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In the absence of the bodies of Christ and Mary, architecture took on a special
representational role during the Christian Middle Ages, marking out sites asso-
ciated with bodily presence of the dominant figures of the religion. Throughout
this period, buildings were reinterpreted in relation to the mediating role of tex-
tual and pictorial representations that shaped the pilgrimage experience across
expansive geographies. In this study, Kathryn Blair Moore challenges funda-
mental ideas within architectural history regarding the origins and significance
of European re-creations of buildings in Jerusalem, Bethlehem, and Nazareth.
From these conceptual foundations, she traces and reinterprets the significance
of the architecture of the Holy Land within changing religious and political
contexts, from the First Crusade and the emergence of the Franciscan Custody
of the Holy Land to the anti-Islamic crusade movements of the Renaissance, as
well as the Reformation.

Kathryn Blair Moore teaches medieval and Renaissance art history at Texas
State University. She received her art historical training at the Institute of Fine
Arts, New York University. Fellowships and grants from the American Council
of Learned Societies, the American Academy in Rome, and the University of
Hong Kong (where she previously taught) have supported extensive research
throughout Europe, Western Asia, and North Africa. Her scholarly work
explores the intersection of architectural, pictorial, and textual cultures, with a
particular emphasis upon larger religious and political contexts, from pilgrim-
age to religious wars, that shaped the experience of buildings across Europe and
the Mediterranean world.
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PREFACE

&0

This book is about a group of buildings located in
the modern countries of Israel, Syria, and Egypt that
have motivated countless pilgrims to cross continents
and seas and have inspired cataclysmic wars and ter-
ritorial disputes whose effects reverberate through
the present day. And yet why and how these build-
ings that collectively make up the sacred architecture
of the Christian Holy Land first emerged as signif-
icant symbolic entities remains surprisingly unex-
plored. Certainly the traditional building histories of
the Church of the Holy Sepulcher in Jerusalem or
the Church of the Nativity in Bethlehem, for exam-
ple, have been told and carefully weighed against
archaeological evidence. This study, however, is not
conceived as a traditional history of the lives of
buildings, but instead proposes to consider how this
group of buildings first entered the European imag-
inary, especially by means of the generative capacity
of language, and how symbolic actions of appropri-
ation, re-creation, and destruction came to impinge
upon the physical reality of these buildings in the
Holy Land.

Since their first creation in the period of
Christianity’s legalization under Constantine (i.e., in
the fourth century AD), the buildings that came to
shape the Christian pilgrimage to the Holy Land have
existed in a charged conceptual space formed out of
the opposing impulses of re-creation and destruction.
Within this dynamic space the relationships between
Judaism, Roman paganism, Christianity, Islam,
Catholicism, and Protestantism have been defined
through symbolic acts of architectural re-creation or

XV

destruction, which either reiterated or foreshadowed
physical acts. The large historical scope of this book
allows us, on the one hand, to trace the differing
uses of representational media, from textual descrip-
tion and hand-made drawing to printed images and
physical re-creations, in the negotiation of relation-
ships between imaginary and real space, and, on the
other hand, to see significant relationships between
real buildings across expansive geographies. For
example, physical re-creations of the Church of the
Holy Sepulcher or the Way of the Cross constructed
in the sixteenth or seventeenth centuries, whether in
Catholic parts of Italy, Spain, Germany, or the New
World, can be seen as engaging with an opposing
destructive tendency, which led to the dismantling
of similar buildings as part of the Protestant reform
movements, or the parallel symbolic erasure of the
Christian pilgrimage buildings in maps of the Holy
Land published in bibles in the Protestant North.
Currently, there are attempts to rewrite the history
of the Temple Mount in Jerusalem as a purely Islamic
structure with no relation to the historical Jewish
Temple; in opposition to this are calls for the destruc-
tion of the Dome of the Rock and the restoration
of the Jewish Temple that have been symbolically
enacted in various media, from computer simulations
of the Temple to a theme park exhibit in Orlando,
Florida. A millennium earlier, in the eleventh century,
calls to unite European Christians to take Jerusalem
from the Muslim agents of the Antichrist — as they
were characterized — engaged with a symbolic act
of architectural appropriation and re-creation, by
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which the Dome of the Rock was represented in
sermons and texts as a Christian building perversely
transgressed by Muslims. At the same time, would-
be crusaders rallied around the idea of protecting
the site of the Holy Sepulcher in Jerusalem, whose
architecture had recently been destroyed by Muslims.
The construction of churches dedicated to the Holy
Sepulcher throughout eleventh-century Europe
enacted a symbolic reconstruction of the building in
Jerusalem, pointing to a future possession of the city
and its sacred architecture.

This dynamic tension between re-creation and
destruction can be extended back to the first forma-
tion of the Christian architecture of the Holy Land
in the time of Constantine. The initial creation of the
Church of the Holy Sepulcher entailed the disman-
tling of a pagan Roman temple reportedly dedicated
to Venus, whose stones and columns were reused in
the new Christian building; the empty Tomb and
inscribing Rotunda of the Christian church initi-
ated a new potential symbolic life for architecture,
inscribing not an idol but an empty space standing
for the absent body of Christ. The apparently anti-
idolatrous nature of European churches dedicated
to the Tomb of Christ may have been significant
in the context of their first creation, as part of mis-
sionary activities of the ninth and tenth centuries.
From another perspective, we might consider how
the symbolic life of the architecture of the Christian
Holy Land was at the same time a reaction to the
Islamic possession of the region, from the seventh
century. The first significant representation of the
architecture of the Holy Land as a collective entity
was created when Christianity was challenged by the
new religion of Islam that denied the divine status of
Christ. It took the form of an illustrated book, with
descriptions of the features of those distant build-
ings, related — by the monastic author, Adomnan of
Iona — to the primary material traces characterized
as testaments to the divinity of Christ. The ground-
plans of the sacred buildings defined the contours of
the Christian Holy Land at a moment when Islam
threatened the Christian identity of the territory.
The buildings were imagined as enclosing sanctify-
ing inscriptions, and by extension as composed of
inscriptional forms, marking out sites of theophany —
where God’s presence on earth had been revealed.

Adomnian’s book was composed around the
end of the seventh century and would circulate
throughout Europe in numerous manuscript copies
in the following centuries, and then would take on
a renewed life in printed books of the early modern
period. Significantly, the moment of the book’s crea-
tion intersected with the construction of the Dome
of the Rock over the ruins of the Jewish Temple in
Jerusalem. The Dome of the Rock encapsulated the
Islamic challenge to Christianity’s presence in the
Holy Land, by competitively appropriating archi-
tectural forms associated with Christ and Mary in
and around Jerusalem. When the crusaders took
Jerusalem in 1099, motivated by the recent Islamic
destruction of the Church of the Holy Sepulcher,
they took over the Dome of the Rock and trans-
formed it into a church. From that moment, the
building would become central to the Christian con-
ception of the sacred architecture of the Holy Land,
and its representation in succeeding centuries would
visually articulate the intentions of new crusading
movements that hoped to restore Christian posses-
sion of Jerusalem’s Temple. The overall conception
of what constituted the architecture of the Christian
Holy Land therefore significantly changed over the
centuries, reflecting how the Christian identity of
the Holy Land was repeatedly redefined in opposi-
tion to Islam.

Studies of the symbolic significance of the archi-
tecture of the Holy Land have in the past focused
upon the relationship between Christianity and its
antecedent religions, Judaism and Roman paganism.
The relative absence of attention to the relationship
of Christianity to Islam as it informed the funda-
mental notions of the sanctity of the architecture of
the Holy Land could be seen as a product of the
history traced here. This book attempts — as much as
may be possible — to disregard conceptual boundaries
that divide studies of Jerusalem’s architecture along
religious and national lines. The study also attempts
to disregard assumptions about period divisions,
particularly between the medieval and Renaissance
periods, as well also as geographical boundaries that
tend to divide southern from northern Europe, for
example. The idea of the architecture of Jerusalem
was, and continues to be, both deeply divisive and
unifying, and the full implications of this paradox
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can only be appreciated with a broad perspective.
Although the primary focus of this book is the mil-
lennium stretching from the seventh through the
seventeenth centuries, the renewed interest in the
architecture of the Holy Land in the nineteenth and
twentieth centuries will be discussed in the Epilogue.

This research has been supported by the gener-
osity of several institutions. I would like to thank the
American Academy in Rome, the Kress Foundation,
the Jack Kent Cooke Foundation, the American
Council of Learned Societies, the Renaissance
Society of America, the Newberry Library, and the
University of Hong Kong. I would like to thank
Beatrice Rehl at Cambridge University Press for
her consistent enthusiasm for this project, even as
the manuscript continued to grow, and Texas State
University, for providing a generous grant to cover the
cost of printing the book. I would also like to thank
the institutions that made materials available and
granted permission for reproduction of illustrations,
especially the Biblioteca Nazionale in Florence, the
Bibliotheque Nationale in Paris, the British Library,

the Spencer Collection of the New York Public
Library, the Getty Research Institute, the Jewish
National and University Library, the Bayerische
Staatsbibliothek in Munich, the Catharijneconvent in
Utrecht, the Fundacién Casa Ducal de Medinaceli in
Seville, the Musée Archéologique at Narbonne, the
Aikaterini Laskaridis Foundation, and the Moldovan
Family Collection. I would also like to thank the
many individuals who supported this research in
ways both large and small along the years, especially
Finbarr Barry Flood, Priscilla Soucek, Richard Etlin,
Jelena Bogdanovi¢, Anastasia Graf, Mary Catherine
Bongiovi, Christopher Feeney, Giilru Necipoglu,
Areli Marina, Alick McLean, Bronwen Wilson, Beate
Fricke, Todd Olson, Camille Mathieu, Michael Waters,
Lauren Kinney, Jason Moralee, Holly Flora, Cammy
Brothers, Carla Benzan, Erik Gustafson, Sarah
McNamer, Ludwig Lochschmidt, Diarmuid O Riain,
Aaron Hyman, Erin Maglaque, Shannon Wearing,
Julia Perratore, Opher Mansour, Alexei Lidov, Joseph
T. Moldovan, Mathieu Lhotellerie, Jiaqi Liu, Wyatt
Ince, and the anonymous readers.



ABBREVIATIONS

20
BAP Bibliothéque de I’Arsenal, Paris BSB Bayerische Staatsbibliothek, Munich
BAV Biblioteca Apostolica Vaticana, Rome BSN Bibliotheque du Séminaire, Namur
BCR Biblioteca Casanatense, Rome CCC Corpus Christi College, Cambridge
BL British Library, London KB Koninklijke Bibliotheek, The Hague
BLK Badische Landesbibliothek, Karlsruhe NYPL New York Public Library, New York
BLO Bodleian Library, Oxford ONB Osterreichische
BML Bibliothéque Municipale, Laon Nationalbibliothek, Vienna
BMV Biblioteca Marciana, Venice QCO Queen’s College, Oxford
BNCEF Biblioteca Nazionale Centrale, Florence SB Stiftsbibliothek, St. Gall
BNF Bibliothéque Nationale de France, Paris VBM Valenciennes Bibliothéeque Municipale
BRB Bibliotheque Royale de Belgique, Brussels 7B Zentralbibliothek, Zurich
BRT Biblioteca Reale, Turin

xviil



INTRODUCTION

THIS BOOK PROPOSES TO EXPLORE THE CHANGING
contexts for the perceptions of the architecture
of the Christian Holy Land. The most important
body of evidence for these perceptions is found in
the books that described the pilgrimage; such books
mediated between the pilgrimage in Jerusalem and
its re-creation elsewhere, and created fundamental
links between the two realms of experience.The ear-
liest pilgrimage books suggest that Christians actively
sought to trace out the vestiges of Christ’s body —
such as imprints of his face and hands on the Column
of the Flagellation (Fig. 1) or his footprints on the
Mount of Olives (Fig. 2) — perceived as inscriptions
drawn by Christ as testaments to his dual divine and
human nature. The description of the related archi-
tectural enclosures inscribing the imprints of Christ’s
otherwise absent form, first constructed during the
lives of Helena and her son Constantine, became a
fundamental part of the larger process of tracing and
memorialization enacted by pilgrims in the Holy
Land and re-enacted in a monastic context within
manuscripts. The combined perception of the signif-
icance of the architecture associated with the body
of Christ and the desire to experience the pilgrimage
without making the journey — particularly as made
more difficult following the Islamic conquests in the
region — precipitated the first physical re-creations
of the architecture of the Holy Land. The analysis
of these various re-creations of the Holy Land will
aim to elucidate the nature of representation, broadly
defined to incorporate textual description, pictorial
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Fig. 1 Column of the Flagellation, Church of the Holy
Sepulcher, Jerusalem (Photo: author)

representation, and architectural re-creation, and pri-
marily understood as a making present again — a re-
presentation — of something absent: the bodies of
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Fig. 2 Church of the Ascension, Jerusalem, twelfth century (Photo: author)




INTRODUCTION 3

Christ and Mary. The Tomb in Jerusalem temporar-
ily enclosing Christ’s body before the Resurrection
(Fig. 3), the cave where he had been born in
Bethlehem and adored by the Magi, and the house
of Mary where the Angel Gabriel had announced
the birth of Jesus, could all be re-created and their
auratic presence expanded, as they were throughout
Christendom.

The architectural materials inscribing the sites
of Christ’s corporeal presence, although not pres-
ent during his life, came to be an essential part of
experiencing the traces of his earthly presence.
Architectural forms had a primary representational
function in abstractly manifesting Christ’s absent
body, both within the Holy Land and beyond. In
Europe, the pilgrimage churches were re-created in
the form of new buildings that were doubly rep-
resentational: by first standing in for the absent orig-
inal, inaccessible because of the distance of the Holy
Land, and then also standing in place of a building
that was itself primarily an inscription of bodily
absence. The implication of a double absence none-
theless made the representation more essential to the
experience, and this significance was amplified by
other deeply felt absences: the vestiges of numerous
pilgrims who had made the pilgrimage in order to
transmit their experiences in a collective memoriali-
zation of the journey. The auratic force of the build-
ings also derived from the centuries of accumulated
inscription, description, and transmission: it was not
just that Christ’s body was implicated in the presence
of the buildings, but that the architectural forms also
retained the memory of the countless Christian pil-
grims who had come and touched the buildings,
whose primary vestiges were simple graffiti inscribed
into the stones of the Holy Sepulcher (Fig. 4) and
the written accounts that memorialized the process
of interior inscription in tangible form.

PREVIOUS LITERATURE

There is a vast body of literature on the architec-
ture of the Holy Land, from analyses of pilgrim-
age accounts through archaeological surveys of the
modern period.” My interest is not in the patrons
who first initiated the buildings or the motivations

for their initial construction — these are topics well
explored elsewhere — but instead in the perception
of the buildings. From the perspective of histori-
ans of pilgrimage literature, the changes in attitudes
towards the representation of the architecture of the
Holy Land have not been a primary interest. Textual
accounts, in particular, have been taken as the pri-
mary evidence for the state of the buildings over the
centuries. The question of why the accounts varied,
how the variations might indicate changing percep-
tions of the architecture over the centuries — espe-
cially in contrast to the idea of the overall city of
Jerusalem — and in what ways these textual descrip-
tions related to pictorial and architectural representa-
tions, has remained unasked.?

Within the history of European art and archi-
tecture, there has been a long-standing disconnect
between the architecture of the Holy Land as expe-
rienced by pilgrims and the buildings in Europe
that were intended to re-create the distant originals.
While it has been understood that pilgrims played an
active role in inspiring the construction of many of
the re-creations of buildings like the Holy Sepulcher
in Europe, the related role of the book culture of pil-
grimage accounts — and the corresponding oral cul-
ture — in bridging the physical distance to Jerusalem
and the conceptual distance from the body of Christ
has been largely overlooked. Richard Krautheimer’s
often-cited discussion of the “iconography of medie-
val architecture”is exemplary in this regard.’ He con-
sidered the lack of resemblance between the Rotunda
of the Holy Sepulcher in Jerusalem and its European
“copies” as resulting from a pervasive medieval dis-
regard for visible appearances. Krautheimer charac-
terized the medieval attitude towards all architectural
forms as a collective imprecision and inattentiveness
to accuracy.* An exploration of the pilgrimage liter-
ature instead suggests that such physical re-creations
were primarily created and perceived in the context
of an oral and textual culture of pilgrims recounting
or imagining their experiences for an audience who
would for the most part never see Jerusalem with
their own eyes.

And yet the following exploration of how
the architecture of the Christian Holy Land was
re-created in Europe is in fact an expansion of
Krautheimer’s original observations. For it was
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Fig. 3 Anastasis Rotunda, Church of the Holy Sepulcher, Jerusalem, founded fourth century (Photo: author)
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Krautheimer who first observed that the symbolic

meaning — or content, as he called it — of many
significant European churches depended upon
their perceived relationship to a distant building in
Jerusalem. This observation opened up a new kind
of medieval architectural history, in which forms
might be correlated with meanings. The fact that
Krautheimer’s article of 1942 still continues to be
cited with remarkable frequency is in itself a tes-
tament to the foundational nature of his argument
for the field of European architectural history.
This study is not conceived as a repudiation of
his iconography, but an elaboration. For instance,
Krautheimer characterized the relation between
the copies of the Holy Sepulcher in Europe and the
prototype in Jerusalem in terms of the “disintegra-
tion ... into single elements, the selective transter
of these parts, and their reshuffling in the copy.”*
While insightful, this observation leaves open the
question of how and why such a disintegration
occurred. By taking into account the distance in
both space and time, the role of pilgrimage, and
the mediating roles of memory, verbal description,
and pictorial representation, we might be able to
reconfigure our understanding of the relationship
between the buildings in the Holy Land and their
re-creations in Europe.”

Krautheimer had turned to the question of
how the architecture associated with Christ’s Tomb
in Jerusalem was re-created in Europe in order
to lay the groundwork for the study of symbolic

Fig. 4 Graffiti, Church of the Holy Sepulcher,
Jerusalem (Photo: author)

content in all of medieval architecture, proposing
that the Holy Sepulcher functioned as an archi-
tectural model in the same way as any building in
medieval Europe. I would instead suggest that the
architecture associated with the absent bodies of
Christ and Mary was special, and the example of
the Anastasis Rotunda, or Holy Land architecture
in general, should not be extrapolated to form a
general theory of architectural symbolism in medi-
eval Christianity.” A primary aim of this study is
to trace the evolution of the special status of the
architecture of the Holy Land from late antiquity
through the early modern period. Krautheimer
also framed his discussion in negative terms, that
is, in terms of what was lacking in medieval archi-
tectural representation in contrast to the precision
and fidelity of Renaissance and modern modes of
imitation. Rather than viewing the European re-
creations of the Holy Sepulcher and related build-
ings associated with the bodies of Christ and Mary
in terms of what is lacking, or absent, in contrast
to the originals, their forms and meanings will
be resituated in the context of a pervasive inter-
est in the symbolic presence of Christ and Mary.
The ultimate subject of representation was not the
material buildings in the Holy Land, but the bodies
they had once enclosed.

In the decades since Krautheimer’s article was
first published, his concept of architectural iconog-
raphy has most often been reduced to the notion of
“copying.”® In an effort to link together the various
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European re-creations of the Holy Sepulcher into
a chain of replicas, these buildings have become
decontextualized from their individual historical
contexts. There is a particularly notable habit of cit-
ing a handful of the copies of the Holy Sepulcher
from various periods and locations, in a way that
implies their fundamental equivalence, despite var-
ying circumstances of creation and changing histor-
ical contexts.” By doing so, it is also implied that the
exact number of buildings and their contexts need
not — or cannot — be specified. In other words, the
notion of inexactitude has been extended to how the
entire class of buildings has been treated in modern
scholarship. It is primarily this use of Krautheimer’s
iconography that I see as problematic, and which
I hope to challenge by re-evaluating the fundamen-
tal aspects of not just how and why, but also where
and when buildings were made in the image of the
Holy Sepulcher.

What,ultimately, was the origin of Krautheimer’s
assertion that the Holy Sepulcher in Jerusalem was
the most frequently copied building in medieval
Europe, or even that it was copied at all? In the ninth
and tenth centuries in the region of modern-day
Germany, churches were for the first time explicitly
dedicated to Christ’s Tomb and said by contempo-
raries to have been constructed in the “likeness” of
Christ’s Sepulcher.” Such dedications continued
to proliferate throughout the eleventh and twelfth
centuries. Rather than examine the historical con-
text for these buildings — asking questions such as
why the first dedications emerged in the context
of Benedictine monastic foundations, or why the
buildings subsequently proliferated in the period
of crusades, or wane with the loss of the crusader
states — Krautheimer implied the limitless nature of
his argument. The most notable way was by sug-
gesting that any centralized baptistery constructed
in Christianity, beginning with the fourth-century
Lateran Baptistery, could potentially be viewed as
a copy of the Holy Sepulcher, despite the fact that
no baptistery was ever recorded as being dedicated
to Christ’s Sepulcher.” The certainty of an intent
to copy the Holy Sepulcher was teleologically pro-
jected back to the first period of Christianity as
an imperial religion, and in this way architectural
copies of the Holy Sepulcher became a defining

ahistorical feature of all medieval Christian archi-
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tecture.”” Krautheimer’s iconography has none-
theless been understood as a significant example
of contextualism.” However, I would emphasize
that Krautheimer primarily considered the macro-
context for the creation of churches copying the
Holy Sepulcher, namely the Christian Middle
Ages. The buildings’ specific material and institu-
tional contexts, and the related physical evidence
for their symbolic significance, largely remains to
be investigated.

AIMS AND DIVISION OF MATERIALS

A primary aim of this study is to think about how
connections to Jerusalem and its sacred architec-
ture were materialized in the book culture of pil-
grimage, and at the same time to use the evidence
of these books to establish the changing percep-
tions of the buildings in relation to historical and
political contexts. I would propose that we con-
sider that the creators of such books were not pas-
sively recording the existence of symbolic forms,
but instead actively bringing them into being as
part of a larger signifying process. I would likewise
propose that we look to the pilgrimage books as
more than just documents testifying to the state
of the buildings, but also as significant creations in
themselves, whose features can contribute to our
understanding of this special set of buildings and
how they were given symbolic meaning. In doing
so, I have found that fundamental questions have
never been posed, most importantly: when and
why did description of architectural forms become
an essential idea of the imagined pilgrimage to the
Holy Land? And, how did this relate to the re-
creation of the pilgrimage in real space, through
architectural construction?

It 1s in the De Locis Sanctis (On the Holy Places)
of Adamnanus de Iona, more commonly known
as Adomnan of Iona, composed around the end of
the seventh century, that we find the first surviving
description of the forms of the buildings of the Holy
Land — created, significantly, by a monk who had
never seen Jerusalem with his own eyes.”* Adomnan
wrote the book sometime during his period as abbot
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of the remote island monastery of lona off of the
coast of modern-day Scotland, from 679 to 704."
His book exemplifies the role of monastic libraries
in the pre-crusades engagement with the Holy Land.
His knowledge of the topographic and architectural
features of Palestine depended upon a combination
of previous books and oral accounts made by those
who had completed the pilgrimage, as well as his
own careful reading of Scripture and exegetical trea-
tises, particularly Augustine’s.” Adomnan apparently
also produced the first pictorial illustrations of the
buildings, although they only survive in manuscripts
produced in the Carolingian period. His book was
intended to serve as the basis of an imagined pil-
grimage; through the exegesis of architectural forms,
the sanctified quality of the Christian Holy Land —in
contrast to the reality of Islamic possession — could
be experienced in any monastic context. At the same
time, the forms of the buildings that he inscribed
on the manuscript page gave to the buildings for

Fig. 5 Chapel of St. Michael, Fulda, ¢. 820 (Photo: author)

the first time an independent symbolic existence,
unbound from the sacred topography that first
gave them meaning. The buildings, in other words,
took on a new kind of abstract existence across a
community of monastic readers. Adomnan brought
the buildings to life for an audience who would
never physically go to Jerusalem. I found that the
most significant re-creations of the Holy Sepulcher
that incorporated not only the round form of the
Anastasis Rotunda but also some kind of re-creation
of the Tomb of Christ, like the ninth-century chapel
at Fulda (Fig. 5), were monastic foundations whose
abbey libraries had copies of Adomnan’s De Locis
Sanctis. These foundations, beginning with Fulda,
formed a network of Anglo-Saxon missionary and
scholarly activities that first defined the collective
Christian identity of Western Europe.

In general, the role of pilgrimage accounts in
ascribing symbolic significance to the architec-
tural forms of the Holy Land has never been fully
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explored. One of my primary arguments is that in
the first centuries of pilgrimage to the Holy Land
the architecture associated with the bodies of Christ
and Mary acquired a special symbolic status because
it was implicitly tied to the culture of textual exe-
gesis. The topography of the Holy Land was closely
linked to the study and interpretation of the Gospel
accounts; the related buildings became implicated in
the process of interpreting the vestiges of Christ’s
lite. Adomnan’s idea of describing the forms of
the Holy Land buildings — both verbally and pic-
torially — originated in a search for inscriptions of
Christ’s forms embedded in the earth and stones of
the Holy Land. He suggested a dynamic relation-
ship between the forms of the buildings and the
inscriptions that they enclose, most explicitly on the
Mount of Olives, where the church’s open vault was
ascribed to the earth’s refusal to accept any cover-
ing over Christ’s footprints within (Plate 2). Like
the form of the True Cross, or the true portrait of
Christ, whose symbolic significance was also being
interpreted in the same period, buildings like the
Church of the Ascension provided a metaphor for
the Incarnational joining of divine form and earthly
material. The earliest European buildings re-creating
Christ’s Sepulcher similarly did not offer a totalizing
revelation, but instead alluded to the salient symbolic
forms as a way of foreshadowing both the return of
Christ to the Mount of Olives at the end of time and
the Christian repossession of Jerusalem.

