints’ Lives.  Alban and Amphibalus thus differs somewhat in page format from the Thomas-Edward family of books.  Dublin MS 177 uses materials of patchy quality, images being executed on separate cut-out vellum glued into the book. The script and illustrations themselves are very tidy, though it is clear that several hands were involved in the writing, and that the manuscript was worked on periodically and possibly over some years – considerations which by no means preclude an early start on the project, and might favour it.  Indeed, the book reveals a number of planning hiccups which are inconsistent with long experience of designing such books, but which are consistent with a project begun early on and worked up subsequently and at leisure within Matthew’s own workshop 
. A copy for presentation would not so easily divulge self-evident signs of disorganization and revision.  This work is surely a reference maquette for copying, intended mainly for retention and editing in Matthew’s work-space, and remaining ultimately at St Albans.  Its fol. 3 has an inscription of early 14th-centry date stating that it belonged to the abbey and was from book chest A there.  Thomas-Edward in contrast was formed according to specific forinsec demands, including another form of metre also used in the French Edmund after 1253. It is likely to have perfected design issues still apparent in the earlier Alban manuscript.
Folios 29v-63 of MS 177 are the most sustained passages of narrative art to survive from Matthew’s own pen, and are therefore important. It is disconcerting to find that something went awry after fol. 51, starting with the visit of SS Germanus and Lupus to Britain, and ending with King Offa.  There is a very slight change to the tinting of the illustrations, and some gold is used; the script below is the work of a different hand or hands 
.  The page format, style of drawing and script of the French rhyming captions at the heads of the page nevertheless continue from Alban and Amphibalus, and is the work of Matthew himself.  But from fol. 51 onwards it is evident that the pictures and captions were at first executed without any text beneath 
. Usually the page would be ruled and the text inserted before illustration.  This unusual omission was later made ‘good’ rather casually as the book was further worked over.  In the 1250s, a weak scribe or scribes kept the double columns, but inserted text about the abbey’s relics only loosely related to the images above, and made frequent blunders which had to be corrected by Matthew himself, who for some reason supervised this unsatisfactory process 
.  In Alban and Amphibalus itself, and in Thomas-Edward, text-picture co-ordination is accurate and satisfying; here, however, it breaks down.

To judge from the French captions above the pictures in this part of MS 177, Matthew was planning a French metrical text to accompany them below as is the case with the St Alban pictures, but never executed it, and this again is evidence against a later date since it is hard to see why Matthew did not insert the right texts if they had in fact been composed. To conceive the pictures and captions however he must already have had some sort of Offa legend to hand, but not necessarily the one he eventually compiled in the 1250s.  Offa was a major figure at St Albans and his inclusion in a book of saints stresses the continuity between hagiography and history. Matthew’s own Vitae Offarum was not completed before the 1250s and was reliant on Roger of Wendover’s Vitae Offarum 
.  But compilation of material about Offa may have begun well before 1250.  Unless we assume a priori that Matthew could only execute such illustrated narrative Lives as those of Alban or the Offas once his ‘historical’ compilations were formally completed, there is no reason to date the illustrated work in MS 177 after the completion of the Vitae Offarum: all that can be said is that the two simply shared Matthew’s and other’s authorial material 
.  It is important to note that Matthew’s illustrations to the Vitae Offarum eventually undertaken by him (now in BL MS Cotton Nero D. I) were drawn, but left unfinished 
.  Matthew was having difficulty completing work from 1250: how then could he have managed to execute folios 51-63 of MS 177 as well as Alban and Amphibalus on folios 29v-50 while leaving his new Vitae Offarum incomplete? On the contrary: James’s proposition that the Offa illustrations in MS Cotton Nero D. I are conflated versions of those already in MS 177 has much to be said for it  
.
If so the implication is clear: all the illustrated work in MS 177 was conceived and begun at a much earlier date than scholars have of late tended to think, and was based on texts already available to Matthew concerning the relics and King Offa, which he intended to convert into an Anglo-Norman text, subsequently aborted. A reason for this might be that his own Vitae Offarum had itself not yet been compiled, which suggests a date before, not after, 1250 for these pictures. Another more political point is that Matthew probably had a greater incentive to complete and polish the parts relating specifically to St Alban in order that they might be copied for purposes of general promotion of the cult. Matthew’s hagiographic and historical compilations were not successive (in so far as they can be distinguished), but went hand in hand, informing one another.  Vaughan’s dating of Alban and Amphibalus to the 1230s was justified by style and by the internal logic of production: Alban and Amphibalus seems like the experimental prelude to the composition of Thomas-Edward in the mid 1230s and is therefore dated here to c. 1230 onwards.  That work continued on it for some time after is hardly to be doubted, and it may that after 1236 Matthew began to be distracted from it by chronicle writing or commissions such as Thomas-Edward.
