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WILD MEN IN THE MISERICORDS OF

ST. MARY’S CHURCH, BEVERLEY

by Bruce Moore

Beverley in Yorkshire is fortunate to have two fine sets of medieval misericords: the

Minster has sixty-three (dating from 1520) and the church of St. Mary has twenty-

three (dating from c. 1445). The misericords of the Minster have received a fair

amount of attention, most notably by T. Tindall Wildridge. 1 The misericords of

St. Mary’s have received relatively less attention. This is unfortunate, since three of

them provide some interesting evidence for the development of the ‘wild-man’ or

‘wodewose’ motif in English art and literature. These three are described by

G. L. Remnant thus:

North sidefrom west ... 5. Two wodehouses with clubs; on either side a dragon. Supporters:

Left and Right, leaf with dragon in centre...

South side from west ... 10. Wodehouse between two lions; dragons under his feet.

Supporters: Left and Right, leaf.... 13. Fox transfixed by a large arrow is proffering a bag

to a monkey that is pouring liquid on the fox’s head. At the side of the fox stands a

wodehouse with a bow in his hand. Supporters: Left and Right, foliate face.
2

The first two of these misericords have been described and interpreted in somewhat
confusing ways. Remnant claims that in the misericord with the wild-man between two

lions there are ‘dragons’ below his feet; these creatures, however, are clearly wyverns.

In his Guide to Church Woodcarvings J. C. D. Smith provides a good reproduction of this

misericord, and comments: ‘This misericord shows a wodehouse, or wild man of the

woods, between two lions. Below are two wyverns. All these creatures were symbols of

evil, although the lion could also be a symbol of good’.
3 A very different reading is

offered by Francis Bond: ‘a wodehouse with a club tramples on the heads of two

writhing wyverns, symbolising the triumph of Christ over the devil; the wodehouse is

flanked by two lions - in this case taking the side of righteousness - who pat him on the

back’.

4

It is true that the lion has varying iconographical significance. The Physiologus

tradition provides three legends: 3 the lion covers his tracks with his tail to prevent

pursuit by hunters, and this symbolizes Christ who concealed his divinity when he

became man; the lion sleeps with his eyes open, and this is a symbol of vigilance, and

1. T. Tindall Wildridge, The Misereres of Beverley Minster (Hull, 1879). See also Christa Grossinger, ‘The

Misericords in Beverley Minster: their relationship to other Misericords and Fifteenth-Century Prints’,

in Medieval Art and Architecture in the East Riding oj Yorkshire, ed. Christopher Wilson, British

Archaeological Association (London, 1989), 186-194.

2. G. L. Remnant, A Catalogue ofMisericords in Great Britain (Oxford, 1969), 177-78. Subsequently cited as

Remnant 1969. I am grateful to the Vicar and Churchwardens of St. Mary’s Church, Beverley, for

permission to reproduce the photographs of the misericords.

3. j.C.D. Smith, A Guide to Church Woodcarvings: Misericords and Bench-ends (Newton Abbot, 1974), 94.

4. Francis Bond, Wood Carvings in English Churches. 1. - Misericords (London, 1910), 62-63. Subsequently cited

as Bond 1910.

5. Summarized, including quotation, from Bond 1910, 22-6.
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Lig. 1. St. Mary’s Church, Beverley: misericord with wildmen between wyverns.

Lig. 2. Misericord with wildman between lions, wyverns below their feet.

also of Christ (‘Our Lord slept with his body in the grave, but His spirit was awake at

the right hand of God’); the cubs of the lioness are born dead, but after three days the

lion roars or breathes over them and brings them to life, thus symbolizing the

Resurrection. The lion is also the symbol of St. Mark. When the lion is depicted

fighting such monsters as dragons, it can be assumed that it represents good. Yet the

lion can also represent evil. Bond explains: ‘Unfortunately he also symbolises the Devil,

who “goeth about like a roaring lion, seeking whom he may devour.” Moreover Daniel

was thrown into a lions’ den; and both Samson and David won renown for throttling

lions. And it was written of the good man, “Because thou hast made the Most High thy

habitation, thou shalt tread upon the lion and adder; the young lion and the dragon

shalt thou trample under feet ”. 6 The wild-man carries with him a comparable variety

6. Bond 1910, 26.
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of iconographical significance. As will be documented below, in English art from the

fourteenth to the sixteenth centuries he may be depicted as a grotesque, and therefore

potentially if not actually evil. Yet the artists of this time also had available to them a

very different tradition, one in which the wild-man symbolizes positive forces.