Part I, “The Symbolization of Holy Land
Architecture,” focuses on the role of monastic
writer-pilgrims, who produced and read the first
manuscripts describing and illustrating the architec-
tural forms associated with Christ’s life in the Holy
Land. It was in the context of Benedictine monastic
foundations — in close physical and temporal rela-
tion to the creation of the illustrated books on the
architecture of the Holy Land — that the first phys-
ical re-creations of churches dedicated to the Holy
Sepulcher were created. The fundamental inspiration
for the symbolization of the architecture associated
with Christ’s life — I argue — was the idea of pilgrims
tracing out the sites of past bodily presence, whether
in person or simulated on the parchment surface of a
manuscript. Architectural forms traced the contours
of places where the bodies of Christ and Mary had
been. Buildings gave shape to the spaces inscribing

sites of past bodily presence and implied a totality to
the otherwise fragmentary imprints of Christ’s body.
In this respect, it was the forms of buildings that first
emerged as meaningful, generative entities. Unlike
other contact relics relating to Christ, the Apostles, or
saints, the transfer of the sanctity of buildings like the
Anastasis Rotunda was not accomplished through
physical movement of materials, but instead through
a re-inscription of significant forms, both in the con-
text of the book culture of pilgrimage accounts and
through architectural construction.

Part II, “Triumphal Restoration and Re-creation
in the Crusades,” explores how the Christian takeover
of the Holy Land affected the perception of its archi-
tecture, from the conquest of Jerusalem in 1099 until
the fall of Acre in 1291, when the last of the crusaders
were expelled from the Holy Land. Krautheimer’s ico-
nography took the Holy Sepulcher as a stable entity
throughout the entire Middle Ages, and yet there were
radical material changes, from the destruction of the
building in 1009 to its reconstruction in the eleventh
and twelfth centuries. The caesura between Parts I and
I1 is intended to register this significant break between
the two periods. I view the destruction of the church
and the crusader conquest ninety years later as a vio-
lent rupture, which ended a centuries-long tradition
of primarily imagining the architecture of the Holy
Land in the context of monastic libraries and biblical
exegesis. The restoration of the Holy Sepulcher initi-
ated a new celebration of the church in Jerusalem as a
symbol of the crusader triumph over Islam.

Part IT explores the ways in which the crusaders
and pilgrims who flooded into the Holy Land in the
period of the Latin kingdom of Jerusalem (1099—
1187) celebrated the total city of Jerusalem as the
material embodiment of the heavenly city promised
in Revelation. This celebration of the living materi-
als and rituals of its churches stands in stark contrast
to the pre-crusades period, in which pilgrims had
focused on the essential forms of key churches, as a
series of symbols extracted from a city that otherwise
had limited relevance for the Christian pilgrim.The
expansion of existing pilgrimage churches and newly
acquired ones, taken from their previous Muslim cus-
todians, focused on a reorientation towards a vision
of the restoration of the Temple of Jerusalem and its
Gate, through which Christ would return at the end
of time (Fig. 6). In Europe, the churches dedicated
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Fig. 6 Temple Mount from the Mount of Olives (Photo: author)

to the Holy Sepulcher constructed in response to
the crusader conquest of Jerusalem in 1099 should
be viewed as emerging from a new context. These
churches were often inspired by returning crusaders
and pilgrims who had been to the Holy Sepulcher;
for them, the architecture of the Holy Land stood for
Christianity’s triumph over Islam and the heavenly
Jerusalem made real.

During the period of the crusades, re-creations
of the Holy Sepulcher, like the production of new
pilgrimage accounts, became a more pervasive phe-
nomenon. In contrast to the pre-crusades period,
some of the re-creations of the Holy Sepulcher
were made within the context of a larger topo-
graphic imitation of the Holy Land, in a way that
paralleled new kinds of pictorial representations of
the total city of Jerusalem. In Pisa, the re-creation
of the Anastasis Rotunda embodied in the form of

that city’s Baptistery (Fig. 7) was augmented by the
renaming of the city’s main entrance as the Golden
Gate and the reported transportation of massive
amounts of earth from the site of the Crucifixion
to the city’s cemetery. In both Mantua and Bologna
(Fig. 8), buildings constructed in the image of the
Holy Sepulcher in Jerusalem were part of more elab-
orate re-creations of other buildings and sites of the
Holy Land.

The break between Parts II and III is also
intended to indicate a fundamental historical
change, which impacted the perceptions of the
architecture of the Holy Land, in this case relating
to the loss of Jerusalem and the formation of the
Franciscan Custody of the Holy Land in 1342. For
Krautheimer, the medieval practice of copying the
Holy Sepulcher came to an end with the advent of
precision in Renaissance architectural representation
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Fig. 7 Baptistery, Pisa, founded 1153
(Photo: author)

Fig. 8 Holy Sepulcher, Bologna, twelfth century
(Photo: author)

with no mention of the role of the Franciscans. Part
[IT therefore supplies a missing chapter in this his-
tory. Franciscan friars were the primary actors in the
cultivation of a broader dedication to the material

relics of the life of Christ in the Holy Land, in which
architecture played a primary role.”” Rather than
ascribing a new interest in describing precise forms,
measures, spatial arrangements, and material make-
up of the buildings and their settings to an incipient
Renaissance movement inspired by ancient Roman
notions of mimetic representation, I view this new
attitude towards Holy Land architecture in light of
Franciscan theology and affective piety, and particu-
larly the imperative to imagine being in the Holy
Land as an active participant in the lives of Christ
and Mary.

Part III, “The Franciscan Custody of the Holy
Land,” explores how the Franciscans shaped the
perceptions of the architecture of the Holy Land
in the post-crusade period. The Franciscans pro-
moted a vernacular culture related to modes of
piety centering on the use of images in the vicari-
ous experience of the pilgrimage, in a broad pop-
ularization of a form of contemplative devotion
that asked for the active engagement of the imagi-
nation to experience the Holy Land as the setting
for the life of Jesus. Franciscans promoted a percep-
tion of the collective vitality of the materials rel-
ics of Christ’s life — conceived more insistently as
incorporating the architecture associated with his
and Mary’s bodily presence — defined in contrast
to the opposing destructive tendency of Muslims.
Franciscans renewed the book culture of pilgrimage
manuscripts, so that the imagined pilgrimage could
be experienced as a bodily communion with the
sanctified matter of the Holy Land, consecrated by
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the blood of Christ — and therefore both inherently
and rightfully Christian. What resulted was a signif-
icant illusion of animism in the stones and forms of
the Holy Land buildings, rooted in the vital earth
and water of the Holy Land; this fed into an ever-
expanding interest in using the representation of
architecture to structure pictorial spaces — both real
and imagined.

The most important example of this Franciscan
book culture is the illustrated account written by
Fra Niccold da Poggibonsi after his journey of
1346—50. The Franciscan author set out from his
convent of San Lucchese in Tuscany with the
intent already formed in mind of recording in
vivid detail the buildings and cities that had pro-
vided the setting for the life of Christ. The result-
ing book, entitled the Libro d’oltramare (Book of
Overseas) is the first fully illustrated account of
the architecture of the Holy Land, with over a
hundred drawings figuring buildings in Jerusalem
(Fig. 9), Bethlehem, Nazareth, Damascus, Cairo,
and places in between.” Fra Niccolo created the
first known purely eyewitness account of the pil-
grimage, describing his tactile, spatial, and visual
engagement as he moved through the buildings that
framed the spaces associated with the life of Christ.
In contrast to the previous pilgrimage accounts,
limited to monastic communities and a Latinate
readership, Fra Niccolo’s book was written in the
vernacular and employed pictorial imagery giving
emphasis to the embodied and experiential quali-
ties of the pilgrimage.

Niccolo da Poggibonsis book was copied
often — both with and without illustrations — and in
1500 transformed into an anonymous printed book
of immense popularity, published in over sixty edi-
tions in Italy until 1800." By the nineteenth century,
the illustrated manuscript versions — including Fra
Niccold’s autograph copy — had been lost to mod-
ern scholars, and the many woodcuts of the printed
editions were presumed to be works of artistic fan-
tasy. The illustrated manuscripts were, however, not
permanently lost, as was thought in the twentieth
century. The drawings in the four illustrated cop-
ies discussed in Part III are the complement to
the detailed narrative of Fra Niccolos book.*® Fra
Niccolod’s book represents the culmination of a long

history of invoking the physical aspects of the pil-
grimage in the context of a written account of the
journey, especially in a way that drew upon expecta-
tions for the potential re-creation of the Holy Land
buildings in real space.

I hope that patterns will also be seen across
the four parts of the book, especially in relation to
my decision to break the fifteenth- and sixteenth-
century materials — the subject of Part IV — from the
initial impact of the Franciscan Custody of the Holy
Land, the subject of Part III. There is a broad pattern
of alienation, in which Jerusalem was not physically
possessed by Christians, alternating with possession.
Parts I and III pertain to periods of alienation, in
which Muslim rulers controlled the city and the
book culture of pilgrimage accounts — exempli-
fied by Adomnan’s De Locis Sanctis and Niccolo da
Poggibonsi’s Libro d’oltramare — like related physical
re-creations of the architecture of the Holy Land,
were cultivated as a way of making up for that
heightened sense of distance from Jerusalem. These
re-creations were necessarily partial, and the ultimate
absence to which they pointed was an essential gen-
erating mechanism that fed back into the desire for
further re-creations and ultimately the longing for
an unmediated experience.”” Parts II and IV, on the
other hand, pertain to periods of possession, with the
important note that in the fifteenth and sixteenth
centuries, in contrast to the eleventh and twelfth,
this was an imagined possession. The fifteenth cen-
tury, like the eleventh, was a period dominated by
the idea of conquering Jerusalem, which ultimately
remained unfulfilled. The imagined repossession,
of which the most famous example is the Holy
House of Loreto — said to be the house of the Virgin
Mary transported in toto by angels from Nazareth to
Italy — was immediately followed by another fail-
ure. In the sixteenth century, numerous Christians
were persuaded by reformers like Martin Luther and
Erasmus that the sacred buildings of the Holy Land
guarded by the Franciscans, in particular the church
associated with the sites of his Crucifixion and
Entombment, were in fact unholy frauds, of as little
value as a piece of wood counterfeited and sold as a
relic of the True Cross. Throughout the regions of
modern-day Germany, France, the Netherlands, and
England churches dedicated to the Holy Sepulcher
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Fig. 9 Church of the Holy Sepulcher, BNCF Ms. II IV 101, fol. 6v, second half fourteenth or early fifteenth century
(Photo: Ministero dei beni e delle attivita culturali e del turismo / Biblioteca Nazionale Centrale di Firenze)
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Fig. 10 Cave of the Nativity, Sacred Mountain of Varallo, ¢. 1493—1514 (Photo: author)

were dismantled or destroyed in acts of calculated
architectural iconoclasm, paralleled by the erasure of
the sacred architecture of Jerusalem within the book
culture of Protestant Europe.

Part 1V, “Imagined Pilgrimages and Crusades
in the Renaissance,” traces the explosion of interest
in the architecture of the Holy Land in connection
to the desired conquest of Jerusalem in the fifteenth
century, which was followed by the remarkable
reversal in the sixteenth century, when images and
buildings associated with the architecture of the
Holy Land were effaced throughout Protestant
Europe. As in the eleventh century, the calls for an
anti-Islamic crusade sounded in the fifteenth cen-
tury were accompanied by the creation of build-
ings and imagery dedicated to the Holy Sepulcher.
However, the Renaissance buildings re-creating the
Holy Sepulcher were fundamentally different from
the previous examples; the difference is not primarily
registered through visual precision (as Krautheimer
had suggested), but instead through an emphasis on

somatic experience and measured movements in
space, reflecting the ongoing impact of Franciscan
devotional techniques. Buildings constructed in
Bruges, Leiden, Varallo (Fig. 10), and elsewhere re-
created the experience of climbing the steps to the
Calvary chapel, or descending into the Cave of the
Nativity (Fig. 171).

There was also a fundamental difference in the
fifteenth-century focus on the image of the Temple
of Solomon, associated with a desire to repossess the
Dome of the Rock, the primary Islamic monument
of Jerusalem that had been converted to a church
during the period of the Latin kingdom of Jerusalem.
This focus on the image of the Temple of Solomon
reflects the degree to which the crusade of the fif-
teenth century was not just imagined in terms of the
protection and restoration of the Holy Sepulcher,
but also as an anti-Islamic crusade, in which the
eradication of the Ottoman Empire was desired.
New media and technologies, namely oil paint and
printing (Fig. 12), reconfigured the possibilities for
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Fig. 11 Cave of the Nativity, Church of the Nativity, Bethlehem, founded fourth century (Photo: author)

imagining possession of Jerusalem through images,
in which the Temple — endowed with the recogniza-
ble forms of the Dome of the Rock — took on a cen-
tral role. The quantity and quality of visual material,
from oil paintings, illuminated manuscripts, printed
books, to architectural chapels (Fig. 13), produced
in the Renaissance period also reflects the pervasive
interests of wealthy patrons in demonstrating their
noble dedication to the knightly crusading cause.

In the second half of the fifteenth century, there
was an increasing polarization between such lavish
productions intended to conspicuously display the
nobility and wealth of patrons and the interests in an
interiorization of the experience of the Holy Land,
imagined as a humble activity undertaken in homes
or convents. Various writers at first associated with
the Franciscan order and then more directly with the
related Devotio Moderna (Modern Devotion) encour-
aged a focus on a non-material engagement with
the idea of the architectural and urban environment

of the Holy Land, through which the worshipper
might imagine moving. Most Franciscans, however,
continued to emphasize an imagined engagement
with the material make-up of the related buildings,
understood as relics of the life of Christ sometimes
literally stained with his blood. Copies of Niccold
da Poggibonsi’s book produced in fifteenth-century
Italy and Germany, and the many printed versions
published beginning in the sixteenth century, con-
tinued to promote an imagined materiality in the
context of armchair pilgrimage. The most important
example of the ongoing Franciscan dedication to the
buildings of the Holy Land as material relics are the
sacri monti or sacred mountains constructed at Varallo
and Montaione, initiated before the Protestant
Reformation. These Franciscan foundations, sanc-
tioned by the papacy, incorporated re-creations of
not just the Holy Sepulcher, but also other build-
ings associated with the life of Christ, such as the
Cave of the Nativity (Fig. 11) already mentioned and
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Fig. 12 Erhard Reuwich, Jerusalem (detail), from Bernhard von Breydenbach, Peregrinatio in Terram Sanctam, Mainz, 1486,
The Metropolitan Museum of Art, New York, 19.49.3, Rogers Fund, 1919 (Photo: The Metropolitan Museum of Art,

New York)

the Church of the Ascension. There was nonethe-
less a notable undercurrent of resistance to the focus
upon the materiality of the architecture of the Holy
Land. The Protestant rejection of the sanctity of the
Holy Sepulcher was as much a final repudiation of
the Franciscan emphasis upon the devotion to the
material substance of the pilgrimage buildings, as a
rejection of the authenticity of the locations of the
Crucifixion and Entombment.

In the sixteenth century, the role of books in
shaping the perceived significance of the architec-
ture of the Holy Land became more pronounced
than ever before. Beginning in the 1520s, bibles
printed in the Protestant North incorporated images
of the Holy Land and Jerusalem, in which the pil-
grimage architecture of the Holy Land was visually
erased from the city.>> The reformers’ criticisms of

the pilgrimage, together with the repeated failure
of Renaissance crusading movements, prompted a
search for a new visualization of the architecture of
the Christian Holy Land throughout Europe. New
images of ancient Jerusalem stripped the city down
to its foundations, revealing the ground-plan of
the Temple of Solomon (Fig. 14), suggesting a re-
inscription of the territory of the Holy Land within
the context of biblical exegesis. The paradigm of
sacred building as sanctifying inscription re-emerged
as a signifier of erasure across the landscape of
Palestine. The inscription marked across the pristine
territory of the Holy Land enacted the demateriali-
zation of sacred architecture and existed in perpetual
reference to the Bible, specifically its description of
Solomon’s Temple in Kings and Chronicles.*
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Fig. 13 Holy Sepulcher chapel, San Pancrazio, Florence,
1467 (Photo: author)

Books emerging from the Franciscan milieu, on
the other hand, continued to emphasize devotion
to the material relics of the buildings in the Holy
Land. Bernardino Amico’s treatise is the culmination
of this idea, first published in 1610 in Rome with
the intent of rousing a crusade to retake the Holy
Land and its sacred buildings.* Like many before
him, the Franciscan Fra Bernardino intended his
book to facilitate an imagined pilgrimage, and at the
same time his many scaled drawings were to serve as
the basis of full-scale re-creations of the pilgrimage
churches. In this way Fra Bernardino made explicit a
theme that recurs throughout this long history: that
the vicarious experience created by description and
illustration in a book drew upon the potential for
the re-creation of the architecture of the Holy Land
in real space.

Bernardino Amico seems to realize the full
potential of an illustrated book to orchestrate a virtual
pilgrimage. He explicitly asks his reader to actively
look at each illustrated building, such as the Church
of the Nativity in Bethlehem (Fig. 15), as a three-
dimensional material entity emerging from the page.
Amico also invokes the force of his drawings to work
in concert and together to have a greater power to
create such effects of materiality and spatial exist-
ence. “Force” is at the root of the concept of virtu-
ality (virtus: force).” This book, I hope, is not just a
history of the perceptions of the Holy Land architec-
ture, but instead, shows that this history was closely
tied up with changing perceptions of the combined
potential of textual and pictorial representation as a
medium of powerful interactivity when engaged by
the imagination. And yet, I have consistently resisted
applying the phrase “virtual pilgrimage” — a phrase
that is in vogue at the moment — to the many books,
buildings, and other works of art discussed here.*
I have resisted the use of this phrase for a few reasons;
the notion of virtuality is at the moment too fluid and
implies technologies and media alien to the periods
under consideration. I find a similar problem with
invocations of “copying,” which implies a mechani-
cal precision, in this case not relevant for most of the
periods under consideration. Primarily, though, “vir-
tual pilgrimage” has been applied to radically differ-
ent enterprises, from unillustrated hand-made books
to panel paintings to sculptural installations, in a way
that suggests a lack of clear understanding regarding
the limits or meanings of a “virtual pilgrimage.”

Distinctions might be more productively
observed by broadly contrasting the modalities of
imagined experience of the Holy Land in the peri-
ods associated with Parts I and II, on the one hand,
and Parts III and IV, on the other. The first modality
can be best characterized in terms of inscription, in
which the field of reference was a two-dimensional
surface, conceived in relation to the manuscript page
and — at the same time — the landscape of the Holy
Land. Pilgrim-writers, repeatedly using the term ves-
tigia (mark or trace), implied that the earth and matter
of the Holy Land was an exteriorized tablet of mem-
ory — that is, a receptacle for the vestiges of Christ’s
earthly presence. On the manuscript page, the pil-
grimage experience was conceived as a transcription
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into the reader’s memory and an exegesis of these
signs. The act of inscription was closely tied up with
the mystery of the Incarnation, in which materials
miraculously responded to Christ’s bodily presence,
as for example the Column of Flagellation (Fig. 1),
the paradigmatic architectural element standing for
the relation of the Holy Land to the body of Christ;
although composed of hard marble, the Column
took on a soft, wax-like composition in reaction to
Christ’s body, which drew permanent imprints into
the material of the column.

The second modality might instead be charac-
terized in terms of spatialization. Amico’s call for his
reader to see buildings as material entities emerg-
ing from his book marks the full development of
this modality, in which the two-dimensional page is
reconceptualized as an illusionistic spatial field. The
spatialization of the pilgrimage experience, which

Fig. 14 Benito Arias Montano, Ancient
Jerusalem, Antwerp, 1572 (Photo: The
National Library of Israel, Eran Laor
Cartographic Collection, Shapell Family
Digitization Project and The Hebrew
University of Jerusalem, Department of
Geography — Historic Cities Research
Project)

impacted equally how the pilgrimage was described
in books and re-created in new buildings, was first
fully cultivated by the Franciscans. Beginning in
the fourteenth century, authors invoke the concept
of space and consistently conceive of the pilgrim’s
bodily movement in three dimensions, measured
by steps and directions of movement within and
between buildings. If we were to invoke the concept
of virtuality in order to understand this development,
I would stress that this bodily pilgrimage effected
in the mind was a fundamentally physical form of
virtuality, in which the experience was constituted
through corporeal phenomena, including sensory
dialogues like seeing, touching, and even tasting.
The printed images first published in the fifteenth
century likewise present the architecture of the
Holy Land as if seen from particular vantage points,
standing on the Mount of Olives (Fig. 12) or in the
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Fig. 15 Bernardino Amico, Church of the Nativity, Tiattato delle Piante & Immagini de Sacri Edifizi di Terra Santa ..., Florence,
1620, Getty Research Institute, Los Angeles, 84-B29370 (Photo: author)

courtyard of the Church of the Holy Sepulcher. The
accompanying textual accounts guided the reader
through the spaces of the city, to imagine movement
as if on foot in its streets and buildings.

The contrast with the earlier experience cre-
ated by books like Adomnan’s is striking; in the
copies of the De Locis Sanctis produced from the
ninth through the thirteenth centuries (Plates 1—4),
the two-dimensional page stabilizes an ideal form
extracted as a static and absolute essentialization, in
which matter, color, movement, and the whole range
of individual bodily experiences have been removed.
And yet I certainly do not mean to suggest that
the inscriptional modality was non-spatial or non-
material; on the contrary, one of my primary aims
is to explore the relation between the conception
of the Holy Sepulcher in the context of hand-made

manuscripts and its re-creation in real space. I have
avoided the terms copy and replica, in addition to
the reasons cited above, because I believe they efface
the mediating role of inscribing a textual description
or ground-plan on a page, and the important mate-
rial and physical conception of the acts of inscription
and re-inscription. I have instead preferred the term
“re-creation,” which implies — I hope — a poten-
tially extended generative process with variable out-
comes.”” Re-creations of the Holy Sepulcher, the
site of Christ’s Resurrection, should be seen in rela-
tion to a potential for the genesis of life from death.
In this sense I use the term re-creation to invoke
the notion of life-giving forms, which — through
symbolization — take on some of the power asso-
ciated with the original.*® The activation of these
symbolic forms was orchestrated through invocation
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of likeness and the presence of relics, like pieces of
the True Cross or drops of Christ’s blood, which
confirmed the life-giving potency of buildings ded-
icated to Christ’s Sepulcher. The relics were explicit
signs of contact, otherwise implicitly manifested
through perception of shared symbolic forms and
shared acts of inscription. Such re-creations within
the inscriptional modality virtualized the presence
of Christ’s body, made present in new locations; in
the spatial modality, it was instead the pilgrim’s body
that was understood to have been relocated, taken on
a journey through the Holy Land.

In the context of the Protestant reform of the
pilgrimage, the imagined journey to the Holy Land
was (theoretically) evacuated of all material archi-
tectural entities, and conceived as the movement
from point to point in a proto-Cartesian spatial
field, in which sensory and emotional engagement
were relatively absent. Despite this fundamental
antagonism towards the material buildings of the
Franciscan Custody, the reformed conception of
the pilgrimage and the Franciscan one shared a
new kind of space consciousness. More generally,

I hope that the observations regarding the emerg-
ing role of space in the imagined experience and re-
creation of the architecture of the Holy Land might
shed light on the varying perceptions of the role of
the body in relation to the architectural environ-
ment. While the inscriptional modality, conceived
in the context of textual exegesis, allowed for its
participants to imagine being witness to the signs
of Christ’s life, the spatial modality instead empha-
sized the personal journey as the pilgrim assim-
ilated himself or herself to him. Perhaps the one
constant that cuts across this history is the role of
writing as a prior form of virtuality, whose signi-
fying potential continuously informed the culture
of images and buildings associated with the expe-
rience of the Holy Land pilgrimage.* In this study,
I hope to restore to writer-pilgrims, like Adomnan,
Niccold da Poggibonsi, and Bernardino Amico,
their primary status in the process of transforming
the pilgrimage experience, giving life to the sacred
buildings of the Holy Land, and rendering them as
a vital visual presence in medieval and Renaissance
Europe.






PART I

THE SYMBOLIZATION OF HOLY
LAND ARCHITECTURE

INTRODUCTION

Since the earliest centuries of Christianity, pilgrims
have sought out in the region associated with the
historical events in the life of Christ, stretching from
Cairo to Nazareth and collectively known as the
Terra Sancta (Holy Land), the living traces of his cor-
poreal presence on earth. The story of a transcend-
ent God made flesh through the vessel of a human
mother engendered the creation of material objects
and buildings — which we have since come to think
of as art — that celebrated Christ’s life and the prom-
ise of his return at the end of time.' These objects
and buildings were often perceived as possessing an
animate potential, as the modern boundaries drawn
between living bodies, dead bodies, and inert mate-
rials were repeatedly transgressed. All of humanity,
dead or alive, was ranked by relation to the body
of Christ, from the saints who formed his heavenly
court and whose bodies on earth continued to trans-
mit after death some of the redemptive power asso-
ciated with him, to the more mundanely sinful who
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sought out the relics of saints in order to increase their
own eventual proximity to Christ. Through martyr-
dom, Christian saints were conceptually assimilated
to the image of the Crucified Christ, and their bod-
ies on earth — however fragmented and scattered —
provided a conduit to his heavenly body, uniquely
absent and inaccessible through direct contact.*

In contrast to the myriad of Christian saints, it is
impossible to touch, see, or otherwise sense the form
of Jesus conjoined to his material body. The Gospel
accounts established that Christ returned to heaven
forty days after the Resurrection, leaving no corpse
behind.There are important examples of relics whose
status is ultimately that of detritus, which nonethe-
less attained great fame: most notably the foreskin
circumcised from Jesus’ body when he was an infant
and the blood emitted during the Crucifixion.® It
was eventually decided that the Virgin Mary was
also taken into heaven shortly after death, like Christ
leaving an empty tomb, and — also like Christ — leav-
ing only detritus as relics, including some hair, blood,
and breast milk.* Their empty tombs are the origin
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point for the phenomenon to be explored in Part
[: how the earth, objects, and ultimately buildings
associated with Christ and Mary — whose flesh is
understood to be essentially coequal — became per-
ceived as embodying the traces of their past or future
presence, and by doing so manifested a tangible link
between the perceptible and the transcendent.