It is evident from Dublin MS 177 that, to judge from its Offa illustrations, Matthew could design formal narrative illustrations without a prior formalized ‘text’: his captioned images could survive independently.  Alban and Amphibalus cannot be used as a dependable ‘chronometer’ to assess the unfolding of the Chronica majora, since it may have been executed before the chronicle was started anew under Matthew 
.  Finally, we note that the Anglo-Norman Edmund composed in 1253-4 does not survive in an illustrated copy 
. Walsingham’s much later memorandum on the illustrated Lives of the archbishops Thomas and Edmund may simply conceal a misapprehension:  there never was an illustrated Edmund, because by the 1250s Matthew simply did not have time to make one.  By the 1250s all he could do was produce a text.  And that needs examining the light of his chronicle work.
Illustrated chronicles: the 1240s and the visit to Norway
Matthew’s hagiography therefore cannot be considered separately from his chronicles. He envisioned history in both, and their relation was reciprocal.  Edward used a body of material found also in Matthew’s Flores historiarum, and arguably in turn influenced the Chronica majora (ill. 6).  The autograph picture-making in the greatest of the history enterprises, the universal history or Chronica majora (Cambridge, Corpus Christi College MSS 26, 16 and BL MS Royal 14 C. VII) has already been studied in great depth by Suzanne Lewis 
.  Vaughan had shown that MSS 26 and 16 were originally planned as a single volume, later (c. 1250) divided into two, MS 26 running from Creation to 1188, MS 16 from 1189 to 1253, continuing for 1254-9 in MS Royal 14 C. VII 
. The 1189 division seems to anticipate the later concept of the start of ‘time out of mind’ at the coronation of Richard I 
. Between 1236 and the early 1240s, Matthew copied and illustrated Roger of Wendover’s text, before keeping up his part of the chronicle from the mid-1240s or so. His illustrations to Wendover’s section reflect some of his predecessor’s attitudes, such as Roger’s favourable estimation of St Francis and his followers, which prompted amongst Matthew’s most important marginal images in the whole chronicle. 
MS 16, from 1189, is far fuller than the previous volume, as Matthew’s own enterprise expanded.  Having consolidated the earlier work, from the mid-1240s he was active simultaneously writing up and illustrating contemporary events, and obviously found his own writing a spur to drawing.  This means that the vast bulk of pictorial work in the Chronica majora before its division and continuation can confidently be dated to the core of the 1240s.  Taking together all forms of illustration in the Chronica majora, including the various signa, heraldry and ‘narrative’ illustrations, MS 26 has just under 100 images, MS 16 over 300 and Royal 14 C. VII under 40, but the last significant illustrations are in MS 16, notably the procession by Henry III of the Holy Blood in 1247 (fol. 215) (ill. 6).  MS 16 includes the remarkable images of the Veronica relic and prayer (fol. 49v) for 1216 (ill. 7), and of St Francis preaching to the birds and receiving the stigmata (1224) (fol. 66v), added by Matthew to Roger of Wendover’s text under the year 1227 (ill. 8) 
.  These appear to date to the early 1240s or so, which makes the Veronica and St Francis amongst the earliest extant pictures of their subjects from north-western Europe 
.  
Since the art of the Chronica majora is as datable as is necessary, only two points need to be made about it.  First, in his marginal drawings before 1250, Matthew’s technique evolved a deftness not found in his more monumental hagiography; second, his idiom remains very largely consistent, given the variations in scale and purpose of the many images in question, and also his tendency to comb back over the Chronica majora at later points and add or sharpen drawings.  An excellent instance of this occurs on p. 105 of MS 26 (ill. 9) where we can see two drawings of busts of King Offa as king and monk; the lower bust is consistent in finish with work of the 1240s, but the upper one has the more deliberate but open pen-work found in Matthew’s datable work of the period 1250-5 (compare ill. 14): he was sharpening his own understanding of Offa’s life as he returned to the Vitae Offarum from around 1250 
. Matthew was an inveterate tinkerer, unknowingly reflecting some of the major developments in thirteenth-century imagery in Europe, while fussing over detail.
