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In the ninth canto of Dante’s Paradiso, Folco of Marseilles speaks to the poet
about his former sins or, rather, about the needlessness of thinking of his
former sins in the blissful universe of paradise:

Non pero qui si pente, ma si ride,
non della colpa, ch’a mente non torna,
ma del valor ch’ordiné e provide.

[Yet we repent not, but we smile,
not for the fault which returns not to mind,
but for the Power that ordained and foresaw.]!

Folco’s smile without regret is simultaneously perplexing and encouraging:
it signifies divine forgiveness and dismissal of one’s transgressions; it
appears a bit self-mocking but laced with pathos; it is a smile of a weak man
directed at an all-powerful God.> The complexity of Folco’s facial gesture
points to the importance of studying the body as the site of mediated and
elicited emotion expressed through somatic symptoms, in this case a smile.

In the past few years, the study of emotion in the religious, social, and
literary history of the Middle Ages has gained particular importance and
urgency under the sensitive scholarly guidance of Barbara Rosenwein.3
Art historians, too, have addressed a variety of visual signs in their
quest to explore medieval emotion, although its sustained history is
yet to be written.# But can a dependable visual vocabulary of emotion
be identified, especially one encoded in a gesture? Some psychologists
think so: Paul Ekman, one of the leading researchers in the field of
nonverbal communication, argues that facial expressions are universal
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and can be recognized as markers of one of seven basic emotions—anger,
contempt, disgust, fear, happiness, sadness, and surprise—across cultural
(and, presumably, temporal) divides.5 Historians often agree: writing about
pain, for instance, Esther Cohen points out that one would be hard-pressed
to misidentify particular visual gestures as expressions of particular
emotion, such as grief, for “the turned-down mouth, the drawn brows, the
cry, are common to all humans.”®

Here, 1 will briefly consider two issues. In Gothic art, does the
gestural/facial expression—a smile, for instance—consistently provide an
indication of the emotional state of the individual represented? Can we cor-
rectly recognize in it an imprint of emotion? And, in general, did medieval
viewers perceive this visual symptom as a reliable somatic expression with
a fixed, predetermined meaning? In order to answer these questions we
must pay close attention to the contexts—social, bodily, and visual—in
which smiles are found, the contexts that offer intelligibility to what is
an essentially ambiguous facial gesture. In her groundbreaking work on
early medieval emotion, Rosenwein identifies what she calls “emotional
communities,” circumscribing “the modes of emotional expression that
they expect, encourage, tolerate, and deplore.”” In an attempt to estab-
lish such a community (here, a viewing community), I restrict this brief
study to thirteenth-century architectural sculpture placed on the exterior
of churches, marking a threshold between the sacred and secular realms.?

The ambiguity of Folco’s smile as it is written by Dante offers a glimpse
of the varied meanings that can be excavated from Gothic smiling images
placed within religious contexts.? Yet attempting to read consistency in these
meanings is problematic. When Ekman and his colleagues argue for the
universal signal value of facial expressions, they suggest the immutability
of the connection between a specific facial pattern and a given emotion.”
Although I do not intend to dispute the intricacies of their theory, I do
take issue with their underlying assumption that a facial expression is an
accurate snapshot of a particular mental state. Ekman’s team is especially
emphatic about linking the smile and the emotion of happiness and
joy; and for that connection they rely on visual evidence—in their case,
photographs, which, as Ekman and his colleague Wallace Friesen write in
Unmasking the Face, “show the facial blueprints of the major emotions.”"
Even though the theory has been challenged by other psychologists,
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James Russell among them,™ it remains a part of the canon to the extent
that the stock textbook on social psychology claims that for happiness, as
for the other five basic emotions, “universality of facial expression has been
established by showing that members of cultures having no visual contact
can correctly recognize one another’s expressions.”? The implication here
is that these cultures can be isolated either geographically or temporally: a
smiling face—whether for an inhabitant of New Guinea, or for a medieval
layman, or for a modern Westerner—is always a happy face. In other
words, Ekman’s stance disallows any cultural differences inherent in
the interpretation of an image of a facial gesture (he does, after all, use
posed photographs in his key studies) and seeks emotion where one is not
necessarily to be found.™

Art historians, conversely, would recognize a smiling image, as Paul
Binski terms it in his dazzling analysis of the Lincoln Angel Choir, to be
“an epiphenomenon of northern Gothic naturalism or humanism.”s For
Binski, such a verisimilar aesthetic allows for the body to “become the
unambiguous sign of the inner moral resources of the protagonists.”
A similar statement was made by Moshe Barasch vis-a-vis tears. Although
he acknowledges the ambiguous valence of tears in medieval culture,
Barasch does see consistency in their appearance in fifteenth-century Flem-
ish painting, and reads them as a positive attribute: “Only figures of inher-
ent sanctity,” he suggests, “are allowed to shed tears.””

Can the same be said about the smile? I do, however I have no quarrel
with the idea that the smile is implicated in the aesthetics of Gothic natural-
ism or even that it is intimately associated with the late medieval acknowl-
edgment of the body’s capacity for metaphysical expression. I do, however,
question the notion that smiling images are meant to exteriorize plausibly
and consistently the inclinations of the soul.

Nothing is better suited for an examination of the inherent complexity of
such a smile than the images that seek to establish clear dichotomies between
the blessed and the damned, such as the group of Wise and Foolish Virgins
that stands at the north portal of the Magdeburg Cathedral. Originally created
in 1250 (whether for the north or west portal is unclear), the group was repo-
sitioned on the enlarged north portal in the early fourteenth century. On the
viewer’s left, the Wise Virgins gather, their poised curvilinear bodies seemingly
swaying in time to celestial music (Figure 1). On the other side of the portal,
clutching their empty lamps, the Foolish Virgins weep (Figure 2).

The Magdeburg sculptures are based on a parable found in Matthew
25:1-13:
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F1G. 1 The Wise Virgins, Magdeburg.