This second tradition is perhaps most evident in a group of fifteenth-century East

Anglian fonts. Bond describes them thus: ‘The essentials of the design are the

arrangement on the panels of the bowl of shields, Tudor roses, the symbols of the

Evangelists or demi-angels: while round the pedestal stand (not in niches) lions,

“woodhouses,” angels, kings, queens or saints ’.
7
In such exalted company there is little

chance that these wild-men belong to the grotesque tradition. On a large number of

these fonts alternating wild men and lions surround the pedestal. Druce notes that

such fonts are found at Framlingham (Suffolk), Wymondham (Norfolk), Saxmundham
(Suffolk), and Halesworth (Suffolk ).

8 Cox and Harvey point to examples in Suffolk

(Chediston, Middleton, Theberton, and Wissett) and in Norfolk (Happisburgh and

Ludham ).
9 A similar positive association of wild-man and lion occurs in the second of

the St. Mary’s misericords noted above. On the fonts the figures have become so

formalized and statuesque that the significance of their association is taken for

granted (even if that significance is lost to a modern viewer). The major clue to the

significance, as will be explained below, may well be the St. Mary’s misericord.

The history of the wild man has been carefully documented by Bernheimer
,

10 and

more recently by White .

1

1

In the medieval period the wild-man is a paradoxical figure:

on the one hand, he is a grotesque symbol of all those energies which are regarded as

antithetical to human society, a symbol of humanity reduced to the less than human;
on the other hand, he is already on his way to becoming a symbol of energies which a

civilized society feels that it has lost, and as such he evidences an attitude towards the

wild-man which emerges fully fledged both in Spenser’s ‘saluage wight, of brutish kynd’

who nevertheless embodies ‘milde humanity, and perfect gentle mynd ’,
12 and in the

Noble Savage of the seventeenth and eighteenth century imagination. The tradition of

the wild-man as grotesque is typical of the way societies define their values by a process

of negation. In this tradition the wild-man defines what civilized human beings and
their society are not, for the wild-man is devoid of the traditional securities of

Christian society: ‘the securities of sex (as organized by the institution of the family),

sustenance (as provided by the political, social, and economic institutions), and salvation

(as provided by the Church). The Wild Man enjoys none of the advantages of civilized

sex, regularized social existence, or institutionalized grace ’. 11
It is this kind of

grotesque figure, a creature outside the ordered and sustaining bonds of society, that is

referred to in Sir Gawain and the Green Knight when Gawain is travelling through the

hostile environment of the world outside Camelot, and he struggles with ‘wormes’,

‘wolues’ and ‘wodwos ’.
14 The association of the ‘wodwos’ here with creatures which

7. Francis Bond, Fonts and Font Covers (1908; reprinted London, 1985), 255.

8. G. C. Druce, ‘The Stall Carvings in the Church of St. Mary of Charity, Faversham\ Archaeologia Cantiana

51 (1939), 23; he also suggests that the example at Staple (Kent) is an import from Suffolk.

9. J. Charles Cox and Alfred Harvey, English Church Furniture (London, 1907), 219.

10. Richard Bernheimer, Wild Men in the Middle Ages : A Study in Art, Sentiment, and Demonology (Cambridge,

Mass., 1952). Subsequently cited as Bernheimer 1952.

1 1. Hayden White, ‘The Forms of Wildness: Archaeology of an Idea’, in The Wild Man Within: An Image in

Western Thought from the Renaissance to Romanticism
,
ed. Edward Dudley and Maximillian E. Novak

(Pittsburgh, 1972), 3-38. Subsequently cited as White 1972.

12. The Faerie Qyeene, VI, v, 29, in The Poetical Works ofEdmund Spenser
,
ed. E. de Selincourt (Oxford, 1912).

13. See White 1972, 21.

14. Sir Gawain and the Green Knight, ed. J. R. R. Tolkien and E. V. Gordon, 2nd edn, revised by N. Davis

(Oxford, 1967), lines 720-21.
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attack and destroy civilization establishes the place of these wildmen in the grotesque

tradition. As early as the twelfth century, however, there are the beginnings of another

tradition in which the wild-man appears as a creature who cares for animals, has an

intimate knowledge of the natural world, and shares some of his knowledge of the

secrets of nature with man. In contrast with the problems of human society, the wild-

man’s existence in this tradition is seen as innocent and idyllic, a state of freedom,

and a symbol of those qualities which human society has lost.
15

In Sir Gawain and the

Green Knight it is the Green Knight who bears some resemblance to this positive figure.