Matthew’s endeavour as studiosus indagator (assiduous researcher) to perfect his record of an imperfect world is consistent with the notion that the Chronica majora books were designed in the first instance (before 1250) for Matthew’s consumption and pleasure and for the dignity of St Alban 
.  Motives of this personal type have grown unfashionable in an age given to emphasizing ‘reception’ and readership. The various explanations that have been offered for his use in a Latin chronicle of signa and marginalia – that they might reflect non-monastic training and an intention that the Chronica majora should be viewed more publicly – have been characteristic of a phase of art historical thought which has placed more emphasis on issues of context than on human aesthetic and intellectual pleasure, especially the pleasure that can, for some, be taken in visualizing and drawing.  What ‘explains’ these unique features of the Chronica majora and its derivatives may well have been something within Matthew’s own, possibly rather obsessive, nature.  The clearest evidence for his self-sufficiency is that this form of illustrated chronicle died out totally at St Albans after Matthew’s death: it was not kept going by some form of external demand or internal institutional pressure, and nor did other comparable institutions develop a similar form of illustrated chronicle.   
That Matthew also had, or was developing, a sense of personal ambition at this time is indicated by his one documented visit abroad, to Norway in 1248-9, which will temporarily have postponed further work on the chronicles.  Matthew was sent by a papal mandate dated November 1247 to sort out the difficulties of the Benedictine monastery of Nidarholm, on an island off the coast of Trondheim, caused by its excommunicate abbot 
.  Matthew sailed, probably from Lynn via Bergen to Trondheim, in the summer of 1248 and probably returned several months later in 1249. According to Walsingham he made religion at Nidarholm flourish anew and ‘wisely added to its possessions’.  In the opinion of James, Lindblom, Vaughan and the present writer, these included painted altar-furniture for monastic use of which a fragment survives, a large painted wing from a lost tabernacle originally containing a painted a gilded wooden image of the Virgin Mary (Museum of Cultural Heritage, University of Oslo).  The wing, showing St Peter (ill. 10), was found in the late eighteenth century some distance from Trondheim, at Fåberg, but agrees wholly in style with Matthew’s larger drawings in the Chronica majora and Royal 14 C. VII made in the late 1240s and early 1250s (ill. 11).  The likelihood that this panel was made in 1248 by anyone other than Matthew or by a very close associate of his in Norway is remote.  Its apostolic subject-matter also reminds us that Matthew was proud of his papal appointment to the extent that, in his records of it, he extended his powers to cover the reform of the Order throughout Norway, not just Nidarholm. Matthew’s appointment had nothing to do with art and everything to do with his diplomatic connections, understanding of money-matters (as a metalworker?) and general reputation. 
Matthew, ‘retirement’ and the wider world 1250-9
Matthew’s resolution to put down his pen and brushes in 1250 was short lived 
.  As suggested earlier, the year had no proven personal significance as he may already have passed the age of fifty. Matthew however regarded 1250 as ending a half-century of signs and wonders and as portending the Apocalypse, as he himself noted in the Liber additamentorum (BL MS Cotton Nero D. I) (the spin-off supplement to the Chronica majora) 
.  For him, the Chronica majora charted the unfolding of God’s plan towards its end.  At around this time, he bound into the Liber additamentorum a large drawing of the Apocalyptic Son of Man attributed to a Franciscan, Brother William, a man from Francis’s personal circle whose work may have carried something of the saint’s charisma 
; illustrated Apocalypse manuscripts were also coming into vogue in south-eastern England in the 1240s, and will have interested Matthew because of their subject matter, page format and the firm excellence of their line drawing and tinting.   Matthew’s Book of Fate in Oxford, Bodleian Library MS Ashmole 304 (ill. 12), which probably included volvelles and cogwheels, would also be consistent with concerns of the 1240s, and the style suggests a date no later than the early 1250s and possibly earlier 
.   
