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Summary

The cross-slab from Hilton of Cadboll in Ross and
Cromarty is one of the best-known and most beautiful
early medieval sculptures in Britain. It is displayed in
the National Museums of Scotland in Chambers Street,
Edinburgh, and the medieval chapel site from which it
came is cared for by Historic Scotland (NGR NH 8731
7687). The original Pictish carving is preserved on
one side, including ornate Pictish symbols, a hunting
scene that includes a female rider and a panel of spiral
ornament, the whole enclosed within a border of
animal-inhabited vine-scroll. The other face, on which
it was assumed there would have been a Christian cross,
was chipped off and replaced by a memorial inscription
bearing the date 1676. Excavations close to the chapel
in 1998 yielded carved fragments from the missing
cross-face, and further excavation in 2001 revealed not
only more carved fragments but also the lower portion
of the slab still in a setting in the ground. This lower
portion is exceptionally well preserved and carved on
both sides. There is a gap between the lower portion
and the upper portion, but parts of this missing mid-
portion have been recognised among the fragments.
This important discovery led to a multi-disciplinary
project involving art history, archaeology, scientific
analysis, ethnography and cultural history.

The archaeological excavations revealed that the
cross-slab had been broken twice early in its life, the
first time when the tenon broke and the second time
when the upper portion fell, leaving the lower portion
(the new tenon) in the ground. Its original location was
probably close to where it was re-erected in the mid-
12th century, and it is likely that there was a Pictish
church here, accompanied by burials and in some way
linked to the Pictish monastery at Portmahomack. The
medieval context for the second setting of the cross-
slab, possibly slightly pre-dating the construction of a
medieval chapel and children’s graveyard, has showed
the continued importance of the site to medieval
society and the desire to express veneration and respect
for this Christian monument. Despite the small area of
the graveyard that has been examined, it can be seen
that its use changed after the Reformation to include
the adult population. The surrounding deposits are
not rich with artefacts but are consistent with a site

that was in the vicinity of medieval and post-medieval
settlement.

The excavations yielded 11,252 fragments of stone, of
which 7497 belong to the cross-slab, and of these 3370
fragments bear traces of carving. The digital database
of all the carved fragments may be consulted online
from the Arts and Humanities Data Service, University
of York (http://ahds.ac.uk/). Detailed studies concern
the cross-slab itself (geology, toolmarks, the way in
which it became fragmented, the epigraphy of the
inscription), scientific dating, environmental evidence
and other artefacts discovered during the excavations,
including part of a medieval relief cross and a stone
with a simple incised cross. A potential source for the
Middle Old Red Sandstone of the cross-slab is the
foreshore at nearby Jessie Port.

The Hilton of Cadboll slab is now seen to have been
profoundly Christian, drawing on venerable Early
Christian imagery to convey its message of Salvation.
The uniquely architectural, embossed stepped base
preserved on the front of the lower portion, confirms

Pictish sculptors’ knowledge of the representation
of the jewelled cross erected at Golgotha in the fifth
century. Elements of this imagery are found elsewhere
in Ross-shire, on the Shandwick cross, on a cross-slab
at Rosemarkie and on the Edderton cross-slab. The
reconstruction of the mid-portion showed that a cross-
head of a distinctly Pictish design was set at the centre of
the spiral panel on the reverse of the slab. This glorified
cross can be compared to the vision of the cross set
against the sun experienced by Constantine the Great
before the battle at the Milvian Bridge around ap 312
and associated with Conversion and the Triumph of
Christianity. The cross and the Eucharistic vine-scroll
which borders the reverse of the slab allow a reappraisal
of the famous image of a female rider. It is argued that
this dominant Christian context and the frontal pose of
the mounted figure suggest that, like the male riders on
Pictish slabs, the figure is not a specific contemporary
aristocrat but rather an idealisation of female authority
and Christian integrity. The figures on the front
face of the mid-portion are seen as concerned with
Death, Judgement, Heaven and Hell. The heavy fleshy
creatures that flank the cross-base can be related to the
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animal art of the other tall slabs of Easter Ross, the
St Andrews Sarcophagus and to a number of Insular
works of art of the second half of the eighth century, in
particular the Anglo-Saxon Gandersheim Casket. This
Casket was made in Mercia in the late eighth century
and provides the most secure approximate date for the
Hilton cross-slab. The condition of the carving on the
hitherto unknown bottom edge of the Hilton vine-
scroll shows that the same animal style was used both
for the inhabitants of the scrolls and for animals on
the upper portion, a uniformity of style that was the
creation of the Hilton sculptor. The art of the Hilton
cross-slab underscores the relationship between the
sculpture north and south of the Grampians evident in
the other tall slabs of Easter Ross.

A biographical approach to the history of the
Hilton cross-slab has enabled the changing meanings
and values of the monument to be traced though
time and has contributed to a wider understanding
of attitudes towards early medieval sculpture. For
the early medieval and medieval periods the sources
are often remote from the cross-slab and its Tarbat
environment, but for more recent phases in its
biography, historical sources pertaining directly to
the monument or its immediate context have been
enlightening. The discovery of George Mackenzie’s

letter of 1675 about a storm on 21 December 1674
that toppled a large obelisk has been important to the
interpretation of 17th-century events surrounding
the cross-slab. Later documents have enabled a much
fuller picture to be drawn of the monument and the
various people who have engaged with it, including a
rich body of documentary sources relating to events
in 1921 when the upper portion was sent to the British
Museum in London and later that year returned to
Scotland. Ethnographic research, involving interviews
and participant observation, has also proved to be
importantinrevealing the depth and range of meanings
and values attached to the monument in contemporary
society. Together, the historical and ethnographic
evidence shows that the specific religious meanings
surrounding the cross-slab prior to the Reformation
declined from the Enlightenment onwards. In their
place, the monument became involved in a complex
body of symbolism relating to national, community
and class identities.

Atlocal initiative, a replica of the cross-slab has been
erected close to the chapel site at Hilton of Cadboll,
a project that commenced before the discovery of
the lower portion, and the original lower portion is
now in the Seaboard Memorial Hall in neighbouring
Balintore.

Résumé

La ‘cross-slab’ de Hilton of Cadboll dans le comté
de Ross et Cromarty est I'une des sculptures du haut
Moyen-Age les plus connues et les plus belles de Grande-
Bretagne. Elle est exposée au National Museums of
Scotland, Chambers Street, a Edimbourg, et le site de
la chapelle médiévale dont elle est issue est entretenu
par l'association Historic Scotland (NGR NH 8731
7687). La gravure picte d’origine est préservée sur un
coté, avec notamment des symboles pictes richement
ornés, une scéne de chasse comprenant une cavaliére et
un panneau ornemental en spirale, le tout se trouvant
a Dintérieur d’une bordure en vigne habitée par des
animaux. Lautre face, sur laquelle on a supposé qu’il
devait y avoir une croix chrétienne, a été écaillée et
remplacée par une inscription commémorative portant
la date de 1676. Des fouilles effectuées pres de la
chapelle en 1998 ont produit des fragments sculptés de
la face a la croix manquante, et d’autres fouilles menées
en 2001 ont révélé non seulement d’autres fragments
sculptés mais également la portion inférieure de la

pierre qui était encore enterrée dans le sol. La portion
inférieure est exceptionnellement bien conservée et est
sculptée de part et d’autre. Il y a une partie manquante
entre la partie inférieure et la partie supérieure, mais
des morceaux de la portion médiane manquante ont
été reconnus parmi les fragments retrouvés. Cette
importante découverte a donné lieu a un projet
pluridisciplinaire faisant intervenir ’histoire de lart,
I’archéologie, l'analyse scientifique, I’ethnographie et
I’histoire culturelle.

Les fouilles archéologiques ont révélé que la
«cross-slaby» avait été cassée deux fois dans sa vie, la
premiere fois lorsque le tenon s’est brisé et la seconde
tois lorsque la portion supérieure est tombée, laissant
la portion inférieure (le nouveau tenon) dans le sol.
Son site original était sans doute pres de 'endroit ou
elle a été replacée au milieu du XXlle siecle, etil y a
des chances qu’il y ait eu une église picte a cet endroit,
accompagnée de tombes pictes et liée d’une certaine
maniére au monastere picte de Portmahomack. Le



contexte médiéval de la deuxieéme mise en place de la
«cross-slab», quia peut-étre eu lieu avantla construction
de la chapelle médiévale et du cimetiére des enfants, a
montré I'importance continue du site dans la société
médiévale et le désir d’exprimer une vénération et un
respect pour ce monument chrétien. Malgré la faible
superficie de cimetiere examinée, on peut voir que son
utilisation a changé apres la Réforme pour accueillir
la population adulte. Les dépots alentours ne sont pas
riches en objets fabriqués mais correspondent a ceux
d’un site situé pres d’un village médiéval et post-
médiéval.

Les fouilles ont produit 11 252 fragments de pierre,
dont 7497 appartiennent a la «cross-slab» et parmi eux,
3370 fragments portent des traces de sculpture. La base
de données numérique de tous ces fragments sculptés
peut étre consultée en ligne aupres du Services des
données des Arts et Humanités (Arts and Humanities
Data Service), de l'université de York (http://ahds.
ac.uk/). Des études détaillées concerne la «cross-slab»
elle-méme (géologie, marque d’outils, la facon dont
elle s'est fragmentée, 1’épigraphie de I'inscription), les
datations scientifiques, les preuves environnementales
et d’autres objets découverts durant les fouilles,
notamment une partie d’'une croix médiévale de relief
avec une croix incisée simple. Une source potentielle
du vieux grés rouge moyen utilisé pour la «cross-slab»
est la laisse de mer au site voisin de Jessie Port.