The changing attitude is perhaps reflected in the appearance of the wild-man in

theatrical contexts. On the Continent as early as the thirteenth century there are

references to Wild Man plays,
16 and in England in the fifteenth century the wildman

becomes closely associated with civic shows and processions.
17

In England in the

fourteenth century the wild-man also appears in a theatrical context - in the court

masque. In the Wardrobe Accounts for 1348 there is a reference to a Christmas
disguising which required costumes for wild-men. Among the 65 ‘viseres’ required for

the ‘ludos Regis’ are ‘xij capita de wodewose’. 18 There are two other references to wild-

men in the Wardrobe Accounts from this period. In 1348 Edward III was provided with

two harnesses (i.e. armour for both man and horse) which included decoration of white

velvet with blue garters, and which was diapered throughout with ‘wodewoses’. 19
In

1352 Edward was provided with a crest of red velvet which was embroidered with wild-

men and branches in silk and pearls, and which was topped by a gold leopard. 20
It

seems likely that these items were for use in tournaments, 21 but it needs to be

emphasized that the costume of the period was in general becoming more and more
theatrical. The three references to wild-men suggest that Edward may have been using

them as an emblematic motif at this time, thus pointing to the increasing popularity of

the figure.

In the fourteenth century the wild-man could still provoke either of the diametrically

opposite responses noted above. Bernheimer points to two love caskets from the lower

Rhine region, both dating from the second half of the fourteenth century, which reflect

the duality of attitude.
22 One of the caskets depicts the abduction of a maiden by a

wild-man, who in turn is defeated by a knight who wins the lady because of his heroic

and chivalric efforts. The wild-man represents unruly passion, devoid of the proper

restraints of society, while the knight represents passion controlled and ordered by

means of the civilizing institution of chivalry. The second casket, however, shows the

wild-man defeated not by the knight, but by the civilizing and controlling influence of

the lady. This is still a sexual allegory, but one which admits that there is something

attractive about the natural energies of the wild-man, and which shows how such

15. White 1972, 22.

16. See Bernheimer 1952, 51-56.

17. See Robert Withington, English Pageantry: An Historical Outline
,
2 vols. (Cambridge, Mass., 1918-20),

vol. 1, 72-77.

18. Nicholas H. Nicolas, ‘Observations on the Institution of the Most Noble Order of the Garter’,

Archaeologia 31 (1846), 43. Subsequently cited as Nicolas 1846.

19. Nicolas 1846, 41.

20. Kay Staniland, ‘Medieval Courtly Splendour’, Costume 14 (1980), 20.

21. The Wardrobe Accounts often do not make the purpose of the items clear. While the materials required

for the two harnesses include leather, another harness provided in 1348, and decorated with Edward’s

current motto ‘Hay hay the Wythe swan by godes soule I am thy man’, was made of ‘bokeram’ (i.e. fine

linen) and ‘carde’. It appears in the Accounts between costumes for the Christmas play at Otford and

for the Epiphany play at Merton, suggesting that it was perhaps also a costume for use in the

disguisings.

22. Bernheimer 1952, 123-25, and Plates 31 and 32.
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energies may be channelled into socially acceptable forms. A similar duality may be

illustrated by two literary examples. The wild-man appears as the grotesque figure in

the illustrations to one of the French versions of the Romance ofAlexander, where he is

described: ‘Coment Alixandres trouva un home sauvage et le fist ardoir pour ce que il

navoit point dentendement mais estoit ansi comme une beste’.
24 The illustration shows

the wild-man as naked and hairy, and he is bound to a stake and about to be burned

because he is a man devoid of human understanding, a beast. At about the same time

(c.1300), however, a very different account of the wild-man appears in a French

bestiary.
24

It describes a tribe of savage people who live in the trees in order to protect

themselves from wild animals: ‘The savage man is quite naked, unless he has at some
time or other fought with a lion and killed it, and has clothed himself with the skin of

the lion’. In the allegorical exposition which follows this description, the wild-man

stands for the soul in opposition to the body:

As to the savage man fighting with the lion and killing it, and clothing himself with the

skin of the lion, this signifies that the soul fights so hard against its body that it conquers

it, and that it kills its body and destroys all the delights that it is wont to love in the

world. So the soul escapes from the hands of its enemy by the grace that God has given it,

just as the savage man conquers the lion by grace, and by his courage, and by the

endurance with which God has endowed him.