Then shall the kingdom of heaven be like to ten virgins, who taking
their lamps went out to meet the bridegroom and the bride. And
five of them were foolish and five wise. But the five foolish, having
taken their lamps, did not take oil with them: But the wise took oil
in their vessels with the lamps. And the bridegroom tarrying, they
all slumbered and slept. And at midnight there was a cry made:
Behold the bridegroom cometh. Go ye forth to meet him. Then all
those virgins arose and trimmed their lamps. And the foolish said

JMRC_36.1_02_Gertsman.indd 31 @ 02/02/10 5:33 PM



®

32 Journal of Medieval Religious Cultures

FIG. 2 The Foolish Virgins, Magdeburg.

to the wise: Give us of your oil, for our lamps are gone out. The wise
answered, saying: Lest perhaps there be not enough for us and for
you, go ye rather to them that sell and buy for yourselves. Now whilst
they went to buy the bridegroom came: and they that were ready went
in with him to the marriage. And the door was shut. But at last came
also the other virgins, saying: Lord, Lord, open to us. But he answering
said: Amen, I say to you, I know you not. Watch ye therefore, because
you know not the day nor the hour.”®
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The doors to the marriage feast hall are now locked; the foolish failed to
come into the hall—and therefore into the kingdom of heaven. The Glossa
Ordinaria, as well as other biblical commentaries, interprets the parable as
a tale of warning: the five Wise Virgins are the five senses of the Christian
soul, and their oil is the highest virtue of charity; the five Foolish Virgins
stand for the five lusts that excite the body, and their lamps no longer
burn with the love of God; the slumber of the women, as they wait for the
bridegroom, is the slumber of death from which Christ will rouse human-
ity at the Second Coming.” The placement of the Virgins on the porch
of the church, across from the equally dichotomous representation of the
Church and the Synagogue, is fitting: the very portal of the church, which
demarcates the border between the holy and the profane, participates in the
visualization of this parable of exclusion.°

The emphatic gestures of the protagonists at Magdeburg set the two
groups apart more than the entranceway itself: the elegantly expressive
body language of the Wise Virgins, who appear to conduct a graceful dance,
is contrasted with the movement of the Foolish women, their bodies con-
stituted of sharp angles, who bring their hands to their faces, sometimes
pulling their draperies upward. These extreme gestures have been seen as
a typical medieval visualization of grief, “bodily displays of emotion ... as
demonstrative acts of public communication meant to highlight the seri-
ousness of a situation.” Such bodily display, ostensibly, is meant to involve
the viewer in the lively spectacle of joy and sorrow; it has been argued that
the Virgins’ somatic disposition is not a demonstration of but, rather, a
response to their place in the parable, meant to “exert [upon the beholders],
through their bodily dynamism” a kind of a “psychological pressure.”

Indeed, the Virgins may well be exhibiting emotional responses: one may
say that the Wise ones are happy to be admitted into the feast hall, while
the Foolish grieve; these are emotions fitting the parable’s narrative. Yet
the body language of the two groups points to an additional interpretation.
The Foolish Virgins gesticulate, and their gesticulations, while certainly
denoting the gravity of the situation, also indicate the body out of control—
while their counterparts, collected and composed, do not gesticulate but
gesture. What is most remarkable in the Magdeburg sculptures, however,
is the way that the gesture /gesticulation dichotomy is underscored through
facial expression: the Wise Virgins offer up to the viewer serenely smiling
faces, while the Foolish Virgins choke back invisible tears, wiping them
dramatically off their contorted faces. Like the bodily gestures, the facial
ones point to the difference in the status of the saved and the damned.
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The smile is used precisely as such a tool for differentiation: its presence
demonstrates the inner goodness of the Wise Virgins and is equated
with salvation, while its lack signals the moral weakness of their Foolish
counterparts and is likened to damnation. The distinction, located
within the bodily response and nowhere else—the women have similar
physiognomies and body types and wear similar clothing—inscribes its
meaning in the presence of the smile. Such structuring of the difference
through bodily and facial gesture is not unique to Magdeburg: although
considerably toned down, the body language of the Wise and Foolish Virgins
on the exterior of St. Stephen’s church in Nuremberg equally designates the
Wise by the presence of a smile and the Foolish by the lack thereof. They
embody the diametrically opposing tropes of vice and virtue; the moral and
the immoral; and at Magdeburg, associated as they are with the Church and
the Synagogue, the old and the new.

Both groups at Magdeburg, presumably, are conceived as visual sites
of temporal, human activity—the tranquil smiles of the blessed, the
writhing bodies of the damned—which are in direct relationship with the
somaticism of thirteenth- and fourteenth-century spirituality that put great
stock into the expressive performativity of the body.>+ This temporality,
often inscribed in sculpted imaginings of real individuals—one readily
thinks of the infectious grin of the equestrian statue of Cangrande della
Scala of Verona (Figure 3) or of the congenial smile of Reglindis, who stands

FIG. 3 Equestrian monument
of Cangrande della Scala.
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amid the founder statues at Naumburg Cathedral—implies animation
and physicality, and physicality is of course transient and denies eternity.

And yet, it is precisely this eternity that is implied in the facial gesture
of the Magdeburg Wise Virgins, the gesture one finds in abundance in the
angelic and saintly figures that greet the viewer on the exterior of certain
Gothic churches—the Reims Cathedral, for instance (Figure 4)—and are
meant to evoke the gaudium aeternum, the eternal joy of heaven.?® For the
medieval viewer, the church constituted the image of the city of God on
earth, of heavenly Jerusalem.?” John’s Revelation 21:2—-27, which tells of
the holy city that descended from heaven “prepared as a bride adorned
for her husband,” found its embodiment in a Gothic church, with its
multiple portals, gleaming windows, and high walls. The angels that
John saw standing in the doorways (Rev. 2:12) were carved in stone and
placed within the context of holy structures—heavenly ambassadors with
unforgettable smiles of heavenly joy. Pseudo-Dionysius explicated this joy,
described in Luke 15:7-10 as “a truly divine sense of well-being, the good
and generous delight at the providence and salvation of those who are
returned to God. They are,” he concludes, “unspeakably happy.”2® These
angels greet the viewer by way of greeting saints, and the contrast between
the celestial and the terrestrial is underscored in facial gesture: at Reims,
one such angelic salutation is directed at the melancholic Saint Denis,