The absence of Christ’s body generated a par-
adoxical situation: the idea of his body could be
conceptually expanded virtually without limit. The
two primary conceptual sites for the abstract mate-
rialization and extension of the body of Christ were
the Eucharist — the consecrated bread and wine
equated with the flesh and blood of Christ — and
the earth associated with his life. Jesus was under-
stood to have established the Eucharistic rite himself
during the Last Supper, when he commanded his
disciples to consume the bread and wine in remem-
brance of Him, saying, “This is my body,” and “This
is my blood.”s The miraculous transformation of
flesh into bread and blood into wine celebrated in
the Eucharistic rite had its parallel in the miracu-
lous transformations of matter in response to Christ’s
living presence, evidenced in the inscriptions of his
bodily forms found throughout the Holy Land.
Inscription and imprinting provided the primary
metaphors for the physical manifestation of divine
presence in Late Antiquity. The resulting traces were
closely linked to the notion of Christ himself writing
and producing material directly sanctified through
a process of emblematization, as if by the hand of
God. Underlying this understanding of the genesis
of sanctity in the material world was the basic con-
cept of the Logos — God as the word — made flesh, in
the form of Christ.

Christian theologians maintained that the form-
less nature of the bread indicated that the totality
of Christ’s body was present during the Eucharistic
liturgy, rather than a literal piece of flesh.’ In other

words, the Eucharistic rite does not represent the lit-
eral division of Christ’s body; instead, infinite pres-
ence is affirmed through replication. Likewise, every
drop of blood stands for the whole body of Christ.
This concept helps explain how an immense geo-
graphical region, incorporating Palestine, Syria, and
Egypt, came to be regarded as similarly providing
Christians with a very real engagement with the
body of Christ. On a most basic level, the sanctity of
the Holy Land theoretically derived from the blood
that had stained the earth during the Crucifixion.
Although the original amount of blood shed by
Christ would have been fairly small and mostly lim-
ited to Jerusalem, the sanctity was also expanded to
any place where Christ had been physically present.
The territory of Christ’s life stretches along the coast
of the Eastern Mediterranean into North Africa, but
material traces of his presence are most potently con-
centrated in Jerusalem, Bethlehem, and Nazareth.

Pilgrims actively responded to the perception
of Christ’s immanence in the earth and matter asso-
ciated with his life, and were primarily responsible
for the expansion of Christ’s perceived presence
beyond the Holy Land. The actions of pilgrims
remained largely unregulated and outside of the
limits of the carefully orchestrated display of div-
ine presence in the Eucharistic rite.” Likewise, in
contrast to theological discussions of the meaning
of the Eucharistic rite, the implications of pilgrims’
accounts never amounted to a coherent theory of
the sacramental status of the Holy Land. The pro-
cess of creating textual accounts of the pilgrimage
was the essential if informal mechanism for the
formation of the idea of the Holy Land and the
symbolic meaning of its architecture. Pilgrims were
the primary actors in this process, as they sought
out the traces of Christ’s body and inscribed the
memory of these traces through verbal and picto-
rial description.



FRAGMENTARY INSCRIPTIONS AND
MATERIAL PRESENCE

THE ORIGINS OF HOLY LAND
ARCHITECTURE

The Christian holy places in Jerusalem, located
just west of the ancient city walls, were initially
in open air, including Mount Calvary — the site
of the Crucifixion — and nearby the cave with its
empty Tomb. The site of the Crucifixion was also
identified with the creation and burial of Adam;
the name for the site — Mount Calvary (from
calvaria, Latin: skull), Golgotha (from [NoAyofds,
Greek: skull) — perhaps derives from this associ-
ation.” During the reign of the Roman emperor
Hadrian (r. 117-38), these open-air sites were
submerged under a temple with a marble statue
of Venus at the place of the Crucifixion, in the
same period when the entire city became known
as Aelia Capitolina (after Hadrian’s family name,
Aelius).” Two centuries later, Emperor Constantine
(r. 306—37), after experiencing a vision of the Cross
that would ultimately precipitate his conversion to
Christianity, initiated the unearthing of the holy
places and the construction of a church encom-
passing the newly found burial site, generally
known as the Church of the Holy Sepulcher. The
current building (Fig. 3) primarily results from
reconstruction in the twelfth century.’ The fourth-
century building was composed of a basilica and a
rotunda containing the Tomb, originally separated
by an open-air atrium.* Mount Calvary remained
in open air and a covering appears to have been
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first constructed only after damage incurred dur-
ing the Persian invasion of 614.5 Of the current
church, only the outline of the rotunda matches
the original layout of the Constantinian edifice.’
Archaeological excavations have suggested that the
original foundations and walls of the Hadrianic
temple were incorporated into the Constantinian
Church of the Holy Sepulcher.” The entire church
was initially referred to as Anastasis, from the
Greek for Resurrection (&véoToaois), although
in later years this term would be applied exclu-
sively to the rotunda enclosing the Tomb (as “the
Anastasis Rotunda”).The miniature building inside
the Anastasis Rotunda, thought to have first been
constructed by Constantine in order to enclose
the cave where Christ was buried, has come to
be referred to as “the Aedicule” (from the Latin,
aediculum: little building).® The current Aedicule is
a nineteenth-century reconstruction, and its orig-
inal form can only be conjectured. A reliquary in
Narbonne (Fig. 10), generally dated to the fifth
century and thought to have been made in the
form of the Tomb Aedicule, has been the basis of
hypothetical reconstructions.’

A combination of an octagonal shrine and basil-
ica (Fig. 17) was constructed in the same period
in Bethlehem, in this case enshrining the site of
Christ’s birth, located in a small subterranean chapel
below the altar (Fig. 13).The five-aisled basilica and
octagonal shrine over the Cave of the Nativity were
rebuilt in the sixth century with a new apsed choir
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Fig. 16 Reliquary, Musée Archéologique, Narbonne, fifth
century (Photo: Musée Archéologique — Narbonne)

Fig. 17 Basilica, Church of the Nativity,
Bethlehem, founded fourth century (Photo:
author)

and with two entrances into the Cave.™ Later in
the fourth and fifth centuries, smaller churches were
also constructed around the site of the Ascension on
the Mount of Olives, over the cave associated with
the house of the Virgin in Nazareth, and around the
empty Tomb of Mary, east of the walls of Jerusalem
in the Valley of Jehoshaphat (or Kidron Valley).
Popular legend often attributed the foundations
of these churches to Constantine or his mother,
Helena (c. 246/50—330)." The empty tombs of Mary
and Christ, the earthen mounds associated with the
Ascension and the Crucifixion, and the caves iden-
tified as the sites of the Nativity and Annunciation
were in this way given a monumental architectural
presence. These buildings would remain the primary
pilgrimage sites even as additional sanctuaries were
constructed to memorialize other aspects of the
lives of Christ, Mary, various saints, and the Apostles.

TRACING CHRIST'S FORM IN THE
FIRST PILGRIMAGE ACCOUNTS

There are very few records regarding the begin-
nings of Christian pilgrimage to the Holy Land. The
first written accounts date to the fourth century,
in the period immediately following the legaliza-
tion of Christianity in 313 by the Roman emperor
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Constantine. Paulinus (c. 354—431), bishop of Nola,
provides a significant description of one of the first
pilgrimages, made by Helena; she — according to
Paulinus — “avidly visited all the places in the city and
vicinity which bore the marks (insignium) of God’s
presence. She was eager to absorb through her eyes the
faith which she had gained by devoted listening, and
reading.”** Paulinus suggests that the first encounters
with the Holy Land were primarily conceived in the
context of textual exegesis, through which Christians
sought to understand the physical evidence for the
dual human and divine natures of Christ.

In the earliest surviving accounts written by pil-
grims to Jerusalem, Bethlehem, and Nazareth, dating
to the fourth century, we have the first recorded ref-
erences to the holy places and the related territory as
collectively comprising the Holy Land.” There are
only very few surviving written accounts produced
by Christian pilgrims who made the journey to
Jerusalem from the earliest centuries of Christianity.
Those that survive were copied often and in monas-
tic contexts likely had whole communities com-
prising their readership. A Gallic nun named Egeria
wrote an account of her journey made in 381—4; she
tells her readers that if she describes her experiences
with enough detail, they might “see more completely
what happened in these places.”” Writing in the fol-
lowing century, Paulinus commented more generally
on why Christians felt compelled to make the jour-
ney: “No other sentiment draws men to Jerusalem
but the desire to see and touch the places where
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Christ was physically present.”** These two early texts
establish the major themes of written accounts of the
pilgrimage that would be extended and expanded
in subsequent centuries: the possibility of an imag-
inary engagement with the life of Christ generated
by vivid descriptions of the places where events had
occurred, experienced through reading the account
of a pilgrim who had made the journey, and a desire
for a more immediate and physical experience, one
that places the pilgrim in direct contact with the
traces of Christ’s bodily presence on earth. The two
different approaches to experiencing the Holy Land
quickly became intertwined, as writers incorporated
aspects of their physical engagement with the ves-
tiges of Christ’s body in the Holy Land, while other

writers who had never traveled to the Holy Land
drew upon these techniques to imagine a physical
pilgrimage.

Pilgrims sought out other signs of his bodily pres-
ence. St. Jerome (c. 347—420), who visited Jerusalem
as a pilgrim in 38s, shortly before settling outside of
Bethlehem, where he lived as a hermit until his death,
wrote that the “traces of his Birth, Cross, and Passion”
are “still fresh.”’” A contemporary, Gregory of Nyssa
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(c. 335—95), similarly remarked that Christians “see
in types the signs of Lord’s incarnate sojourn here.”**
These “signs” or “traces” took on different forms, and
ranged from the literal, such as his footprints, to the
more abstract, such as the place where water used to
bathe Christ as a child had been spilled, in an area out-
side of Cairo known as Matariyya.”” By the period of
the crusades, a balsam garden was associated with this
sanctified water. The balsam oil used in baptism was
said to have originated from this garden, and its life-
giving qualities to derive from contact with the body
of Jesus.*® At various sites from Egypt to Palestine, we
can imagine that pilgrims became actively involved
in the process of tracing out the presence of Christ’s
body, as they verbally communicated, “this was the
place where ...;” or “this touched his body when
..., and sometimes also recorded these ideas in writ-
ten accounts. Such description was an essential part
of conceptually inscribing the places where Christ’s
body had been present. The architectural enclo-
sures that were built around the sites and their verbal
description emerged in tandem as part of a larger pro-
cess of tracing out the contours of Christ’s earthly life.
As pilgrims moved from town to town and
site to site, they often made note of the distances
traversed, as a way of inscribing their own presence
upon the landscape of the Holy Land. An anony-
mous pilgrim from Bordeaux, for instance, writing
in the fourth century about a journey made in 332,
was one of the earliest to incorporate these distances
into his or her written account.”” By doing so, he
or she allowed the reader to mentally trace out a
path, while also providing a guide for any who might
physically make the journey.* In later periods, the
creation of schematic maps of the region visualizing
relative distances served to both enact and record the
physical nature of an imagined journey.



26 THE SYMBOLIZATION OF HOLY LAND ARCHITECTURE

In relation to the objects and buildings associated
with Christ and Mary, the act of taking measures put
the pilgrim in direct communion with the material
traces of their bodily presence. One of the earliest
writers to make note of pilgrims repeatedly taking
measures was an anonymous sixth-century pilgrim
from Piacenza. The anonymous pilgrim’s journey is
stated as being motivated by a desire to follow the
path marked out by the traces (vestigia) of Christ.>
At the Column of the Flagellation (Fig. 1), then
located in Jerusalem’s Praetorium (the residence of
the Roman governor, where Christ had been put
on trial), the pilgrim found a cluster of imprints left
by different parts of Christ’s body, which the pilgrim
measured with pieces of string:*

In this church is the column where the Lord
was scourged, and on this column was a sign
(signum). His chest adhered (inhaesif) into
this marble, and both his hands and palms
and also fingers appear in this stone. And
therefore for each kind of disease a measure
is taken, which worn as a necklace heals.*

Pilgrims believed that the material of the Column
had responded to Christ’s body by receiving imprints
of his form, an idea not deriving from any scriptural
source.*

An anonymous author of the sixth-century
describes the marks on the Column of the Flagellation

as drawn into wax:

From there you go to the great basilica of
holy Sion, where is that column, where Lord
Jesus was struck. One can see there a mark
where he embraced [the column] with his
hand, as if it had been drawn into wax (quasi
in cera designassef).””

Theodosius, a pilgrim writing near the end of the
reign of Emperor Anastasius (r. 491—518), more expli-
citly explains that the column took on a waxen qual-
ity as it received the form of Christ’s body:**

Truly when the Lord was being scourged,
and embraced the column, as if in soft wax
the arms, hands, and fingers adhered in it,

and up to this time his face, chin, nose and
eyes can be seen as if drawn in wax (sicut in
caera designauif).”

By taking on a soft, waxen quality, the stone of
the Column received marks in the same way that
Christ’s body was inscribed with wounds during the
scourging. By measuring those physical imprints, the
pilgrim used his or her own body in a gesture of sim-
ulated contact with Christ’s absent body. The meas-
urements formed of string or cloth were physically
worn by the pilgrim; different lengths corresponded
to different parts of Christ’s body. Some pilgrims also
took pieces of the Column with them.*

The pilgrim from Piacenza also noted a simi-
lar imprint of Christ’s form in the center of the
Praetorium:

In this basilica the Lord was raised, when he
was heard by Pilate, so that by all the peo-
ple he was heard and seen, and in that place
his footprints (vestigia) remain. A beautiful
foot, small, delicate, a common height, a
handsome face, curly hair, and long fingers
were all drawn in an image, which, while
he was living, was drawn and placed in this
Praetorium. Still from that stone, where he
stood, are made blessings (virtutes) in abun-
dance: taking measures from the imprints
(vestigia) of his foot, people tie [these meas-
ures about their body] for each illness and
are healed.*

In this instance, the footprint was clearly sought out
by pilgrims also as a way of visualizing the appear-
ance of the living Christ, in this case aided by a
nearby portrait said to have been taken from life.
The imprint again was used to create healing strings,
here referred to as blessings or wvirtutes. The strings
presented a concrete materialization of the abstract
notions of the traces and signs of Christ’s incarnate
sojourn.

The earliest evidence for the measuring activi-
ties of pilgrims suggests concentration on the objects
that had come into direct contact with the body
of Christ: the Column of the Flagellation and the
related stone in the Praetorium, the Tomb of Christ,



FRAGMENTARY INSCRIPTIONS AND MATERIAL PRESENCE 27

Fig. 18 Unction Stone, Church of the Holy Sepulcher,
Jerusalem, perhaps eleventh or twelfth century
(Photo: author)

and the Unction Stone (Fig. 18). One of the first
records of measures being taken from the Tomb
of Christ is provided by the account of a Frankish
pilgrim named Arculf, who apparently made the
journey in the century after the Piacenza Pilgrim,
sometime around 680.% The details of Arculf’s jour-
ney are transmitted by Adomnan, the abbot of the
island monastery of Iona (679—704), on the west
coast of Scotland, to whom Arculf himself reportedly
recounted the story of his travels.** Adomnan appar-
ently never made the journey, but instead created his
book — we are told — by interviewing Arculf about
his experiences, focusing attention on the physical
teatures of the buildings that inscribed Christ’s ves-
tiges.” The resulting book, entitled De Locis Sanctis
(On the Holy Places), was written around the end
of the seventh century.?* In Adomnan’s account, it is
said that Arculf measured the Tomb “with his hand,
and found it to be seven feet long,” and also meas-
ured its relation to the surrounding Aedicule:

In this small building on the north side is
the sepulcher of the Lord, the interior has

been cut into the rock on the north side,
but the floor of this small building is lower
than the place of the Sepulcher; for it is evi-
dently almost three palms (trium mensura alti-
tudinis) from its floor up to the edge of the
Sepulcher on the side. This was told to me
by Arculf, who visited often the Sepulcher
of the Lord, measuring it accurately ... The
Sepulcher itself is said to be placed in the
small building, this is in the northern part
of the monument, in which the body of the
Lord rested, wrapped in a shroud (linteamin-
ibus): the length of which Arculf measured
with his own hand to be seven feet.

Such measures made by pilgrims served as tangible
traces of indirect contact with the body of Christ,
and formed the basis for the reader’s own imagined
engagement with the material remnants of Christ’s
life. A number of pilgrims also took pieces of stone
from the Column of the Flagellation and the cave of
the Holy Sepulcher, to the extent that only the base
of the natural rock remains. When they were taken
back home, such stones were enshrined and revered
as relics of Christ’s absent body.*

MEASURING CHRIST'S TOMB

The measuring actions of pilgrims would have
implicitly recalled those of Zechariah and particu-
larly John, to whom the angel gave a rod to measure
the Temple of God.?* The measuring activities of pil-
grims further connected their individual experiences
to the biblical origin story of the physical embodi-
ment of the divine on earth. In the Old Testament,
Moses is said to have constructed the Tabernacle to
contain the Ark of the Covenant according to the
dimensions conveyed by God on Mount Sinai, and
in Jerusalem Solomon was similarly given the meas-
ured blueprints, so to speak, for the Temple that he
would construct to enclose the Tabernacle.* From
the perspective of Christians, Jesus Christ embodied
the new covenant, and Mary’s body was conceptual-
ized as the Tabernacle and Temple through which his
divinity was made manifest in human form.*
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Architectural metaphors for the body of Jesus
expressed a new understanding of the potential figur-
ability of the ineftable; his body manifested the living
presence of God on earth, and the measures of his
form were in a similar way thought to be designed by
God, as if a second Adam.The term tabernacle (taber-
naculum) came to be used for any physical container
embodying divine presence, including enclosures for
the Eucharistic host and for saints’ relics. The idea of
the tabernacle was also extended to the sites which
contained the holy places associated with Christ’s
body, as indicated by John of Damascus (¢. 676—749):

The Wood of the Cross is to be venerated as

something made holy by having touched his

sacred body and blood, [and so are] the nails,

the lance, the clothes, and his sacred “taber-

nacles,” that is to say the Manger, the Cave,

saving Golgotha, the life-giving Tomb, Sion
.. and such like.*

Although of varied forms and materials, the enclo-
sures surrounding the sanctified earth associated with
the birth of Jesus, his Crucifixion, Entombment, and
Resurrection were all conceptualized as sacred tab-
ernacles, equivalent in sanctity to the objects that
had directly touched his body, including the instru-
ments of the Passion.

The Tomb of Christ was more specifically
understood as a re-creation of the Tabernacle of
the Temple of Jerusalem. In the sixth century, the
author of the Breviarius claimed to have seen the altar
where Zechariah was killed in front of the Tomb of
Christ, and also identified Golgotha with the site of
Abraham’s near sacrifice of his son; both events had
previously been associated with Mount Moriah and
the Jewish Tabernacle.*

THE WOOD OF THE CROSS AND THE
“BLESSINGS” OF SACRED O1L

When John of Damascus conceptualized the sanctity
of the tabernacles enclosing Christ’s body as being
equivalent to the instruments of the Passion, he
also suggested the possibility of an expansion of the
auratic presence of Christ, out from the sites of direct
contact with his body to incorporate contiguous

enclosures and buildings. The conceptual expansion
of Christ’s body beyond the Holy Land at first simi-
larly depended upon objects of primary contact, such
as strings recording the lengths of bodily imprints on
the Column of Flagellation, or oil that had touched
the wood of the Cross. The cross was believed to
have been unearthed in the Constantinian period,
and already by 348 Cyril of Jerusalem remarks that
“[t]he holy wood of the Cross bears witness, seen
among us to this day, and from this place now almost
filling the whole world, by means of those who in
faith take portions from it.”’+ During her pilgrimage
of 380, Egeria was the first to record the ritual wor-
ship of the relics of the True Cross in the Church
of the Holy Sepulcher, stored in a silver reliquary
and ceremonially revealed to be kissed by worship-
pers.* The potency of the relics of the wood of the
Cross, and the related oil sanctified by touching the
wood, likely also related to their anthropomorphic
attributes, being — like the Eucharistic bread and
wine — analogues for the vital liquid and flesh of
Christ’s body.

Pilgrims sought out the oil that had touched
the wood of the True Cross (or perhaps related
holy sites), and carried the sanctified liquid home
in ampullae. The most significant group of flasks
to survive are found in a collection originally pre-
sented around 600 from the Roman church to the
Lombard queen Theodelinda, who then bestowed
them upon the Basilica di San Giovanni in Monza
(near Milan), where they still are today.** The pil-
grim from Piacenza was the first to describe these

flasks:

At the moment when the Cross is brought
out of this small room for veneration, and
arrives in the court to be venerated, a star
appears in the sky, and comes over the place
where they lay the Cross. It stays overhead
whilst they are venerating the Cross,and they
offer oil to be blessed in little flasks. When
the mouth of one of the little flasks touches
the Wood of the Cross, the oil instantly bub-
bles over, and unless it is closed very quickly
it all spills out.*”

The mouths of the ampullae — as if surrogates for the
body of the pilgrim — imbibe the oil directly from
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Fig. 19 Pilgrimage ampulla, Dumbarton Oaks Collection,
Washington, D.C., acc. no. 48.18, sixth to early seventh
century (Photo © Dumbarton Oaks, Byzantine
Collection, Washington, DC)

Fig. 20 Bread mold, The Cleveland Museum of Art,
seventh century, thirty-fifth anniversary gift of Mr. and
Mrs. Paul Mallon 1951.152 (Photo © The Cleveland
Museum of Art)

the Cross, and the sacred liquid bubbles up as if acti-
vated by a life force that defies containment.

The ampullae were either metal flasks or glass
bottles, manufactured locally for sale to pilgrims.*
Their production was probably related to the cre-
ation of baked clay disks, formed out of soil from

the holy places, and stamped with a pattern, like
the cross, the tomb, the cave at Bethlehem, or the
Annunciation.* The places chosen for representa-
tion were the same “tabernacles” to which John of
Damascus referred. The flasks were often similarly
imprinted with these patterns.’® The term generally
used for these ampullae and the related souvenirs was
eulogia, from the Greek for blessing (eUAoyia).”
The appellation connected the objects to the con-
secrated nature of the Eucharistic bread, similarly
referred to as eulogia, often imprinted with stamps
to symbolize the sacramental, life-giving nature of
the material. The material used to form the ampul-
lae and the tokens was consistently either a form of
lead or clay, comparable to the base materials of earth
and flesh. Representations of the Tomb Aedicule
on pilgrims’ ampullae suggest the theophanic sig-
nificance of seeing and touching the site of Christ’s
Resurrection. Images found on ampullae, like one
now in the Dumbarton Oaks (Fig. 19), employ the
architectural forms of the Tomb of Christ as the
setting for the Women at the Tomb. An inscription
states “the Lord is risen”; on the obverse there is an
image of the Crucifixion and an inscription indicat-
ing the contents: “oil of the Wood of Life of the holy
places of Christ.”* The oil would have been sancti-
fied by contact with the True Cross, as described by
the Piacenza Pilgrim.The possession of these objects
certified that the pilgrim had himself or herself been
witness to the truth of the Resurrection, by seeing
and touching the empty Tomb. And in the same
way that the rite of baptism or the reception of the
Eucharist was believed to seal the faithful, possession
of such ampullae marked the pilgrim as one of the
elect.’*

The production of the ampullae and pilgrimage
tokens in the fifth and sixth centuries also paral-
leled the development of the use of stamps to seal
the sign of the cross into the Eucharistic bread.’
Although the Eucharistic wafers do not survive,
the bread stamps do; they are often inscribed with
a short phrase, conveying the notion of a blessing
imparted to the object through contact with the
Lord’s essence.’® The Eucharistic bread, like the pil-
grimage ampullae often found with similar inscrip-
tions, was metaphorically imprinted with the divine
Logos, and sealed by the spirit.”” A seventh-century
bread mold (Fig. 20), currently in the Cleveland
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Museum of Art, represents the Church of the Holy
Sepulcher and was probably used to produce con-
secrated bread specially distributed to pilgrims
in Jerusalem.” The forms of the exterior basilica,
including the Anastasis Rotunda, are discernible.
The imprinted forms together present compelling
evidence of the growing sacramental significance of
the architecture of the Holy Sepulcher in the con-
text of the pilgrimage to Jerusalem. The imprinted

images must have also recalled for pilgrims the sim-
ilar impressions of Christ’s form they had found
throughout Jerusalem; the souvenirs presented a
memorialization standing for the entirety of the
Holy Land, as the earth collectively imprinted with
the sign of Christ’s corporeal presence. The produc-
tion of the pilgrimage ampullae and similar tokens
seems to have ceased with the Islamic conquest of
Jerusalem in 637.
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GEORGIA AND ETHIOPIA

As early as the fifth and sixth centuries, pilgrims had
developed ways of materializing and transporting the
living traces of Christ’s body in a way that allowed for
virtually limitless expansion beyond the Holy Land,
through the dissemination of the earth of Golgotha
and the wood of the cross, the oil that had touched
the cross, the ampullae enclosing these various ele-
ments, and the healing strings that had measured
his bodily imprints in Jerusalem. The names of the
sacred sites could also be invoked as a way of sanc-
tiftying new topographies. In fifth-century Georgia,
for example, a series of sites were named after
Golgotha, Gethsemane, Tabor, and Bethlehem, in an
area around the church of Svetitskhoveli in Mtskheta;
the cathedral was called Sion.' Tradition held that
this first Christian church in Georgia was established
where Christ’s robe was buried and a life-giving pillar
miraculously came into place, evoking both the site
of Christ’s burial and Crucifixion.* As in the ancient
Christian capital of Georgia, the Ethiopian cathedral
at Aksum (525—40) was called Sion.? On the nearby
mountain of Kaleb, Ethiopians identified a footprint
in imitation of that on the Mount of Olives, said to
mark the site where Christ descended from heaven to
show the location of the cathedral.*

JERUSALEM AND BETHLEHEM IN ROME

There was nonetheless some interest in defining the
primary sites for the transposition of the sanctity
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of the Holy Land. These primary sites in the first
centuries of Christianity were Constantinople
and Rome. Constantine took part of the Cross to
Constantinople, where it was installed in the impe-
rial palace among the most precious relics possessed
by the emperor.’ Helena reportedly transported
earth from Golgotha to her imperial residence in
Rome, which was converted into a basilica some-
time between 325 and 337.° The basilica came to
be known as Jerusalem in Rome or Santa Croce in
Gerusalemme (Holy Cross in Jerusalem).” Helena’s
earth from Golgotha provided the floor while a relic
of the True Cross — perhaps brought to Rome by
Constantine in the 320s — was probably housed in
a chapel behind the apse.® A major fragment of the
cross was also given to Rome and installed at the
nearby Lateran — the papal residence until the four-
teenth century — by Pope Leo I (r. 440—61).2 His suc-
cessor, Pope Hilarius (r. 461-8). deposited the relic in
an oratory of the Holy Cross he commissioned adja-
cent to the Lateran Baptistery.” In the same century,
the new basilica of Santa Maria Maggiore (St. Mary
Major) began to take on the role of Bethlehem in
Rome, an association confirmed by the acquisition
of a piece of the crib of Christ by the seventh cen-
tury.” On the Appian Way, a pair of footprints were
said to have been left by Christ when he spoke to
St. Peter, saying “where are you going” (in Latin: quo
vadis).” The Quo Vadis Church was constructed
sometime in the fifth or sixth century to accommo-
date pilgrims who came to see the footprints. The
entirety of Rome was uniquely sanctified by the
bodies of early Christians in the catacombs below
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the city, including the many martyrs who were killed
for their faith in the period before the legalization of’
Christianity.