It is this allegory which provides the clue to the association of wild-men and lions in

English medieval art, especially on misericords, wherein the wild-man slays the lion.

The misericord at St. Mary’s which includes the wild-man and the lions, however, does

not depict the wild-man killing the lions, or even controlling them by force. Instead (as

explained in more detail below) it depicts them as being in harmony.

Both aspects of this dual tradition of the wild-man (the grotesque and the positive)

are reflected in English art from the fourteenth to the sixteenth century. In Queen

Mary’s Psalter from the beginning of the fourteenth century the wild-man is depicted as

a grotesque figure who is attacked by three dogs. 25 Among the fifteenth-century

misericords of Norwich Cathedral (Norfolk) there is one which depicts two wild-men

fighting with clubs. The late fifteenth-century misericords of St. George’s Chapel,

Windsor (Berkshire) include one which depicts a male wild-man astride a unicorn

tilting at a female ‘wodwose’ astride another animal. A similar comically grotesque

depiction occurs in an early sixteenth-century misericord from Manchester Cathedral

(Lancashire) where there is a fight between two wild-men, one mounted on a camel,

the other on a unicorn.

In other works, however, there is evidence of the wild-man’s transformation into a
c\ r

positive figure. These positive aspects of the wild-man are depicted on many
misericords. A late fourteenth-century misericord at St. Botolph’s Church, Boston

(Lincolnshire) shows an owl (a bird almost invariably symbolizing foolishness or evil)
27

with a captured mouse in its claws. Its face is directed towards the right supporter,

which depicts a wild-man who sprawls in the branches of a tree, his left leg up in the

23. G. C. Druce, ‘Some Abnormal and Composite Human Forms in English Church Architecture’,

Archaeol

J

72 (1915), 135-86. The quotation is from 164-65. Subsequently cited as Druce 1915.

24. The reference, and the following quotations, are from Druce 1915, 160-61.

25. The illustration is reproduced in Bernheimer 1952, Plate 5.

26. Druce 1915, 165, comments: ‘He becomes conventionalised, we may say almost standardised in

appearance, and blossoms out into great prominence under his English name of “wodewose”. Instead of

being naked or covered with rough hair, he appears as if clothed in tightly-fitting sheep-skins, and

generally bears a knotted branch or club’.

27. M. D. Anderson, The Medieval Carver (Cambridge, 1935), 135, notes: ‘Far from preserving its classical

status as the bird of wisdom, the owl was regarded as the symbol of perverse foolishness. Since it

preferred to move by night and cannot see by day, it represented the Jews wilfully preferring darkness’.
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air, his back turned to the owl, but his face turned towards it, as if watching warily. He
carries a branch-like cudgel which is directed at the owl. There is a bird in the

branches, also looking at the owl. At St. George’s Chapel, Windsor (Berkshire) a late

fifteenth-century misericord is described by Remnant in these terms: ‘Fox in gown and

hood (in which is a goose) stands in pulpit holding a goose by the neck and preaches to

two other geese. An ape in a bush aims at him with a crossbow. Supporters: Left, man-
monster and dragon. Right, wodehouse with spear pointed at the ape’.

28 One might

add that the goose in the fox’s hood is craning its head backwards to look at two dead

geese concealed behind the fox’s pulpit. One might add, too, that the ‘wodehouse’ or

wild-man in the dexter supporter is unusual enough to be quite remarkable. There is

in his depiction a blurring together of two quite antithetical elements - of ‘wildness’,

on the one hand, and of ‘civilizedness’, on the other. He is naked (from the waist

downwards) and his feet are bare, as befits a wild-man, but his legs and feet are

hairless: the long and shaggy animal-hair which usually characterises the wild-man is

absent from his lower limbs. The shaggy hair seems to be present, however, in the

upper half of his body which, uncharacteristically, is clad in a waist-length doublet

(possibly of cuir-bouilli) which seems to serve as armour: from beneath this doublet

flows a profusion of appropriately shaggy and animal-like hair, but this hair performs

the civilized function of concealing the wild-man’s buttocks and genitals and, what is

more, for all its ‘wildness’ it is carved to suggest a very short kilt. Above the neck of the

doublet the shaggy fur is again to be seen, blending into the wild-man beard and the

long mane of hair on the head; but on that head is a helmet-like hat, possibly once

again of cuir-bouilli. Finally, instead of a conventional cudgel or club, the wild-man

wields a spear which is aimed at the ape who is aiming his crossbow at the friarish fox.