La dalle de Hilton of Cadboll est maintenant
considérée comme étant profondément chrétienne,
basée sur les imageries vénérables du début de 1’ére
chrétienne pour transmettre son message du Salut.
La base architecturale unique échelonnée et estampée
conservée sur le devant de la portion inférieure,
confirme la connaissance des sculpteurs pictes de la
représentation de la croix ornée de pierres précieuses
érigée a Golgotha au Ve siecle. Des éléments de cette
imagerie se retrouvent ailleurs dans le comté de Ross-
shire, sur la croix de Shandwick, sur une «cross-slab»
de Rosemarkie et sur la «cross-slab’ de Edderton. La
reconstruction de la portion médiane a montré qu’une
téte de croix de conception clairement picte était
placée au centre du panneau en spirale au dos de la
dalle. Cette croix glorifiée peut se comparer a la vision
queut Constantin le Grand de la croix de lumicre
superposée sur le soleil avant la bataille de Milvian
Bridge aux alentours de 312 av J.-C. et associée a la
Conversion et au triomphe du christianisme. La croix
et la vigne eucharistique qui borde le dos de la dalle
permettent une réévaluation de la fameuse image de
la cavaliere. On prétend que ce contexte chrétien

dominant et la pose frontale du personnage a cheval
suggerent que, comme les cavaliers des dalles pictes,
le personnage n'est pas une aristocrate contemporaine
précise mais plutdt une idéalisation de l'autorité
féminine et de I'intégrité chrétienne. Les personnages
de la face frontale de la portion médiane sont analysés
comme ayant trait a la mort, au jugement, au paradis et
al’enfer. Les créatures charnues qui flanquent la base de
la croix peuvent étre reliées a I’art animalier des autres
dalles de Easter-Ross, du sarcophage de St Andrews et
a plusieurs ceuvres d’art des iles de la seconde moitié
du Vllle siecle, en particulier le cercueil anglo-saxon
de Gandersheim. Ce cercueil fut réalisé en Mercie a la
fin du huitieme siecle et fournit la date approximative
la plus fiable pour la «cross-slab» de Hilton. L’état de
la gravure sur le bord inférieur jusqu’ici inconnu de la
vigne de Hilton montre que le méme style d’animal a
été utilisé a la fois pour les habitants des volutes et pour
les animaux de la portion supérieure et cette uniformité
de style a été la création du sculpteur de Hilton. Lart
de la «cross-slab» de Hilton souligne la relation entre
les sculptures au nord et au sud des Grampians évidente
dans les autres monolithes de Easter Ross.

Une approche bibliographique de D’histoire de la
‘cross-slab’ de Hilton a permis aux significations et
valeurs changeantes du monument d’étre retracées
a travers le temps et a contribué a une meilleure
compréhension des attitudes vis-a-vis des sculptures du
haut Moyen-Age. Pourles périodes du haut Moyen-Age
et du Moyen-Age les sources sont souvent éloignées de
la ‘cross-slab’ et de son environnement Tarbat, mais
pour les phases plus récentes de sa biographie, les sources
historiques appartenant directement au monument
ou a son contexte immédiat ont été instructives. La
découverte de la lettre de George Mackenzie de 1675
a propos d’un orage le 21 décembre 1674 qui a fait
basculer un grand obélisque a été importante pour
interpréter les événements du XVlIle siecle entourant la
‘cross-slab’. Des documents plus tardifs ont permis de
dresser un portrait plus complet du monument et des
diverses personnes quiy ont été lié, notamment un riche
corpus de sources documentaires datant d’événements
de 1921 époque a laquelle la portion supérieure a été
envoyée au British Museum de Londres puis renvoyée
en Ecosse plus tard dans la méme année. La recherche
ethnographique, qui a fait intervenir des entretiens et
des observations de participants, s'est également avérée
importante pour révéler la profondeur et I’éventail
des significations et valeurs attachées au monument
dans la société contemporaine. Ensemble, les preuves
historiques et ethnographiques montrent que les
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significations religieuses spécifiques qui entourent
la ‘cross-slab’ avant la Réforme ont décliné a partir
du Siecle des lumieres et par la suite. Au lieu de cela,
le monument a été associé a un corps complexe de
symbolisme 1ié aux identités nationales, locales et aux
classes sociales.

Sur une initiative locale, une réplique de la «cross-
of Cadboll. Ce projet a débuté avant la découverte de
la portion inférieure, et la portion inférieure originale
est maintenant au Seaboard Memorial Hall dans la
commune voisine de Balintore.

Zusammenfassung

Der aus Hilton of Cadboll in Ross and Cromarty
stammende Kreuzstein gehort zu den bekanntesten
und schonsten frithmittelalterlichen Skulpturen in
GroBbritannien. Er ist im National Museums of
Scotland, Chambers Street, Edinburgh, ausgestellt
und der Standort der mittelalterlichen Kapelle, an dem
er seinen Ursprung hat, wird von Historic Scotland
(NGR NH 8731 7687) betreut. Auf einer Seite wurde
die original piktische Steinzeichnung erhalten, die
kunstvolle piktische Symbole, eine Jagdszene mit
einer Reiterin sowie eine Platte mit spiralférmigen
Verzierungen umfasst. Das Ganze wird von einer von
Tieren bewohnten Weinrebe umgeben. Die andere
Seite, von der man annahm, dass darauf ein christliches
Kreuz abgebildet war, wurde abgetragen und mit einer
auf das Jahr 1676 datierten Gedenkinschrift versehen.
Bei 1998 in der Nihe der Kapelle durchgefiithrten
Ausgrabungen, fand man behauene Teile der
fehlenden Seite des Kreuzes und bei weiteren, 2001
durchgefithrten Ausgrabungen, forderte man nicht
nur mehr dieser Fragmente, sondern auch den unteren
Teil des Steins zutage, der sich dort immer noch im
Boden befand. Dieser untere Teil ist auBergewhnlich
gut erhalten und auf beiden Seiten behauen. Es fehlt
ein Stiick zwischen dem unteren und dem oberen Teil,
jedoch wurden Teile dieses fehlenden Mittelstiicks
unter den Fragmenten ausgemacht. Dieser bedeutende
Fund fiihrte zu einem fachiibergreifenden Projekt,
das unter anderem Kunstgeschichte, Archiologie,
wissenschaftliche  Analyse,  Ethnographie  und
Kulturgeschichte umfasst.

Die archiologischen  Ausgrabungen zeigten,
dass der Kreuzstein bereits wihrend seiner frithen
Existenz zweimal gebrochen war, das erste Mal, als
der Verbindungszapfen brach und das zweite Mal, als
der obere Teil zu Boden stiirzte, wobei der untere Teil
(der neue Verbindungszapfen) im Boden verblieb. Sein
urspriinglicher Standort befand sich vermutlich in der
Nihe desjenigen, an dem er Mitte des 12. Jahrhunderts
wieder aufgestellt wurde und es ist sehr wahrscheinlich,
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dass sich dort eine piktische Kirche mit angeschlossener
Begribnisstitte befand, die auf irgendeine Art und
Weise mit dem piktischen Kloster in Portmahomack
in Verbindung stand. Der mittelalterliche Kontext
fir den zweiten Aufstellungsort des Kreuzsteines, der
vermutlich etwas vor dem Bau einer mittelalterlichen
Kapelle sowie eines Kinderfriedhofs ausgewihlt
wurde, wies auf die anhaltende Bedeutung des
Standorts fiir die mittelalterliche Gesellschaft sowie
das Verlangen hin, diesem christlichen Monument
Verehrung und Respekt entgegenzubringen. Trotz
der Tatsache, dass bisher nur ein kleiner Teil des
Friedhofs untersucht wurde, kann man erkennen, dass
dieser nach der Reformation auch als Begribnisstitte
fiir Erwachsene benutzt wurde. Die in der Umgebung
zu findenden Ablagerungen beherbergen nicht
viele Artefakte, entsprechen jedoch einer sich in der
Nihe mittelalterlicher und nachmittelalterlicher
Ansiedlungen befindenden Stitte.

Bei den Ausgrabungen fand man 11.252
Steinfragmente, von denen 7.497 zum Kreuzstein
gehoren. Von diesen wiederum, weisen 3.370 Teile
Spuren einer Behauung auf. Auf der Website des Arts
and Humanities Data Service der Universitit York
(http:/Aahds.ac.uk), kénnen Sie online auf die digitale
Datenbank aller behauenen Fragmente zugreifen.
Detaillierte Studien hinsichtlich des Kreuzsteines selbst
(Geologie, Werkzeugspuren, die Art und Weise auf
die er in Teile zerfiel, die Epigraphik der Inschriften),
wissenschaftlicher  Datierungen, umfeldbedingter
Anhaltspunkte  sowie wihrend  der
Ausgrabungen entdeckter Artefakte, einschlieBlich
eines Teils eines mittelalterlichen Reliefkreuzes und

weiterer

eines Steins mit einem einfachen, eingeritzten Kreuz.
Als potentielle Quelle des Middle Old Red Sandstone
(mittelalten Rotsandsteins) des Kreuzsteins, gilt das
sandige Ufer des nahegelegenen Jessie Port.

Der Stein aus Hilton of Cadboll wird mittlerweile
als tiefgriindig christlich betrachtet, wobei er sich
ehrwiirdiger frithchristlicher Symbolik  bedient,
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um seine Heilsbotschaft zu {ibermitteln. Das
einzigartige,  geprigte, stufige
Fundament, das auf der Vorderseite des unteren
Teils erhalten geblieben ist, bestitigt, dass piktische
Bildhauer tiber Kenntnisse beziiglich der Darstellung
des im 5. Jahrhundert bei Golgotha errichteten, mit
Edelsteinen besetzten Kreuzes verfiigten. Elemente
dieser Symbolik finden sich auch anderswo in Ross-
shire, so z.B. auf den Kreuzsteinen von Shandwick und

architektonisch

Edderton und auf einem Kreuzstein bei Rosemarkie.
Die Rekonstruktion des Mittelstiicks zeigte, dass sich
in der Mitte der sich auf der Riickseite des Steins
befindlichen spiralférmigen Platte der obere Teil eines
eindeutig piktisch aussehenden Kreuzes befand. Dieses
glorifizierte Kreuz kann mit der Vision des gegen die
Sonne ausgerichteten Kreuzes verglichen werden,
mit dem Konstantin der Grofle vor der Schlacht an
der Milvischen Briicke um 312 ad herum konfrontiert
wurde und mit einem Wandel sowie dem Triumph
des Christentums in Verbindung gebracht werden.
Das Kreuz und die eucharistische Weinrebe, welche
die Riickseite des Steins umgibt, ermdglichen eine
Neubeurteilung des berithmten Abbilds einer Reiterin.
Es wird argumentiert, dass dieser dominante christliche
Kontext sowie die Frontaldarstellung der reitenden
Person andeuten, dass es sich bei der Figur, wie bei
den auf piktischen Steinen abgebildeten minnlichen
Reitern, nicht um eine bestimmte zeitgendssische
Adlige, sondern echer um die Idealisierung der
weiblichen Autoritit sowie der christlichen Integritit
handelt. Die auf der Vorderseite des Mittelteils
abgebildeten Figuren werden als fiir den Tod, den
jiingsten Tag sowie Himmel und Hoélle zustindig
betrachtet. Die schweren fleischigen Geschopfe, die
das Fundament des Kreuzes flankieren, konnen mit
der Tierkunst in Verbindung gebracht werden, die auf
den anderen groBen Steinen in Easter Ross, dem St.
Andrews Sarkophag sowie auf einer Reihe der von den
Inseln stammenden Kunstwerken der zweiten Hilfte
des 8. Jahrhunderts zu sehen ist. Insbesondere ist hier
der angelsichsische Gandersheim Casket zu erwihnen.
Dieser Schrein wurde im spiten 8. Jahrhundert in
Mercia hergestellt und gilt als der sicherste ungefihre
Anhaltspunkt zur Datierung des Kreuzsteins von
Hilton. Die Beschaffenheit der bislang unbekannten
Behauung am unteren Ende der Weinrebe von Hilton
zeigt, dass sowohl fiir die Bewohner der Reben als
auch fiir die auf dem oberen Teil abgebildeten Tiere
ein einheitlicher Stil angewandt wurde, der auf das
Werk des Bildhauers von Hilton zuriickzufiihren ist.