FIG. 4 The smiling angel of
Annunciation at the portal
of Reims Cathedral.
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welcomed to Paradise; and another is reserved for the subdued Virgin
Mary, welcomed by a grinning angel, as she is filled with grace.>® The
smile, here, is a sign of Pseudo-Dionysian eternal “divine joy caused by
the finding of the lost.”°

This divine joy, the elated, thrilling bliss of rapture, is the very gaudium
aeternum that Dante witnessed in Paradise through the smiling faces: “Faces
I saw of charity persuasive/Embellished by His light and their own smile/
And attitudes adorned with every grace.”' Peter Hawkins draws attention
to smiling as Dante’s “hallmark gesture”: as Dante encounters more than
a thousand jubilant angels, he sees “at their sports and at their songs/
A beauty smiling, which the gladness was/Within the eyes of all the other
saints.”® Beatrice smiles the heavenly smile that recalls her past, terrestrial
one; planets smile, and the universe laughs; God himself, the Eternal Light,
says Dante, “lovest and smilest on Thyself.”34 The everlasting quality of
these smiles is finally underscored in canto 31: there, Dante refers to him-
self as one who had come not only from the human to the divine realm but
also “from time unto eternity.”ss

The facial gesture at Magdeburg, then, is wrought with complex and
at times contradictory connotations: the emotive smile of bliss, which
becomes the site of collision between the transient and the eternal, is used
as a somatic symptom that denotes and differentiates moral character—
and therefore the ultimate fate of the soul. But in order to gauge the extent
of this contradiction one only has to turn to the sculpted group of the Wise
and the Foolish Virgins at the Strasbourg Cathedral (Figure 5), made just

FIG. 5 The Wise and Foolish Virgins, Strasbourg.
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thirty years after the Magdeburg group (ca. 1280).3° The facial features
here are far less expressive than at Magdeburg (in fact, the majority of the
figures, the Wise and Foolish alike, appear somewhat dejected, serious, and
solemn), although a curious reversal in the meaning of facial gesture takes
place here.

The Foolish Virgins are accompanied by the handsome and deceitful
Satan, the tightly smiling Seducer, the Prince of Rot, covered with snakes and
toads crawling on his hidden, decomposing back. The Foolish Virgin who
stands closest to the Prince grins radiantly, fixated on the apple he proffers
(Figure 6).77 Although the original order of the statues has been disturbed,
this pair quite likely stands in its original place, and the Foolish Virgin with
her joyful smile is cast in the role of the second Eve tempted again by the
ill-fated apple. We see precisely such compositional configuration, for
instance, in the sculpted group at the Venetian Palazzo Ducale (Figure 7),
where Eve accepts the apple from the serpent, her gesture uncannily similar

F1G. 6 The Foolish Virgin F1G. 7 The Fall,
and the Seducer, Strasbourg. Palazzo Ducale, Venice.
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to that of the Strasbourg Virgin. The smile that curves the Foolish Virgin's
lips is unquestionably inscribed with the lechery of seduction. It is the same
smile, too, that we find on the faces of the Foolish Virgins at the former
abbey church of St-Saveur in Charroux, France, carved around the same
time as the Magdeburg group, circa 1250 (Figure 8).

The attempt to account for the apparent flexibility of the meaning
of this facial gesture by distinguishing between the smile and laughter
is problematic: the facial expressions of the Strasbourg Foolish Virgin,
desirous and eager, pulled toward the apple held in Satan’s hand, and of
the St-Saveur Virgins grinning blissfully, as if unaware of their fate, are
virtually indistinguishable from those of the Magdeburg Wise Virgins,
which mark moral strength in anticipation of heavenly reward, or from
the beatific smiles of the Reims angels.3® What are we to do, then, with
the contention that Gothic art, for all its naturalism and humanism,
“was premised on the notion of the body as a sign of the soul, or the lack
of it”?* What kind of a soul does a smile signify? Can a somatic sign
really be unambiguous? When confronted with images at Strasbourg
and Magdeburg, or, better yet, with the grinning protagonists of the Last
Judgment portal at Bamberg Cathedral, one senses that the insistence
on the dichotomy between “the neat-lipped smiles of angels” and
the toothy “grimaces of the damned” in which a mouth “cracks wide
open, exposing the teeth” underscores the artificiality of such clear-cut
distinctions.+°

F1G. 8 The Foolish Virgins, Charroux,
France. © Colum Hourihane.
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At Bamberg, on the Porch of Princes, on either side of the Man of
Sorrows and interceding Mary and John, appear the resurrected souls
(ca.1233-1235, Figure 9).# On Christ’s right, the blessed smile delightedly,
ecstatically: they have been saved (Figure 10). These are surely the
angelic, joyful smiles one sees at Reims—the smiles of rapturous, divine
elation—albeit the elegant, courtly French smiles here burst into open
grins.+>

The three blessed souls on the far left gather together, hands folded
in prayer: their bulbous noses and sly, smug smirks dominate their
scrunched-up faces. On the opposite side, the damned appear, of all
ranks and levels of society—and they, too, are smiling (Figure 11). Their
smiles, however, are accompanied by uncontrolled gesticulations, much
like those of the Magdeburg Foolish Virgins—flailing arms, contorted
bodies, squinting eyes, raised eyebrows—meant, to remind the viewer of
the unholy aspect of the smile, the smile of sin, lechery, and damnation,
of hopeless hysteria, and the panicked frenzy of madness before the gates
of hell. But the smiles of some of those gathered on Christ’s left side are
often just as subdued as the angelic smiles, nearly identical to those of
the blessed, and only their plaintively raised eyebrows indicate their place
among the damned. Indeed, some of the damned open their mouths, to
show teeth: but it suffices merely to glance below the tympanum to see

FIG. 9 The Porch of Princes,
Bamberg. Photo by the author.
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FI1G. 10 The saved,
Bamberg.