THE SANCTA SANCTORUM AND
LATERAN BASILICA IN ROME

Later legend would hold that Helena had brought
earth from Golgotha to Rome to be joined with
the already blood-stained earth in the garden of the
Vatican palace, where Christians had died at the
orders of Emperor Nero. The Basilica of St. Peter’s
was first constructed in the first half of the fourth
century, atop an ancient Christian necropolis adja-
cent to Nero’s circus, where many martyrdoms had
occurred.” Helena became the source for many
other legendary transpositions of sacred objects from
Jerusalem to Rome, including a nail and part of the
True Cross, in Santa Croce in Gerusalemme, and
the Scala Santa (Holy Stairs) said to have been taken
from the palace of Pontius Pilate to the Lateran
palace in Rome."* The twenty-eight marble steps,
enclosed since the sixteenth century, lead up to the
private chapel of the popes.” The chapel, known as
the Sancta Sanctorum (Holy of Holies) (Fig. 21),
was named after the long-destroyed inner chamber
of the Temple of Jerusalem, where the Ark of the
Covenant had been stored. The chapel was first con-
structed in the ninth century (replacing an earlier
oratory dedicated to St. Lawrence) and protected the
most holy relics of the popes; like the Holy of Holies,
the most sacred center of the Temple in Jerusalem,
only accessible to the Jewish High Priest, the chapel
was reserved for the pope.*

Among the Sancta Sanctorum’s most ancient
contents was a reliquary box containing stones from
the Holy Land (Fig. 22), made sometime in the sixth
or seventh century and rediscovered in 1903."7 The
inner side of the lid of the box displays the events
that sanctified each place, envisioned as memories
activated by contact with the stones when closed.
Around the central scene of the Crucifixion, mark-
ing the umbilicus of the world at Golgotha, are the
Nativity in Bethlehem, the Baptism at the Jordan,
the discovery of Christ’s empty tomb in Jerusalem —
with one of the earliest representations of the dome

Fig. 21 Sancta Sanctorum, Rome, ninth century (Photo
© Musei Vaticani / Amministrazione del Patrimonio della
Sede Apostolica)

covering the Aedicule — and the Ascension.” In the
absence of bodily relics, the stones from Golgotha,
the Mount of Olives, and Mount Zion stand for
Christ’s body, while also representing the very idea
of the Holy Land; each stone’s significance is indi-
cated through inscriptions, now only partially leg-
ible. Although the pictorial scenes on the casket
may resemble some of the contemporary pilgrim-
age ampullae, the singularity of their presentation
and the conglomeration of the stone relics standing
simultaneously for the entirety of Christs life and
of the earth sanctified as the Holy Land, suggest a
unique attempt to gather the fragmentary relics, and
establish a new Ark in Rome’s new Tabernacle, the
Sancta Sanctorum.

A number of additional relics were accumulated
by Paschal I (817—24), for which Leo I (795—816)
commissioned a chest of cypress wood, known as the
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Fig. 22 Reliquary box from the Sancta Sanctorum, Rome, sixth or seventh century (Photo © Musei Vaticani /

Amministrazione del Patrimonio della Sede Apostolica)

Arca Cipressina (Ark of Cypress); its form and mate-
rial were apparently intended to re-create the Holy
of Holies of the Jewish Temple in Jerusalem.” As
described in the Old Testament, Moses constructed
the Tabernacle out of cedar wood according to the
dimensions given by God, as the portable container
for the Tablets of the Law and other sacred objects.
The Roman Arca Cipressina is made of cypress wood,
which — like cedar — is light and durable, suggesting
another intentional similarity.*® An inscription, dat-
ing to the thirteenth century but most likely replac-
ing an earlier one, identifies the Arca Cipressina in a
central gilded plaque as the “Holy of Holies” (SCA
SCO RU).”

The altar of the Lateran basilica, adjacent to the
Sancta Sanctorum and first constructed in the reign
of Constantine, was said to contain the implements
taken from the Temple of Jerusalem by Vespasian
and Titus in AD 70, including Aaron’s rod, the seven-
branched candlestick, the altar incense, the jar of

manna, and the shrew-bread table.** By the tenth
century, a mosaic inscription was also added to the
apse of the basilica, comparing “this house of God”
to Sinai, where Moses first received the instructions
and dimensions to build the Tabernacle: “This house
of God is like Sinai, the bearer of the holy law ...
from here proceeded the law which moves the spir-
its from the depths.”* The inscription implies the
presence of the tablets of the law, preserved by the
pope, as a new Moses.* The inscription disappeared
during the restoration of the apse in 1291 and is
only known through textual accounts of the ancient
basilica, which would be entirely replaced in the sev-
enteenth and eighteenth centuries.

THE TRUE PORTRAIT OF CHRIST IN ROME

In both Constantinople and Rome, the presence
of “true portraits” of Christ — that is, images taken
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directly from his person during life, often thought
to also contain traces of his bodily matter, like blood
and sweat — became the most significant means of
bestowing the sanctity of the Holy Land upon each
city, by embodying the living presence of Christ. The
earth of the Holy Land, or the wood of the Cross,
as matter in a formless state was being relocated
throughout all of Christendom. The idea of a true
portrait, in contrast, asserted a unique materializa-
tion of the form of Christ, a shadowy glimpse of his
absent form as it had been on earth and existed in
heaven, and served as a testament to the mysterious
lability of matter in response to his divine person.
Until the period of the crusades, the true portraits
in Constantinople and Rome were generally held to
be unique in Christendom.They primarily served to
activate the sanctity of the architectural complexes
of those who claimed to inherit Christ’s authority
over Christendom on earth: in Constantinople, the
palace of the Byzantine emperor, and in Rome, the
palace of the pope at the Lateran. The two portraits
reflect the rivalry and competition between the two
courts that informed the relations of the Eastern and
Western churches through the period the crusades.
In Rome, the true portrait of Christ (Fig. 21)
was housed in the Lateran, until it was transferred
to a newly reconstructed Sancta Sanctorum and
installed above the altar formed out of the Arca
Cipressina under Pope Nicholas III (1277-80). The
portrait, known as the Acheiropoieton — or later in
[talian as the Acheropita — from the Greek for an
image not formed by human hands (&yeipomoinTov),
presents a full-length image of Christ said to have
been begun by Luke (d. ¢. 84) but finished by an
angel.” The portrait, it was asserted, was brought
from Jerusalem to Rome by Emperor Titus (r. 79—
81), together with the other treasures taken from the
Temple of Jerusalem and installed in the Lateran. In
the twelfth century, still-extant frescoes would be
added above the altar, which envision four angels
carrying the wreathed portrait of Christ to heaven.
A recent cleaning of the portrait suggests that the
painting on cloth probably dates from the seventh
or early eighth century. In the tenth century a new
face was apparently painted on the cloth, when
the entire body was covered with a silver coat of
armor.*® Although the portrait was kept in the pope’s

Fig. 23 Portrait of Christ with thirteenth-century frame,

San Bartolommeo degli Armeni, Genoa (Photo: BN
Marconi)

private chapel, it was processed through the city of
Rome to the Basilica of Santa Maria Maggiore, in
a symbolic reunion of the mother and son, since at
least the time of Pope Stephen II (r. 752—7).” The
portrait quickly acquired the status of the protector
image of the entire city of Rome and provided a
visible testament to the pope’s claim of authority
within Christendom.**

THE IMAGE OF EDESSA

The significance of the portrait of Christ in Rome
most likely originated in a legendary portrait of
Christ, known as the Image of Edessa. King Abgar
of Edessa (in modern-day Turkey), who reigned
over Osrhoene from 4 BC to AD 50, had — so the
legend goes — written to Jesus to ask him to cure an
illness; in response Jesus sent a letter and a portrait of
himself to Edessa.” The first record of the portrait
dates to around 600; it was moved to Constantinople
in 944, where it was installed in a chapel of the
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palace of the Byzantine emperor, until it disappeared
in 1204.%*° The portrait was placed within a collec-
tion of relics of the Holy Land, including a portion
of the True Cross, and — added in 1032 — also the let-
ter from Christ to King Abgar. The accumulation of
these relics transformed the palace of the Byzantine
emperor into the “house of Christ”’¥" The pilgrim
Egeria was one of the very first to record having
seen the letter written by Christ when it was still
kept in Edessa. Egeria recounts being welcomed by
the bishop of Edessa, who showed her the palace of
King Abgar and the gate where Ananias, the king’s
messenger, had come with the letter.?

Egeria also indicates that by the time of her
journey in 381—4 copies of Christ’s letter written to
Abgar had disseminated throughout Christendom,
and that at this point the related legend of a portrait
of Christ sent to Abgar seems not yet to have devel-
oped. By the fourth century it had been established
that Jesus had left nothing in writing; the letter had
a special status, like the miraculous inscriptions in
Jerusalem, which also had no basis in the Gospels.*
Later accounts more clearly describe the gate of
Edessa as having an inscription of the letter, as an
embedding of the apotropaic powers of Christ’s
writing into the city’s fabric.’* Protective inscrip-
tions with Christ’s Letter to Abgar became wide-
spread in the Christian world. The best preserved of
them is the engraving on the city gate of Philippi in
Macedonia.” The fame of the letter also inspired imi-
tations. In Ethiopia, for example, a letter was report-
edly sent by Christ to King Lalibala and inscribed
into the ‘Adma Berhan (Pillar of Light).** The rock-
hewn pillar was located in the cathedral of Lalibala,
then called Roha, the Syriac name for Edessa. In the
fifth and sixth centuries, amulets were also produced
with inscriptions of portions of Christ’s letter. The
initial proliferation of the re-creations of the Letter
to Abgar and Image of Edessa throughout Byzantine
Christendom may have been especially motivated by
the loss of Jerusalem to Islam in 637.%7 The idea of
the Image of Edessa was conceived — like the Letter
written by Christ — as a miraculous inscription.*

The legend of the Image of Edessa’s rediscovery
would be elaborated to incorporate an important
story of its autocreativity, or ability to self-replicate.
When the portrait had been hidden in the gate of

Edessa, it was said to have been sealed behind a brick
with a lamp that illuminated it continuously. The
image miraculously imprinted itself into the brick,
resulting in the creation of the object known as the
holy tile, or Keramidion, from the Greek for a flat,
unglazed slab like a brick (kep&uiov).® The earthen
material, which in the presence of the heat of the
lamp acquired a flesh-like malleability, responded
to the presence of Christ’s form, marked into the
cloth of the Image of Edessa, in the same way that
the stone of the Column of Flagellation had actively
received the imprint of Christ in Jerusalem.* The
pervasiveness of the legends surrounding the Image
of Edessa and Letter to Abgar suggests a consist-
ent belief in the ability of Christ’s presence to be
rendered through acts of inscription, which meta-
phorically imprinted sacred spaces with the sacra-
mental presence of his body. The re-creation of the
true portrait of Christ likewise reveals a common
belief in the autocreative potential of Christ’s form
as Logos. The closely related concepts of inscription
and transcription could also be extended to architec-
ture, in the ongoing genesis of sacred presence.

CHRIST'S PRESENCE IN CONSTANTINOPLE

From the seventh through the ninth century, the por-
trait and letter (as well perhaps as the Keramidion)
were side by side in Edessa, said to be embedded
within the city’s gate. Shortly after the Image of
Edessa was obtained by the Byzantine emperor in
044 and placed in a golden box within the impe-
rial chapel in Constantinople, along with a copy
of Christ’s Letter to Abgar, the Keramidion arrived
in 968; the letter said to be the original only came
to Constantinople in 1032.* The chapel — per-
haps first created as a reliquary for Jerusalem relics
in the immediate aftermath of the Arab invasions
of the seventh century — no longer survives, most
likely having been destroyed in 1204, and its loca-
tion has never been identified.* Our knowledge of
the chapel and its contents depends upon accounts
of visitors. When Anthony of Novgorod visited the
imperial chapel at the end of the twelfth century,
he encountered a second Keramidion, spawned
from the original tile formed in Edessa.* One of
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the most detailed descriptions was created ¢. 1200
by Nicholas Mesarites, a guardian of the church, in
which he enumerates the ten most important relics
of Christ’s Passion — including the Crown of Thorns,
the Shroud, and a piece from the stone of his Tomb.
He suggests that altogether the relics transformed
the chapel into a context for a visionary experience
of Christ’s life in the Holy Land, as “another Sinai,
Bethlehem, Jordan, Jerusalem, Nazareth, Bethany,
Galilee, Tiberias, another washing of the feet, Last
Supper, Mount Tabor, Pilate’s Practorium, Calvary
which is in Hebrew called Golgotha.”# Accounts of
the appearance of the church suggest that the most
important effects were created by the precious orna-
ment, comprising silver, mosaics, and multi-colored
marble, likely giving the chapel the appearance of
a full-scale reliquary.* Otherwise, the descriptions
created by pilgrims are simply lists of relics.*

The portrait of Christ would remain in the
Byzantine palace in Constantinople until 1204, when
the city was sacked during the Fourth Crusade. It was
at this point that the portrait might have been taken
to Genoa.”” The portrait (Fig. 23) is still kept in the
Genoese Church of San Bartolomeo degli Armeni
(St. Bartholomew of the Armenians), founded in
1308 by Armenian monks fleeing a Turkish invasion.
The history of the portrait is told within the silver
gilt-frame, probably made by Byzantine craftsmen
in the thirteenth century.*® The inscribed portrait,
whose significance derives from the story of its gen-
esis, hovers on the edge of visibility; the features of
Christ are only faintly discernible within the dark
image. The contours of his features had once been
traced with seed pearls — the materials of the heav-
enly Jerusalem.*

Until it was taken in 1204, the Image of Edessa
was preserved beyond mundane visibility within the
chapel of the imperial palace. Although very few peo-
ple would have seen the portrait in Constantinople,
the idea of the generativeness of the sacred imprints
of Christs form contained in the imperial chapel
informed the decoration of a number of churches
of the Byzantine world.*> One of the earliest exam-
ples is the fresco re-creating the Image of Edessa in
Karanhk Kilise (Turkish: Dark Church) (Fig. 24), in
the Capadocia region of modern-day Turkey, dating
to the eleventh century.’* The portrait, depicted as a

Fig. 24 Karanlik Kilise, Goreme, eleventh century
(Photo: Alexei Lidov)

cloth in front of which the contours of Christ’s vis-
age hovers, is painted into a niche as if a veil hanging
below the bust of Christ.’> The portrait within the
cloth is also framed by seven roundels, likely repre-
senting the seven seals belonging to Christ, which
would — like his true face in all its radiant glory — be
revealed at the end of time (Revelation 5:1).% The
visualization of the Image of Edessa with the seven
seals also underscores their fundamental similar-
ity as divine inscriptions. When Nicholas Mesarites
referred to the Image of Edessa and the Keramidion in
Constantinople, he emphasized their common source
through the notion of a miraculous “graphic art”:

[The Lawgiver himself] is here before your
eyes, as if in the prototype, his impression
imprinted in the towel and engraved into
the fragile clay [tile] by some graphic art not
wrought by hand.5*
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“Graphic” explicitly links the production of the por-

trait to the inscription of the letter, invoking the ulti-
mate mystery of the Logos made flesh in the fragile
body of Christ.

HAGcia SorH1A ASs HOLY SEPULCHER

The relics in the imperial chapel in Constantinople
were accessible to select visitors, but other relics of
Christ and Mary were more prominently displayed
in key churches of the city. The majority of the rel-
ics and churches that housed them do not survive,
due primarily to looting and destruction during the
Latin invasion of 1204 and the Ottoman conquest
of 1453. The Church of the Holy Apostles housed a
piece of the Column of the Flagellation, the church
of Blachernai had the Virgin’s clothing since 472, and
her girdle was found in the Chalkoprateia by the

Fig. 25 Guillaume Grelot, interior of Hagia
Sophia, Relation nouvelle d’un wvoyage de
Constantinople, Paris, 1680 (Photo: Archive.
org / Getty Research Institute, Los Angeles —
Public Domain)

eighth century.” The largest concentration of widely
accessible relics associated with Christ was dis-
played in Hagia Sophia. With this spectacular build-
ing, Justinian reportedly claimed to have surpassed
Solomon, suggesting an intended comparison with
the first Jewish Temple in Jerusalem.’® By the period
of the crusades, the relics in Hagia Sophia included
the blood of Christ, part of the True Cross, and
other contact relics, including his swaddling clothes.
A measure taken from Jerusalem was held to equal
the length of Christ’s body. The lock from the Tomb
offered its own material connection to the Aedicule,
and finally a marble slab indicated the place of the
Crucifixion. Our knowledge of the relics and their
arrangement in Hagia Sophia depends entirely on
textual accounts, since many were taken during the
Latin invasion of Constantinople in 1204.57 Other
connections to Jerusalem were lost at a later date; an
interior view engraved by Guillaume Grelot in 1680
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suggests that a version of the Image of Edessa may
have also once been seen at the apex of the apse’s
vault (Fig. 25).5*

A portrait of Mary, taken from the Holy Sepulcher
and installed in the church by the ninth century, has
also disappeared. This was found in the monumen-
tal entranceway of Hagia Sophia and was report-
edly taken from the facade of the Holy Sepulcher
in Jerusalem, perhaps first in the reign of Leo VI
(886—912). The miracle-working image was installed
above the entrance leading from the narthex to
the nave; a mosaic in the tympanum, in which Leo
appears prostrated at the feet of Christ, also incor-
porated a portrait of Christ.® The sixth-century
Piacenza Pilgrim was the first to mention the por-
trait of Mary “in a raised place” in Jerusalem.® By
the seventh century the image had been connected
to the life of St. Mary the Egyptian: Mary, a cour-
tesan from Alexandria, was stopped at the entrance
of the Church of the Holy Sepulcher four times by
some heavenly power; she appealed to the image

of Mary above her in the porch for intercession
before Christ, was forgiven, and then entered to
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venerate the True Cross.” By the twelfth century,
pilgrims who visited Jerusalem only noted the place
where the portrait of Mary had been on the facade
of the Church of the Holy Sepulcher. A fresco re-
creating the portrait marked the site of the miracu-
lous image, as described by Saewult at the beginning
of the twelfth century.®* In this way pilgrims were
presented with a re-creation of the original portrait
at the site where one would expect the original,
while in Constantinople the real portrait eclipsed
the status of the substitutional image in Jerusalem.
Pilgrims noted the subtle differences, suggesting
that they were attuned to the practices — well estab-
lished by the period of the crusades — of transport-
ing sacred objects relating to Christ from Jerusalem
to Constantinople and Rome. In the period of the
crusades, the Church of the Holy Sepulcher was
itself a substitute for a lost original, the building
having been destroyed in 1009.



ARCHITECTURAL INSCRIPTIONS IN
ADOMNAN'S DE LOCIS SANCTIS
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SACRED ARCHITECTURE BETWEEN
RELIC AND INSCRIPTION

In both Rome and Constantinople, relics were amassed
in churches that created sites outside of the Holy
Land for encountering the earthly traces of Christ’s
Crucifixion, Entombment, and Resurrection. By con-
taining relics, those buildings acquired by extension a
sacred status as tabernacles or reliquaries. They evoked
the idea of the distant architecture of Jerusalem not
through specific architectural forms or explicit dedi-
cation, but through reference to the enclosed relics.’
In the Holy Land, the sanctity of the most important
buildings associated with the life of Christ emerged
through a different process, which centered upon
tracing out the sites of Christ’s past bodily presence.
Divine presence was not manifested through relics —
although it certainly could be augmented by them —
but primarily through the idea of everlasting presence,
and the material vestiges that stood as proof — that is,
the fragmentary imprints of Christ’s form, embedded
into the earth and matter of the Holy Land. Like the
Letter to Abgar, these traces were understood to have
been written by Christ himself, as testaments to his
life and divinity. The fragmentary vestiges also implied
a presence that exceeded a single place and could not
be sensed in its totality. It was the related buildings,
inscribing the sites of inscription, that came to offer a
totalizing symbolization of the idea of Christ’s auratic
presence in the Holy Land.
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Buildings like the Anastasis Rotunda and
Church on Mount Sion enclosing the Column of
Flagellation became, in a sense, relics standing in
tor the absent body of Christ — a status that logi-
cally would only emerge as the buildings grew in
antiquity. Like reliquaries, the buildings offered a
more concrete representation of the significance
of fragmentary inscriptions, which — for the most
part — were difficult to see, if visible at all.> But the
concept of the building as a relic or reliquary is
not adequately descriptive, since it was the forms
of the buildings, not the matter, that emerged as
symbolic entities, closely linked to the idea of
seeking out the vestiges of Christ’s earthly pres-
ence. Unlike the Sancta Sanctorum in Rome or
Hagia Sophia in Constantinople, buildings like the
Anastasis Rotunda and Church on Mount Sion
came to exist as symbolic forms, beyond visibility
and beyond materiality, like the true portraits of
Christ. Like the Image of Edessa or the Lateran
Acheropita, the Anastasis Rotunda could at once
seem a material relic — its matter imbued with
the general association of Christ’s bodily pres-
ence — and an inscription whose existence tran-
scended material incarnation. The transfer of the
sanctity of the architecture of the Holy Land was
not accomplished through physical movement
of materials, but instead through reinscription of
architectural forms.
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ADOMNAN’S DE Locis SANcCTIS, ISLAM,
AND THE CHRISTIAN HoLYy LAND

The Holy Land and its architecture would remain
only an idea for the majority of Christians, who
could not physically make the pilgrimage. The
absence and distance from the buildings tracing out
the most sacred sites made their symbolization a
fundamentally relevant aspect of devotion to Christ.
Adomnan’s De Locis Sanctis (On the Holy Places), the
first surviving account of the pilgrimage to contain
descriptions and pictorializations of the architectural
forms of the holy churches, was conceived in the
decades following the loss of Jerusalem to Islam in
637, and completed sometime before the author’s
death in 704. Like the contemporaneously develop-
ing legends about the Image of Edessa, Adomnan’s
descriptions of the sacred buildings of the Holy
Land may have been motivated by the increased dif-
ficulty of the pilgrimage and inaccessibility of the
holy places, particularly following the Islamic con-
quest of Jerusalem.® Adomnan was in fact the first
Christian writer to account for the new Islamic
presence in Jerusalem, describing a makeshift quad-
rangular prayer house constructed over the ruins of
the Jewish Temple.*

There 1s no question, however, that for
Adomnan Jerusalem and the larger region of the
Holy Land remained fundamentally Christian. The
short description of the Islamic prayer house —
whose reported makeshift qualities suggest a tenu-
ous relationship to the Holy Land — is in fact the
first building described in the De Locis Sanctis, and
it is quickly overshadowed by the elaborate account
of the Church of the Holy Sepulcher that immedi-
ately follows.’ The pilgrimage churches together, in
Adomnan’s account, constituted symbols of the land-
scape’s Christian identity, inscribing long-standing
imprints of Christ’s forms, which were themselves
characterized as documents sealed into the earth and
matter of the region. Like pilgrim-authors before
him, Adomnan casts the material manifestations of
Christ’s divinity in terms of the generative capacity
of written language; Christ is both the human recep-
tacle for the Logos, and — reflexively — the agent by
which the Holy Land is sanctified through inscrip-
tional acts as inherently Christian.® For Adomnan’s

monastic readers, the Holy Land could thereby be
claimed as a document testifying to Christ’s dual
humanity and divinity — denied by its current
Muslim possessors — and its architecture could take
on an abstract existence within the expanding com-
munities of European monasticism.The copying and
dissemination of Adomnan’s book throughout these
communities materialized the buildings as symbolic
forms, a process which related to the first architec-
tural re-creations of the Holy Sepulcher, constructed
in monastic foundations in the same period.