It is likely that Matthew had already spotted the potential within the Chronica majora, as an account of the unfolding of the divine plan, for its diversification and promulgation for easier consultation.  This he did by creating a documentary supplement or appendix to free up his narrative (the Liber additamentorum), by compressing the Chronica majora into a history of England (the Historia anglorum), by compiling the digest known as the Flores historiarum for use at Westminster, and eventually by carefully toning-down the text of the Chronica majora and the Historia anglorum 
.  Matthew always saw the Chronica majora as a form of world history, of which his cartographic work (see this volume pp. 00-00) and continued interest in alien wonders in the 1250s were natural extensions 
.  His grand drawing of the elephant given early in 1255 to Henry III by Louis IX of France (MS MS 16, fol. iv) (ill. 13), one of the few full-colour illustrations in his oeuvre, and indeed one of his last, has the splendour of illustrated Anglo-Saxon Marvels of the East (e.g. BL MS Cotton Tiberius B. V) or of full-colour bestiaries (e.g. Cambridge University Library MS Kk. 4. 25) 
.   
The opportunity for this diversification and extension of readership came in the last decade of his life.  Implementing it substantially increased his workload.  What prompted this new outlook is unknown.  Growing personal reputation might have been a factor.  If the chronology suggested here is correct, Matthew was in touch with the Westminster court by or before 1236-7.  Matthew relates how, when attending the procession of the Holy Blood in London in 1247, Henry III had called him to sit at his feet and had asked him to write a full account of the day’s proceedings and insert them in a book 
. We know from Matthew’s enlarged description of his Norwegian commission that he was capable of ‘mission creep’; Henry’s charge was perhaps taken by Matthew as the commissioning of a copy of his chronicle now known as the Historia anglorum, which opens with a pleasing illustrated genealogy of the English kings including Henry himself 
.  From 1250 Matthew was busy, a point which needs to be taken into account in assessing his efforts to complete work.   
Pictorial commissions in particular were under pressure, since they were time-consuming.  His illustrations to the Vitae Offarum of the early or mid 1250s were drawn, inked and abandoned; so far as we know the Life of St Edmund, drafted in Latin after 1246 and translated into French verse after 1253, was never illustrated, and the number of remotely ambitious drawings in his chronicles shrinks markedly. These considerations reinforce the supposition that Matthew’s hagiographical illustration will not only long have preceded this period, but will by then have been almost unimaginable.   It is also of interest that the flyleaf notes in MS 177 in Dublin, some of which were done c. 1250, include a prayer to St Cendonius for the restoration and preservation of eyesight; Matthew copied out the same prayer in BL Cotton MS Julius D. VII in the mid-to-late 1250s 
. By his fifties therefore, Matthew may have been experiencing a measure of normal age-related visual degeneration.  It is perhaps rash to suggest that Matthew was losing interest in drawing, but that he may have wished increasingly to focus on text, not on image, is understandable.
To what extent are these circumstances reflected in Matthew’s art? The situation is not in fact overly complicated.  Matthew’s work in the early 1250s is represented by the material datable after 1250 in the Historia anglorum (MS Royal 14 C. VII) on folios 2-9, including the itineraries, the map of Britain, the Virgin and Child with a monk (probably Matthew), at her feet, and the genealogy of English kings from William to Henry III (ills. 11, 16) 
.  In technique and assurance these works are continuous with the images in the Chronica majora dating to the 1240s, the genealogy of kings being particularly close in style and technique to the Fåberg St Peter.  However, the Vitae Offarum in the Liber additamentorum (BL MS Cotton Nero D. I), consisting of seven completed illustrations again of 1250s (ill. 14), shows a change in the character of the inking 
. The ink drawing over the lead point sketching beneath is firmer and less expressive and variable in its ductus than in Matthew’s demonstrably earlier work.  The effect is one of extreme care, the most continuous lines having the unflinching steadiness of a template.  The work appears unspontaneous in comparison with the plump roundness, softness and freedom of line in the earlier Alban and Amphibalus, not to mention its gentle tinting. Matthew also makes far more extensive use of inscribed scrolls. In overall appearance, the work is close to the new Apocalypse manuscripts being produced in the south-east of England in the 1240s and 1250s (e.g. Paris, BN MS fr. 403 and New York, Pierpont Morgan Library MS M 524), in which very firm line drawing of this type is a norm, and in which extensive use is made of inscribed scrolls within the narrative miniatures 
.  The Vitae Offarum look like the one surviving attempt by Matthew to produce a true presentation copy up to such ‘professional’ standards, such is their carefulness. By now, Matthew was taking account of the work of lay illuminators in the London region.  In turn, the new swiftly but blandly inked style in the Vitae Offarum was carried back by Matthew into his post-1250 emendations to the main copy of the Chronica majora, as on p. 105 of MS 26, noted earlier.  