FIG. 11 The
damned, Bamberg.

the very same toothy grin with parted lips on the faces of the Bamberg
angels and saints (Figure 12).9 The Porch of the Princes showcases, within
a single sculptural ensemble, the contradictory implications of the Gothic
smile, simultaneously temporal and eternal: on one hand, the effusion of
joy and salvation; on the other, the agony of sorrow and damnation.
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FIG. 12 St. Stephen, Bamberg.

It is only fitting that the viewer, poised at the liminal space of the church
portal, is greeted by a facial gesture invariably charged with ambiguity—a
gesture that can be read as a sign of foolishness and an expression of wis-
dom; as an indication of erotic desire and of gaudium aeternum; as a new
aesthetic of Gothic naturalism and as a feature of vernacular expressivity;
as a metaphysical sign and as an articulation of the body’s physicality; as
a denotation of a variety of emotions or as a contradictory outward sign
of the soul. The complexity of its meaning, therefore, seems to call for a
break in the so-called universal anthropological equation between gesture
and emotion, and for a divorce between the gesture and the “inner passion
of the soul.” Like the changing faces that Dante sees through the polished
but distorting glass in Paradiso, the Gothic smile, recast in different visual
contexts, constantly transforms, becoming one of the most versatile and
ambiguous gestures in medieval visual language.

NOTES

I am tremendously grateful to Barbara Rosenwein, whose own work has inspired and
sustained my interest in the history of emotion and gesture, for her invaluable comments on
this article. I am also indebted to Peter S. Hawkins, who, some years ago, generously shared
with me the typescript of his article (then in preparation) “All Smiles: Poetry and Theology in
Dante.” As always, I thank Robert Carroll for his keen editorial eye.

JMRC_36.1_02_Gertsman.indd 41 @ 02/02/10 5:33 PM



®

42 Journal of Medieval Religious Cultures

1. The Paradiso of Dante Alighieri, ed. Philip Henry Wicksteed and Herman Oelsner
(London: J. M. Dent and Co., 1908), canto 9, Il. 103—5. All citations from Dante in the original
Italian are from this edition, whereas all translations are from The Divine Comedy of Dante
Alighieri, trans. Henry Wadsworth Longfellow (New York: Davoe Press, 1909).

2. On smiles in Dante’s Commedia, see Peter S. Hawkins, “All Smiles: Poetry and Theology
in Dante,” PMLA 121, no. 2 (20006): 371-87.

3. See, most notably, Barbara H. Rosenweins Emotional Communities in the Early Middle
Ages (Ithaca: Cornell University Press, 2006), a challenge to Norbert Elias’s teleological model
that constructs a “grand narrative” in the history of emotions in the West (see his classic
study The Civilizing Process, 2 vols., trans. Edmund Jephcott [Oxford: Oxford University Press,
1994), 1:45-182); “Worrying About Emotions in History,” American Historical Review 107, no. 3
(2002): 821—45; and “Writing Without Fear About Early Medieval Emotions,” Early Medieval
Europe 10, no. 2 (2001): 229 —34. See also Barbara H. Rosenwein, ed., Anger’s Past: The Social
Uses of an Emotion in the Middle Ages (Ithaca: Cornell University Press, 1998); and Daniel Lord
Smail, The Consumption of Justice: Emotions, Publicity, and Legal Culture in Marseille, 1264—1423
(Ithaca: Cornell University Press, 2003). The historiography of the study of emotion is out
of place here, but I would refer the reader to the excellent keynote address “Historians and
Emotions: New Theories, New Questions” delivered by Piroska Nagy at a recent conference,
Cultural History of Emotions in Premodernity (Umea University, Umed, October 23-206,
2008), available at http://emma.hypotheses.org/147. Resurgence of interest in the study
of medieval emotion is witnessed in the International Medieval Congress held at Leeds,
July 10-13, 2006, that had “Emotion and Gesture” as its theme; sessions on emotion held at
the Medieval Academy of America meetings in Boston (2006) and Chicago (2009); and the
formation of the project Emotions in the Middle Ages. For a different approach to emotion as
codified gesture, see Gerd Althoff, “Empérung, Trinen, Zerknirschung: ‘Emotionen’ in der
Sffentlichen Kommunikation des Mittelalters,” Frithmittelalterliche Studien 30 (1996): 60-79.
For essays in literary criticism and history, see C. Stephen Jaeger and Ingrid Kasten, eds.,
Codierung von Emotionen im Mittelalter/Emotions and Sensibilities in the Middle Ages (Berlin:
Walter de Gruyter, 2003).

4. See, for instance, Henry Maguire, “The Depiction of Sorrow in Middle Byzantine Art,”
Dumbarton Oaks Papers 31 (1977): 123—74; Mitchell B. Merback, The Thief, the Cross, and the
Wheel: Pain and the Spectacle of Punishment in Medieval and Renaissance Europe (Chicago:
University of Chicago Press, 1999). See also Moshe Barasch’s “The Crying Face,” Artibus
et historiae 8, no. 15 (1987): 21-36; Gestures of Despair in Medieval and Early Renaissance
Art (New York: New York University Press, 1976); and Giotto and the Language of Gesture
(Cambridge: Cambridge University Press, 1987). On the possibility of developing a visual
vocabulary, see, for instance, Moshe Barasch, The Language of Art: Studies in Interpretation
(New York: New York University Press, 1997), esp. the chapter on Renaissance laughter.

5. See, for instance, Paul Ekman, “Biological and Cultural Contributions to Body and Facial
Movement,” in The Anthropology of the Body, ed. John Blacking (London: Academic Press, 1977),
39—84, at 67—71; Paul Ekman, The Face of Man: Expressions of Universal Emotions in a New
Guinea Village (New York: Garland STPM Press, 1980); Paul Ekman, Wallace V. Friesen, and
Phoebe Ellsworth, eds., Emotion in the Human Face: Guide-lines for Research and an Integration of
Findings (New York: Pergamon Press, [1972]). The impact of Ekman’s views on current research
is tremendous. I am grateful to Barbara Rosenwein who pointed me to Marc D. Pell et al.,
“Recognizing Emotions in a Foreign Language,” Journal of Nonverbal Behavior 33, no. 2 (2009):
107-20; the abstract to the article reads: “Expressions of basic emotions (joy, sadness, fear,
disgust) can be recognized pan-culturally for the face.”