THE CHURCH OF THE ASCENSION AS
AN ACHEIROPOIETAL BUILDING

Adomnan presents his book as being based upon
the oral report of the pilgrim Arculf. Although
originally composed in the last years of the seventh
century, the earliest surviving manuscripts date to
the ninth century, four of which contain ground-
plans of the Church of the Holy Sepulcher, the
Church of the Ascension, the Basilica of Mount
Sion, all in Jerusalem, and the church at Jacob’s well,
where Christ conversed with a Samaritan woman
(in modern-day Nablus).” The important status of
the drawings of the Holy Land churches within
the book is suggested by the circumstances sur-
rounding their creation. Adomnan tells us that he
has copied the figures first created by Arculf, who
produced them directly from memory by inscrib-
ing their forms into wax. Their facture suggests a
fundamental relation to the traces of Christ’s forms,
which Arculf elsewhere so assiduously remembers.
For instance, Arculf provides one of the first sur-
viving accounts of the footprints left by Christ on
the Mount of Olives (Figs. 2 and 26). He character-
izes the related Church of the Ascension (Fig. 27)
as an acheiropoietal building, miraculously gener-
ated rather than made by human hands.® The way in
which the associations of Christ’s letter written to
Abgar were gradually absorbed into the legend of the
Image of Edessa, conceived as a miraculous engrav-
ing that generated its own series of transcriptions or
re-creations, offers a conceptual parallel for the way
in which Arculf’s inscribed ground-plans absorbed
the previously established ideas about Christ’s forms
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drawn into the earth and stones of the Holy Land.

Arculf’s account stands at the beginning of a new
kind of abstract expansion of the body of Christ
beyond Jerusalem in which architectural forms take
on a primary role.

Ofall of the traces of Christ left in the Holy Land,
it would be the footprints on the Mount of Olives
that would become the most significant, both as the
last remnants of Christ left on earth and as the mate-
rial evidence for the Ascension. Adomnan’s source —
in addition to Arculf’s oral account — appears to have
been the writings of Paulinus of Nola (¢. 354—431)
and Sulpicius Severus (c. 365—c.425); both refer to
the footprints on the Mount of Olives as miraculous

Fig. 26 Footprints of Christ, Church of
the Ascension, Mount of Olives, Jerusalem
(Photo: author)

Fig. 27 Church of the Ascension, Jerusalem,
twelfth century (Photo: author)

imprints that cannot be covered, since they refuse any
relation to human or mundane things.” Adomnan’s
account is the first surviving text detailing the archi-
tectural forms related to the footprints of Christ,
and also the first purported eyewitness account of
the footprints. A colonnade encircling the site of the
Ascension had existed since sometime in the fourth
century, when it was converted into a church.” The
footprints were also understood to mark the site
where Christ would return at the end of time. The
earth that had witnessed Christ’s Ascension refused
to accept any covering over the footprints, result-
ing in a round vault that was open to the air.” The
architecture of the Church of the Ascension was in
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this way conferred a unique status, as a building “not
made by human hands,” like the true portraits of
Christ whose legends were being developed in the
same period:

On the entire Mount of Olives no place
is seen to be higher than that one, from
which the Lord had ascended, where a great
round church stands, which has around
it three porticos (cameratas) with vaulted
roofs above: the interior building of this
church is without roof and without vault,
it remains open to the sky below the open
air, in its east part a covering below a nar-
row roof extends over an altar. The inner
chamber does not have a vault so that in
regards to that place, where the divine and
lastly made footprints (vestigia) can be seen,
due to the Lord being raised up in a cloud
into heaven, the path might always be open,
and remain open to heaven for the eyes of
those who are praying. For when this basil-
ica, about which I have just recalled a lit-
tle, was being built, the same place of the
footprints (vestigiorum) of the Lord, as is
found again in other documents, could not
be covered. Indeed anything placed near,
the earth unaccustomed to human things
refused to accept, and threw back to the
edge whatever had been placed upon it.
Moreover the sand stood on by the Lord
truly is a document which will exist in per-
petuity (perenne documentum est), since the
imprinted footprints can be seen (vestigia
cernantur impressa), and although everyday
the faithful in a flock take away that which
has been treaded upon by the Lord, none-
theless the area does not experience a lose,
and to this day the earth, as if it had been
sealed with the imprinted footprints (veluti
impressis signata vestigiis), preserves its own
appearance.”

Here Adomnan echoes Sulpicius Severus, refer-
ring to the footprints as eternal documents, like an
inscribed text sealed into the earth of the Mount of
Olives. "

Arculf further expands upon the miraculous
nature of the footprints, describing a great bronze
machine that inexhaustibly provides pilgrims with
dust sanctified by the footprints:

As holy Arculf relates, he was painstaking
in often visiting this place, encircled by a
great bronze railing, as explained above, the
height of which is shown to continuously
have a measure to the neck [of a man]: in its
center there is a not small opening, through
which from above are shown the exposed
footprints of the Lords feet completely
and clearly imprinted into the sand (ves-
tigia pedum Domini plane & lucide in pulvere
impressa). In that railing on the west part is
a kind of door that always remains open, so
that through this those who are coming in
might easily approach the place of the sacred
sand, and through the opening from above
this same railing spews out particles from the
sacred sand into outstretched hands. Thus
Arculf’s account of the Lord’s footprints
(vestigiis Domini) agrees precisely with the
writings of others: that the enclosure cannot
be covered by any kind of covering, whether
high or low, so that all who enter might
be able to see the traces of the Lord’s feet
(Dominicorum vestigia pedum), clearly drawn
in the sand of that place (eiusdem loci in pul-
vere depicta clara).™

Earth from the site of the Ascension was in fact
treated as a relic and enshrined in churches in
Europe. A relic at Saint-Riquier, recorded in the
ninth century, for example, is referred to as “from
the earth where he stood when he ascended into
heaven.”*s Similarly at the Lateran a reference to
a relic “from the place of the Ascension of Christ
into heaven” probably refers to earth taken from the
Mount of Olives.*® In the Church of San Clemente
in Rome, a ninth-century fresco of the Ascension
incorporates an aperture below that once — it
seems — contained a stone brought from the Mount
of Olives."”

After a description of the many lamps used to
illuminate the footprints, Adomnan concludes his
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description of the Church of the Ascension by refer-
ring to the accompanying drawing:

One may make visible the shape (figura) of
this round church drawn (depicta) here, how-
ever poor the picture may be (quamvis vili
pictura): and also the circular railing placed
in the center, is shown by this plan (formula)
delineated below.™

The ground-plan of the Church of the Ascension
immediately follows in the manuscripts that are illus-
trated (Plate 2)." Note the repeated use of the term
depicta (drawn) in reference to both the footprints of
Christ imprinted into the Mount of Olives and the
ground-plan inscribed by Arculf. Adomnan’s mod-
esty in relation to the drawing of the church, which
he refers to as poor, suggests the secondary status of
the ground-plan — a trace of a trace — in contrast to
the primacy of the forms of Christ’s body imprinted
into the earth.”® Despite Adomnan’s modesty, the
pictorial representation bestows upon the building
the same status as the footprints it enshrines, ren-
dered as the trace of Christ’s corporeal presence on
earth, inscribed onto to the manuscript as a material
surrogate for the earth of the Holy Land.
Adomnan’s description also implies that the
forms of the building have not changed, and — more
than this — that the forms of the building were gen-
erated by the earth’s wish to preserve for eternity
the memory of Christ’s Ascension represented by his
footprints on the Mount of Olives. The facts that
the church had not been built until the fourth cen-
tury, had been heavily damaged by invading Persians
in 614, and would continue to fall into disrepair
and require reconstruction, are all extraneous to
Adomnan’s description of the essential forms, which
generate a timeless symbol. The essential forms were
determined when the footprints were made, as a per-
manent testament to the Ascension and the eventual
return of Christ; their material embodiment implied
the unique qualities of the site, manifesting an open-
ing between the earthly and heavenly realms, in the
way that the true portraits of Christ similarly offered
a tangible if visually elusive manifestation of Christ’s
dual human and heavenly aspects. Like the true por-
traits of Christ in Constantinople and Rome, the

footprints on the Mount of Olives and the symbolic
forms of the related architecture offered a tangible
mediation between the sensible and the heavenly.

In another part of De Locis Sanctis, it becomes
evident that Adomnan may have been privy to the
earliest stories developing around the idea of an
acheiropoietal portrait of Christ. In his account of the
Church of the Holy Sepulcher, Arculf reports having
seen a sacred cloth that had once been placed over
Christ’s head in a Tomb, rediscovered just three years
before and measuring eight feet.”* This Shroud may
be the same that was documented in Constantinople
in later centuries and may also have been part of the
inspiration for the conceptual transformation of the
Letter to Abgar into the Image of Edessa.

ARCULF’'S DRAWINGS AND CHRIST’S
WAXEN INSCRIPTIONS

The buildings that Arculf recounts in detail are all
characterized as enshrining primary sites where
Christ’s form had been imprinted into the earth or
matter of the Holy Land. The architectural forms
of the church enclosing the Tomb of Mary are
described in relation to a miraculous impression
of Christ’s knees, left where he had prayed in the
field of Gethsemane (at the foot of the Mount of
Olives). Arculf describes the related architecture of
the Church of Mary in the Valley of Jehoshaphat as a
two-storied building with an upper rotunda:

Holy Arculf was tireless in visiting repeatedly
the holy places. He visited often the church
of Saint Mary in the Valley of Jehoshaphat,
which is built at two levels, the lower part
being below a stone vault in a remarkable
round structure ... Entering this lower round
church of Saint Mary, people see that stone
inserted into the wall on the right, above
which the Lord on that night in the field
of Gethsemane, where he would be deliv-
ered by Judas into the hands of sinful men,
he prayed on his knees before the hour of
his betrayal: in which stone one can clearly
discern the traces (vestigia) of his two knees,
as if these traces had been deeply imprinted
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into the softest wax (quasi in cera mollissima
profundius impressa). This was divulged to us
by holy brother Arculf, visitor of the holy
places, which he described to us, having seen
everything with his own eyes. Accordingly
the four altars in the upper round church of
Saint Mary are shown to be there.”

The empty Tomb of Mary, like the imprints of
Christ’s knees, and by extension the surrounding
building, are the earthly remainders of Christ’s and
Mary’s bodies. The textual description of the related
architecture implies a similar form of vestigial inscrip-
tion, like the traces imprinted into the wax-like rock
inside the church. The church described by Arculf
had disappeared by the time of the crusades, and the
forms of the pre-crusades church are known exclu-
sively from literary sources, among which Arculf’s
is the most detailed.” The current Tomb may relate
to its most ancient forms, including a small cupola
with a hole at its summit. Like the open vault of
the Church of the Ascension, this hole may have
been intended to symbolize the interpenetration of
heaven and earth.*

In his description of the Church of the Holy
Sepulcher, Adomnan tells his readers that all of
the drawings that they see (Plate 1) are the prod-
uct of Arculf’s own remembrance of the buildings.
Adomnan has created his own drawings based upon
Arculf’ simple inscriptions made on a wax tablet
(although neither of the original set of drawings
survives):

On the church built above the Lord’s sepul-
cher in a round plan (rotunde formule). This is
certainly a very large church, all of stone, built
on each side in an admirable round form
(mira rotunditate), rising from the foundations
into three parts, of which one peak is raised
on high, and between one wall and the other
side it has the width of the street; there are
also three altars in three specially built con-
structions in the middle wall ... There are
twelve columns of remarkable size sustaining
this Rotunda. It has eight doors, that is four
entries, for the three main walls, divided by the
intervals of pathways, from which four exits

look to the north-east, which is also called the
Caecias wind, while the other four look to
the south-east ... The accompanying picture
(pictura) shows the shape (formulam) of the said
church with a round small building placed in
its middle, in the east part of which is con-
tained the Lord’s sepulcher, and also there are
plans (figurae) of three other churches, about
which a description will be given below. We
drew (depinximus) these plans (figuras) of the
four churches according to the pattern (exen-
plar) which, as was said above, holy Arculf had
drawn on a waxen tablet (in paginula figuravit
cerata), and although it might not be possible
for a likeness to be formed in a picture, none-
theless it is possible that the monument of the
Lord might be shown placed in the middle of
the rotunda in such a poor diagram (figuratione
vili), at any rate the distance to the church as it
is placed might be shown.*

Adomnan admits that his drawing does not represent
a true appearance of the church, as seen in person,
but also suggests that it might still be able to commu-
nicate to the reader the essential forms of the Tomb
and Rotunda. In generating the pattern, or exem-
plar, for Adomnan to copy, Arculf was also mimick-
ing the process of inscription into wax that he used
to characterize the footprints and other impressions
of Christ left in Jerusalem. In the ground-plan, the
architectural forms were reduced to the same sta-
tus of inscriptions, marking the footprints of those
buildings on the earth of the Holy Land.

The terms used for the ground-plan are figura
(figure), or more often, formula; the latter implies a
small pattern or mold and also evokes the impres-
sion or sealing of a form in a waxen material. In the
description of the Church on Mount Sion, Adomnan
again employs the term formula to refer to the ground-
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plan.”The presence of the Column of the Flagellation
within the church is either indicated by an inscription
or by a drawing (Plate 3).*” In this particular ninth-
century manuscript produced at Salzburg, the illus-
trator has rendered a series of marks on the Column
of the Flagellation, suggesting an attempt to visualize
the fragmentary inscriptions of Christ’s form.” In

the same way that Adomnan’s account of the Church
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of the Ascension implies a significant relationship
to the footprints of Christ imprinted into the earth
of the Mount of Olives, Adomnan’s selection of the
Church on Mount Sion for illustration suggests a
similar relation to the Column of the Flagellation,
and its own miraculous imprints of Christ’s body,
enclosed within. When understood in relation to the
fragmentary inscriptions of Christ, the ground-plans
emerge as a unique example of a Christian concep-
tion of symbols as sensible representations of God.”
The other two churches selected for illustration, the
Church of Jacob’s Well and the Church of the Holy
Sepulcher, connected in their own way to symbols
familiar to Adomnan’s audience.

THE CROSS AND LABYRINTH

The ground-plans in the surviving illustrated cop-
ies of Arculf’s account especially focus on build-
ings inscribing the imprints drawn by Christ: the
Church of Mount Sion around the Column of the
Flagellation, the Church of the Ascension around
the footprints, as well as the Holy Sepulcher,
enshrining the empty Tomb of Christ, and the
Church of Jacob’s Well.*° The last one is a minor
sixth-century pilgrimage church and is selected,
it would seem, to emphasize the symbolic nature
of the ground-plans.’® As Arculf explains, the
church is arranged in the form of a cross (in cru-
cis modum facta). In at least one of the surviving
illustrations, found in a ninth-century manuscript
made in Reichenau, the lower portion is extended
to emphasize this resemblance (Plate 4).> When
Adomnin created the De Locis Sanctis, there was
an important cult of the True Cross at the mon-
astery of Iona. The famous cross-carpet page in
the Book of Durrows, thought by many to have
been produced in the same monastery in the time
of Adomnan (c. 68s), may reflect the new inter-
est in developing the abstract representation of the
True Cross.’? The assimilation of the ground-plan
of the Church of Jacob’s Well to the form of the
Cross suggests an interest in interpreting the forms
of the sacred buildings of the Holy Land in terms
of already existing symbols associated with the
abstract representation of Christ’s body.

Like the Church of Jacob’s Well, assimilated to
the image of the cross, the ground-plans of the two
circular buildings, the Anastasis Rotunda and Church
of the Ascension, have also been rendered in a way
to emphasize the association with other significant
symbols. The figurae, or formulae, of both buildings are
rendered as concentric circles (rather than indicating
columns, for example), suggestive of a labyrinthine
form, especially through the inclusion of staggered
openings that otherwise do not correspond to the
descriptions or the real buildings.** In this way, the
buildings could also be interpreted as standing for the
arduous journey of both the pilgrimage and textual
exegesis; at the center are the inscriptions of Christ’s
absent form, in the shape of his footprints on the
Mount of Olives or his empty tomb in the Holy
Sepulcher. Jerusalem was also more generally con-
ceptualized as the umbilicus of the world (as Arculf
mentions), and the pilgrimage as an encircling of
that sacred center.* The reduction of the two build-
ings to a series of concentric circles evoking a laby-
rinth also linked the metaphorical journey, enacted
through reading Arculf’s account, to the process of
textual exegesis that was the basis of the spiritual
journey.*° The ground-plans efface connection to the
material make-up of the buildings and reveal instead
a transcendent trace, in a hieroglyphic form closely
related to the vision of the heavenly Jerusalem —alike-
ness that became explicit in Carolingian manuscripts,
as we will see. The ground-plans of the churches as
created by Adomnan do not point to material build-
ings in space, but instead to invisible archetypes, in
the same way that the Image of Edessa captured an
impression of Christ as a trace of something that was
ultimately beyond visibility. The footprints, like the
portrait of Christ, provided only a glimpse of heav-
enly things, just as the churches of the Holy Land —
as characterized by Adomnan — constituted a series
of symbols, pointing to the heavenly Jerusalem that
would be revealed only at the end of time.

HEAVENLY ARCHETYPES

In the text immediately preceding the plan of the
Holy Sepulcher, Adomnan tells us that Arculf remem-
bered numerous houses in the city of Jerusalem.
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Although he implies that they are well built, he says
nothing of their forms, materials, or situations, in
order to focus on the primary sites of the circum-
scription of divine presence within the Holy Land.
Arculf’s act of inscribing the architectural forms onto
the waxen tablet (formulam in tabula cerata Arculfus ipse
depinxif), represented a drawing out of the essential
forms from the complex reality of the city.?’ In the
Christianized Platonism that dominated thinking in
this period, such abstractions pertained to the arche-
types, or patterns, of things that were understood to
exist beyond visibility, thought to be more real and
lasting than the changeable entities perceptible in the
phenomenal realm.** In the Enneads, Plotinus (c. 204/
$5—70), whose treatises on Platonic philosophy were
vastly influential for the development of Christian
theology, employed the example of a house in order
to demonstrate that underlying all of visible reality
there are invisible patterns that generate the form
and order of the universe:

How can the architect adjust the externally
apparent house to the internal idea of the
house and insist that it is beautiful? Only for
this reason, that the external house, if the
stones are imagined away, is the internal idea,
divided of course with regard to the mass
of matter, but indivisible in essence, even
though appearing in multiple form.*

For Plotinus, the architect’s plan of a building pro-
vided the primary metaphor for the invisible arche-
type.* The ground-plans drawn by Arculf similarly
suggest an internal idea abstracted from phenomenal
experience and imprinted into memory.

Adomnan’s drawings present the Holy Land
churches as symbols not only of themselves but also
of the pilgrimage. The drawings simultaneously sug-
gest the process and product of extracting signs of
the heavenly Jerusalem from the real city. The textual
descriptions may in some ways pertain to the clas-
sical tradition of periegesis (mepifynots, “showing
around”), in which an author describes the physi-
cal movement through a building or city, common
in Greek and Roman rhetoric.’ The intent for
Adomnan, however, seems to be substantially differ-
ent: to generate a non-discursive (or hieroglyphic)

distillation of the potency of the building, its site,
and the sacred trace inscribed within.** The dual
visual and textual concept of a formula or mold, and
the notion of sealing invoked more than once by
Adomnan and similar pilgrims, endowed the simple
drawings with a potential to exteriorize in a reductive
fashion something otherwise beyond visibility: the
trace of Christ’s corporeal presence, the idea of the
heavenly Jerusalem, or both. The vicarious experi-
ence provided by Adomnan’s illustrated account was
not one of corporeal vision, but instead something
closer to spiritual or even intellectual vision, which
Augustine (354—430) distinguished from the normal
sense experience of the physical world.* Like the
prophet Ezekiel’s vision, or John’s of the heavenly
Jerusalem in Revelation, the schema of a sacred
building is revealed as a sign with complex exeget-
ical meaning. For Adomnan and his contemporary
monastic readers, the architecture of the Holy Land
stood in an expanded temporality — an eternal pres-
ent, most closely aligned with the Platonic notion
of the world of ideas — inscribing the places where
the prophecies concerning Christ were fulfilled in
the past, and where they will be fulfilled again in the
future, on Judgment Day.

IMPRESSIONS AND SEALS

In Revelation, John is given a vision of the heavenly
city, the memories of which he records in vivid detail.
Arculf’s experience of the real Jerusalem is similarly
recounted for the benefit of those who would not
see the city with their own eyes. Adomnan uniquely
focuses attention on the visual method through
which Arculf shared his memories, recalling the
architectural forms in a way that implicitly connected
his actions to the dominating theory of memory for-
mation and storage in the period. Plato had first lik-
ened memory to a block of wax located in the mind,
which would take the impression of perceptions
and thoughts, and attributed the metaphor of the
“wax tablet to the soul” to a parable of Homer.** In
Theactetus (c. 369 BC) , Plato further relates the ability
to remember to the quality of the block of wax, vary-
ing by size and softness, concluding that “[w]hatever
is impressed upon the wax we remember and know
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so long as the image remains in the wax; whatever
is obliterated or cannot be impressed, we forget and
do not know’# In relation to the body of Christ,
these metaphors were expanded and exteriorized in
a unique way in the Christian tradition: the earth
of the Holy Land seemed to actively remember the
presence of Christ’s body, by taking on a wax-like
malleability and receiving the impressions of his cor-
poreal presence, as in the Garden of Gethsemane,
where Arculf says the stone became like soft wax
when he kneeled there.

The ability of pilgrims to find such traces sug-
gests an exteriorization of the theory of the process of
mnemonic impression — as if the earth itself remem-
bered Christ’s presence — and provided proof of both
his human existence and his divinity, since the respon-
siveness of matter directly resulted from his divine
character. The imprinting of matter with the ineffable
spirit represented a metaphorical re-creation of the
mysterious nature of the Incarnation, through which
the divine character and human form were conjoined
in Christ’s body. The notion of the “character” is espe-
cially pertinent: in the Epistle to the Hebrews, Jesus is
described as the “character” of God’s essence, which
in Greek (xopoxTr)p), means two things: a seal, and
the impression that the seal leaves on wax.* This met-
aphor was often invoked in explanations of the Trinity,
in descriptions of Christ’s relation to God and the
Spirit. For instance Peter Abelard (1079—1142), writ-
ing in the mid 11305, explains that the impression of
God in Christ is like an image impressed into wax,
because this implies the presence of both the matrix
that had generated the image, and the image carved
onto that matrix.* Only the impression remains, but
within Christ’s person the other elements — although
not visible — are continuously present.**

The rites of baptism and the reception of the
Eucharist were consistently conceptualized in terms
of a seal impressed into wax, in order to explain the
invisible link between the faithful and God. The
wearing of pilgrimage ampullae, imprinted with
blessings like those impressed into the Eucharistic
bread, as we have seen, presented an exteriorization
of the process of marking of the elect. The cross, a
symbol often impressed into these ampullae, was also
referred to as a sphragis (a seal or stamp); in descrip-
tions of baptism, the idea was likewise used to refer

to the Christian being interiorly sealed unto the
Lord.* The memory of the forms of the Tomb, or
the church around the footprints (also described as
sealed, signata, into the earth, by Adomnan), impressed
into the waxen tablet of memory, provided another
form of sealing the pilgrim unto God.* The com-
mon theme of the activation of material into a waxen
malleability also suggested a consecration and life-
giving force, and engaged with a larger belief in the
healing powers of the Holy Spirit. In the writings
of the Neoplatonic philosopher Iamblichos (¢c. 300),
the “character” also denotes a potent symbol, as an
inscription that embeds divine power within itself.s'
This belief in the responsiveness of matter to Christ’s
corporeal presence is otherwise not accounted for in
biblical theology, but instead seems to emerge from a
broader perception of the animate potential of matter.

Adomnin’s book suggests that the buildings
around the sites of Christ’s vestiges were becoming
absorbed into a similar notion of symbols imprinted
into matter. At the same time the idea of a seal sug-
gests the potential to generate further impressions.
The transcription of Arculf’s drawings, first by
Adomnan, then other monastic illuminators, from
a certain perspective generated the re-creation of
those buildings as a reinscription of sacred forms in
real space, in a continuing expansion and activation
of divine presence beyond the Holy Land. Images
of Christ in the same period were understood as
imprints of divine form onto matter; and it was the
form of the prototype, stamped into the matter, that
was said to be venerated, not the matter itself.5* In
both the copying of Arculf’s exemplar and the crea-
tion of pictorial icons, the notion of an impression as
a negative image implies the paradox of interlocking
absence and presence; the inscription, or trace — as
the key element that links the two — becomes the
most potent (if tenuous) embodiment of the mystery
of the interrelation of the divine and the corporeal,
and the earthly and transcendent.’

VESTIGIA

The Latin term for “trace,” vestigia, was used equally
for footprints, tracks, and other marks that indicate a
past corporeal presence. The notion of vestigia carried
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a profounder meaning in the period than a cursory
reading of Adomnan’s account of Arculf’s jour-
ney (or earlier pilgrims who refer to the vestiges of
Christ left in the Holy Land) would at first indicate.
Augustine, in arguably the most important theoriza-
tion of the nature of symbols, writing, and the per-
ceptibility of God from the early Christian period,
maintained that God, being transcendent, cannot be
known directly, but instead must be seen through his
vestigia in the world.** The Latin vestigia could mean
traces or specifically a footprint or footprints (usually
without the number being specified). For Augustine,
writing was itself a kind of vestigia, providing a bridge
between the sensible, physical world and the intelli-
gible, or transcendent and divine.” Augustine spe-
cifically invokes Christ’s footprint at one point, as
the wvestigia of Christ left when he ascended into
heaven. He had never seen the footprints on the
Mount of Olives himself, like his friend and cor-
respondent Sulpicius Severus. Paulinus of Nola had
also never seen them.*® Augustine’s allusion to the
footprints on the Mount of Olives is found in his
homilies on Gospel of John, in reference to the land
of Israel: “The Lord himself was there, he chose a
mother there, he wanted to be conceived there, to
be born there, to pour out his blood there. His foot-
prints are there (ibi sunt vestigia eius); they are adored
now where he last stood, at the place from which he
ascended into heaven.”s’

According to Augustine, writing, being com-
posed of vestigia, like a footprint embodies an ambiv-
alent state between the permanent, as something
which outlasts the span of a human life and provides
a conduit to the voice and eternal soul of an absent
or deceased author, and the temporal and fleeting,
as a memorial of a passing moment of facture, when
a word is inscribed.”® In the second book of De
Doctrina Christiana (On Christian Doctrine), enti-
tled De Signis (On Signs, written in 396), Augustine
characterizes both vestigia and words as belonging to
a larger category of signs (signa), as “a thing causing
something to come to mind beyond the appearance
the thing itself produces on the senses”: the former
are natural signs, like smoke which indicates fire,
while the latter are given signs (signa data).” Both
kinds of signs mediate between absence and pres-
ence: the footprint stands not just for a pair of feet,

but also for an absent body, just as a word is not only
the vestige of the manual action of the person who
first inscribed it, but also the generator of a whole
world of ideas and experiences that are commu-
nicated through language.” In both cases, the sign
presents an externalization of memory and a render-
ing permanent of the otherwise passing experiences
of movement and thought. In De Videndo Deo (On
Seeing God), Augustine characterizes visible signs
(signa) of invisible things as necessary for men to have
faith in the imperceptible, divine, and transcendent.”
Within the context of the pilgrimage, the idea of
the vestigia as signs has a similar function: the trace
records the evidence of Christ’s corporeal existence
and divine nature, written upon the earth in a uni-
versal form of language, of which the footprint is the
ultimate example, understood equally by speakers of
Latin, Greek, or Arabic.