Die Kunst des Kreuzsteines von Hilton unterstreicht
die Verbindung zwischen der Bildhauerei nérdlich
und stidlich der Grampians, die in den anderen groBen
Steinen von Easter Ross zutage tritt.

Ein  biographischer Ansatz  hinsichtlich der
Geschichte des Kreuzsteins von Hilton ermdglichte
die Nachverfolgung der sich im Laufe der Zeit
verandernden Bedeutungen und Werte des Monuments
und trug zu einem erweiterten Verstindnis von
Einstellungen zu frithmittelalterlichen Skulpturen
bei. Was die Quellen der frithmittelalterlichen und
mittelalterlichen Perioden betrifft, liegen diese oft
weit vom Kreuzstein sowie seiner Umgebung in
Tarbat entfernt, jedoch waren die das Monument
direkt oder seinen unmittelbaren Kontext betreffenden
historischen Quellen spiterer Phasen seiner Biographie
sehr aufschlussreich. Die Entdeckung des Briefes von
George Mackenzie aus dem Jahr 1675 tiber einen Sturm
am 21. Dezember 1674, der einen groBen Obelisken
zu Fall brachte, spielte bei der Interpretation der den
Kreuzstein umgebenden Ereignisse des 17. Jahrhunderts
eine wichtige Rolle. Aus spiteren Jahren stammende
Dokumente ermdglichten die Erstellung eines weitaus
aufschlussreicheren Bildes des Monuments sowie
der zahlreichen, damit in Verbindung stehenden
Personen. Unter anderem entstanden umfangreiche
dokumentarische Quellen, die in Zusammenhang
mit den Ereignissen von 1921 stehen, als der obere
Teil an das British Museum in London geschickt
wurde, jedoch noch im selben Jahr nach Schottland
zurlickkehrte. Ethnographische Forschungen, die
Interviews und Beobachtungen Beteiligter umfassen,
haben sich bei der Enthiillung von Tiefe und Umfang
der dem Monument von der zeitgendssischen
Gesellschaft zugemessenen Bedeutungen und Werte
ebenfalls als wichtig erwiesen. Zusammen zeigen die
geschichtlichen und ethnographischen Nachweise,
dass die den Kreuzstein vor der Reformation
umgebenden, spezifischen religidsen Bedeutungen,
mit dem Beginn der Aufklirung langsam abnahmen.
An ihrer Stelle wurde das Monument in ein komplexes
System von Symbolik eingebunden, das sich auf
nationale, gemeinschaftliche sowie auf Identititen
gesellschaftlicher Schichten bezieht.

Aus einer lokalen Inititative heraus, wurde nahe
des Standorts der Kapelle in Hilton of Cadboll eine
Nachbildung des Kreuzsteines errichtet, ein Projekt,
das vor der Entdeckung des unteren Teils begann. Das
Original des unteren Teils befindet sich nun in der
Seaboard Memorial Hall im benachbarten Balintore.
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llustration 1.1
The Hilton of Cadboll cross-slab on display with the Paolozzi figures in the National Museum of Scotland, Edinburgh
(© Trustees of the National Museums of Scotland)



Chapter 1

The project

DAVID V CLARKE and SALLY M FOSTER

1.1 Introduction

This project reconstructs the biography of one of the
most famous early medieval sculptures in Britain, the
Hilton of Cadboll Pictish slab. The massive upper
portion of this ‘national treasure’ is displayed as a key
exhibit in the Museum of Scotland in Edinburgh,’'
while the medieval chapel site on which it was found
in the 18th century is cared for by Historic Scotland
on behalf of Scottish Ministers.” The pieces of our
1200-year-old biography are the thousands of newly
discovered fragments of the slab from excavations at
the chapel site, particularly the lower portion, and
the inter-disciplinary research that this project has
generated. The Picts were among the early inhabitants
of what is now Scotland, living primarily in northern
and eastern Scotland.® They are renowned worldwide
for their stone sculpture, which dates from around the
sixth to the ninth centuries Ap. Of these, the Hilton
of Cadboll slab is one of the most important survivals,
a member of the ‘magic circle of Insular excellence’,
‘one of the most accomplished and significant displays
of figural art in Pictish sculpture’ (Henderson, Chapter
2.3). The content and quality of the Hilton of Cadboll
slab places it in the mainstream of contemporary
European art. It demonstrates that the Picts of northern
Scotland were full and active participants in the artistic
and intellectual developments of this time. This interest
and value 1s considerably enhanced by its being one of
a group of exceptionally high quality Pictish sculptures
found on the Tarbat peninsula (at Portmahomack,
Shandwick and Nigg), with an important assemblage
also at Rosemarkie, in the Black Isle immediately to
the south. These testify to the presence of a vigorous
and wealthy early medieval church in this area.

The massive slab prominently displayed at the
entrance to the Early Peoples Gallery of the Museum
of Scotland is not only incomplete but also much worn
due to earlier centuries of exposure to the elements
and other mishaps, such as vandalism. The surviving
decorative side faces the visitor at the end of an avenue
of Paolozzi sculptures (illus 1.1). A series of highly
ornate Pictish symbols loom above the famous scene

ofa high-status female and her male associates hunting
deer on horseback. Below this is a panel of spiral
ornament, partially restored. Animal-inhabited vine-
scroll frames the whole: ‘the Pictish masterpiece in the
vinescroll tradition’.* But the lower third of the slab is
missing and the Museum display reconstructs this in
metal. Moreover, because the slab became a memorial
to Alexander Duff and his three wives in 1676, the
reverse face is totally defaced and the sides and top are
slightly reworked. In other words, we were missing
around one third of the body of the monument and
over half of its decorated surfaces. We knew nothing
about:

1 what we assumed would be the all-important,
cross-bearing face

2 what the lower part of the slab looked like the

monument’s original proportions

3 where the sculpture originally stood, and in what
setting and context.

Fortunately, archaeological investigations at the chapel
site in 1998 and 2001 led to the exciting recovery of
thousands of fragments from the missing sculpture,
including a substantial and exceptionally well-
preserved lower portion that proved to be carved on
both sides. We also gained a better understanding of
the monument’s immediate archaeological context.
This discovery enables us to rethink completely the
original form and content of the monument and to
re-assess its art-historical significance. More than this,
these excavations and associated research illuminate
the complex and controversial biography of this
sculpture.

This report recounts the results and interpretations
arising from the work that began in 1998. Following
this brief introductory chapter, Chapter 2 describes
the art-historical significance of the Hilton of Cadboll
sculpture prior to the 1998 discoveries. Chapter 3
recounts the archaeological evidence from the 1998 and
2001 excavations, including the evidence for what we
know about the archaeological context of the sculpture
at the chapel site. Chapter 4 discusses the catalogue of
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Ilustration 1.2
Location of Hilton of Cadboll (drawn by GUARD in the University of Glasgow)
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Hllustration 1.3
Location of Hilton of Cadboll chapel site (drawn by GUARD in the University of Glasgow)

Hlustration 1.4
View of the chapel site from the north-east
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the upper, mid- and lower portions and the fragments.
Chapter 5 draws together the new evidence from the
recovered lower portion and thousands of fragments for
the original form, decoration and content of the cross-
slab, allowing us to revise its art-historical significance
and our understanding of the monument. Chapter 6
brings together all the many strands of evidence to
reconstruct a detailed biography for this most familiar,
yet previously little understood, of Pictish monuments,
and its many fragments. Chapter 7 comprises the
specialist reports.

1.2 Hilton of Cadboll chapel site
and its early history

The chapel at Hilton of Cadboll is situated on the east
coast of the Tarbat peninsula in Easter Ross, Highland
(NGR NH 8731 7687) (illus 1.2). Nestling at the
centre of a natural amphitheatre defined by former sea
cliffs (about 22m OD), the chapel lies 150m north of
the village of Hilton and 220m inland from the sea in
an area of wind-blown sand and dunes, at about 7m
OD (illus 1.3 & 1.4). On the cliffs at Cadboll, 1km to
the north-east, is the remains of a 16th-century tower-
house and later mansion. The bedrock is Middle Old
Red Sandstone,® and the soil is light, sandy and free-
draining.

The surviving field remains sit on a slight mound
and comprise the turf-covered footings of a medieval
chapel (about 12m from east-west by 6.5m transversely)
with an arc of semi-circular bank at its west end. We
know that the chapel was a ruin by 1780.° A broken
font recorded immediately north of the chapel in
1978 is since lost.” The chapel stands within a multi-
phase, sub-rectangular enclosure that is on a slightly
different alignment to the building (illus 1.5). The
precise chronological relationship between the chapel
and the enclosures is not apparent from the field
remains although the different alignments suggest
different dates. The assumption has been that these
enclosures define a burial ground of unknown date,
although there are no visible gravemarkers and we
cannot discount the possibility that some of these were
plantation banks (see below). Until around 1625, when
Hilton became part of Fearn parish, the burial place
for Hilton was St Colman’s Tarbat. We therefore do
not know what role Hilton of Cadboll chapel played
in medieval burial.® There is a tradition of the burial
of unbaptised infants until around the end of the 19th
century.” The sources do not agree on whether, like
the old burial ground at Shandwick, they used Hilton
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for the burial of 1832 cholera victims."” We cannot
discount the possibility that burials might extend
beyond the visible enclosures.

A modern fence protects the chapel and enclosures.
The enclosed area and its surrounding land are
scheduled as legally protected because of the national
importance of the site. Since 1978, the land has also
been in the care of Scottish Ministers and managed
by Historic Scotland (owned since Spring 2002 by
Historic Hilton Trust).

We address the detailed documented history of the
site in our later attempt to reconstruct the biography of
the monument. For present purposes, it is sufficient to
note that Pictish sculpture from Hilton was first noted
in 1780:

near to the ruins of a chapel, which was in an early age
dedicated to the Virgin Mary. The proprietor, from a
veneration for the consecrated ground, has enclosed it
with some rows of trees; and it is well worthy of his care,
for the obelisk is one of the most beautiful of ancient
sculpture that has been discovered in Scotland. The
stone is of enormous size, and has lain unnoticed on its
face from time immemorial, and by that means is in the
highest state of preservation.

Charles Cordiner’s account led to considerable sub-
sequent antiquarian interest in the sculpture and
its recording.”” The reference to ‘rows of trees’ is
particularly interesting for there is no visible evidence
of these today.

By 1856 the sculpture lay in a shed, ‘the wall of
which is believed to form part of an ancient chapel’."?
As noted in 1978, the arc of walling at the west end
of the chapel may be the remains of this shed." Some
time after 1856, and before 1872, the owner of the
chapel site removed the slab to the gardens of his
residence at Invergordon Castle. By 1872 only ‘(Site
of) Standing Stone (Sculptured) (illus 1.6) was noted
on the OS First Edition map, by implication a memory
by the OS’ local informant of where the stone had last
lain."”® This is the earliest known map to record the site
of the chapel or the sculpture.