From c. 1255 at the latest, however, there are distinct signs of change in Matthew’s drawing.  The image of Henry III’s elephant in the Chronica majora MS 16 fol. iv, made after February 1255 (ill. 13), shows a marked loosening or opening-out of the linear ductus in the tunic of the elephant keeper 
.  This process is apparent also in the drawings of Christ enthroned, and of John of Wallingford, in BL MS Cotton Julius D. VII, folios 60v, 42v (ill. 15); these images must have been made between 1253 and 1259 
.  Even more slack drawing is evident in sections of the Historia anglorum in MS Royal 14 C. VII that were executed around the mid-1250s, and which look like a prelude to the feeble work in the genealogy of British kings in the late Abbrevatio chronicorum in BL Cotton Claudius D. VI, the text of which ends in 1255 
.  This relative decline argues against any extensive use of art assistants by Matthew; and it throws into relief the very different character of Alban and Amphibalus 
.  
Matthew and innovation
In the 1250s Matthew reverted to forinsec production of illustrated books for the first time since the 1230s; the chronicle work of the 1240s, though universal in aspiration, had been firmly domestic in its initial purpose. Matthew, though well connected, was sheltered from the market pressures that tend to provoke artistic innovation.  As a rule he was an observer, not an initiator.  Wonders of the age, such as elephants or large-scale world maps, were copied into his chronicles or liturgical books; for instance, a world map depicted in the king’s chamber at Westminster, with which Matthew was certainly familiar in the 1230s, was copied into his ordinal 
.  Matthew probably knew, but did not produce, illustrated Bible scenes or narrative apocalypses, though he set out for the Countess of Winchester a prescription for single images of saints of a type becoming current in devotional books and apocalypses at the time  
.  He died within a few years of the first impact of French court art at Westminster, and remained impervious to it.
Matthew was decidedly not a curmudgeonly artistic reactionary, however.  A reactionary would not have taken account, as did Matthew, of the latest forms of devotional image and religious behaviour. In this, as in his interest in mirabilia generally, his art was driven by a strong sense of the supernatural.  His depictions of the extraordinary events in St Francis’s life and his preservation of the artistic work by Franciscans such as Brother William have already been noted, not least for their importance as some of the earliest examples of St Francis’s major iconography in north-western Europe.  It is quite obvious that when Matthew heard of something new or extraordinary, he drew it.  His interest in the Roman image-relic of the Veronica and associated miracles is typical: under the year 1216 in MS 16 of the Chronica majora (fol. 49v) (ill. 7) he made an image-panel with a carefully-executed face of Christ, pasted in to the book like the images in MS 177 in Dublin 
.  Matthew was scrupulously attentive to the purpose of the Veronica, which is that it only ‘worked’ in tandem with the prayer composed by Pope Innocent III to be said with it, which Matthew dutifully reproduced: he must have known that this was a powerful innovation, an ‘indulgenced’ image which attributed to the text-image relation certain powers previously granted, for instance, to physical pilgrimage 
. For this reason, the relation between devotional images and Matthew’s illustrated itineraries from London to the Holy Land is an important one: these were manifestations of what Dom Leclercq first called peregrinatio in stabilitate, a kind of mental or inner pilgrimage aided by images 
.
The recent tendency to regard Matthew’s devotional images as a form of inventorial copying and hence dependency is understandable, but incomplete.  The Veronica is not the only instance of Matthew’s ‘modernity’. We note finally the fact that his two greatest historical compilations, the Chronica majora and the Historia anglorum, were intended to be prefaced by large-scale devotional tinted drawings of Christ and the Virgin Mary 
.  The first of these (ill. 16), of c. 1250, is on fol. 6 of MS Royal 14 C. VII following the itineraries and maps on folios 2-5v: a monk, with the large uncial caption Frater Mathias Parisiensis, prostrates himself beneath the Virgin and Child and offers up a prayer starting O felicia oscula lactentis labris impressa (‘O happy kisses, with suckling lips impressed’).  The Christ child kisses his Mother on her cheek.  The image, generated by Matthew from a prayer  associated with homilies or other texts on the Assumption, stems from such sentiments in the Song of Songs as Osculetur me osculo oris sui (‘Let him kiss me with the kisses of his mouth’) and mel et lac sub lingua tua (‘honey and milk are under thy tongue’) (Canticles 1:1, 4:11), to which one might add ex ore infantium et lactantium (‘Out of the mouth of babes and sucklings’) (Ps. 8:3) 
.  Far from being a copy of another image, this work and its authorial presence has a strong petitionary dimension.  It is in the general tradition of such authorial images as that of St Dunstan grovelling at the feet of Christ in his late tenth-century so-called classbook 
.  Perhaps Matthew created this image having decided to retain MS Royal 14 C. VII at St Albans.  But context-wise it surely makes another, more profound point: to peer into the face of God in the right frame of mind is to begin to understand the His workings and man’s destiny.