In Confessiones (Confessions, 397—8), Augustine
characterizes the discursive and sequential nature of
language, composed of a series of signs experienced in
terms of spatial relations and differences, as the essen-
tial tool for knowledge of the divine.*> By bestowing
upon Christ’s vestigia a primary status, pilgrim writ-
ers implicitly reframed their experience in terms of
a larger idea of textual exegesis as the essential means
of knowing the divine. The process of writing was
also sometimes conceptualized as the journey that
leaves vestigia as a track through a landscape. We find
this concept for instance in a riddle figuring writing,
composed by a contemporary of Arculf, Aldhelm
(c. 639—709), the abbot of Malmesbury Abbey: “I
move through whitened fields in a straight line and
leave dark-colored traces on a glistening path, dark-
ening the shining fields with my blackened mean-
derings.”® The act of writing, like drawing — in the
physical marking of the surface of the parchment —
simulated the temporality of the journey in terms of
the process of inscription.” In Arculf’s account, we
have the first evidence that the architecture inscrib-
ing these vestigia had itself become implicated in this
process, and through description, had become an
integral part of the textual process of memorializing
and transmitting Christ’s earthly presence.

The story of Arculf’s inscriptions made from
memory focuses attention on the material facture
of the drawings. It will always remain possible that
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Adomnan’s story of Arculf’s creation of the ground-
plans of the Holy Land churches, or the very exist-
ence of a pilgrim named Arculf, washed up on
Iona’s shores, was a fiction.” If Arculf did not exist,
Adomnan’s motivation for creating the story of the
pilgrim tracing the essential forms of the buildings
into wax may have been an interest in elevating
the status of the buildings to significant signs in the
exegetical experience of pilgrimage provided by
reading his book; this (if true) would further sug-
gest that Adomnan conceived of the pilgrimage as
exegesis, in which the forms of the buildings were
to be perceived as playing an active role. The inspira-
tion may have more directly come from Augustine’s
De Doctrina Christiana, particularly its invocation of
geography — that is, the study of the landscape of
the life of Christ — as a necessary element of biblical

° Adomnan integrates the popular inter-

exegesis.
est in contact with the traces of Christ’s body with
the monastic exegetical tradition, and by doing so
implicitly endows the description of architectural
forms with a theological rationale; in this way pil-
grimage is assimilated to textual exegesis, and the
architecture of the Holy Land emerges as signifi-
cant vestiges latent with meaning, requiring inter-
pretation. Viewed as a narrative device rather than a
historical personage, Arculf represents the signifying
process personified.

Yet another inspiration for Adomnan’s focus
upon symbolic architectural forms may have
come from John’s vision of the heavenly Temple
in Revelation. Jerome directly compares the com-
plexity of the labyrinthine Temple to textual exe-
gesis, through which one is guided only by faith
in the Holy Spirit.”” Jerome’s related interpretation
of Ezekiel’s vision of the Temple was influential for
many monastic writers.”® Both Ezekiel’s and John’s
visions of the Temple of Jerusalem in the Bible pro-
vided a clear precedent for using the architecture
of Jerusalem as a meaningful symbol for the related
processes of the physical pilgrimage and movements
through a text.”” Adomnan’s focus on the forms of
the pilgrimage churches may have further inspired
his successors to give renewed attention to the inter-
pretation of the architecture of Jerusalem; Bede
(672/3—735), who created his own popular version
of the De Locis Sanctis, was also the author of one of

the most important accounts of the symbolic mean-
ing of the Temple of Jerusalem and the Tabernacle.”
The church on the Mount of Olives especially seems
to have been regarded by Adomnan as foreshadow-
ing the Temple that would be restored upon Christ’s
return.

EXEGESIS OF THE CHURCH OF THE
ASCENSION

Adomnan’s De Locis Sanctis provided those who had
never been to Jerusalem with a means of internally
visualizing the landscape and architecture associated
with the life of Christ. Adomnan’s detailed descrip-
tion of the round church encircling the footprints of
Christ on the Mount of Olives provided rich mate-
rial for those wishing to understand the significance
of the Ascension and to imagine being witness to
the event,much like the Apostles who had stood on the
Mount of Olives.” For Augustine, the event of the
Ascension was a key to understanding the mystery of
the dual nature of Christ as both human and divine;
Adomnan’s description of the related architectural
forms provided a symbol, the interpretation of which
might lead to a fuller understanding of this duality.
The open vault enshrines both the footprints and
Christ’s path to the sky, and promises a final and total
visibility, when all things are revealed — not signs, or
symbols, but the things to which signs point.

As the millennium approached and speculation
about the Apocalypse occurring in the year 1000
intensified, interest grew in interpreting the signs
associated with the site where Christ would return to
earth; as indicated in Zechariah (14:4), the footprints
left by the Ascension marked this site: “And his feet
shall stand in that day upon the mount of Olives.”The
fragmentary Blickling Homilies, whose origins are
unknown, includes a lengthy sermon in Old English
that sets the scene for the Ascension with architec-
tural details taken directly from Adomnan’s De Locis
Sanctis.” In the homily on the Ascension, which
includes reference to the year 971, the unknown
author uses the specific forms of the Church of the
Ascension as exegetical clues to expand upon the
meaning of the event of the Ascension. By doing so,
the author implies more explicitly than Adomnan
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that the fourth-century church was present during
the life of Christ, and that the forms resulted from
divine intention:

We also know that the place is located on
the top of Mount Olivet, and that there is
a large and magnificent church built over
the spot. Its circumference is basket-shaped
in the most beautiful and sumptuous man-
ner that men could devise. There are three
porches built around the church, and these
are very handsomely assembled from the
top and roofed over. But the great church,
which stands there in the center, is open
and has no roof. This is because our Lord
desired that to the eyes of those men who in
faith have come there and visited the holy
place, the path should always become famil-
iar to look up to heaven, so that they may be
aware from where the Lord had physically
ascended.

The author of the homily also gives a detailed
account of the miraculous nature of the footprints
and the inexhaustible earth associated with them,
as well as the special copper device enclosing them
(again after Adomnan).”

Closer to the year 1000, English artists also devel-
oped an innovative way of visualizing the Ascension,
in the form of the “Disappearing Christ.” Christ is
shown vanishing into heaven, his body obscured by
a cloud and the Mount of Olives left below.” This
popular imagery seemed to offer a clear visualiza-
tion of the unique qualities of Christ’s body as a
bridge between human and divine, the visible and
the invisible, and the earthly and the heavenly, recall-
ing Augustine’s interpretation of Psalm 90:9: “He is
tar above all the heavens; but His feet rest upon the
earth. His head is in heaven. His body on earth.””

CAROLINGIAN VISIONS OF THE
HEAVENLY JERUSALEM

The ninth- and tenth-century copies of Adomnan’s
ground-plansalsosignificantly resemble contemporary

representations of the heavenly Jerusalem (Plate 5).7°
The heavenly city is rendered as a series of concentric
circles of different colors intersected by the twelve
gates, grouped into four groups of three, suggesting
the form of the cross. John in Revelation describes
twelve gates, but the Jerusalem of his vision is a square
city, unlike the circular plans in the manuscripts.”
The city walls are intersected by gates in the same
way that the doors within the ground-plans of the
Anastasis Rotunda and Church of the Ascension cut
through and bind together the concentric circles.

Although it is difficult to establish the exact
relation between the manufacture of Adomnan’s
ground-plans and such visions of the Apocalyptic
Jerusalem, it is important to note that the two
buildings which present the closest formal simi-
larities also conceptually relate to the Jerusalem
of the Apocalypse: the site of the Ascension is the
location of Christ’s return at the initiation of the
Apocalypse, and the Holy Sepulcher was in this
period closely related to the idea of the Temple
that would be restored in the heavenly city. The
Valenciennes manuscript is known to have been
copied in the ninth century in the northwest part
of the Carolingian empire, perhaps at Liege, while
the Paris manuscript is probably a copy made at
the beginning of the tenth century (perhaps in the
monastery of Saint-Amand, where the Valenciennes
manuscript was registered in a catalog edited 1150—
68).7 Another closely related vision of Jerusalem,
found within the Apocalypse of Bamberg (Plate
6), is more directly connected to the manuscripts
of Adomnan’s De Locis Sanctis. The manuscript
was part of a larger group sponsored by Henry II
(972—1024) around 1000, and probably executed at
Reichenau, where an illustrated copy of Adomnan’s
book was present.”

CHARLEMAGNE’'S PALATINE CHAPEL

Throughout the Carolingian period, Jerusalem
and the Holy Land remained in the hands of
Muslims, but the hope for the restoration of the
city to Christian rule easily elided with expecta-
tions for the return of Christ to Jerusalem and the
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Fig. 28 Palatine Chapel, Aachen, ¢. 792 (Photo: author)

ultimate triumph of Christianity at the end of time.
Charlemagne (r. 800—14) actively sought to take on
the role of a new Constantine, crowned as emperor
in 800 by Pope Leo III (r. 795—816) in St. Peter’s, and
was famously praised as both a new Solomon and
new David by his contemporaries.” The Palatine
Chapel constructed in Aachen (c. 792) now lacks
some of the most important features that had orig-
inally expressed Charlemagne’s ambitions, includ-
ing the monumental lantern and Apocalyptic Lamb
of God within the dome (Fig. 28). The octagonal
ground-plan and the pattern of alternating black
and white articulating the primary arches may have
been allusions to the features of the Dome of the
Rock in Jerusalem.* When the Frankish monk
Bernard traveled to Jerusalem shortly before 870,
he refers to the Islamic building as the Temple of
Solomon: “To the north is the Temple of Solomon,

which has a synagogue of the Saracens.””® This is
in fact the first surviving textual source that indi-
cates the Islamic building constructed ¢ 691/2
had become associated with the ancient Jewish
Temple of Solomon that had once stood on the
site.” Charlemagne had reportedly sent an envoy
to the Abbasid Caliph Harun al-Rashid in 797 to
request some form of official custodianship of the
Church of the Holy Sepulcher, and perhaps the
other Christian sanctuaries of Jerusalem. The results
of this and related attempts of Charlemagne to assert
his control over the sacred architecture of Jerusalem
are still debated.® In the construction of his Palatine
Chapel, an allusion to the architecture of the Islamic
building associated with the site of the ancient
Temple of Solomon may have been a competitive
gesture, as Charlemagne sought to assert his status as
a new Solomon.” The Palatine Chapel was almost
certainly intended to call to mind other important
precedents, as well, like San Vitale and the Lateran
Baptistery, as part of Charlemagne’s broader claims
as an emperor whose authority depended upon tra-
ditions emanating from Ravenna and Rome.*
Charlemagne’s relationship to the architecture
of the Holy Land quickly became embellished, so
that it has become difficult to untangle historical
fact from legend. The Royal Annals record that on
the eve of his coronation on December 253, 800, the
envoy to the patriarch arrived from Jerusalem with
gifts. The various versions of the Annals are con-
flicting regarding the precise nature of these gifts,
one referring to the keys of the Holy Sepulcher,
Calvary, the city, and a mountain (presumably Sion),
along with a banner.”” These accounts, whether
exaggerated or entirely fabricated, highlight the
symbolic role of Charlemagne as defender of
the Holy Land.* Charlemagne did in fact finance
the rebuilding of the dome of the Anastasis and the
restoration of other Christian churches in Jerusalem,
as well as the construction of a pilgrims’ hospice,
where the monk Bernard stayed.” The inventory
of the Christian foundations (Commemoratorium de
Casis Dei vel Monasteriis) in the Holy Land written
in 808 is a testament to Charlemagne’s protection of
the region.”” Although the legend of Charlemagne’s
pilgrimage to Jerusalem — formed by the second
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half of the tenth century — was entirely fictional, the
emperor made a pilgrimage to the abbey of Saint-
Riquier at Easter of 800, where important relics
relating to the Passion of Christ had been collected
by Abbot Angilbert (d. 814).”" Benedictine monas-
teries throughout the Carolingian period actively
acquired relics of Christ’s Passion, and some con-
structed special chapels to house them, dedicated

to Christ’s Tomb.?? These chapels were the first to
be explicitly dedicated to the Holy Sepulcher and
to re-create the related architectural forms of the
Anastasis Rotunda. Their creation was closely tied
to the contemporary manuscript culture, in which
the symbolic forms of the most important buildings
of the Holy Land merged with expectations for the
heavenly Jerusalem.



RE-CREATIONS OF THE HOLY SEPULCHER
AND BENEDICTINE MONASTICISM

o)

HoLY SEPULCHER CHURCHES IN
BENEDICTINE MONASTIC FOUNDATIONS

The primary audience for Adomnan’s De Locis
Sanctis was monastic communities who would have
been steeped in the writings of Augustine. Cloistered
monks in general had an ambivalent relationship
towards the idea of the earthly Jerusalem, and the
material world more generally. Augustine’s notion of
material signs as providing the primary means for
knowing a transcendent God correlated with the
larger paradoxical relationship of the earthly and
heavenly Jerusalem. The vestiges of Christ’s corpo-
real presence written into the earth of the Holy Land
manifested the tenuous link between the two. The
footprints on the Mount of Olives were not only
evidence of Christ’s dual human and divine natures,
but also indicated the role of Jerusalem at the end
of time, when heaven and earth would merge into
one and Christ would return to the same spot on
earth, marked by the footprints on the Mount of
Olives, to judge humanity. The other aspects of the
real, historical Jerusalem were negative, from the
Jewish Temple, whose ruination was widely regarded
as a sign of God’s condemnation for the persecu-
tion of Jesus, to the Muslim conquest of the city in
637 and the presence of Islamic worship that cen-
tered on a denial of Christ’s divine nature.’ Christian
pilgrim-writers seem to have consciously ignored
these aspects of Jerusalem’s present and past, seeking
instead the symbols miraculously embedded in the
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matter of the city, as signs of the heavenly Jerusalem
that would replace the current one. Adomnan appar-
ently does not ask Arculf for his remembrances of
the living city of Jerusalem, but instead exclusively
focuses upon those places sanctified by Christ’s past
presence, given symbolic life through architectural
forms. In Adomnan’s telling, the physical architecture
of the city plays a central role, but only inasmuch as
certain key buildings are reduced to symbols, as the
kind of vestigia that mediate between the visible and
invisible; in this way, the story of Arculf’s journey
became part of a larger culture of textual exegesis,
and a process of abstraction, from the physical world
to the transcendent.

The cloister was to provide a context for monks
like Adomnan to turn away from the physical world
and engage in an inner journey towards the heavenly
Jerusalem. At the same time, many clearly desired to
make the physical journey, as Arculf was said to have
done, and to encounter these vestigia in person. The
repeated statements about the negative aspects of
monks making the journey, intended to discourage
such actions, and the eventual outright prohibitions,
all suggest that the appeal of the physical journey was
constant and great. St. Bernard of Clairvaux (1090—
1153), who founded the Cistercian order, most fam-
ously formulated the opposing position when he
remarked, “the object of monks is to seek out not

the earthly but the Heavenly Jerusalem.”? Physical
re-creations of the Holy Sepulcher within monas-

tic foundations provided a way of experiencing
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the longed for Jerusalem, abstracted as a vision of
Christ’s Sepulcher, while at the same time removing
the need for the actual journey; in this way, architec-
tural re-creations of the Holy Sepulcher functioned
analogously to textual accounts of the pilgrimage,
which allowed monks to imagine the experience in
Jerusalem without leaving the cloister. The first chap-
els dedicated to the Holy Sepulcher in Europe date
to the ninth and tenth centuries, in the period when
Arculf’s story was being copied and transmitted in
manuscripts throughout monastic communities in
Europe. The first known chapels were constructed
as part of a network of Benedictine monastic com-
plexes that were all likely to have possessed copies
of Adomnan’s illustrated book. The center of that
network was Fulda, where a round church enclos-
ing earth from Golgotha and a high altar dedicated
to Christ’s Sepulcher was constructed in the ninth
century.

FuLpa

The Benedictine abbey at Fulda had been founded
by St. Boniface (c. 675—754) on the site of a deserted
Merovingian fortress in a remote region of modern-
day Germany.® St. Boniface had been given the task
of converting the pagan peoples of the northern
parts of the Carolingian Empire to Christianity. In
the following decades, a great library was amassed
at Fulda. Under the first abbot, Sturmius (d. 779),
the abbey scriptorium was famous for its produc-
tion of illuminated manuscripts.* Some forty monks
worked continuously to produce copies of books
imported from England; the library accumulated
more than 2,000 manuscripts.’ Among those books
imported from England was apparently a copy of
Arculf’s account, perhaps even both Adomnan’s and
Bede’s versions.” The De Locis Sanctis is included in
three sixteenth-century lists of books at the library
of Fulda.” The exact manuscript or manuscript cop-
ies of the De Locis Sanctis that would have likely been
present in the Fulda library have never been identi-
fied, and they may no longer exist. The presence of
such a manuscript (or manuscripts) in Fulda’s library
is also suggested by Boniface’s own request, recorded
in his letters, for a copy of Bede’s De Locis Sanctis to

be sent to him.* In the same period, when Boniface’s
companion missionary Willibald (700-87) created an
account of his own journey to Jerusalem, made in the
mid eighth century, the author of this new account
specifically omits detailed description of the archi-
tecture of the Church of the Holy Sepulcher and
the other buildings of Jerusalem, deferring to Bede’s
account, indicating that manuscripts of the De Locis
Sanctis were easily available to Willibald’s audience.’

Pope Gregory I (r. 731—41) summoned
Willibald upon his return to Europe to join Boniface
in the Anglo-Saxon mission in Germany. For over
forty-five years, Willibald directed the missionary
activities in the area of Eichstitt, and would later
also write a life of the sainted Boniface.”® Boniface,
who would be buried at Fulda, apparently intended
the abbey to function as the center of these mis-
sionary activities and to serve as the model for the
many similar foundations established in the eighth
and ninth centuries.” Fulda became an integral
part of a network of monastic libraries, the most
important of which were at Reichenau and St. Gall.
One of the earliest surviving copies of Adomnan’s
account of Arculf’s journey was made at the abbey
of Reichenau sometime in the ninth century (Plates
1 and 4).”* Undoubtedly earlier copies of the illumi-
nated manuscript existed, and we can hypothesize
that the Reichenau manuscript may even have been
a copy of an earlier one created at Fulda, perhaps
based upon a manuscript sent from the British Isles.
A number of ninth-century manuscripts produced
at Reichenau were copies of manuscripts made at
Fulda in the eighth century.”

The idea of creating a church with a dedica-
tion to the Anastasis Rotunda in Jerusalem and
forms connected to the well-known image of the
building emerged — I believe — from the context of
the dissemination of Adomnan’s illustrated account
of the pilgrimage. The chapel at Fulda (Fig. 5) was
apparently first constructed around 820 (and rebuilt
in the late eleventh century) as a circular building
with an ambulatory, with eight columns describ-
ing a central space.” Brun Candidus, the votary of
Abbot Hrabanus Maurus (822—42), wrote a biogra-
phy of Hrabanus’ predecessor (Eigil) that included
an account of the building program of the abbey’s
round church, described as dedicated equally to
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Christ and St. Michael the Archangel.” The account
includes metrical verse, in which Fulda’s round
church is likened to a figure of Christ.” The archi-
tect of the round church is identified by name as the
monk Rachulf (d. 824), although Hrabanus Maurus
(d. 856) seems to have been responsible for imple-
menting its symbolic program.”” Hrabanus created
the fituli (explanatory titles) identifying the relics
and their symbolic meaning.” The fituli, no longer
extant but recorded in contemporary manuscripts,
indicate that the main altar was dedicated to Christ;
the related reference to a fumulus (tomb) suggests
that a re-creation of the Jerusalemic Aedicule had
also stood in the Rotunda®:

The altar’s dedication is mainly to Christ,
Whose tomb here will help our tombs,
Part of Mount Sinai, worthy memorial

of Moses,

Here also is the native earth of our Lord

Christ.*

The chapel contained relics brought back from
Jerusalem, including — as indicated by the inscrip-
tion — earth from Golgotha.”!

Beyond the tituli created by Hrabanus Maurus,
there are no indications of what form the tumulus of
Christ may have taken at Fulda. The reference to the
tumulus being hic (here), suggests that it was physically
present, not just metaphorically. Contemporary vis-
ualizations of the Women at the Tomb demonstrate
that artists of the period visualized the Sepulcher in
imaginative ways, for instance as a multi-story tower
carved in relief on a ninth-century ivory cover for the
Pericopes (Selections) of Emperor Henry II (r. 1014—24)
(Fig. 29).>* Containers for the Eucharistic host were
sometimes given the form of a tower and were lik-
ened to the Tomb of Christ, due to the similarity of
their content: the body of Christ. This relationship
is made explicit in the Ordo Romanus (Roman Rite),
formulated ¢. 800, in which the vessels for the bread
of the Eucharist are referred to as turres (towers),
“because the Lord’s Sepulcher (monumentum) was
cut out of the rock like a tower, with a bed inside
where the Lord’s body rested.”** By the tenth cen-
tury, extra-liturgical Easter ceremonies re-creating
Christ’s Entombment and Resurrection used the
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Fig. 29 Crucifixion and Women at the Tomb, cover of
BSB Ms. Lat. 4452 (detail), ninth century (Photo: BSB)

host to represent the body of Christ, and the recepta-
cle into which the host was placed was referred to as
the sepulchrum (sepulcher).** Because of the general
association of Eucharistic containers with the Tomb
of Christ, it is possible that the tumulus in Fulda took
the form of a tower-like Eucharistic container, or it
may have more closely resembled the Tomb Aedicule
in Jerusalem, perhaps like the sculpted Aedicule in
Narbonne (Fig. 16).* Unfortunately no reliquaries
from the time of Hrabanus at Fulda survive. There
are only descriptions of a reliquary that Hrabanus
had made for the Church of St. Boniface at Fulda’s
abbey; this one — a golden casket with cherubim —
was made to resemble the Ark of the Covenant and
contained relics of numerous saints.*’

Whatever shape the tumulus of Christ took at
Fulda, it was certainly intended to aid in the salva-
tion of the monks entombed there.”” The Rotunda
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served as the cemetery for the community of monks
at Fulda; their tombs were located below the altar
in a subterranean crypt.*® Throughout his writings,
Hrabanus Maurus characterized meditation upon
the image of the crucified body of Christ as the
highest form of contemplation, whose ultimate goal
was the effacement of the self in a complete assimi-
lation to Christ.* Hrabanus expressed this idea in
a number of ways, including through an image of
himself as Christ upon the Cross, in his widely cel-
ebrated and influential In Honorem Sanctae Crucis
(In Honor of the Holy Cross), written 810—14.%°
The book was created while Hrabanus was head
of Fulda’s monastery school.® At the end of their
lives, Hrabanus and his fellow monks at Fulda were
offered the ultimate assimilation to the image of
the Crucified Christ, through a metaphorical bur-
ial at his Tomb, enshrined in Fulda’s version of the
Sepulcher.3

The tituli in Fulda’s Rotunda would have pre-
sented its monastic audience with an exegetical
exercise of complexity comparable to Hrabanus’
geometric grid-poems. In the treatise In Honorem
Sanctae Crucis, words are to be deciphered within
figures, and pictorial forms interplay with the mes-
sage of the Latin poetry.® A similar effect would have
been achieved in Fulda’s Rotunda: architectural
forms interplaying with Latin poetry as meaning-
ful figures resonating in the minds of monks steeped
in the writings of Augustine, Bede, and Adomnan.
The Rotunda may have been conceived as a spatial
meditation upon the figure of Christ’s body and its
abstract manifestation, calling upon the exegetical
skills of the monks to decipher the possible mean-
ings.The relic of the cross was present, as indicated by
the corresponding titulus, although the True Cross —
long since fragmented and disseminated throughout
Christendom — could only be imagined. The circular
form of the Anastasis Rotunda in Jerusalem, likewise
a symbol of the body of Christ, was inexactly but
nonetheless potently present, in the forms of Fulda’s
Rotunda.The building in Fulda was no more a copy
or complete re-creation than the fragmentary relic
of the cross or bits of earth enshrined at its center; a
contemplation of the various parts could nonetheless
lead to some kind of proximity to a totalizing idea
of Christ’s body.