6. Esther Cohen, “The Animated Pain of the Body,” American Historical Review 105, no. 1
(2000): 36—68, at 36. Cohen argues, nonetheless, for an entire range of ways pain can be
expressed in different situations. See also Wulf Schiefenhével, “Perception, Expression, and
Social Function of Pain,” Science in Context 8 (1995): 31— 46.

7. Rosenwein, “Worrying About Emotions,” 842.

8. For a collection of essays that explore another such threshold, of religious screens, see
Sharon E. J. Gerstel, Thresholds of the Sacred: Architectural, Art Historical, Liturgical, and Theo-
logical Perspectives on Religious Screens, East and West (Washington, DC: Dumbarton Oaks,
2000).

9. For recent studies of the medieval smile, see, first and foremost, Paul Binski, “The Angel
Choir at Lincoln and the Poetics of the Gothic Smile,” Art History 2.0, no. 3 (1997): 35074, 51T;
Peter Seiler, “Das Licheln des Cangrande della Scala,” Zeitschrift fiir Kunstgeschichte 63, no. 1

JMRC_36.1_02_Gertsman.indd 42 @ 02/02/10 5:33 PM



ELINA GERTSMAN 43

(1999): 136 —43; Jan Svanberg, “The Gothic Smile,” Kiinstlerischer Austausch/Artistic Exchange,
in Proceedings ofthe XX VII1th International Congress of the History of Arts, 3 vols. (Berlin: Akademie,
1993), 2:357—70; Felice Moretti, La ragione del sorriso e del riso nel Medioevo (Bari: Edipuglia, 2001);
and Phillipe Ménard, Le rire et le sourire dans le roman courtois en France au Moyen
dge <1150—1250> (Geneva: Droz, 1969). Also worth looking at is Angus Trumble, A Brief History
of Smile (New York: Basic Books, 2004), esp. 116-22.

10. See, for instance, Paul Ekman, “The Argument and Evidence About Universals in Facial
Expressions of Emotions,” in Handbook of Social Psychophysiology, ed. Hugh Wagner and
Antony Manstead (New York: Wiley, 1989), 143—064; Paul Ekman, “An Argument for Basic
Emotions,” Cognition and Emotion 6 (1992): 169—200; Paul Ekman, “Facial Expression and
Emotion,” American Psychologist 48 (1993): 384—92; and David Matsumoto, “More Evidence
for the Universality of a Contempt Expression,” Motivation and Emotion 16 (1992): 363-68.

11. Paul Ekman and Wallace V. Friesen, Unmasking the Face: A Guide to Recognizing Emotions
From Facial Clues (Englewood Cliffs, NJ: Prentice-Hall, 1975), 1.

12. See James A. Russell, “Is There Universal Recognition of Emotion From Facial
Expression? A Review of the Cross-Cultural Studies,” Psychological Bulletin 115, no. 1
(1994): 102—41. For emotion as a cultural construct, see Catherine Lutz, “Depression and
the Translation of Emotional Words,” in Culture and Depression: Studies in the Anthropology
and Cross-Cultural Psychiatry of Affect and Disorder, ed. A. Kleinman and B. Good (Berkeley:
University of California Press, 198s5), 63—100; for tensions underlying the anthropological
study of emotion, see Catherine Lutz and Geoffrey White, “The Anthropology of Emotions,”
Annual Review of Anthropology 15 (1986): 405-36. Particularly useful is the section that
discusses the concepts of universalism and relativism, as it deals with the notion of
pan-cultural and culturally constructed emotion. Universalists, in the words of Lutz and
White, are “positive in epistemological orientation” and consider emotion “as a panhuman
ability or process that is invariant in essence”; relativists, conversely, are “concerned with the
ways in which emotions vary cross-culturally” and “define emotion as a socially validated
judgment rather than internal state” (408).

13. Roger Brown, Social Psychology (New York: Free Press, 19806), 522.

14. It is important to note that when showing these photographs to his subjects, ostensibly
to prove that groups of people, however culturally removed from one another, are capable
of recognizing emotions on each others’ faces, Ekman instructed a translator to accompany
each photograph with a short story. Ekman’s conclusions have been challenged in part
because his experiment was thereby compromised, as it ultimately dealt with reactions, not
emotions. Russell suggests that the subjects may have thought that people in the photographs
displayed were reacting to particular things that happened in the story (“Is There Universal
Recognition of Emotion From Facial Expression?” 127), while E. Richard Sorenson, who
witnessed the exchange between the translator and the subjects, observed that this verbal
communication may have influenced the subjects’ reactions to photographs. He points out
that when shown photographs without the accompanying story, many “displayed uncertainty,
hesitation and confusion” (The Edge of the Forest: Land, Childhood, and Change in a New Guinea
Protoagricultural Society [Washington, DC: Smithsonian Institution Press, 1976], 140). Barbara
Rosenwein provides a useful overview of “universalist” attitudes and challenges to them in
“Problems and Methods in the History of Emotions,” Passions in Context (forthcoming).

15. Binski, “The Angel Choir at Lincoln and the Poetics of the Gothic Smile,” 352; see further
Henri Focillon, The Art of the West in the Middle Ages, vol. 2: Gothic (Oxford: Oxford University
Press, 1963), 71-107.

16. Binski, “The Angel Choir at Lincoln and the Poetics of the Gothic Smile,” 355-56; earlier:
“Gothic art is consistently premised on the notion of the body as a sign of the soul, or the lack
of it” (353). We see the same contention in C. Stephen Jaeger, “Moral Discipline and Gothic
Sculpture: The Wise and Foolish Virgins of the Strassburg Cathedral,” in The Envy of Angels:
Cathedral Schools and Social Ideals in Medieval Europe, 950—1200 (Philadelphia: University of
Pennsylvania Press, 1994), 331—48, at 331.