1.3 Recent archaeological interest
in the chapel site

It is helpful to view the recent phase of archaeological
work at Hilton of Cadboll in the context of the
revived interest in Hilton of Cadboll in the mid-
1990s. In 1994, Martin Carver of University of York
developed an interest in Hilton of Cadboll as he sought
to understand his discoveries at Portmahomack in the



A FRAGMENTED MASTERPIECE

sl

N 738 \

! Nite o ._ o
“ Standing Storre H e 11.1‘:5’_)

¥ fpreread 1 \'_.\_:’

Ry

37
& S
.“' - i
%
i

Illustration 1.6
Extract from the first edition OS map (OS 1872 Ordnance Survey. ‘Cromartyshire’, surveyed 1872, scale 1:10,560)
(reproduced by permission of the National Library of Scotland)

context of the wider Tarbat peninsula. In liaison with
Jane Durham, who wanted the slab returned from
Edinburgh (see Chapter 1.4), he developed proposals
for a non-destructive site evaluation and replica. In
1998 Carver produced an Archaeological Assessment
and Project Design, commissioned by Tain and Easter
Ross Civic Trust (Appendix 1). This had the following
objectives:

1 to erect a replica of the Hilton of Cadboll stone
at Hilton

1 in order that it can be visited

2 to develop the site
by the public

3 to evaluate the site prior to any development

4 to investigate the site in the context of University
of York’s ongoing major programme of research
into early historic Easter Ross, centred on
Tarbat.”

The Trust hoped such an initiative would bring
economic and social benefits to the Seaboard
Villages (Hilton and its neighbours, Balintore and
Shandwick). As part of this assessment, University of
York had undertaken a topographical and geophysical
(magnetometer and soil resistivity) survey of the
chapel and its surroundings in 1997 (illus 1.7), and
this was complemented by a 1997 topographic
survey of features within the fenced area by the
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Summary of features interpreted from its magnetometry and soil resistivity surveys (© FAS Heritage)

Royal Commission on the Ancient and Historical
Monuments of Scotland (RCAHMS) (illus 1.5)."® The
University of York team interpreted their results as
suggesting that there may be further enclosures and
structures in the vicinity of the chapel site, but they did
not detect any likely original locations for the Hilton
of Cadboll slab.” Other sources suggest that this area
may be the site of a medieval village, perhaps Catboll
Fisher (see Chapter 6.3.2). This includes stray finds of
what may be 14th/15th-century pottery comparable
with Inverness local wares.?

Discussions took place between Historic Scotland
and local parties about where it might be appropriate

to erect a replica. In 1998 these led Historic Scotland
to organise a minor, three-day excavation of an
area 6sq m just outside the west gable of the chapel.
This aimed to test the hypothesis that the sculpture
had once stood here (informed by the First Edition
OS map, the RCAHMS interpretation of the semi-
circular feature at the west end of the chapel as the
site of the slab in the mid-19th century, local tradition
and dowsing).?' Kirkdale Archaeology limited their
exploration to the levels above the surface on which
tumble from the west gable rested,” on the grounds
that this was the most likely level at which to reveal
any basal structure that held the slab, and in order to
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avoid intrusion into medieval levels. While they did
not recover any evidence for the basal structure, they
did find over 650 fragments of stone of which 458 bear
decoration. These seemed to be from the 17th-century
redressing of the missing side of the slab and suggested
that there was the potential for further discovery of
missing sculpture.® It also demonstrated that this was
an inappropriate place to consider erecting a modern
replica given the archaeological sensitivities of the
area.

The following year Barry Grove, a sculptor, was
commissioned by Highland Counciland Tainand Easter
Ross Civic Society (funded by Highland Council,
Highlands and Islands Enterprise and Glenmorangie
Distillery) to carve a new stone for the site (the ‘Pictish
Stone Replica Project’), due for completion in July
1999. The first phase involved making a copy of the
surviving Pictish face, and Grove interpreted what the
missing lower portion might have looked like. With
the permission and co-operation of Historic Scotland,
in 2000 this was erected in an archaeologically sterile
area to the west of the fenced-off chapel.** Grove
completed his carving of the second side of the modern
carving in September 2005.

The Pictish Stone Reconstruction Project, as the
Replica Project became formally known by August
2001, always intended to carve both sides of the new
sculpture. The original intention has been to carve
modern designs on the unknown Pictish face, but
the 1998 excavations had opened the possibility that
further research at the chapel site might enable the
original form of the sculpture to be recognised, and
for the new sculpture to be informed by this. This
possibility prompted Historic Scotland to commission
further exploratory work by Kirkdale Archaeology,
again on a modest scale.®

Early in 2001, three-week excavations of an area of
40sq m led to the discovery of more carved fragments,
but also, and to everyone’s surprise and delight, the
massive lower portion of the sculpture was discovered
in the ground.?® (This was known colloquially as ‘the
stump’ or, incorrectly, ‘base’.) We now knew that
that the cross-slab had stood on the chapel site for
part of its life and that there was further evidence to
be recovered relating to how the slab was broken up
and defaced. There was also the potential, given the
volume and quality of the surviving carved fragments
(an additional 1680 carved fragments), to reconstruct
missing parts of the cross-slab. Significantly, the buried
lower portion was seen to be carved on both sides (ie
its buried part had been saved from defacement in
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1676) and was exceptionally well preserved. Clearly,
the future recovery of this provided the greatest
opportunity yet to understand the original form of
the monument. We also recognised that there was a
gap between the lower portion (in the ground) and
the slab in Edinburgh (the upper portion), and that
we were finding parts of the missing mid-portion
(there were three mid-portion fragments from 1998
and 47 from 2001). We also found a fragment from an
additional carved stone, part of a ring-headed cross.

With the financial support of Ross and Cromarty
Enterprise, the National Museums of Scotland and
Highland Council, Historic Scotland organised an
expanded archaeological exploration for summer
2001 (88.5sq m).*” It is the results from this four-
week excavation, undertaken by Glasgow University
Archaeology Research Division (GUARD), directed
by Heather James, that form the body of Chapter 3,
along with the publication of the earlier 1998 and
2001 excavations by Kirkdale Archaeology.?® The
objectives of this final stage of fieldwork included
recovering and recording all surviving material
relating to the Hilton of Cadboll cross-slab, and in
such a way that all reasonable efforts could be made
to reconstruct the missing sculpture.?” The aim was
to explore, date and explain the sculpture’s history
and association with the chapel site, both before and
after 1676. Geological and pigment analysis were to
be included and the possibility of OSL dating was
encouraged. Afterwards, the site was to return to its
appearance prior to excavation.

1.4 The modern heritage politics of
Hilton of Cadboll

The Hilton of Cadboll cross-slab is something of
a cause célébre in the history of the curation of early
medieval sculpture. The circumstances are quite
unique, a factor of its highly fractured and complex
biography (see Chapter 6). For present purposes, it
is sufficient to note that the owner moved the upper
portion of the slab to Invergordon Castle sometime in
the mid-19th century. His son then donated it to the
National Museums of Scotland’s predecessor body in
1921, but not before there had been national outcry
because he first offered it to the British Museum.
Opinion divided as to whether or not it would have
been more appropriate to return it to Hilton or a home
somewhere in the near vicinity.

Over the last century or so, the issue of where
sculpture, particularly early medieval sculpture,



should be curated and displayed has sometimes been
a ‘hot’ political issue. We see occasional high-profile
disagreements about this material between national
institutions, as well as between institutions (local
and national) and local communities. The issue has
usually been about where to display, but occasionally
also ownership.?® In curatorial terms, this issue has
arisen because of the dual identity of sculpture. While
originally conceived by its creators as a monument,
years later each individual survival we have inherited
retains greater or lesser monumental qualities and it is
the present form of a sculpture that determines how
it is treated. This means that different institutions
can have different attitudes to where it is most
appropriate to display such material, specifically,
whether or not it is better to retain sculptures in situ
or locally, or whether display in a suitable museum
(regional or national) is more appropriate. The issue
of dual identity also links closely to the question of
legal ownership, since we legally define portable
sculptures as an artefact rather than a monument, and
this affects the process by which we assign ownership
to new discoveries.

In fact, the present position for all new discoveries
is quite open and straightforward.” New finds
must be declared as Treasure Trove and reported to
the Queen’s and Lord Treasurer’s Remembrancer
(Q&LTR), advised by an independent panel, the
Scottish  Archaeological Finds Allocation Panel
(formerly known as the Treasure Trove Advisory
Panel), to make a decision on ownership. If the crown
claims an object, ie the finder cannot keep it, registered
museums have the opportunity to bid to become the
owners of the new find. Once allocated, it is then up
to them where to display the find. For new finds from
a site where a museum already holds earlier finds, the
presumption is that the Q&LTR will normally allocate
new discoveries to the museum that holds the rest of
the collection. A museum may have earlier finds from
a site because they were donated or because it actively
acquired them (eg through purchase).

The rare past instances of where disagreements
have arisen between institutions tend to relate to the
relocation of known finds that are monumental or
retain significant monumental qualities.* The Dupplin
Cross is the classic example. In the mid-1990s, Historic
Scotland and the National Museums of Scotland had
contrary views about whether or not the Cross should
be preserved at or near Dupplin or in Edinburgh. *

To return to Hilton of Cadboll, ongoing local
unhappiness about the slab being in Edinburgh came
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to the fore in the 1990s when local parties sought to
have the slab returned to Hilton. This initiative was
led by Jane Durham, a Commissioner of RCAHMS,
who lived locally. Some contested the Museum’s
ownership of the slab in the first place, arguing that
it was not Captain Macleod’s to give in 1921. The
National Museums of Scotland were not able to agree
to loan requests for the slab from Hilton because the
poor condition of the stone meant that the journey
would have involved considerable risk to it and
because no suitable site for displaying the slab was
available. Further, the fragile nature of the surviving
decoration prevented the creation of a cast of the slab.
Consequently, the community developed alternative
plans for the site (see below).