REICHENAU

The characterization of the Tomb of Christ as pos-
sessing a saving efficacy in Hrabanus Maurus’ tifulus
for Fulda’s Rotunda echoes contemporary discus-
sions of the potency of the blood of Christ.** In
923 or 925, a drop of Christ’s blood was acquired by
the Benedictine abbey on the island of Reichenau,
originally founded in 724.% In the same period —
the first half of the tenth century — a history of the
transfer of the relic was written at the monastery,
which attributed the acquisition of the blood and
related relics from Jerusalem to Charlemagne.®
A round chapel was constructed to house the relic
under Abbot Alawich (934—58).77 In a chronicle of
Reichenau written at the end of the fifteenth cen-
tury, the round chapel housing the relic of the True
Cross was said to have been made in the form of the
Holy Sepulcher, where the choir now stands.** The
scriptorium where the related manuscript copy of
Adomnan’s De Locis Sanctis was created was imme-
diately adjacent to this round chapel, although only
traces of the original forms survive (Fig. 30).

The round chapel constructed adjacent to
Reichenau’s scriptorium may have been patterned
on the one at Fulda, or upon the ground-plan of the
Anastasis Rotunda in the copy of Adomnan’s account
made at Reichenau in the ninth-century (Plate 1),
or some combination of the two. Such re-creations
of the Anastasis Rotunda have been referred to as
copies of the original in Jerusalem; in the context
of the manuscript culture that transmitted and dis-
seminated knowledge of the related architectural
forms, the notion of an architectural copy might be
reinterpreted.” The point of reference was not the
original building in Jerusalem, but the formula, or
pattern, as remembered by pilgrims, or as similarly
described by Adomnan, for this remained the pri-
mary way that a monastic community would have
known of the distant architecture of the Holy Land.
The symbolic form represented in the ground-plan
of the Anastasis Rotunda also retained a close con-
nection to the textual description; features like the
number of columns, shape of the vault, and oculus
were only defined in the accompanying description.
In this context, scale was lost, and the precise rela-
tion in space irrelevant. Salient features were instead
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perceived in relation to the mediating descriptions,

not eyewitness knowledge.

The copy of Adomnan’s De Locis Sanctis made
at Reichenau contains ground-plans of the Church
of the Holy Sepulcher (Plate 1), the Church on
Mount Sion — with the drawing of the Column of
Flagellation already mentioned — the Church of the
Ascension, and the church at Jacob’s well — whose
ground-plan, assimilated to the form of a cross, has
also been mentioned (Plate 4).* The interest in
Adomnan’s account at Reichenau may have related
to the particular popularity of the abbey with itin-
erant Irish monks. Among the manuscripts at the
abbey was another authored by Adomnan, the Life of
St. Columba, copied in Ireland in the seventh century
by Dorbbéne (d. 714), who would have likely known
Adomnan during his lifetime.*'

ST. GALL

The monastic foundation and library at Reichenau
was closely tied to the nearby monastery at St. Gall,
twenty-five miles away in modern-day Switzerland.
The two monasteries had a shared manuscript culture,
involving the exchange and copying of books and the
movement of monks. Sometime in the same century
when the illuminated copy of Adomnan’s account
was produced in Reichenau’s scriptorium (that is, in
the ninth century), a now famous annotated ground-
plan was also produced, generally known as “the St.

Fig. 30 Church of Sts. Peter and Paul,
Reichenau, ninth to fifteenth centuries
(Photo: author)

Gall Plan” (Codex Sangallensis 1092) (Fig. 31). The
plan shows forty structures of a monastery on five
pieces of parchment sewn together, and the method
of rendering is closely related to the Reichenau De
Locis Sanctis, as had been observed by Walter Horn
and Ernest Born in their study of the plan; lines in
both manuscripts are drawn in clear vermillion ink
and textual annotations are written in deep-brown
ink.** Both manuscripts suggest that in the ninth
century the idea of the architectural ground-plan
took on a new importance in the monastic cultures
of the Carolingian Empire.*

One of the inscriptions on the St. Gall plan
refers to Gozbert, the abbot of St. Gall (816—37), as
the intended recipient of the plan. The donor, who
has been identified as Haito, the abbot of Reichenau
(806—23), explains that the purpose of the plan is for
Gozbert to “exercise your ingenuity and recognize
my devotion.” The ground-plan perhaps had more of
a devotional, meditative purpose, rather than serving
as a functional blueprint for a real building; in the
end, the function of the plan remains uncertain.*
The plan does not appear to represent a specific
monastery, but instead the archetype of a monastery,
a mold — or formula. Moreover, by adopting a basic
foursquare design, the St. Gall plan subtly links the
earthly monastery to John’s vision of the heavenly
Jerusalem.* The monastery was generally conceptu-
alized as a reflection of the heavenly Jerusalem, and
the setting for a contemplative life that could lead to
an understanding of these things beyond the material
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Fig. 31 St. Gall plan, SB Ms. 1092, ninth century (Photo: SB/e-codices)

world. The ground-plans in both the St. Gall Plan
and the Reichenau copy of Adomnan’s De Locis
Sanctis gave visible form to the otherwise invisible
archetypes. The architectural illustrations produced in
the Reichenau abbey in the ninth century point to
a new kind of valorization of architectural form as a
mediation between the earthly and heavenly.

Under Abbot Ulrich (984—90), a Rotunda
at St. Gall, sometimes referred to as the Chapel
of the Sepulcher — only partially excavated — has
been considered analogous to the circular church
at Reichenau.*® The chapel was consecrated in
990 and housed a relic of the cross.#” In the same
period a copy of Adomnan’s De Locis Sanctis came

into the library of St. Gall. A later copy was pro-
duced in that scriptorium in the twelfth century.*
A manuscript of the abbey of St. Gall, dated to the
middle of the tenth century, includes a play for the
Resurrection of Christ, which may have been set
in the rotunda constructed in the same period.*
A closely related play was documented in nearby
Konstanz Cathedral.

KoNsTANZ

About three or four miles directly east of the island
of Reichenau is Konstanz, the seat of a powerful
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Fig. 32 Holy Sepulcher chapel, Konstanz, tenth century
(Photo: author)

bishopric whose diocese would become the larg-
est in medieval Germany.*® Under Bishop Conrad
of Konstanz (d. 975), the cathedral was furnished
with a circular chapel, constructed adjacent to the
cemetery and dedicated to St. Maurice, the patron
saint of the Ottonian kings (Fig. 32)." The dedi-
cation related to a transfer of the saint’s relics from
Reichenau to Konstanz, sometime before 973.5 The
construction was reportedly inspired by the bish-
op’s pilgrimages to Jerusalem. In a life of Bishop
Conrad written in the 1120s, the building is referred
to as “a Sepulcher of the Lord in the likeness of
that in Jerusalem.”s* The current Tomb Aedicule is
a reconstruction of the thirteenth century, when a
transept also was constructed to connect the rotunda
to the cathedral.” Unlike the chapels at Reichenau,
Fulda, and St. Gall, which seem to have primarily
served their respective monastic communities, the
Sepulcher at Konstanz had a more public role. Since
at least the thirteenth century the chapel provided

the stage for theatrical rituals re-enacting the
drama of Christ’s Entombment and Resurrection.
A re-creation of the Tomb Aedicule, constructed
at the center of Konstanz’s Sepulcher chapel, dates
to the same period; there may have also been an
earlier wooden re-creation of Christ’s Tomb. The
twelve-sided chapel is made of sandstone and has
one entrance leading to the small space standing
for Christ’s empty Tomb. The drama of Christ’s
Entombment and Resurrection was enacted dur-
ing Easter, when the consecrated host, together with
a cross and a figure of the dead Christ on a bier,
were placed within the chapel.’® The abstract sym-
bol of Christ’s Sepulcher, as a subject of meditative
contemplation within the context of the monastic
cloister, in this way was deployed in the life of the
lay community and incorporated into the calendar
of the liturgical year.

Christ’s
Entombment at Easter had probably become a

Dramatic re-enactments of
more pervasive phenomenon by this point, as
suggested by contemporary representations of
the Three Marys at the Tomb."” The architectural
reconstruction of the Tomb of Christ like those
at St. Gall and Konstanz, together with theatri-
cal rituals, could effect what previously had been
accomplished by traveling to the Holy Land, or by
vicariously experiencing the journey through the
account of a pilgrim; the re-creations of the Tomb
and the attendant rituals allowed worshippers, in
the words of the fourth-century Egeria, to “see
more completely what happened in these places.”s
The visionary experience also pointed with more
insistence to the future and millennial expectations
regarding the end of days. By the mid ninth cen-
tury, Good Friday had become associated with the
specific day of the Apocalypse, although predictions
regarding the year varied.”

SIMILITUDE / INEXACTITUDE

The dedication of the Chapel of the Holy
Sepulcher at Konstanz characterizes the relation-
ship to the building in Jerusalem as one of similar-
ity (in similitudine), rather than exact reproduction.
The inexactitude may have had some significance
in the context of debates on the role of images in



60 THE SYMBOLIZATION OF HOLY LAND ARCHITECTURE

devotion. Like an image of the Cross, a likeness of
the Holy Sepulcher was an abstract way of man-
ifesting the idea of Christ’s body as well as the
related events of the Crucifixion, Entombment, and
Resurrection.® The subject of devotion was not the
re-creation of the Tomb Aedicule, or even the real
Tomb in Jerusalem and its related architecture, but
instead the absent body of Christ. The terms replica
and copy, which have been applied to these build-
ings as a way of characterizing their relation to the
original in Jerusalem, are misleading from this per-
spective.” The lack of perfect identity, and the con-
nection to a generalized symbolic form, implies an
infinite chain of signification leading to the absent
body of Christ. An idol points only to itself; the
architectural symbolization of Christ’s body, like his
true portraits or figuration in the form of the cross,
instead points to an immaterial archetype beyond
visibility.

The construction of the first significant re-
creation of Christs Sepulcher, occurring during
Hrabanus Maurus’ tenure at the monastery of Fulda,
may more directly relate to the contemporary image
debate, ultimately originating from iconoclastic con-
troversies in Constantinople. The most significant
Greek description of the Tomb of Christ written
in the aftermath of the controversies, by Patriarch
Photios, emphasized the Tomb’s “life-giving” qual-
ities.” Within Latin Christianity, responses to the
controversy included the denial of the symbol of
the cross, as at Turin, where all crosses and artistic
images were removed from churches in 817. As a
result, defenses of the cross were written in the 820s
and 830s; it was ¢. 820 that the Rotunda at Fulda
was constructed and its symbolic program first
implemented.” The writings of Hrabanus Maurus
do not overtly participate in the image debate relat-
ing to Byzantine iconoclastic controversies, but his
treatise on the Cross — like the fituli once in Fulda’s
Rotunda — affirmed the “life-giving” nature of both
the form of the Cross and the Tomb of Christ. There
was also skepticism regarding the Eucharistic pres-
ence, which peaked in the 840s and 850s, prompting
counter-arguments, like the treatise De corpore et san-
guine Domini (On the Body and Blood of Christ).*
If it had indeed been a Eucharistic tower standing on
the high altar of Fulda’s Rotunda as a representation

of Christ’s Sepulcher, then this would have been a
compelling confirmation of the presence of his body
in the Eucharist. On the carved ivory cover of the
Pericopes (Selections) of Henry II we are shown the
blood of Christ running down from his body into a
chalice, and the Tomb nearby resembles a Eucharistic
container (Fig. 29); together, they affirm that the life-
saving potency of the wine and bread comes directly

from the body of Christ.%

LIEGE AND AACHEN

The notion of architectural copies or replicas of the
Holy Sepulcher may also have conferred upon cer-
tain buildings a misleading sense of absolute and
unchanging meaning. When originally constructed,
Charlemagne’s Palatine Chapel at Aachen had no
explicit relation to Christ’s Sepulcher; instead, its
significant features related to the idea of the throne
and Temple of Solomon. The apocalyptic ideas asso-
ciated with the year 1000 and legends regarding
the role of Charlemagne in the related battles with
the Antichrist may have affected how the Palatine
Chapel in Aachen was perceived. Legends surround-
ing Charlemagne as the paradigmatic Christian king
had come to include a fictitious journey to the
Church of the Holy Sepulcher and the belief that
he would come back to life and lead the army of
Christians against the Antichrist. When his tomb was
opened in the year 1000, it was reportedly covered
by an aedicule, which may have been compared to

° In this context, the entire

Christ’s in Jerusalem.
Palatine Chapel may have been reinterpreted in
relation to the architecture of Christ’s Sepulcher in
Jerusalem.

Viewing the Palatine Chapel in relation to the
Holy Sepulcher in the years approaching the mil-
lennium may have had consequences for those who
wished to re-create the latter, but had the former
closer at hand. In Liége, approximately ss kilome-
ters southwest of Aachen, an octagonal church was
constructed under Bishop Notger (r. 972—1008),
previously a monk of St. Gall, as part of the trans-
formation of Liége into the capital of an ecclesias-
tical principality within the Holy Roman Empire.
The church, which would also house the tomb of
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Notger, incorporated key aspects of the Palatine
Chapel, articulating the political relations of Liege to
Aachen and the prince-bishop to Charlemagne.®” At
the same time, the Church of St. John the Evangelist
(whose present forms result from a complete recon-
struction in 1784) was part of a larger building pro-
ject that incorporated significant engagements with
the idea of Jerusalem.®® The octagonal church was
constructed opposite Liege Cathedral, which in the
same period acquired the Holy Lance, with one
of the nails of the Crucifixion embedded into its
blade. A third church in Liege, dedicated to the Holy
Cross and also constructed under Bishop Notger,
contained an altar dedicated to St. Helena with a
large crucifix and a fragment of the True Cross.® All
three churches incorporated aspects of the Church
of the Holy Sepulcher as it would have been known
through ground-plans of the complex in Adomnan’s
De Locis Sanctis. At least two manuscripts with
Adomnan’s account were present in the diocese of
Liége: a ninth-century copy was at Stavelot (BRB
Ms. 3921—2) and an eleventh-century copy — Bede’s
version — is still kept at Namur (BSN Ms. 37).7° And
it was perhaps at Liége that the image of the apoca-
lyptic Jerusalem so closely related to Adomnan’s
symbolization of the Anastasis Rotunda had been
created, in the ninth-century manuscript now in
Valenciennes (Plate s).

CONCLUSION

Writing about the pilgrimage brought the architec-
ture of the Holy Land into existence for a broader
Christian — and specifically monastic — audience.
Before Arculf’s account, knowledge of the forms
of the buildings of Jerusalem would have been lim-
ited to pilgrims and their immediate audience, and
the earliest surviving accounts — those that predate
Adomnan’s — suggest that the forms of the build-
ings were not perceived as a defining feature of the
pilgrimage. The buildings came to be a significant
part of the pilgrimage experience when they were
seen in relation to the idea of inscription, and the
related process of tracing or drawing out symbolic
forms in order to extract the marks of divine pres-
ence. Beyond this, we can only hypothesize that in

their original conception the architectural forms of
the pilgrimage churches of the Holy Land implied
a circumscription of Christ’s bodily presence. This
only becomes explicit in Adomnan’s De Locis Sanctis.

The idea of abstracting, or drawing out the essen-
tial forms of the Anastasis Rotunda, for example, as
Arculf does when he inscribes a series of concentric
circles into a waxen tablet representing that build-
ing’s ground-plan, also connects to Christ’s own acts
of inscription, as he drew his form into the mate-
rial of the Holy Land. The trace embodied the ten-
uous link and the interchange of drawing out and
inscription and of interiority and exteriority, simi-
lar to the way in which the metaphor of the inner
waxen tablet of memory at times seemed to become
the written page, on which this process of abstrac-
tion was manifested. The earth of the Holy Land was
itself an exteriorized kind of waxen tablet of mem-
ory, an eternal document testifying to the truth of
the Incarnation, Resurrection, and Ascension, in the
various permanent symbols conceptualized as being
inscribed into its stones and earth. The buildings
marked out their own footprints onto the earth of
the Holy Land. The status of the related buildings
as traces, rather than as mundane architecture, was
indicated for instance by the inversion of the normal
function of a building: the vault of the Church of the
Ascension remained permanently open above the
footprints, like the vault of the Anastasis Rotunda
above Christ’s Tomb, in a way that drew attention to
the circumscribing function of the building, rather
than a sheltering one, which would instead connect
the building to the everyday and transient. These
open vaults also clearly manifested that the walls of
the Anastasis Rotunda or on the Mount of Olives
marked out hallowed ground where the earthly and
the heavenly met.

By being characterized as inscriptions or traces,
rather than material entities, the primary churches
of the Holy Land designated a relationship with
absence, rather than presence, or perhaps most aptly,
a “present-absence,” that is, a partial or ambiguous
presence that implies a related if invisible presence,
beyond perceptibility.” The footprint of Christ in
particular seemed to present itself as an ideogram
that both transcended history and implied an orig-
inary, absolute language. The related inscriptions
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in the Column of Flagellation and elsewhere in
Jerusalem were characterized as having been drawn
by Christ himself, “formed indeed by God’s own
finger.””* These vestigia presented in a sensible form
a partial embodiment of an otherwise absent body,
and suggested that the trace is the meeting point
between sensible and intelligible. In the same way
the inscription manifested the relation of Christ’s
invisible form to his true portraits, recapitulating
the mystery of the Incarnation — the Logos made
flesh. The intelligibility of these various signs
depended upon their exteriority. In other words,
writing, transcription, drawing, and other forms
of exteriorization did not passively record the
existence of such signs, but instead continuously
brought them into being.”? Underlying the signif-
icance of the signs of Christ’s past corporeal pres-
ence on earth is the belief in the potential for the
signified to be manifested at the end of time as an
absolute presence.

The rotundas at Fulda, Reichenau, St. Gall,
and Konstanz, and the many later versions that will

be examined in the context of the crusades, sug-
gested a possibility for the archetype — envisioned
in Adomnan’s De Locis Sanctis — to become real, and
for the heavenly Jerusalem to be realized on earth.
In the lead-up to the crusades, and in the period
of the Latin kingdom of Jerusalem, the creation
of centralized churches explicitly dedicated to the
Holy Sepulcher would dramatically expand Europe,
and these churches were not as closely tied to the
manuscript culture of imagined pilgrimage and the
exegetical culture of monastic communities. They
were instead more directly linked to the reality of
a Jerusalem repossessed by Christianity and inspired
by the vivid memories of crusaders and pilgrims
returned to Europe. The crusades in many ways
emerged from a collective impatience regarding the
revelation of the heavenly Jerusalem and Christ at
the end of time. In this context, the architecture
of the Holy Land took on a new life within a vision
of the entire city of Jerusalem, celebrated as the
material embodiment of the heavenly Jerusalem
realized on earth.
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INTRODUCTION

In 1009, the Church of the Holy Sepulcher in
Jerusalem was destroyed by order of the Fatimid
caliph al-Hakim (r. 996—1021)." Reconstruction was
largely completed in 1048 under the patronage of the
Byzantine emperor Constantine IX Monomachus
(r. 1042—55). The destruction and reconstruction
of the Holy Sepulcher was widely viewed within
Christianity as part of a larger eschatological
drama, centering upon the idea of the Apocalypse
and return of Christ to Jerusalem, an event widely
expected to occur at the end of the millennium,
then on the millennial anniversary of Christ’s death
(in 1033), and — as each year failed to produce the
expected cataclysmic results — in various select years
thereafter.” Prophecies regarding the coming of the
Antichrist had long been popular in Christianity,
especially after the eighth-century translation of
the writings of Pseudo-Methodius into Latin.’ In
the tenth century these prophecies became linked
to a vision of a Frankish king who would restore
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Jerusalem to Christianity and enact the final events
immediately preceding Christ’s return.* This vision
seemed to become a reality when Jerusalem was
taken by Frankish crusaders in 1099, and a Christian
king was crowned in Jerusalem. In the context of
the Latin kingdom of Jerusalem, which ruled the
city until Islamic reconquest in 1187, the architecture
of the Holy Land became a stage for the triumphal
restoration of Christianity to the city — with many
selt-conscious evocations of both Constantinian
and Solomonic construction — always tinged with
expectations about the imminent return of Christ.
A number of re-creations of the Holy Sepulcher
constructed in Europe in the eleventh and twelfth
centuries were connected to cemeteries. They pro-
vided a burial place metaphorically sanctified by
Christ’s Tomb. Such simulated proximity to the body
of Christ was desired in relation to the events of the
imminent resurrection and judgment of humanity.
For the first time, other elements of the architec-
ture of the Holy Land, like the Golden Gate, closely
linked to the image of Jerusalem as a total city, were
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explicitly re-created in European, and particularly
Italian, cities. Some of the churches dedicated to
the Holy Sepulcher constructed in Europe incor-
porated frescoes or sculpture inspired by the new
ornamentation in the restored church in Jerusalem.
Whereas before the traces of Christ’s life had been
interpreted as abstract signs pointing to a transcend-
ent Jerusalem, those returning from the Christian
city of Jerusalem inspired a new kind of physical
realization of the heavenly city in the here and now.
Pilgrims and chroniclers of Christianity’s triumph
in the First Crusade produced detailed accounts of
the architecture of the Holy Land as real churches,
ornamented with mosaics and frescoes, activated by
rituals, and altogether comprising a living city — an
idea given visual form in numerous pictorial images
of Jerusalem.

New means were also found of activating div-
ine presence beyond the Holy Land, especially in
the form of true portraits imitating the Image of

Edessa, like Veronica’s veil in Rome. In the experi-
ence of pilgrims, these new embodiments of Christ’s
living form continued to be theorized in relation
to the primary traces of his “incarnate sojourn” on
earth — the footprints left on the Mount of Olives.*
And yet these portraits had a more insistent materi-
ality than the original vestiges of Jesus in the Holy
Land, much like the new emphasis on the fully
material experience of the architectural relics of
his life, whether experienced in person or vicari-
ously. Whereas before the architecture of the Holy
Land was described in terms of essential forms, pil-
grims in the period of the triumph of the crusades
celebrated the total bodies of these buildings, as if
envisioning the living presence of Christ similarly
imagined in his true portraits. The celebration of
the materiality of the sacred buildings of the Holy
Land carried a new resonance, as the fulfillment
of the promise of the realization of the heavenly
Jerusalem on earth.
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THE DESTRUCTION OF THE HoOLY
SEPULCHER IN 1009

The exact motivations for the destruction of the
Church of the Holy Sepulcher in 1009, as ordered
by the Caliph al-Hakim from the Fatimid capital
in Cairo, are unknown.' Historical explanations
range from the madness of the caliph to a growing
discomfort with the attraction of Muslim wor-
shippers to the Miracle of the Holy Fire that was
celebrated on Easter.> The ritual, celebrated at least
since the ninth century, involved a streak of fire
appearing to descend into the Tomb of Christ.?
Such historical explanations for the destruction of
the Holy Sepulcher only emerged in the modern
period; at the time many Europeans viewed the
destructive act as a sign of the general persecution
of Christians under an inherently evil ruler, some-
times directly identified with the Antichrist. For
instance, Ademar of Chabannes (c. 988—1034), in
his chronicle produced in the 1020s, characterizes
the destruction of the Holy Sepulcher as indicative
of the beginning of the last days. He ascribed the
destruction to the combined machinations of Jews
and Saracens, which culminated with al-Hakim —
“the Nebuchadnezzar of Babylon” (Babylon being
the seat of the Antichrist) — ordering both the
forced conversions of Christians and the attack
on the Holy Sepulcher. Only the stones of the
Tomb of Christ, according to Ademar, resisted
destruction.*
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Ademar’s contemporary, Raoul Glaber (985—
1047), provided a similar account in his Histories, like-
wise incorporating a reference to the failure of the
Saracens to destroy the stone Tomb.’ Both Glaber
and Ademar elaborate the image of al-Hakim as the
Antichrist, claiming that his mother was a Christian
named Maria. For Ademar, it was a resurrected
Charlemagne who would take the place of the Last
Emperor and challenge al-Hakim in the events of
the final days. In 1033 — the millennial anniversary
of Christs death — Ademar left for Jerusalem to
become a pilgrim-monk on the Mount of Olives,
where the Last Emperor would return to place his
scepter and crown; Ademar died there in 1034.° For
Ademar and his contemporaries, the sites of Christ’s
Ascension and Resurrection were not only relics of
1000 years of Christian history, but also the setting
for the imminent Apocalypse.

Despite the exaggerations of these stories,
there appears to have been some reflection of his-
torical fact regarding the state of the Church of
the Holy Sepulcher. The basilica and atrium of the
Constantinian basilica were evidently ruined beyond
repair in 1009, for the buildings were never restored,
but the lower portions of the Tomb Aedicule and the
Anastasis Rotunda did apparently resist destruction.”
Pilgrims to Jerusalem after 1009 would have encoun-
tered a ruinous vestige of the Tomb and its circular
enclosure. In this context, the idea of re-creating the
Tomb and Rotunda in Europe took on a new kind
of meaning: a resistance to the persecutions of the
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agents of the Antichrist and a triumphal restoration
signaling Christianity’s eventual victory over Islam in
the struggles associated with the end of days.