The fox is traditionally the symbol of deceit, and the ape likewise is a symbol of deceit.

While there is, typically, satire directed at the clergy in scenes of this kind, the satire

depends on the recognition that these creatures, ape and fox, are negative in their own
right. It is the wild-man who is ready to put an end to the chain of deceit. And it is

precisely this role which the wild-man performs in the third of the St. Mary’s

misericords (Fig, 3). The fox has been transfixed through the chest by a large arrow

shot by the wild-man. The fox offers a bag of money to a monkey seated cross-legged

on a high stool. The monkey is gorged and chained, and he is offering the fox a bottle

of medicine in exchange. The satire here is no doubt directed primarily at the medical

profession, but it is clear that the wild-man is the Figure who dispenses justice.

A more ambivalent misericord occurs at Chester, where the main scene depicts a

wild-man sitting on a prostrate man in a forest. This perhaps suggests the grotesque

tradition, a suggestion enforced by the left supporter, which depicts a wild-man in

aggressive mood, stepping forward and beating his chest. The right supporter,

however, depicts a wild-man in relaxed mood, sitting with legs crossed in a suggestively

civilized posture. The mood of this right supporter is echoed in a late Fifteenth-century

misericord from the Minster, Ripon (Yorkshire) where a wild-man, standing in an oak

grove, is wearing a chaplet of oak leaves and acorns, and wielding a huge club.
29 At

St. Mary’s Church, Whalley (Lancashire) 30 there is a similar depiction of the wild-man.

Remnant calls the Figure a satyr, and describes the misericord thus: ‘Satyr and woman,
inscribed Penses molt et p[ar]les pou, “think much and speak little” ’.

31 This is echoed in

28. Remnant 1969, 6.

29. Remnant 1969, 182, suggests that this may be a representation of Orson, but there is nothing to make

such an attribution certain.

30. Remnant 1969, 83, points to the tradition that these misericords came from Whalley Abbey, but he also

reminds us of the uncertainty of this origin.

31. Remnant 1969,83.
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32. The Parish Church ofSaint Mary All Saints Whalley, Lancashire
,
England

,
ed. H.C. Snape, 6th ed. (1978), 14.

Fig. 3. Misericord with wildman, fox and monkey.

Fig. 4. Misericord with archers in wood.

the local guide book: ‘Satyr weeping before a pert-looking damsel who is laughing at

him. Inscription in Norman-French (translated): “Think much, speak little” \
32 But

the Figure is clearly a wild-man, a fact reinforced by the left and right supporters which

depict heads of wild-men. Apart from the unusual scroll, the most interesting feature

of this misericord is the remarkably relaxed posture of the wild-man. He is lying on the

ground, and although he holds his traditional cudgel in his left hand, the cudgel is held

in a thoroughly relaxed fashion over his back. The relaxed and comfortable posture is

clearly indicated too by the right arm propped on the elbow and the chin resting in the

right hand, as well by the left leg lifted easily up from the knee. He seems to be

watching the woman pensively, and is thoroughly at his ease before her. There is no

evidence that the woman is ‘laughing’ or that the wild-man is ‘weeping’. Instead, this is

the philosophical wild-man, and the didactic lesson on the scroll is something to be
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learned from him. In one of the St. Mary’s misericords under examination, two wild-

men with clubs are facing each other, but their heads are turned towards us, the

viewers, as if we had surprised them in the act of touching each other’s hair in what
appears to be a caress; at least the gestures are friendly. There is nothing bellicose at

all in their attitudes or facial expressions; their faces, in fact, are remarkably gentle.

Behind each wild-man is a wyvern, facing outwards as if fleeing in fear from the

amiable caresses of these wild-men. This misericord may therefore be interpreted as

depicting a scene of natural harmony and friendliness - in response to which the

creatures of evil flee.