The discovery and excavation of the lower portion
of the slab in 2001 re-ignited the long-running
controversy over the ownership and display of the
monument (see Chapter 6.8). In curatorial terms, it
was clear enough that the ownership of new finds
would go to the National Museums of Scotland
(the new finds were not simply from the same site,
but the majority from an object already owned by
the Museum) and this inflamed local passions. One
outcome was local opposition to the lifting of the slab,
because of the misconception that if left in the ground
its ownership rested with the owners of the ground.**
We eventually lifted the lower portion of the slab but
left it in Hilton, for the local political difficulties did
not allow for the safe conveyance of the slab. Historic
Scotland brokered this temporary compromise, to
allow clarification of the formalities of ownership.?® As
of November 2006, the National Museums of Scotland
has sought, unsuccessfully, to agree a partnership with
Historic Hilton Trust. The basis of their proposal
requires the recognition that ownership lies with
the National Museums of Scotland. Once the Trust
acknowledges this, the National Museums of Scotland
are committed to working with them to find ways
to ensure that the new finds would normally be on
local display, as has happened ‘up the road’ at Tarbat
Discovery Centre. The way forward lies in drawing a
distinction between legal ownership (which formally
rests with the National Museums of Scotland) and the
question of where the material is displayed, and by

whom (Hilton being an option).*

Initially the lower
portion was stored and presented to the public in the
Wm Paterson Industrial Unit in Hilton, but latterly
the Trust has moved the lower portion to the Seaboard
Memorial Hall at Balintore, the settlement conjoined

to Hilton.
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1.5 Related research: a community study

Encouraged and supported by Historic Scotland, Sian
Jonesof Manchester University undertook acommunity
study, in parallel with the second season of excavation
in 2001. She sought to gain an understanding of the
meanings and values surrounding early medieval
sculpture and the basis of conflict between various
interest groups. This is published in full elsewhere
(see Chapter 6 for key findings as they relate to the
biography of the monument).”’

The benefits of this study extend beyond Hilton
of Cadboll to wider methodological, practical and
political implications.”® It is a critical assessment of
aspects of the wider practices of heritage management,
with implications for all involved in this. We recognise
that it is important to embrace social value and broader
cultural significance, as well as to have the tools and
means to do this. This provides an excellent case
study of one way in which to do this. It is particularly
timely as Historic Scotland and others involved in
the conservation of monuments now operate in
an environment in which formal assessment of the
significance of monuments is becoming the standard
first step in the development of conservation plans.
The recommendations arising from the study have also
informed the Scottish Government’s 2005 policy and
guidance on carved stones.” Finally, we have learned
something about Hilton of Cadboll chapel site itself,
and a considerable amount about what this means to its
immediate residents, the community at Hilton, as well
as others. This knowledge will inform how Historic
Scotland interprets and presents the chapel site in the
future.

The circumstances at Hilton of Cadboll are of course
unique to this place, and the controversy raised by the
discovery of the lower portion of the cross-slab is by
no means typical. Nevertheless, it is a good example
of the difficulties of determining the correct home
for such an object, while such extreme circumstances
have provided here a most productive test-bed for a
community study.

1.6 Bringing the project to fruition

Out of the field, the post-excavation of this project
has provided some unique practical and political
challenges. GUARD has been responsible for writing
up the excavations, directing and co-ordinating
the production of the report as a whole, including
the catalogue and associated analytical work. Isabel

10

Henderson has been responsible for all art-historical
aspects. lan G Scott has produced the illustrations of the
sculpture and undertaken most of the reconstruction.
A project group of the key specialists from GUARD
(Heather James), independents Isabel Henderson and
Ian G Scott, plus National Museums of Scotland staff
(David Clarke, Andy Heald and Fraser Hunter) and
Historic Scotland (as overall project manager, Sally
Foster, latterly Noel Fojut) have sought to steer the work.
Sian Jones has built on her earlier community study to
make a major contribution to our understanding of the
later history of the monument.

It would only be fair to acknowledge that deter-
mining how to deal realistically with the 11,252
fragments, of which 3370 are carved, has posed major
methodological questions. The approach taken has
had to evolve as the project developed and we had a
better understanding of the material and its potential
for analysis and reconstruction (see Chapters 4, 5 and
7.1). We have also had to decide when to come, as
Isabel Henderson describes it, to an ‘honourable
stop’. One significant aspect of this was out of our
control, since Historic Hilton Trust refused to ‘release’
the lower portion of the cross-slab from Hilton for
study in Edinburgh. This means that it has not been
possible to examine all parts of the sculpture side by
side and we recognise that this has impaired optimum
reconstruction and interpretation of the sculpture.
They have been more than willing, however, to
facilitate access to the lower portion in Balintore. As
to the rest of the sculpture, we have had to determine
carefully what approaches to analysis stood the best
chance of enabling us to understand the original form,
layout and decoration of the monument, and could
provide value for money when it came to detailed
reconstruction. This has involved focusing on the 800
most informative carved fragments, with selective
analysis of the remainder. We have aimed to make it
clear what has and has not been done, and why, and we
recognise that this material will still provide plenty of
scope for study by future researchers.*’

Financial support for the post-excavation work has
come from Historic Scotland, the National Museums
of Scotland, and Ross and Cromarty Enterprise. The
National Museums of Scotland, as owners of the finds,
additionally provided considerable in-kind support.

Itisalso appropriate to acknowledge the limitations of
the archaeological approach that we took. These focused
on the sculpture, recovery of the fragments and gaining
and understanding of the sculpture’s immediate setting
(see above). Without the local political circumstances,



the fieldwork, and indeed post-excavation work,
would not have developed in the way that they did,
but on the other hand the project would probably
not have happened. There remain many unanswered
questions, and the largely unexplored site retains high
archaeological potential for addressing future broader
research questions and strategies, including some of
those posed in the conclusions of this study (Chapter
8). Meantime, we have developed beyond expectations
our appreciation of the art-historical significance of the
cross-slab (Chapter 5), and of its biography (Chapter
6). The wider implication is that we will all now look
in a different way at the work of Pictish sculptors, the
later uses of such monuments, and the values which
society has placed on these artistic achievements
through time.

Notes
1 Accession no NMS X.IB 189.

2 SAM index no 90320.

3 Foran introduction to the Picts see Carver 1999 and Foster
2004.

4  Henderson & Henderson 2004, 53.

5 Johnstone & Mykura 1989, illus 29, 136.

6 Cordiner 1780, 66.

7 RCAHMS 1979, 26, no 224.

8 Robbins 1996b; Alston 1999, 181.

9 Watson 1904, 44.

10 Macdonald & Gordon (1971, 59) suggest that the cholera
victims were buried at Cadbollmount; Miller (1889, 442)
states that the Hilton of Cadboll burial ground ‘seems’ to
have been used.

11 Pace Robbins 1996a, 10.

12 Cordiner 1780, 66. See also Cordiner 1795.

13 Stuart 1856, 10.

14 RCAHMS 1979, 26, no 224.

15 OS Name Book, Book 11, Fearn Parish, 33.

16  The site was already formally accessible to the public, since
it was in the care of Scottish Ministers.

17 Carver 1998, 1.

18 RCAHMS Archive E
J Borland.

19 Carver 1998, 9-10, 12, illus 2; Field Archaeology
Specialists Ltd 1998.

20 Robin Hanley in litt to Nick Bridgland, 10 January 1997.

21 The dowsing was undertaken in December 1996 by D L
Bates, at the invitation of Jane Durham (Bates & Durham
1996), and is reported by Carver (1998, 11): ‘A rectangular
plinth was said to have been detected at this location, in
which the stone would have stood facing west. The missing
portion of the stone was said to remain in position in this
plinth. The mound west of the chapel was interpreted as
the grave of a prominent person dated by dowsing to 724
AD. Dowsing dated the walls of the enclosure to 736 and
the chapel itself to 844 ap.

10517, drawn at 1:250 by

22

23

24

25
26

27

28
29

30

31

32

33

34

35

36

37

38

39
40

THE PROJECT

Kirkdale Archaeology 1998. Nick Bridgland, Inspector of
Ancient Monuments, initiated this work.

Not all of the opened area was excavated fully to the level
at which fragments were was encountered.

Kirkdale Archaeology 2000.

Kirkdale Archaeology 2001.

The initial area opened was 36sq m, but this was extended
when the lower portion was located on the edge of the
trench.

The original intention was to excavate 100sq m, but we
modified this during the course of excavation when the
complexities of the area around the lower portion were
recognised.

GUARD 2001.

Strictly speaking, the use of ‘cross-slab’ at this time
was incorrect. It was assumed (rightly) that the slab had
originally been a cross-slab, but proof awaited the recovery
of the buried lower portion of the original front (cross-)
face.

Foster (2001) explores the history of this issue in
Scotland.

Scottish Executive 1999; www.treasuretrove.org.uk.

This might include, for example, where the present
location of the sculpture is highly significant in terms of
its understanding and appreciation.

Foster 2001, 18.

This was incorrect. The fact that the lower portion was
still in the ground did not affect its status as a new find.
With the benefit of hindsight, there was nothing ambiguous
about ownership to clarify. The finds from the 1998 and
earlier 2001 excavations, which comprised new pieces from
the Hilton of Cadboll slab, as well as other artefacts, were
declared to the TTAP. They passed them to the FDP to
make a decision on because they came from a state-funded
excavation. In line with existing guidance, they disposed
them to the National Museums of Scotland. Again, with
hindsight, it might have been easier for all parties if we
had made a distinction at this earlier stage between the
new finds from the Hilton of Cadboll slab, which were
technically not ownerless, and the other artefacts, which
did need ownership defined. As it was, the finds from the
later season of 2001 work, in which we lifted the lower
portion, were subsequently formally declared to the
TTAP. In May 2002, the TTAP agreed not to recommend
the new finds from the slab for claiming by the Crown
under the Treasure Trove procedures because they are part
of an object that appears by the Panel to be owned by the
National Museums of Scotland. The Q&LTR endorsed
the Panel’s view in writing on 6 November 2003.

See Chapter 5 and Jones 2004 and 2005a & b for an
understanding of why it is difficult for some local parties
to be happy with this distinction.

Jones 2004; 2005a & b.

For a critique of the approach taken see Clarke forth-
coming.

Scottish Executive 2005.

The electronic database is lodged in the Arts and
Humanities Data Service, University of York: http://ahds.
acuk,
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Chapter 2

‘the work of a genuine artist’: a review of the art-historical literature
on the slab from Hilton of Cadboll up to 1998

ISABEL HENDERSON

This review traces the development of art-historical
perceptions of the defaced Hilton of Cadboll cross-slab
from the second quarter of the 19th century onwards,
first at its location on the Hilton chapel site, then at
Invergordon Castle, and finally in the Museum of
Scotland in Edinburgh. As it became more accessible,
as a consequence of its relocations, so also critical
appreciation of its significance in the history of Pictish
art has increased steadily.