17. Barasch, “The Crying Face,” p. 36. For a general iconographic study of the theme, see
Walter Lehmann, “Die Parabel von den klugen und térichten Jungfrauen,” Ph.D. dissertation,
University of Freiburg-im-Bresgau, 1916. For a collection of images of the Wise and Fool-
ish Virgins on the jamb, see Willibald Sauerlinder, Max Hirmer, and Renate Kroos, Gotische
Skulptur in Frankreich, 1140—1270 (Munich: Hirmer, 1970), pls. 60-061, 145, 160-061, 243,
288, 298301, 308-9. For the Magdeburg Cathedral, see Helga Mébius, Der Dom zu Mag-
deburg (Berlin: Union Verlag, 1961); Hannelore Sachs, Die Bildwerke des Magdeburger Doms

JMRC_36.1_02_Gertsman.indd 43 @ 02/02/10 5:33 PM



®

44 Journal of Medieval Religious Cultures

(Leipzig: Insel-Verlag, 1968); Ernst Schubert and Klaus G. Beyer, Der Magdeburger Dom (Leipzig:
Koehler und Amelang, 1984); and Helga Sciurie, “Zur Bedeutung der Chorskulpturen im Mag-
deburger Dom,” in Magdeburger Dom: Ottonische Griindung und staufischer Neubau, ed. Ernst
Ullmann (Leipzig: E. A. Seemann, 1989), 163—G68. Interestingly, the dichotomy between good
and evil is also figured on the Magdeburg Cathedral misericords: Elizabeth Porges-Watson,
“Images of Good and Evil on the Misericords of Magdeburg Cathedral,” The Profane Arts of the
Middle Ages 4, no. 2 (1995): 75-99.

18. All scriptural citations are taken from The Holy Bible, Douay-Rheims Version, Translated
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43. On the smiling angel at Bamberg, see Herbert Beenken, “Der lachende Engel im
Bamberger Dom,” Zeitschrift fiir Bildende Kunst 59 (1925-26): 96ff.