The second image (ill. 17), of the holy faces of Mary and Christ, now at fol. 283 but originally placed near or at the start of MS 26 of the Chronica majora, takes this theme even further, and is a true innovation.  In three compartments we confront ‘close-ups’ of the Virgin and Child gazing raptly into each other’s eyes; of Christ dead on the Cross or after the Crucifixion; and of Christ in Majesty.  Elsewhere, the present writer has rejected the, again recent, tendency to see this and other pictures of Matthew as examples from a portfolio of copies, in which his drawings become the passive register of images formed elsewhere, the face of the dead Christ purportedly being the first western Man of Sorrows dependent ultimately on Byzantine Passion iconography, and the Majesty being a Veronica: the frontispiece becoming, in Belting’s words, ‘a collection of sample icons’ 
.  Though this captures a truth about Matthew’s alertness to religious innovations, it should be rejected as an account of why this picture looks the way it does. As already noted, Matthew was attentive in recording the inseparable relation of the Veronica image to its indulgenced prayer, but here the ‘Veronica’ has no such prayer.  A Veronica prayer involved a transaction in the form of an indulgence: it offered reward and ‘closure’.  But Matthew’s picture offers instead an opening to the contemplation of divinity, whereby an image becomes a cue for further inventive meditation and travel.   
The invention of these ‘icons’ for contemplation involved the same process of imaginative amplification as that apparent in the Virgin and Child in MS Royal 14 C. VII.  At its top, Mary and her Son are the sponsa and sponsus of the Song of Songs (Canticles 2:14: ostende mihi faciem tuam... et facies tua decora (‘Let me see thy countenance… thy countenance is lovely’) or Psalm 83:10 respice in faciem christi tui (‘look upon the face of thine anointed’)). What guided this was without doubt a tradition of monastic contemplative literature including St Anselm’s prayers and meditations, specifically something very like the disciplined contemplation of the faces of Christ devised by Thomas the Cistercian in his commentary on the Song of Songs written by 1189 
.  Thomas had developed three- and four-fold visualizations of Christ’s face – inner, but vivid, images – based on the Song of Songs, which served as models for the inner reformation of the self. These images, Thomas explains, lead us to conform to Christ’s humanity, imitate his passion, put down our old life and embrace a new one, and finally aspire to the vision of Divinity.  
Here Matthew was if anything ahead of the game.  He provides us with a bodying-forth of just this type of inner working and seeing, placed at the very fount of what it is to contemplate history itself.  Matthew was in effect stating that, in order to contemplate the Divine order of things, we must first re-order ourselves by meditation and contemplation. History’s contemplative understanding requires a certain calm submission, an internal ordering or taxis necessary to the revelation of history as God’s plan. To understand this is to understand the inextricable bonds of Matthew’s religious and historical sensibility, the ways in which he turned monastic practices to advantage, and the disciplinary constraints within which his life and art moved.
A suggested summary chronology of major works here attributed to Matthew Paris’s hand
c. 1230-5 Lives of SS Alban & Amphibalus etc. (Trinity College Dublin, MS 177)

c. 1236-7 Lives of SS Thomas and Edward (autograph lost)

c. 1236-55  Chronica majora (Cambridge, Corpus Christi College MSS 26, 16)

c. 1240-50 Book of Fate (Oxford, Bodleian Library MS Ashmole 304)
1248-9  Fåberg St Peter (Museum of Cultural Heritage, University of Oslo) 
c. 1250s Vitae Offarum, Liber additamentorum etc. (BL MS Cotton Nero D. I)

c. 1250-9 Historia anglorum and Chronica majora (1254-9) (BL MS Royal 14 C. VII)
c. 1255 Wallingford miscellany (BL MS Cotton Julius D. VII) 

c. 1255-9 Abbrevatio chronicorum (BL Cotton Claudius D. VI)
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