2.1 ‘The obelisk at Hilton’

Apart, perhaps, from investigating the local Gaelic
names ascribed to what we now call Pictish sculpture,
it is difficult to give a balanced view of how a local
population in past times responded to its presence.
If, as now seems possible, the slab from Hilton had a
familiar Gaelic name, ‘Bardvour’, with the meaning,
‘Mary’s Meadow’, then when it was recorded it was not
thought necessary to include the usual adjunct ‘clach’,
‘stone’. The use of the truncated name ‘Bardvour’ to
identify the slab presupposes the awareness of a notably
large slab in this location, and may imply an awareness
of another locational name for a large slab at nearby
Shandwick, although here ‘clach’ regularly precedes
the location (see Chapter 6.5). Watson discusses the
components of the name Bard Mhoire in his collection
of the place-names of Ross and Cromarty." The slab,
of course, did not have the advantage of being a
prominent landmark, like the Shandwick slab, or being
in the eye every Sunday morning at the Parish Church,
like Nigg (at least after the 1830s), but the area seems
to have been one that the local Hilton community,
in the recent past, appreciated as a recreational area.
For a record of local response to the art carved on
the sculpture one has to turn to the works of Hugh
Miller, the self-taught Cromarty geologist and writer.

lustration 2.1

The Hilton of Cadboll cross-slab in the National Museum of
Scotland. The lower portion is reconstructed in metal (© Trustees
of the National Museums of Scotland)

Miller was curious about everything, observing in
minute detail, responding in a first-hand way and
always attempting a generalisation about man and his
condition. For periods of his early adult life he was a
stonemason and a sculptor by trade, and thus he was
bound to take note of such early sculptured stones as
came his way.

Miller had family connections in Nigg and he was
often in Easter Ross on the north side of the Cromarty
Firth. When reading his literary works it has always
to be remembered that he had the cast of mind of a
journalist who knew how to tell a good story and turn
a good phrase, and that some of his material is shaped
in a literary way to this end.

In Scenes and Legends of the North of Scotland, published
in 1835, Miller tells at length the story, current in
Easter Ross, of the erection of the monuments at
Hilton, Shandwick and Nigg by a Danish King, whose
sons, on a mission of revenge, had been drowned off
the coast (see Chapter 6.5). He considered this Easter
Ross tradition likely to be more authentic than the
alternative view, held south of the Moray Firth, that
monuments of this type were erected by the native
inhabitants to celebrate victories over the Danes.? In
fact, the Easter Ross ‘tradition’ is almost certainly
based on the pervasive, learned, antiquarian practice
of ascribing early-seeming artefacts and structures
of any quality to either the Romans or the Vikings.
For example, there had been a running controversy
from the early 18th century as to whether brochs were
the work of Scandinavians (Danes or Norwegians) or
of the native inhabitants. It was the ascription of the
Easter Ross monuments, by a learned person, to the
Danes, that inspired the story. It was not, as Miller
argued, worthy of respect because it was founded on
a belief belonging ‘to a district still peopled by the old
inhabitants of the country’.

In the description of the Hilton slab which follows
the telling of the princes’ story, Miller remarks that
it is less well known than the other two monuments
although it is perhaps ‘the most elegant of its class in
Scotland’. This easy generalisation (there is no evidence
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that he was aware of Pictish sculpture south of the
Grampians) appears to be based on his appreciation of
the borders of vine-scroll running the length of the
left and right sides of the broad face of the slab, which
he thinks of in terms of classical art. In his view it is
‘in a style of ornament that would hardly disgrace the
frieze of an Athenian portico’. His perception of the
Hilton vine-scroll as exotic and appropriate for frieze
decoration cannot be faulted. He makes the most of the
defacement, denigrating the work of ‘ some barbarous
mason of Ross’, and ruminating on various aspects of
the ‘laughable inscription’, which he transcribes in
full. His indignation may stem from the fact that as a
stonemason he could himself feel how outrageous was
the very act of defacing ornamental sculpture, but the
creation of the Duff memorial is a good story and there
is an element of relish in his telling of it.

The details of the more straightforward description
and interpretation of the Nigg cross-slab that follows
need not concern us here. In general he notes,
pertinently, the use of borders by both the sculptors
of Hilton and Nigg to contain their figural scenes. He
could not identify the hermit saints, Paul and Antony,
in the Nigg pediment, or more surprisingly David with
hislamb and harp on the reverse. His careful description
of the pediment with two ‘priest-like’ figures in an
attitude of a prayer, with a ‘wafer’ between them above
what may be ‘the sacramental cup’ shows just how close
he was to discerning the Eucharistic significance now
assigned to the scene. In the end, however, this man
of the Free Church, backs away from the notion of
the portrayal of the Mass, preferring ‘a treaty of peace
between rival chiefs’ whose locks curl ‘upon their
shoulders in unclerical confusion’. Oddly, he supports
this secular interpretation with the observation that
this would account for the preservation of a monument
of ‘a people so little beloved [the Danes]’, for the visual
record of the treaty would be important to the natives.®
Miller’s interpretations show that he had an observant
eye but little knowledge of Christian art. His natural
tendency of mind made him want the monuments to
have local significance at the time of their erection.
The advocacy for contemporary local significance
being a function of Pictish sculpture was not to appear
again in the literature on the art of the Picts, in any
fully developed form, until the 1980s. Although we do
not hear any more of the two local chiefs on the Nigg
slab, the subject-matter of the Hilton of Cadboll slab
featuresstrongly in 20th-century discussions that favour
sociological rather than theological interpretations of
Pictish sculpture.
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In a later work first published in 1854, My Schools
and Schoolmasters, Miller gives a tantalising account
of ‘a very elaborate set of drawings’ of the art of the
Easter Ross monuments made by a friend of his young
manhood, William Ross, who was about five years
his senior (1797—c1830).* Ross lived in very straitened
circumstances in Nigg. He had been apprenticed as
a housepainter, but his health prevented him from
making a living from this trade. He had a talent for
drawing and Miller took a great interest in his work.
His drawings of sculpture, seen by Miller in the early
1820s, were not, Miller writes, mere ‘picturesque
approximations’. Ross made separate drawings of
each panel, working out the mathematical framework
that formed the groundwork of the designs before
embarking on the drawing of the whole face. Miller
felt that with such a set of drawings he himself could
have learned how to carve in this ‘complex ancient
style’.

Again the story of the sick and impoverished Ross,
‘a poor friendless lad of genius ... anticipating the
labours of antiquarian societies’ is given full dramatic
effect by Miller, but he and Ross were kindred spirits
in respect for exactitude and there is no reason to
doubt that Ross’s drawings did indeed anticipate the
mathematical methods of J Romilly Allen which,
more than half a century later, were set out in Part II
of The Early Christian Monuments of Scotland, and were
to remain such an important aid to study of Insular
sculpture in general.

Miller’s accounts are evidence that he and Ross,
both of whom lived locally and saw the monuments
regularly, were alarmed by the weathering of the
Easter Ross sculpture and were intellectually curious
about its art and craft. But they were probably
exceptional, and the general local understanding
of the Hilton of Cadboll slab in the first half of the
19th century was probably in the main limited to its
role in the ‘three princes’ folk-tale, which present-
day writers of popular guides keep alive for its own
sake. Although, as we have seen, the ‘tradition’ of
Hilton being one of the three monuments erected
by a Danish king is fundamentally the creation of
early scholarship, and not of folk memory, the story
is still told, and it undoubtedly has had the effect at
all periods of bonding the three monuments, Hilton,
Shandwick and Nigg together, in local, otherwise
uninformed, perceptions. Both Scenes and Legends and
My Schools and Schoolmasters were immensely popular
with all classes of society in Scotland, and there can be
no doubt that they brought what Miller termed ‘the



obelisks of Easter Ross’ to the attention of many who
otherwise would have been unaware of them. Those
whose curiosity was aroused were soon to get a much
more interesting evaluation of Easter Ross sculpture
from the ‘labours’ of an antiquarian society.

In 1856, just two years after the publication of My
Schools and School Masters, the first volume of John
Stuart’s Sculptured Stones of Scotland was published by
the Spalding Club of Aberdeen, one of the antiquarian
societies that Miller had in mind. The second, more
discursive, volume appeared 11 years later.® Stuart’s
work covered all of Scotland and in particular was
recognised as the first publication to do justice to the
northern sculpture. The second volume was almost
too ambitious, covering all aspects of the context
of the sculpture including associated archaeology
and historical sources. Most significantly Stuart
demonstrated the degree to which the sculpture
shared the decorative repertoire of early illuminated
manuscripts such as the Lindisfarne Gospels and the
Book of Kells. The connection put paid to the theory
of Danish origin. In the introduction to the facsimile
of the Book of Deer, published by the Spalding Club
two years later, Stuart takes the question of origins
a step further: ‘Are we to ascribe the Book of Deer
to an Irish or a Pictish origin?’® Using his deep
knowledge of the sculpture, and aware of the recently
published ‘great work’ of ] O Westwood, Facsimiles of
the Miniatures and Ornaments of Anglo-Saxon and Irish
Manuscripts, Stuart makes a very reasonable case for
the manuscript being the work of a Pictish scribe.
This is still an open question, but Stuart’s argument is
strengthened by the significant number of references
to both volumes of his own ‘great work’, and a natural
context for the art of the Picts in the early manuscript
art of Great Britain and Ireland could no longer be
ignored. In many respects the publication of facsimiles
of the manuscripts by Westwood in 1868 was the
greatest single factor in bringing Pictish sculpture into
the domain of contemporary art in Great Britain and
Ireland.” To realise that manuscript art provided a key
to the understanding of the art of the cross-slabs, and
even to some of the animal art on the symbol stones, to
a large extent unlocked the mystery. Without the need
for argument, the connections were revealed, whether
it was specifically the lion of St John in the Book
of Durrow, the animal ornament in the Lindisfarne
Gospels, or the ornamental repertoire generally. The
repertoire included all the decorative patterns used
on the reverse of the Hilton slab, including inhabited
vine-scroll.

‘THE WORK OF A GENUINE ARTIST’

Stuart’s fieldwork in Easter Ross led to the taking
down and repositioning correctly of the two surviving
fragments of the Nigg cross-slab. Regrettably there
was no such re-presentation of the Hilton slab, which
he records as being in a lean-to shed at the Chapel.
On the other hand, he makes no reference to the slab
being exposed to any particular danger, and the shed
will have played its part in protecting the carving
from the elements. Thanks to recent research we now
know a good deal about how Stuart worked with his
illustrator, A Gibb, in order to achieve ‘scrupulous
accuracy in detail’.® Gibb’s lithograph of the Hilton of
Cadboll slab was ‘Drawn from nature’ in 1853 (illus
6.5). It is an extremely good record. The weakest
part of the drawing, understandably, is the left-hand
border of vine-scroll. He is aware that the design
differs from that of the right-hand but he expects
it to have a similarly undulating stem and so misses
the characteristic angularity of its structure. Gibb’s
drawings did not make good the worn parts of the
carving and thus it is an accurate record of the state
of the slab some time before it was moved from the
site. The damage to the top edge is clearly recorded.
Gibb’s drawing must have been made in favourable
conditions, with good light and an unobscured view.
Perhaps the nature of ‘the lean-to shed’ needs to be
reassessed.

The Spalding Club imprint ensured that Stuart’s
volumes reached both the libraries of its members,
and many research libraries and institutions in and
outwith Scotland. The Hilton of Cadboll slab was
now available for wider art-historical study. Stuart also
published an account and illustration of the fragment
from Portmahomack, Tarbat, which is carved with a
vine-scroll border very similar indeed to that on Hilton
of Cadboll. It was drawn by P A Jastrz¢bski and, even
allowing for the obscurity of the figural sculpture,
it is a poor effort. Nevertheless the drawing existed,
showing a carving essential to the understanding of
the options open to the Hilton of Cadboll sculptor.