JMRC_36.1_02_Gertsman.indd 46 @ 02/02/10 5:33 PM




<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles false
  /AutoRotatePages /None
  /Binding /Left
  /CalGrayProfile (Gray Gamma 2.2)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile (U.S. Web Coated \050SWOP\051 v2)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Error
  /CompatibilityLevel 1.4
  /CompressObjects /Off
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJobTicket true
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /DetectCurves 0.1000
  /ColorConversionStrategy /LeaveColorUnchanged
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedOpenType false
  /ParseICCProfilesInComments true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 524288
  /LockDistillerParams true
  /MaxSubsetPct 100
  /Optimize false
  /OPM 0
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveDICMYKValues true
  /PreserveEPSInfo true
  /PreserveFlatness true
  /PreserveHalftoneInfo false
  /PreserveOPIComments false
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts false
  /TransferFunctionInfo /Remove
  /UCRandBGInfo /Remove
  /UsePrologue false
  /ColorSettingsFile (Color Management Off)
  /AlwaysEmbed [ true
    /AGaramond-Bold
    /AGaramond-BoldItalic
    /AGaramond-Italic
    /AGaramond-Regular
    /AGaramond-Semibold
    /AGaramond-SemiboldItalic
    /Alba
    /AlbaMatter
    /AlbaSuper
    /Albertus-ExtraBold
    /Albertus-Medium
    /AlbertusMT
    /AlbertusMT-Italic
    /AlbertusMT-Light
    /AllegroBT-Regular
    /AntiqueOlive
    /AntiqueOlive-Bold
    /AntiqueOlive-Compact
    /AntiqueOlive-Italic
    /AntiqueOlive-Roman
    /Apple-Chancery
    /Arial-Black
    /Arial-BlackItalic
    /Arial-BoldItalicMT
    /Arial-BoldMT
    /Arial-ItalicMT
    /ArialMT
    /ArialNarrow
    /ArialNarrow-Bold
    /ArialNarrow-BoldItalic
    /ArialNarrow-Italic
    /ArialUnicodeMS
    /AvantGarde-Book
    /AvantGarde-BookOblique
    /AvantGarde-Demi
    /AvantGarde-DemiOblique
    /AvantGardeITCbyBT-Book
    /AvantGardeITCbyBT-BookOblique
    /AvantGardeITCbyBT-Demi
    /AvantGardeITCbyBT-DemiOblique
    /BabyKruffy
    /BankGothicBT-Medium
    /BenguiatITCbyBT-Bold
    /BernhardFashionBT-Regular
    /BernhardModernBT-Bold
    /BernhardModernBT-BoldItalic
    /Bodoni
    /Bodoni-Bold
    /Bodoni-BoldItalic
    /Bodoni-Italic
    /Bodoni-Poster
    /Bodoni-PosterCompressed
    /BookAntiqua
    /BookAntiqua-Bold
    /BookAntiqua-BoldItalic
    /BookAntiqua-Italic
    /Bookman-Demi
    /Bookman-DemiItalic
    /Bookman-Light
    /Bookman-LightItalic
    /BookmanOldStyle
    /BookmanOldStyle-Bold
    /BookmanOldStyle-BoldItalic
    /BookmanOldStyle-Italic
    /BookshelfSymbolSeven
    /BremenBT-Bold
    /Candid
    /Century
    /CenturyGothic
    /CenturyGothic-Bold
    /CenturyGothic-BoldItalic
    /CenturyGothic-Italic
    /CGOmega
    /CGOmega-Bold
    /CGOmega-BoldItalic
    /CGOmega-Italic
    /CGTimes
    /CGTimes-Bold
    /CGTimes-BoldItalic
    /CGTimes-Italic
    /Chicago
    /Chick
    /Clarendon
    /Clarendon-Bold
    /Clarendon-Condensed-Bold
    /Clarendon-Light
    /ComicSansMS
    /ComicSansMS-Bold
    /CooperBlack
    /CooperBlack-Italic
    /CopperplateGothicBT-Bold
    /Copperplate-ThirtyThreeBC
    /Copperplate-ThirtyTwoBC
    /Coronet
    /Coronet-Regular
    /Courier
    /Courier-Bold
    /Courier-BoldOblique
    /CourierNewPS-BoldItalicMT
    /CourierNewPS-BoldMT
    /CourierNewPS-ItalicMT
    /CourierNewPSMT
    /Courier-Oblique
    /Croobie
    /English111VivaceBT-Regular
    /EstrangeloEdessa
    /Euclid
    /Euclid-Bold
    /Euclid-BoldItalic
    /EuclidExtra
    /EuclidExtra-Bold
    /EuclidFraktur
    /EuclidFraktur-Bold
    /Euclid-Italic
    /EuclidMathOne
    /EuclidMathOne-Bold
    /EuclidMathTwo
    /EuclidMathTwo-Bold
    /EuclidSymbol
    /EuclidSymbol-Bold
    /EuclidSymbol-BoldItalic
    /EuclidSymbol-Italic
    /Eurostile
    /Eurostile-Bold
    /Eurostile-BoldExtendedTwo
    /Eurostile-ExtendedTwo
    /Fat
    /Fences
    /FencesPlain
    /FranklinGothic-Book
    /FranklinGothic-Medium
    /FranklinGothic-MediumItalic
    /Freshbot
    /Frosty
    /FuturaBlackBT-Regular
    /FuturaBT-Bold
    /FuturaBT-BoldItalic
    /FuturaBT-ExtraBlack
    /FuturaBT-Light
    /FuturaBT-LightItalic
    /Garamond
    /Garamond-Antiqua
    /Garamond-Bold
    /Garamond-Book
    /Garamond-BookItalic
    /Garamond-Halbfett
    /Garamond-Italic
    /Garamond-Kursiv
    /Garamond-KursivHalbfett
    /Gautami
    /Geneva
    /Georgia
    /Georgia-Bold
    /Georgia-BoldItalic
    /Georgia-Italic
    /GeorgiaRef
    /GillSans
    /GillSans-Bold
    /GillSans-BoldCondensed
    /GillSans-BoldItalic
    /GillSans-Condensed
    /GillSans-ExtraBold
    /GillSans-Italic
    /GillSans-Light
    /GillSans-LightItalic
    /GillSans-UltraBold
    /GillSans-UltraBoldCondensed
    /GlooGun
    /Goudy
    /Goudy-Bold
    /Goudy-BoldItalic
    /Goudy-ExtraBold
    /GoudyHandtooledBT-Regular
    /Goudy-Italic
    /GoudyOldStyleBT-Bold
    /GoudyOldStyleBT-BoldItalic
    /GoudyOldStyleBT-Italic
    /GoudyOldStyleBT-Roman
    /Helvetica
    /Helvetica-Black
    /Helvetica-BlackOblique
    /Helvetica-Bold
    /Helvetica-BoldOblique
    /Helvetica-Condensed
    /Helvetica-Condensed-Bold
    /Helvetica-Condensed-BoldObl
    /Helvetica-Condensed-Oblique
    /Helvetica-Light
    /Helvetica-LightOblique
    /Helvetica-Narrow
    /Helvetica-Narrow-Bold
    /Helvetica-Narrow-BoldOblique
    /Helvetica-Narrow-Oblique
    /Helvetica-Oblique
    /HoeflerText-Black
    /HoeflerText-BlackItalic
    /HoeflerText-Italic
    /HoeflerText-Ornaments
    /HoeflerText-Regular
    /Humanist521BT-Bold
    /Humanist521BT-BoldItalic
    /Humanist521BT-Italic
    /Humanist521BT-Roman
    /Impact
    /Jenkinsv20
    /Jenkinsv20Thik
    /JoannaMT
    /JoannaMT-Bold
    /JoannaMT-BoldItalic
    /JoannaMT-Italic
    /Jokewood
    /KabelITCbyBT-Book
    /KabelITCbyBT-Ultra
    /Kartika
    /Latha
    /LetterGothic
    /LetterGothic-Bold
    /LetterGothic-BoldSlanted
    /LetterGothic-Italic