One significant stage in the transformation of the wild-man occurs when he is is

shown to be fighting some monstrous creature, an icon of evil. A fourteenth-century

misericord at Lincoln Minster shows a wild-man fighting a griffin. Similarly, at

Lincoln, the poppy-head to one of the desk-ends on the south side of the choir shows a

wild-man fighting dragons and griffins. At St. Mary of Charity Church, Faversham
(Kent) an early fifteenth-century misericord depicts a wild-man spearing a griffin. In

an early fifteenth-century misericord at Carlisle Cathedral (Cumberland) the wild-

man is fighting a dragon, forcing open its jaws. At Manchester Cathedral (Lancashire)

an early sixteenth-century misericord depicts a wild-man fighting a dragon. At
Beverley Minster an early sixteenth-century misericord similarly depicts a wild-man

fighting a dragon.

Very often the creature the wild-man is fighting is a lion. Among the early

fourteenth-century misericords of Hereford Cathedral (Herefordshire) one depicts a

wild-man fighting a lion, and this motif occurs in a late fourteenth-century misericord

at Lincoln Minster. Among the quatrefoil panels on the desk-fronts of the south side of

the Lincoln choir two wild-men attack a lion. A late fourteenth-century misericord at

St. Botolph’s Church, Boston (Lincolnshire) depicts a wildman who seizes a lion by the

mane with his left hand and with his right hand prepares to deal it a crushing blow

with an enormous cudgel. The lion meantime is raking the wild-man’s genital area

with its claws. The supporters depict wild-man and lion before the fight. At Yaxley

Church (Suffolk) on the left spandrel of the main entrance-arch a man dressed in a

pleated tunic and carrying what seems to be a paddle is subduing a dragon-like

creature; on the right spandrel a wild-man is fighting a lion with his club. Civilized

man and wild-man balance each other in an artistic harmony: they are brothers-in-

arms, brothers beneath their divergent ‘skins’. So too in that artistic harmony are the

dragon and the lion twinned.

A stage beyond this is when the wild-man is shown to be controlling the lion in lieu of

killing it. At Chester Cathedral two late fourteenth-century misericords depict a wild-

man riding a lion and controlling it with a chain around its neck. At Holy Trinity

Church, Coventry (Warwickshire) a fifteenth-century misericord depicts a wild-man

controlling a lion which has a collar around its neck and a chain attached. This motif is

repeated, for example, in a misericord at Lincoln, and also on a poppy head in the

south stalls of the Lincoln choir, where a wild-man rides a lion which is controlled by a

chain. At Norwich Cathedral a 1420 misericord depicts a wild-man controlling two

chained lions, and a 1480 misericord depicts a wild-man sitting on a chained lion. In

terms of the developing allegory this represents a stage beyond the account given in

the French bestiary quoted above: the lion (i.e. the body) is not killed by the wild-man

(i.e. the soul) but is controlled and restrained.

The remarkable feature of the St. Mary’s misericord which includes the motif of lion

and wild-man is that it represents a stage beyond the enforced control of the lion. In

this misericord there is a single wild-man between two lions sejant. Below the wild-man

and the lions are two wyverns, and all three are in effect trampling the wyverns. This
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repeats in part the theme of the previous misericord, where the wyverns flee in fear

from the gentle wild-men. Now, however, wild-man and lions co-operate in the quelling

of evil. The appearance and posture of the wild-man are identical with the appearance

and posture of the wild-men in the previous misericord, except that here the gesture of

affection is directed towards the lions: the wild-man touches one lion’s mane, and both

lions reciprocate with their paws. In terms of the traditional allegory, I take this to be

its ultimate development. The lion no longer needs to be fought or killed, nor does it

need to be chained. Lion and wild-man are now associated in tenderness and
friendship. Indeed, in terms of the allegory, this misericord may be seen as a

representation of the proper harmony of body and soul. Such a development would

similarly explain the alternating lions and wild-men on the East Anglian fonts.

While Druce’s references to wild-men in medieval English art are generally thorough

and wide-ranging, he does not refer to the wild-men on the misericords at Beverley

St. Mary’s. This present study, while of necessity tentative on some points (there can

be no absolute certainties in interpreting iconographical details of this kind), suggests

that the wild-men misericords of St. Mary’s should be at the forefront of any account of

the fascinating development of the wild-man motif in English medieval art.