2.2 ‘now at Invergordon’

The Welshman, ] Romilly Allen, used Stuart’s
volumes to guide him in his first expeditions to see
for himself the sculptured stones of Scotland. Allen
respected Stuart’s work but he came to the conclusion
that something rather different was needed if the
subject was to be advanced. In this he was supported
by Joseph Anderson, the Secretary of the Society
of Antiquaries of Scotland. The first paragraph of
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Anderson’s introduction to their joint publication
in 1903, The Early Christian Monuments of Scotland,
sets out their objectives: an attempt was to be made
to deal scientifically with the monuments in order
that systematic knowledge of them could be made
available. Allen would make an archaeological survey
and Anderson would call attention to its systematised
results by means of the Rhind Lectureship.” It did not
quite work out so neatly, but basically both authors were
of the same mind: the survey should be disciplined,
and the facts obtained from the survey should be kept
separate from their interpretation. Both men had wide
knowledge of other contemporary art and experience
of photography; the age of the local anecdote, and of
lithography was over.

How did their approach affect study of the Hilton of
Cadboll slab? In the 1890s Allen came to Easter Ross
to check Stuart’s texts and illustrations and to make
his own descriptions. He made rubbings, which, if
photography were to prove impractical, could form the
basis for line drawings. By this period there were a great
many interested local people in Easter Ross, mostly
lawyers, medical doctors, and parish ministers, eager
to assist. Notable among these was the Reverend Dr
J M Joass, of Golspie, an active amateur archaeologist,
who was the honorary curator of the antiquities in
Dunrobin Castle museum. Allen will not have been
pleased when he learned that the slab had been moved
from Hilton to the drive of Invergordon Castle. He
disapproved strongly of monuments being moved
from their find-spots unless they were in danger, or
difficult of access for study.!” Allen was dismayed at
the fragile state of the carving, which after a second
visit he believed was deteriorating fast. The position
at Invergordon Castle was exposed, and clearly Allen
thought that the slab should have been indoors. He
records that, at Invergordon, the Tarbat fragment with
the vine-scroll was placed alongside the slab, a display
desideratum yet to be achieved. Allen made full-scale
rubbings of the slab, including the vine-scrolls, which
he later inked over (see illus 4.19). One would have
expected these to appear as drawings in part III of
Allen and Anderson, for there were, after all, drawings
supplementing the photographs of Shandwick and
Nigg. Unlike Gibb, Allen, in his unpublished rubbing,
reproduces accurately the angularity of the design in
the left-hand border. He understood exactly how
it worked. However, he was content to illustrate
Hilton and the Tarbat fragment with vine-scroll
with photographs supplied by Mr David Whyte of

Inverness.

16

The description of the carving on the slab is typically
thorough except in respect of the vine-scroll which he
restricts to a generalised comment, describing them
as ‘beautiful scrolls of foliage springing from a single
undulating stem and involving winged beasts and
dragonsin everyscroll’" Perhaps he felt that his drawing
was insufficiently informative, or more probably, he was
aware of the wearisome nature of descriptions of forms
which have no geometrical structure. His description of
the hunting scene highlights its characteristic features,
features that were to be debated repeatedly in future
studies: the female rider seated frontally; her long hair;
the fact that she seems to be holding something in her
hands as well as the reins; the double outline of her
horse conveying the presence of another rider abreast;
the trumpeters, to be compared to those on the back
of the slab at Aberlemno, known as Roadside or
no 3. Allen reserves ‘art-historical” comment on vine-
scroll to the description of the motif on the Tarbat
fragment.'? In a rare comment on chronology he notes
that the similarities of the vine-scrolls on the Hilton
of Cadboll slab and the Tarbat fragment were so great
that they must be contemporary, ‘the work of the same
school of design’.

Allen reserved his more general views on Pictish
vine-scrolls to his extended discussion of St Vigeans
no 1, the ‘Drosten stone’.'® Here, a vine-scroll is carved
on a narrow face of the slab. Its upper reaches have a
small ‘inhabitant’, which Allen appears to have missed.
However, he notes that this kind of ornament is
specially characteristic of the Anglian sculptures of the
‘ancient kingdom of Northumbria’ but that it is also
found on Mercian sculpture. He rightly compares the
art of St Vigeans no 1 to the decoration of the Insular
gospel-book known as the Codex Aureus of Stockholm,
‘especially the foliage and reptilian creatures on the ‘Xpi
autem’ initial page of St Matthew’s Gospel’, footnoting
the analogy to a plate in Westwood’s Miniatures. He
points out that the St Vigeans slab ‘affords evidence
that scroll foliage, the symbols, and spiral ornament
of the best quality were, at all events, in this instance,
contemporaneous, as also on the upright cross-slab at
Hilton of Cadboll, Ross-shire’. This careful wording
has in mind Anderson’s view that, while scroll-foliage
was an indicator of ‘lateness’, spiral ornament was
‘early’.

The presence of scroll foliage was important to
Anderson as a means of placing the manuscripts in
chronological order. In a fully referenced discussion
in the introduction to chapter IV of part I of The Early
Christian Monuments of Scotland Anderson, to his credit,



opted for the Book of Durrow preceding in date the
Lindistarne Gospels, with the Book of Kells latest of
all, the order accepted today.'* The presence in the
Book of Kells of foliate ornament he felt supported this
chronology, and in this respect the Hilton of Cadboll
vine-scrollis recognised by both Allen and Anderson as
having a crucial role in understanding the relationship
of Pictish sculpture to the art of the manuscripts,
carrying with it significant implications for its own
chronology. The difficulty, which still remains an
impediment in art-historical study, is the absolute
dating of the manuscripts. They are the problem, not
Pictish sculpture. For the Codex Aureus, for example,
Allen had to rely on a dating as vague as ‘earlier than
AD 871" for a manuscript now dated to the mid-eighth
century.” Anderson gave due weight to the arguments
of the palacographers, carefully considering their views
and citing dated Anglo-Saxon charter evidence of the
eighth century as having a bearing on the dating of the
Book of Kells. As always, the thoroughness and logic of
the discussions of both Allen and Anderson astonishes.
Anderson was determined to make a review of all the
evidence, including what he considered to be relevant
datable historical events, and thus to be able to offer a
fixed conclusion about the dating, and technical and
artistic linear development of the sculpture. Admirable
though it was, this objective was premature, and Allen
distanced himself from it.

Reviewers of Allen and Anderson were for the most
part not users of it. Had they been users, they would
have understood the usefulness of Allen’s detailed
analyses of the ornamental patterns that they considered
otiose. The analyses were not self-standing to be read
in 1solation. It is true that Allen’s clear accounts of the
prehistoric origins of the patterns and his breadth of
analogy had sometimes no direct bearing on the study
of the sculpture, but the analyses of the ornamental
designs carved on the monuments were an essential
part of the descriptive list of the monuments, making
for briefer entries in the main text, and at a glance,
revealing regional connections and wider art historical
context. Allen knew at first hand much of the sculpture
of Great Britain and Ireland, and for manuscripts he
had Westwood. Anderson remained the authority for
metalwork and this was fully covered in part I.

We can see how this systematic study advanced
perceptions of the art of the reverse of the Hilton of
Cadboll cross-slab. Spiral pattern no 1078 is a schematic
drawing of how its spiral panel was constructed, and
shows what it would have looked like when complete.
Pattern no 1079, of Shandwick’s spiral panel, is drawn

‘THE WORK OF A GENUINE ARTIST’

beside it, in order that the similarities and differences
of these panels on two proximate monuments are made
apparent. Drawings of other rectangular panels with
spiral ornament arranged round a centre, pattern nos
1069 to 1085, include the two superlative spiral panels
on Nigg. They also include related panels of spirals in the
Book of Kells, the Lindisfarne Gospels and the Book of
Armagh. The pattern analyses also heighten awareness
of other spiral designs of this nature on sculpture outwith
Ross-shire, for example at Glenferness in Moray, at St
Vigeans in Angus, at Meigle in Perthshire, at Golspie
and Clyne in Sutherland, and Skinnet in Caithness. All
this readily accessible information broadens perspectives
of the sculpture of Easter Ross. Similarly the interlace
pattern used to fill the two disc symbols on the Hilton
of Cadboll slab, pattern no 792, and related patterns
nos 791-93, is shown to be found carved at Nigg, at
Tullylease, Co Cork, at Lastingham, North Yorkshire,
and used on the Monymusk Reliquary and the Rogart
brooch. The common spiral pattern no 1096 found on
the Hilton of Cadboll double disc symbol is found on
other Pictish sculpture, grave slabs in Clonmacnois,
hanging-bowl escutcheons, and in the carpet pages of
the Book of Durrow and the Lindisfarne Gospels. Today
such a sharing of basic repertoire is taken for granted
and we know that Allen did not intend to imply any
direct connection between these art productions, but
in Allen’s time the listing of analogous patterns securely
bedded down Pictish sculpture in art of all media in the
British Isles from 600 to 900. His observation of more
specific connections is still at the heart of understanding
the art of the Hilton of Cadboll slab. For example,
Allen writes, ‘It is evident from the foregoing analysis
of the key-patterns how very close a resemblance there
is between the Ross-shire group of erect cross slabs
and the Book of Kells.** It took many years for this
observation to be taken up by an art-historian. Part of
the key pattern analysis is Allen’s account of the central
section of the interior decoration of the crescent symbol
on the Hilton of Cadboll slab. Allen observed, what is
obvious after it has been pointed out, that the curve of
the crescent symbol was part of a circle, an annular ring.
The geometry of the crescent is drawn out in pattern
no 1022. Much Pictish sculpture has still to be studied
at this level of detail. Allen’s observation allows us to
see the Pictish sculptor at work adapting (a word which
appears throughout the pattern analysis) the repertoire
to fit the requirements of his own creativity.

The publication of The Early Christian Monuments
of Scotland, preceded by the work of Anderson
in his Rhind Lectures, was thus not only an
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‘Archaeological Survey’ followed by a ‘Descriptive
List, with Illustrations’, the results of which would be
commented on in an Introduction, but was also the
beginning of the detailed study of the ‘Art Relations
of the Monuments’, what is now called art-history, set
in the context of early medieval art of all media in the
British Isles and of other relevant scholarly disciplines."”
In one important particular, it established that Pictish
sculpture had connections with a number of aspects
of the art of the Book of Kells, an important instance
of which was the presence of scroll foliage, itself of
Northumbrian origin, but found on the Hilton of
Cadboll slab, and in the manuscript, providing a clear
example of what, is now called ‘Insular art’ in action.