    /LetterGothic-Slanted
    /LubalinGraph-Book
    /LubalinGraph-BookOblique
    /LubalinGraph-Demi
    /LubalinGraph-DemiOblique
    /LucidaConsole
    /LucidaSansUnicode
    /Mangal-Regular
    /Marigold
    /MathExt
    /Meridien-Bold
    /Meridien-BoldItalic
    /Meridien-Italic
    /Meridien-Medium
    /Meridien-MediumItalic
    /Meridien-Roman
    /MicrosoftSansSerif
    /Minion-Black
    /Minion-Bold
    /Minion-BoldItalic
    /Minion-DisplayItalic
    /Minion-DisplayRegular
    /Minion-Italic
    /Minion-Regular
    /Minion-Semibold
    /Minion-SemiboldItalic
    /Monaco
    /MonaLisa-Recut
    /MonotypeCorsiva
    /MSReference1
    /MSReference2
    /MSReferenceSansSerif
    /MSReferenceSansSerif-Bold
    /MSReferenceSansSerif-BoldItalic
    /MSReferenceSansSerif-Italic
    /MSReferenceSerif
    /MSReferenceSerif-Bold
    /MSReferenceSerif-BoldItalic
    /MSReferenceSerif-Italic
    /MSReferenceSpecialty
    /MT-Extra
    /MT-Symbol
    /MT-Symbol-Italic
    /MVBoli
    /Myriad-BdWeb
    /Myriad-CnItWeb
    /Myriad-CnWeb
    /Myriad-ItWeb
    /Myriad-Web
    /NewCenturySchlbk-Bold
    /NewCenturySchlbk-BoldItalic
    /NewCenturySchlbk-Italic
    /NewCenturySchlbk-Roman
    /NewYork
    /Optima
    /Optima-Bold
    /Optima-BoldItalic
    /Optima-Italic
    /Oxford
    /OzHandicraftBT-Roman
    /Palatino-Bold
    /Palatino-BoldItalic
    /Palatino-Italic
    /PalatinoLinotype-Bold
    /PalatinoLinotype-BoldItalic
    /PalatinoLinotype-Italic
    /PalatinoLinotype-Roman
    /Palatino-Roman
    /Poornut
    /Porkys
    /PorkysHeavy
    /PosterBodoniBT-Roman
    /PussycatSassy
    /PussycatSnickers
    /Raavi
    /RefSpecialty
    /Rockwell
    /Rockwell-Bold
    /Rockwell-BoldItalic
    /Rockwell-Italic
    /Rockwell-Light
    /Rockwell-LightItalic
    /SerifaBT-Bold
    /SerifaBT-Italic
    /SerifaBT-Roman
    /SerifaBT-Thin
    /Shruti
    /SouvenirITCbyBT-DemiItalic
    /SouvenirITCbyBT-Light
    /SouvenirITCbyBT-LightItalic
    /Staccato222BT-Regular
    /StempelGaramond-Bold
    /StempelGaramond-BoldItalic
    /StempelGaramond-Italic
    /StempelGaramond-Roman
    /StoneSans
    /StoneSans-Bold
    /StoneSans-BoldItalic
    /StoneSans-Italic
    /StoneSans-Semibold
    /StoneSans-SemiboldItalic
    /StoneSerif
    /StoneSerif-Bold
    /StoneSerif-BoldItalic
    /StoneSerif-Italic
    /StoneSerif-Semibold
    /StoneSerif-SemiboldItalic
    /Swiss911BT-ExtraCompressed
    /Sylfaen
    /Symbol
    /SymbolMT
    /Taffy
    /Tahoma
    /Tahoma-Bold
    /Times-Bold
    /Times-BoldItalic
    /Times-Italic
    /TimesNewRomanPS-BoldItalicMT
    /TimesNewRomanPS-BoldMT
    /TimesNewRomanPS-ItalicMT
    /TimesNewRomanPSMT
    /Times-Roman
    /Trebuchet-BoldItalic
    /TrebuchetMS
    /TrebuchetMS-Bold
    /TrebuchetMS-Italic
    /Tunga-Regular
    /TypoUprightBT-Regular
    /Univers
    /Univers-Black
    /Univers-BlackOblique
    /Univers-Bold
    /Univers-BoldExt
    /Univers-BoldExtObl
    /Univers-BoldItalic
    /Univers-BoldOblique
    /Univers-Condensed
    /Univers-CondensedBold
    /Univers-Condensed-Bold
    /Univers-Condensed-BoldItalic
    /Univers-CondensedBoldOblique
    /Univers-Condensed-Medium
    /Univers-Condensed-MediumItalic
    /Univers-CondensedOblique
    /Univers-Extended
    /Univers-ExtendedObl
    /Univers-Light
    /Univers-LightOblique
    /Univers-Medium
    /Univers-MediumItalic
    /Univers-Oblique
    /Verdana
    /Verdana-Bold
    /Verdana-BoldItalic
    /Verdana-Italic
    /VerdanaRef
    /Vrinda
    /Webdings
    /WeltronUrban
    /Wingdings2
    /Wingdings3
    /Wingdings-Regular
    /WP-ArabicScriptSihafa
    /WP-ArabicSihafa
    /WP-BoxDrawing
    /WP-CyrillicA
    /WP-CyrillicB
    /WP-GreekCentury
    /WP-GreekCourier
    /WP-GreekHelve
    /WP-HebrewDavid
    /WP-IconicSymbolsA
    /WP-IconicSymbolsB
    /WP-Japanese
    /WP-MathA
    /WP-MathB
    /WP-MathExtendedA
    /WP-MathExtendedB
    /WP-MultinationalAHelve
    /WP-MultinationalARoman
    /WP-MultinationalBCourier
    /WP-MultinationalBHelve
    /WP-MultinationalBRoman
    /WP-MultinationalCourier
    /WP-Phonetic
    /WPTypographicSymbols
    /ZapfChancery-MediumItalic
    /ZapfDingbats
    /ZapfElliptical711BT-Bold
    /ZapfElliptical711BT-BoldItalic
    /ZapfElliptical711BT-Italic
    /ZapfElliptical711BT-Roman
    /ZurichBT-RomanExtended
    /ZWAdobeF
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /CropColorImages true
  /ColorImageMinResolution 150
  /ColorImageMinResolutionPolicy /OK
  /DownsampleColorImages false
  /ColorImageDownsampleType /Average
  /ColorImageResolution 300
  /ColorImageDepth 8
  /ColorImageMinDownsampleDepth 1
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages true
  /ColorImageFilter /FlateEncode
  /AutoFilterColorImages false
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /CropGrayImages true
  /GrayImageMinResolution 150
  /GrayImageMinResolutionPolicy /OK
  /DownsampleGrayImages false
  /GrayImageDownsampleType /Average
  /GrayImageResolution 300
  /GrayImageDepth 8
  /GrayImageMinDownsampleDepth 2
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages true
  /GrayImageFilter /FlateEncode
  /AutoFilterGrayImages false
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /CropMonoImages true
  /MonoImageMinResolution 1200
  /MonoImageMinResolutionPolicy /OK
  /DownsampleMonoImages false
  /MonoImageDownsampleType /Average
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /CheckCompliance [
    /None
  ]
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError true
  /PDFXTrimBoxToMediaBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXSetBleedBoxToMediaBox true
  /PDFXBleedBoxToTrimBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXOutputIntentProfile ()
  /PDFXOutputConditionIdentifier ()
  /PDFXOutputCondition ()
  /PDFXRegistryName (http://www.color.org)
  /PDFXTrapped /False

  /CreateJDFFile false
  /SyntheticBoldness 1.000000
  /Description <<
    /ENU <FEFF>
  >>
>> setdistillerparams
<<
  /HWResolution [2400 2400]
  /PageSize [504.000 720.000]
>> setpagedevice