2.3 ‘now safely preserved in the
National Museum at Edinburgh’

In 1924, Early English Ornament, a major study on
vine-scroll, was published by the Danish scholar,
J Brondsted. He regarded the vine-scroll motif as an
important guide to the chronology of Anglo-Saxon
sculpture and proposed a linear development for the
inhabited vine-scroll motif. He reproduced the right-
hand border of vine-scroll on Hilton of Cadboll
from Gibb’s drawing in Stuart, describing it as an
‘interesting imitation which has somewhat of an Irish
stamp, of the vine pattern still in its coherent shape’.'®
He notes also the vine-scrolls at Tarbat and Crieff,
both with references to Stuart. Brendsted only refers
to his admiration for the scope of The Early Christian
Monuments of Scotland in his discussion of English
vine-scrolls. Presumably the photographs published
there were not sufficiently clear to use in his analysis.
Although it was important that there was an illustration
of Hilton in such a magisterial work, his perceptions
belong to the period before Allen and Anderson and
the relocation of the slab to Edinburgh.

In 1936, around 15 years after the arrival of the
Hilton of Cadboll slab in Edinburgh, the first of a group
of articles of the late 1930s and early 1940s appeared.
Only one directly concerned the slab but they were
all important and lastingly influential, in a number of
respects. All but one were published outside Scotland,
four in the journal Antiquity and one in the Gazette des
Beaux-Arts. Three of the authors were scholars who
were emerging as major art-historians of international
significance.

The first paper, in Antiquity, was by Cecil Mowbray,
who under her married name, Mrs C L Curle, was
to become an important figure in the study of Pictish
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sculpture. In this, her first paper, ‘Eastern influence in
the St Andrews Sarcophagus and the Nigg cross-slab’,
she acknowledges the help of her friend, Francoise
Henry, an art-historian trained at the Sorbonne under
Henri Focillon, who had just published her definitive
survey, La sculpture irlandaise.' Henry was to become
the universally acknowledged expert on all aspects of
early Irish art until her death in 1982.

The eastern influences proposed were new and
surprising, and on the whole convincing, but Cecil
Mowbray was at a loss to reconcile her primitivising
view of the Picts with their presence on the monu-
ments. This was the first study that firmly attributed
developments in Pictish sculpture almost exclusively to
Irish influence. She considered St Andrews and Nigg to
be too far apart geographically to be in direct contact,
and suggested that possibly the intermediary which
made such exotic models available ‘by accident’ was
Iona.?” The Hilton of Cadboll slab is mentioned only
in connection with the trumpeters on the Aberlemno
Roadside slab (no 3), which she believed were derived
from the Hilton panel. Allen had of course noticed the
similarity but with typical reserve described them as
merely ‘like’.

In the same year in the same journal Ernst
Kitzinger, a German refugee scholar, working under
T D Kendrick in The British Museum, and later to
become a world authority on Early Christian and
early Byzantine art, published an article on vine-scroll
ornament on Anglo-Saxon sculpture. Kitzinger was in
touch with Cecil Mowbray, and had usefully drawn her
attention to animal ornament on the Northumbrian
Rothbury Cross, which he thought relevant for the
animal ornament of the St Andrews Sarcophagus.
In his article in Antiquity he writes in the context of
the widely perceived urgent need for a survey of all
types of decoration on Anglo-Saxon monuments so
that they could be collated with each other to form
the basis of a chronological system. He points with
approval to the methodology of Henry’s La sculpture
irlandaise. Kitzinger’s paper demonstrated convincingly
the ultimately oriental origins of the vine-scroll motif
and it is still a necessary first point of reference for later
studies.?!

The following year, again in the same journal, a
well-illustrated note by O G S Crawford, Ordnance
Survey Archaeology Officer, by way of a supplement to
Kitzinger’s paper, drew attention to examples of vine-
scroll on Scottish monuments. Of the examples north of
the Forth he inevitably singles out examples of the motif
on the Hilton slab and the Tarbat fragment as ‘the most



remarkable’. Of the Hilton slab he writes eloquently,
‘The whole carving is admirably executed; it is a work
of real beauty, with its well-balanced designs, and is
the work of a genuine artist.”** His analysis of the vine-
stems at Hilton, illustrated by an excellent photographic
detail of the right-hand border, are generalised, but he
attempts to define the difference of the Tarbat vine,
which he regards as more attenuated and stylised. Even
s0, he felt that they might be by the same sculptor. Like
Allen before him, he believes that the closest analogy
for the Ross-shire inhabited vine-scroll design is to be
found on the fragment of a shaft from St Peter’s, York
now known as St Leonard’s Place 2 (see illus 5.58).
Depending on Collingwood’s dates for Anglo-Saxon
sculpture, he concludes that the Yorkshire fragment
falls within the period ap 800-50. He regards the
resemblance to be so close that the Hilton slab cannot
be dated earlier than the ninth century. Crawford notes
the coastal distribution of his examples of vine-scroll
on monuments north of the Forth, something that he
feels can be explained by easy communication by sea
along the east coast from Northumbria. Crawford’s
tone is authoritative: the vine-scroll motif in Scotland
is isolated and to be attributed solely to Northumbrian
influence. He achieves this certainty in his short
note by restricting his comparisons to vine-scroll in
Northumbrian sculpture. Unlike Allen and Anderson
he ignores the implications of vine-scroll on Mercian
and Irish sculpture and in manuscript illumination.
The publication in 1938 of the Ordnance Survey map
of Britain in the Dark Ages (North Sheet) contained a
distribution map of the occurrence of the vine-scroll
motif on relief-carved slabs in eastern Scotland. The
edges of the front cover of the map had a Bewecastle
vine-scroll on the left, and the right-hand vine-scroll
from Hilton on the right. In the introduction Miss C L
Mowbray was thanked for her work. She had provided
a list of incised symbol stones for including on the map.
Symbol-bearing cross-slabs were not mapped.

Mrs Curle’s long paper, ‘The Chronology of
the Early Christian Monuments of Scotland’, was
published in Scotland, appropriately, in the Proceedings
of the Society of Antiquaries of Scotland in the volume
for 1939-40. Her aim was to establish a detailed
chronology, something Allen had shied away from,
and Anderson, essentially, had related to broad
historical periods. She acknowledges the fundamental
importance of The Early Christian Monuments of Scotland
but accepts that no ‘very precise dating was at that time
possible’.?* She lists the studies of Irish and English art
currently available which make the opportunities for

‘THE WORK OF A GENUINE ARTIST’

comparative study much greater. The details of her
overall chronology need not concern us here. Hilton
of Cadboll appears in a class called Elaborate Eastern
Monuments along with the St Andrews Sarcophagus,
Nigg, Rosemarkie, Shandwick, Aberlemno Roadside
and the Tarbat fragments. As a class she dates these
monuments to the late eighth or early ninth century.
She strengthens the links between the St Andrews
Sarcophagus and the Nigg slab published in her earlier
paper by more detailed observations on the animal
ornament on the Nigg cross-head. Without attempting
any characterisation of the vine and its inhabitants
she simply accepts Crawfords’s view that the Hilton
of Cadboll and Tarbat vine-scrolls are versions of the
Northumbrian vine-scroll of the type found at St
Peter’s York, their style, however, being ‘Celticised’.
More interesting is her response to the hunting-
scene panel. She considers it to be a ‘new version’ of
the Pictish hunting scene because of the novelty of the
framing of the scene, its compactness within a panel,
the presence of a woman rider, and the trumpeters.
In her account of Aberlemno Roadside (no 3), part
of her grouping, she sees the hunt there as a slightly
altered version of the scene on Hilton of Cadboll.
To Mrs Curle must go the credit for first recording
the presence of the bearded profile of the face of
the rider behind the women sitting frontally on her
mount. She considers that the riders on the top of the
reverse of Meigle no 2 are similar to the Hilton of
Cadboll composition, presumably because here too
riders are shown riding abreast by the simple device
of contouring. She suggests that the similarity can
be accounted for by access to an ‘eastern source’. An
eastern source is also proposed for the trumpeters.
Her account of the Pictish symbols on the slab goes
no further than Anderson’s view that on ‘later’ slabs
they became larger, were treated as decorative fields,
and were limited to the principal symbols. She has
nothing to say about the spiral panel. Rightly, she
focuses on the lettering style of the inscription from
Tarbat as important for understanding the context
of the art of the tall slabs of Easter Ross, but her
arguments, endorsed by Francoise Henry, accounting
for the inscription and other Tarbat sculpture as the
production of an off-shoot of a monastery in southern
Ireland are flawed and seriously misleading.?* It was
Mrs Curle too who formulated the oft-repeated view
that the Picts were uninterested in Christian themes,
and that what Christian themes they represented were
turned into motives that are decorative rather than
iconographical, far from their early Christian meaning
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as symbols of deliverance and redemption. Whether
she meant to include the omnipresent decorated
cross in this assessment is not clear. The system of
symbolism, she writes in her concluding sentence, is
‘one of the strangest features in the strange episode in
Christian art which the Pictish monuments present’.
In spite of its heavily Irish bias and a view of Pictish
culture as essentially primitive, Mrs Curle’s paper was
an ambitious and necessary attempt to bring discussion
of Pictish sculpture up to contemporary art-historical
standards.

Mrs Curle’s chronology was disparaged by C A R
Radford, at the time an influential Member of the
Royal Commission on Ancient Monuments in Wales,
in Antiquity for 1942.% His preferred chronological
scheme was very different. He dated Hilton of Cadboll
to ¢800 along with slabs which included Meigle no
2 and Dunfallandy, but Nigg and the St Andrews
Sarcophagus were dated to the first half of the 10th
century, a late date he largely supported by historical
circumstances. For many years Radford’s late dating
was displayed prominently in front of the St Andrews
Sarcophagus in the Cathedral Museum.

The final paper in this lively burst of activity was a
joint paper by Mrs Curle and Francoise Henry entitled
‘Early Christian Art in Scotland’ and published in
the Gazette des Beaux-Arts a year later. It has the great
benefit of Francoise Henry’s unsurpassed powers
of description. The Hilton of Cadboll slab does not
feature, but Pictish sculpture is given a significantly
more positive role. The raised snake-bosses on the St
Andrews Sarcophagus, on Nigg, and on the crosses
of Tona are seen as inspirational for some pages of the
Book of Kells. It is suggested that this ‘richer style’
passed from St Andrews and Nigg to Iona. Through
Iona it was introduced into Irish art helping ‘the Irish
sculptors’ to achieve ‘more sensitive modelling’.? It
is the Pictish sculptors who have developed skills in
relief, and St Andrews that has the exotic models in
its treasury, not lona. In her many later publications
Franc¢oise Henry, while not altogether ignoring Pictish
sculpture, did not refer again to this view of its possibly
influential role in Irish art.

More than 10 years passed before another major
study of Pictish art appeared. The publication in 1955
of a set of essays by scholars of different disciplines,
The Problem of the Picts, edited by F T Wainwright,
was an en