RE-CREATIONS OF THE HOLY SEPULCHER
IN THE PERIOD OF ITS RUINATION

Although the Church of the Holy Sepulcher was
destroyed in 1009, pilgrimage to Jerusalem in fact
increased in the eleventh century, due to the open-
ing of an overland route through newly Christian
Hungary.® Returning pilgrims were sometimes
credited with the idea of re-creating the Church of
the Holy Sepulcher following its destruction. Christ
himself was said to have appeared in a vision to cer-
tain pilgrims from a Tuscan town, instructing them
to build a new home for his Tomb.” Residents also
claimed that Christ had founded the town, resulting
inits name: “Village of the Holy Sepulcher,” or Borgo
Sansepolcro.” Other surviving dedications are simi-
larly only suggestive of architectural forms that have
since been lost. The abbey at Noceto also in Tuscany
was dedicated to the Holy Sepulcher by 1013." In
the Piedmontese town of Fruttvaria (or Fruttuaria)
excavations of the foundations of the transept in the
abbey have revealed a round chapel re-creating the
Anastasis Rotunda, constructed as part of a monas-
tic foundation.” The foundation of the abbey origi-
nated under William of Volpiano (990—1031), a native
of the Piedmont town and a prominent reformer of
Benedictine monasticism associated with Cluny."
The chapel was apparently created to complement
the relics of the Holy Sepulcher donated by William,
with particular instructions for their incorporation
into liturgical re-enactments of the Three Marys dis-
covering the empty Tomb at Easter (known as the
Visitatio, or Visitation)." In the 1020s, chapels ded-
icated to the Holy Sepulcher were constructed at
Chateaudun and Chauvigny, neither of which sur-
vives." The latter was founded by Isembart, bishop of’
Poitiers (1021—47), after his pilgrimage to Jerusalem,
who possibly made the voyage in the company of
Ademar of Chabannes.*®

In the German town of Paderborn, a round
church was constructed under Bishop Meinwerk
(1009—36), who reportedly dispatched Abbot Wyno

(or Wino) of Helmarshausen in 1033 to Jerusalem
to procure measures of the Holy Sepulcher.”” The
church was given an unusual ground-plan that
merged a round form with a cross.” The events are
recounted in the Vita Meinwerci (Life of Meinwerk)
of the following century (c. 1155—65), in an entry for
the year 1033:

The bishop therefore in order to obtain the
celestial Jerusalem [and] disposed to make
the church in the likeness of the church
of holy Jerusalem (ad similitudinem sancte
Ierosolimitane ecclesie facere disponens), he sum-
moned Abbot Wyno of Helwardeshusun
[Helmarshausen| ... and sending him forth
he commissioned measures of that church
and holy sepulcher (mensuras eiusdem ecclesie

et sancti sepulcri) to be produced.”

Once Wyno returned with both the measures and
relics, work began on the church in 1036, constructed
“in the likeness of that church” (ad similitudinem eius
ecclesiam) in Jerusalem.?® The church was consecrated
in 1068.The reconstructed ground-plans of churches
dedicated to the Holy Sepulcher in Villeneuve
d’Aveyron (¢c. 1053) and at the Benedictine abbey of
Quimperlé, founded in 1038, both exhibit a simi-
lar merging of a cross plan and rotunda, and as a
result became associated with Abbot Wyno’s lost
drawing of the Anastasis Rotunda.’" It is more cer-
tain that Abbot Wyno’s journey would have inspired
a later church constructed at Helmarshausen. The
Benedictine monastery had been founded in 997
at Krukenburg, under the control of the diocese of
Bishop Meinwerk since 1017. A round chapel dedi-
cated to St. John — now ruined — was constructed at
the monastery in 1126 under Bishop Heinrich II von
Werl of Paderborn (1084—1127) and had contained a
re-creation of Christ’s Sepulcher.>

In the context of the Byzantine Empire, Greek-
speaking pilgrims were provided with a new
substitute for pilgrimage to the sites of Christ’s
Resurrection and Entombment, on Mount Galesion,
near Ephesus in western Turkey. The monk Lazaros
Galesiotes, born ¢. 966/7, resided in the Holy Land
for several years, often at the hermetic monastery of
St. Stabas. He would have witnessed the destruction
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of the Anastasis Rotunda before he moved to Mount
Galesion, where he founded a monastic community,
including a monastery which he called the Anastasis.
According to his biography, the nucleus of the com-
plex was three pillars, one of which he resided upon,
inhabiting a small cell. Other accounts describe pil-
grims encountering the saint perpetually standing
upon his pillar with no protection from the elements,
as he became a living icon.* After the death of the
sainted Lazaros in 1053, his tomb came to effectively
stand in for that of Christ in Jerusalem.** The monas-
tery was sacked by the Seljuk Turks in the thirteenth
century, by which point the community had trans-
ferred to a monastery in Constantinople also dedi-
cated to the Anastasis.”

THE ABBEY OF BEAULIEU-LES-LOCHES

Certain re-creations of the Anastasis constructed in
the period of its ruination suggest the emerging sig-
nificance of the architecture associated with Christ’s
Tomb for the European nobility who theoretically
would lead the armies to liberate Jerusalem from
the agents of the Antichrist. The most important
example is the abbey of Beaulieu-lés-Loches, which
became the setting for a re-creation of Christ’s
Sepulcher, likely to house relics of the cross and the
Sepulcher acquired by Foulque Nerra (972—1040),
count of Anjou.”® His first pilgrimage to Jerusalem
had reportedly been made in 1003—4 as expiation for
his slaughter of numerous Christians at the battle of
Congquereuil in 992; the original name of the abbey
was Belli Locus (Place of Battle).”” Foulque report-
edly went on a second pilgrimage to Jerusalem by
way of Rome in 1009—11, this time to expiate his
treasonous crime of orchestrating the assassination of
a political enemy (Hugh of Beauvais) in 1008, carried
out in the presence of the king.** When consecrated
in 1012, the church at Belli Locus was originally
dedicated to the Trinity and the Cherubim and
Seraphim, and a dedication to the Holy Sepulcher
was added shortly thereafter.” Sometime before
his death in 1040, Fulque also had constructed an
octagonal monument with a pyramidal roof located
within the cloister; although like Foulque’s tomb this
structure was eventually destroyed, probably in the

French Revolution, it can be clearly seen in a view
of the abbey made in 1699 (Fig. 33).%°

Foulque reportedly completed two additional
pilgrimages to Jerusalem before being buried in the
church of Beaulieu-lés-Loches.** His devotion to the
Holy Sepulcher had been well advertised before this
point through the donation of relics and the issuing
of coinage, which incorporated a depiction of Christ’s
Sepulcher from 1011 Or shortly thereafter.” Count
Foulque’s use of the image of the Holy Sepulcher
for a combination of political propaganda, religious
justification of warfare, and personal salvation antic-
ipated the actions of the Latin kings of Jerusalem in
the following century. Sources from the late twelfth
and thirteenth centuries state that the entire abbey
of Beaulieu-lés-Loches was originally dedicated to
the Holy Sepulcher. Legends originating in the same
period surrounding Foulque’s acquisition of the relics
reimagined his role in relation to a struggle against
the tyranny of al-Hakim. When arriving in Jerusalem
immediately before the destruction of the Church
of the Holy Sepulcher in September of 1009, Count
Foulque was, like other Christian pilgrims, denied
entry into the Church; in order to have the doors
opened, he agreed — as the legends held — with the
Muslim guards to urinate on the Sepulcher of Christ.
He filled a sheep’s bladder with white wine and placed
it in his tunic, so fooling the Muslims, and seized the
chance to take a piece of Christ’s Sepulcher, using
his teeth to secretly bite of a piece of rock.s In this
way Foulque’s penitential journey was reimagined as
a struggle between a Christian hero and the despotic
al-Hakim. Foulque emerged as an apt predecessor for
subsequent counts of Anjou, who included Foulque
V, king of Jerusalem (r. 1131—43).

RECONSTRUCTION OF THE HOLY
SEPULCHER IN 1048 AND
RE-CREATIONS IN EUROPE

The Church of the Holy Sepulcher remained in
a state of ruination for over thirty years, recon-
struction only commencing in 1042. The Anastasis
Rotunda was rebuilt using surviving elements
of the Constantinian structure, while the court-
yard and basilica of the ancient church were not
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Fig. 33 Louis Boudan, View of the Abbey of Beaulieu near Loches, 1699 (Photo: Gallica / BNF — Public Domain)

reconstructed.’* A no longer extant mosaic added in added until the twelfth century.’s At the same time
the outer chamber of the Aedicule included scenes that the Church of the Holy Sepulcher was being
of the Burial of Christ and the Women at the Tomb, restored in Jerusalem, a number of re-creations of

although some of the ornament may have not been the Anastasis Rotunda were constructed in Europe,
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Fig. 34 Holy Sepulcher chapel, Aquileia, ¢. 1050
(Photo: author)

which closely related to the growing fervor of
the crusader movement. On the Adriatic coast of
Italy, the creation of a chapel conflating the Tomb
Aedicule and the Anastasis Rotunda in Aquileia
(Fig. 34) was completed ¢ 1050, contemporane-
ous with the restoration of the same buildings in
Jerusalem.’** Documents confirm that the chapel
in Aquileia was the setting of Easter ceremonies
re-creating the Entombment and Resurrection of
Christ.’” The crusader movement was particularly
strong in northern Italy and France. In Cambrai, a
Rotunda and Tomb Aedicule furnished with relics
of Christ were constructed in the eleventh cen-
tury outside the city walls and adjacent to a cem-
etery. The project, initiated by Bishop Gerard, was
expanded by his successor, Bishop Leitbert, who
built a Benedictine monastery there in 1064.%
According to a certain monk of the Holy Sepulcher

in Cambrai named Rodolf, Bishop Leitbert “con-
structed a Sepulchre for the Lord in the middle of
the same basilica, round in design, that is after the
pattern of the Sepulchre at Jerusalem” (rotundo sche-
mate in modum scilicet sepulchri quod est Iersolomis), fol-
lowing a pilgrimage to Jerusalem.? The church was
destroyed in the French Revolution.

In Sélestat, a church founded ¢. 1087 was con-
structed ad similitudinem sanctae Iherosolimitanae eccle-
siae (in the likeness of the holy Jerusalem church);
the Rotunda, no longer extant, stood above a crypt
where remnants of a tomb chamber have been
found.*> At the Benedictine abbey of Beauvais, a
nineteenth-century reconstruction of a church
is suggestive of its original forms, as founded in
1060.* In Aubeterre-sur-Dronne, a church formed
out of a subterranean grotto became the setting
for a small polygonal structure, made in either
the eleventh or twelfth century, re-creating the
Tomb of Christ.** A church dedicated to the Holy
Sepulcher in the Catalonian town of Palera was
consecrated in 1085, with the special privilege that
those who visited would receive the same indul-
gence as pilgrims to Jerusalem.*® The monastery
was later abandoned and the original church is not
conserved.

HoLy SEPULCHERS IN EUROPE AND
THE FIRST CRUSADE

In the latter part of the eleventh century, a number
of re-creations of the Holy Sepulcher in France and
northern Italy served as the stage for the dramatic
events leading up to the First Crusade, in which the
idea of protecting the Holy Sepulcher in Jerusalem
became a rallying cry. At Neuvy-Saint-Sépulchre
(Figs. 35—0), established in 1042, a Rotunda re-
creating the Holy Sepulcher — described in 1079 as
ecclesiam Sancti Sepulcri de Novo Vico — was the set-
ting for Peter the Hermit to preach the crusade.*
In his chronicle, Guillaume Godel (d. 1173), a priest
in Berry, referred to the church as having been
constructed in the form of the Holy Sepulcher at
Jerusalem (ad formam Sancti Sepulcri Jerosolimitani).*
The circular church is composed of eleven columns
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Fig. 35 Church of the Holy Sepulcher, Neuvy-Saint-Sépulchre, eleventh century (Photo: author)

supporting an arcade of rounded arches and an
outer ambulatory of eleven groin-vaulted bays. The
architectural details, including the foliate capitals of
the arcade, suggest that the Rotunda was substan-
tially reconstructed in the twelfth century.*® At the
center had stood a Tomb Aedicule, in place by the
thirteenth century but destroyed in the nineteenth
century, when the entire structure underwent sub-
stantial restorations and a dome replaced a conical
roof; the current conical roof is a restoration of the
original.” The Rotunda was later furnished with
a relic of stones from the Holy Sepulcher and the
blood of Christ, donated to the church by a return-
ing crusader.” The construction of the Rotunda,
begun around 1045, also coincided with the post-
1009 reconstruction of the Church of the Holy
Sepulcher in Jerusalem.*

Later in the eleventh century, a basilica was con-
structed adjacent to the Rotunda at Neuvy, perhaps
to imitate the new relation of the Anastasis Rotunda
to the crusader basilica in Jerusalem; the two struc-
tures are now conjoined by an opening cut into the
eastern wall of the rotunda.®® The church at Neuvy
was located on a pilgrimage route to Santiago de
Compostela and had a secondary dedication to St.
James. Pilgrimage to Santiago de Compostela was an
integral part of the growing fervor of the crusader
movement, as the construction of the new cathe-
dral for the body of St. James, consecrated in 1128,
was closely linked to the struggle against Islam on

the Iberian Peninsula. For many Europeans, the pil-
grimage to the northwest corner of Spain provided
a journey of equal distance and difficulty, if not dan-
ger, as that to Jerusalem.” By the twelfth century
the indulgences that could be earned in Santiago
rendered the journey a potential substitute for the
Jerusalem pilgrimage, just as those who fought
against Muslims in the Iberian Peninsula would be
considered fellow soldiers of the Holy Land crusad-
ers.’> The possibility of encountering a re-creation
of Christ’s Sepulcher along one of the routes to
Compostela, at Neuvy-Saint-Sépulchre, provided a
fitting architectural articulation of the conceptual
and geographical intersection of these two ideas of
pilgrimage.

A chapel in Piacenza, dedicated in 1094 to the
Sepulcher and forming a part of a Benedictine
monastic complex, itself dedicated to the Holy
Sepulcher since the mid tenth century, was appar-
ently the setting for meetings held between the
Pope and Greek ambassadors, in which a potential
crusade was discussed.’ The original chapel is no
longer extant. In 1095, Pope Urban II preached
the crusade at the Council of Clermont, regarded
by many as the official initiation of the First
Crusade.’* In 1095—6, the pope toured through
France, consecrating churches and altars, preach-
ing and gaining followers who would ultimately
form the army of the First Crusade.’> Among
them was the now ruined church at Charroux
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Fig. 37 Rotunda, abbey of Charroux, eleventh century
(Photo: author)

(Fig. 37), about 60 kilometers north of Clermont,
whose main altar was consecrated by Pope Urban
I in 1096.5° An earlier church was destroyed in

Fig. 36 Interior, Church of the Holy
Sepulcher, Neuvy-Saint-Sépulchre (Photo:
author)

a fire of 1047, so that the initiation of construc-
tion of the new church at Charroux paralleled
the destruction and restoration of the Church of
the Holy Sepulcher in Jerusalem.The rotunda was
constructed with eight pillars encircled by three
ambulatories, and in the 1070s and 1080s a narthex
was added.’

The rotunda at Charroux also housed frag-
ments of the Cross, said to have been given to the
related royal abbey by Charlemagne — an act cited
in Ademar’s Chronicle as evidence of Charlemagne’s
dedication to Jerusalem and potential role in the
end of days.’* By the late eleventh century, a relic of
Christ’s Holy Foreskin acquired by the same church
in Charroux also had become associated with
Charlemagne. During a fictitious journey to the
Holy Sepulcher in Jerusalem, the emperor received
the flesh from the baby Christ himself, still freshly
soaked in blood (which it continued to miraculously
ooze on occasion once in Charroux).” Charroux’s
piece of the True Cross came to be known as Bellator,
or warrior, and was reportedly used by Charlemagne
during his battles.® In this way Charlemagne lived on
as the paradigmatic Christian king in the imagined
battle against the forces of the Antichrist. When Pope
Urban II exhorted the faithful to liberate the holy
places from the desecrating hands of Muslims in
his speech at Clermont in 1095, he invoked the fig-
ure of Charlemagne as the quintessential Christian
knight, a champion who fights on behalf of Christ.
By this point, legends had expanded surrounding
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the figure of the Holy Roman Emperor, so that it
was widely believed he had not only gone on pil-
grimage to Jerusalem, but also had led a crusade.”
The imaginary crusade became real when Christian
armies sieged and took Jerusalem in 1099, in a tri-
umph which for many spelled out the beginning of

the end of days.

THE THREAT OF ISLAMIC
DESECRATION

The story of the destruction of the Church of the
Holy Sepulcher in 1009, mixed with apocalyptic fer-
vor and tales of the harassment of Christian pilgrims
by Muslims — many likely exaggerated — galvanized
the first crusaders. In his sermon at Clermont in
1095, Pope Urban II affirmed the Muslim desecra-
tion of Christian sacred sites, especially the Temple of
Jerusalem. According to Fulcher of Chartres, Urban
II described Muslims as devil-worshippers who
defiled Christian lands. The struggle between the
Antichrist and the Frankish emperor was the central
drama in the prophecies regarding the end of time.
Christian theologians actively promoted the percep-
tion of Muhammad as the Antichrist, worshipped
by his idolatrous followers, who engaged in various
perverse acts.? As a result Islam came to be gener-
ally regarded as a pollution that had to be purged to
save the sanctity of the Christian Holy Land. Any
crusader who died in defense of the Holy Land was
promised salvation by Pope Urban II, later described
as a plenary indulgence.*

Anti-Islamic propaganda inspired a collective
conviction among Christians in Europe that the
architecture of the Holy Land, so closely connected
to the body of Christ, had to be taken back from
Islam and protected from defilement. The moti-
vations for Raimond of St. Gilles (¢c. 1041—1105),
count of Toulouse, in joining the First Crusade
were described as preventing the further dese-
cration of the Holy Sepulcher. Gerald of Cahors
similarly recounted that he went “on pilgrimage
to wage war on foreign peoples and defeat bar-
baric nations, lest the Holy City of Jerusalem be
held captive and the Holy Sepulcher be contam-
inated any longer.”® This conviction remained a

primary justification for ongoing warfare against
Islam in the Holy Land throughout the twelfth
and thirteenth centuries. Peter Comestor, for
instance, writing in the 11508 and 60s to Amalric
of Nesle, the patriarch of Jerusalem (1157-80),
expresses the need to protect the “visible reminis-
cences” of Christ’s life from defilement or com-
plete obliteration:

[Y]our land embodies the visible reminis-
cences of the life and death of our Lord
Christ and the most Holy Places. God
chose it as His house (Psalms 26:8) and His
temple, which He cleansed of its impuri-
ties (Matthew 21:12). Therefore, the pagans
are now attempting to sow their impurity
in the Holy Places and to obliterate from
there the memory of Christ and the name
of Christianity, [places] which belong not to
them but to Christ (Philippians 2:21).%

Peter Comestor was echoing the sentiments
expressed by Peter the Venerable of Cluny (r. 1122—
56), who delivered a sermon in Paris ¢. 1147, “In
Praise of the Holy Sepulcher,” to rouse support for
the Second Crusade.The “task” of the crusaders was
defined as freeing Christ’s Sepulcher from the infi-
dels.”” The Church of the Holy Sepulcher had came
to stand for the crusader movement, and — more
generally — the inherent and rightfully Christian
character of the Holy Land, purchased by the blood
of Jesus Christ.®

THE CRUSADER CHURCH OF THE
Hory SEPULCHER

After the conquest of Jerusalem of 1099, the cru-
saders quickly turned their attention to expanding
and further monumentalizing the Church of the
Holy Sepulcher. This expansion of the Church of
the Holy Sepulcher signaled the larger triumph of
Christianity over a city that had previously spurned
the religion, from Hadrian’s construction of a Temple
over the sites of the Resurrection and Crucifixion,
to the Islamic conquest and takeover of the Temple
Mount and more recent destruction of the Church
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of the Holy Sepulcher in 1009. The church’s trium-
phal expansion in the period of the Latin kingdom of

Jerusalem also prefigured the materialization of the
heavenly Temple on earth and the return of Christ
to Jerusalem. Special focus was given to a new south-
ern facade with a double portal framed by intricate
sculptural ornamentation, surmounted by mosaics
(Fig. 38). The mosaics, which included a Virgin and
Child in the tympanum of one of the portals, no
longer survive, while the sculpted lintels have been
installed in the Rockefeller Archaeological Museum
in Jerusalem.” The marble lintels, carved mostly in
the second half of the twelfth century, incorporate

Fig. 38 Crusader facade of the Church
of the Holy Sepulcher, Jerusalem, twelfth
century (Photo: author)

scenes from the life of Christ and a vine scroll motif,
perhaps alluding to the idea of the True Cross as the
Tree of Life.”

The Anastasis Rotunda was restored with its dis-
tinctive conical vault and oculus above the Tomb.”
A new chapel was constructed on Mount Calvary
(Fig. 39), enclosing the site of the Crucifixion; in
front of the new southern facade a small stairway
led up to the entrance to the upper-level chapel.
Of the crusader mosaics within the Calvary chapel,
only a fragment of the Ascension in the vault sur-
vives.”” An inscription above the new elevated portal
includes the date 1149, the year in which the church
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Fig. 39 Crusader chapel of Mount Calvary, Jerusalem, twelfth century (Photo: author)
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Fig. 40 Calvary chapel and tombs of the Latin kings, Church of the Holy Sepulcher, Viazo da Venesia al Sancto Iherusalem,
Bologna, 1500 (Photo: Petrucci and Petrucci, 1972)
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was officially consecrated.” The day of the conse-
cration — July 15 — was that of the crusader con-
quest of Jerusalem fifty years earlier, emphasizing the
triumphal symbolism of the reconstruction of the
architecture of Christ’s Sepulcher.” Tombs for the
Latin kings were placed below the Calvary chapel
and near the Unction Stone.” The tombs were made
for Godfrey of Bouillon (r. 1099—1100), his brother
Baudouin I (r. 1100-18), Baudouin II (r. 1118—-31),
and Foulque d’Anjou (r. 1131—43), and were disman-
tled by the nineteenth century.” The first surviving
illustrations are found in versions of the Franciscan
Fra Niccolo da Poggibonsis pilgrimage account
(Fig. 40), first written in the middle of the four-
teenth century.””

In the place of the destroyed atrium and
Constantinian basilica, a new church was con-
structed with a hemispherical dome rising above the
high altar, encircled by an ambulatory and radiating
chapels. A new Chapel of St. Helena was constructed
underground, near the grotto of the Finding of the
Holy Cross in a space that had been a Roman cis-
tern, connected directly to the ambulatory behind
the new church.” Throughout the crusader church,
the original stones of the Constantinian basilica were
reused, suggesting that the materials of the building
had become regarded as relics of great antiquity.”
Today one can still observe the many pilgrims’
inscriptions (Fig. 4) — predominantly crosses —
embedded into the stones of the building dating to
the various centuries, manifesting the special auratic
potency of the material encircling the sites of the
True Cross, Crucifixion, and Entombment.*

TRIUMPHAL RE-CREATIONS OF THE
HOLY SEPULCHER AFTER 1099

After the triumph of the First Crusade, a num-
ber of the “pilgrims” — as the crusaders were also
known — who had breached the walls of Jerusalem
in 1099, slaughtering the idolatrous Muslims and
justly expelling those that remained from the city (in
the opinion of contemporary chroniclers), returned
to Europe, where their triumph was celebrated by
new re-creations of the Holy Sepulcher. The Bishop
Landulf of Asti returned from the Holy Land in

1103/4 and had a church dedicated to the Holy
Sepulcher constructed in his native Lombard city
(Fig. 41). It is a circular, brick building with a cupola
on an arcade of eight arches, creating a covered
ambulatory, now incorporated into the Baptistery of
San Pietro in Consavia.” Urban II had reportedly
visited Asti in 1096 when he was preaching the cru-
sade. By 1113 the town had become the setting for
a hospital of the fraternity of St. John, better known
as the Hospitallers, to whom the church was ceded
in 1169.% At Northampton, Earl Simon of Senlis
(d. r111) founded a parish church known as St.
Sepulchre (Fig. 42) after returning from the First
Crusade. The Northampton church has a similar cir-
cular ground-plan, eight pillars, ambulatory, and a
space in the center where a re-creation of the Tomb
Aedicule may have been installed.®® In Milan, a
church dedicated to the Holy Sepulcher was conse-
crated in 1100, on which occasion the archbishop of
Milan decreed that a penitent who could not travel
to Jerusalem would receive a third of the indulgences
by coming to pray at the church in Milan.*

Peter the Hermit, who had preached the cru-
sade at Neuvy-Saint-Sépulchre and elsewhere
before 1099, also participated in the crusade in
1101, returning to Europe with relics of the Holy
Sepulcher. He reportedly participated in the foun-
dation of the Augustinian priory of Neufmoustier,
near Lieége, in 1101, demolished in the eighteenth
century. Peter persuaded the bishop of Liege to
allow crusaders prevented from fulfilling their vow
due to poverty or illness to gain the benefits of the
indulgence granted crusaders by visiting the foun-

% Other foundations were

dation of Neufmoustier.
more closely linked to the new confraternities that
arose in Europe relating to the crusader movement.
In Brindisi, the round Church of San Giovanni al
Sepolcro (St. John at the Sepulcher), constructed
in the first half of the twelfth century, was associ-
ated with the Hospitallers; the church was largely
in ruins by the latter part of the nineteenth century,
when it was reconstructed.®” In Eichstitt, the round
church housing a re-creation of the Tomb Aedicule
(Fig. 43) was dedicated in honorem S. Crucis et
S. Sepulchri (in honor of the holy Cross and holy
Sepulcher) by Bishop Otto in 1194.The church was
connected to a community dedicated to pilgrimage



76 RESTORATION AND RE-CREATION IN THE CRUSADES

Fig. 43 Tomb Aedicule, Church of the Holy Cross and
Fig. 41 Baptistery, San Pietro in Consavia, Asti, twelfth Holy Sepulcher, Eichstitt, twelfth century (Photo: author)
century (Photo: author)

Fig. 42 Holy Sepulcher, Northampton, twelfth century (Photo: author)
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Fig. 44 Interior, Tomb Aedicule, Church of the Holy
Cross and Holy Sepulcher, Eichstitt (Photo: author)

who cared for returning injured crusaders.” The
community was formed of Irish Benedictines
who were committed to the ideal of peregrinatio
or pilgrimage, and who were known sometimes as
monachi peregrini, or pilgrim monks.* The monas-
tery at Eichstitt was founded sometime in the 11505,
and its relic of the True Cross and other Jerusalemic
features may relate to the pilgrimage of its founder,
Walbrun, dean of Eichstatt Cathedral.*° The interior
of the Tomb Aedicule (Fig. 44) includes three holes
cut into the side of the stone, a distinctive feature of
the Sepulcher in Jerusalem as it was restored by the
early twelfth century.””

Eichstitt’s first bishop was the by now sainted
Willibald, the Benedictine missionary who with
Boniface was integral in establishing the network
of Benedictine libraries and foundations in the
ninth century.”> The community in Eichstitt was
closely connected to a similar foundation of Irish
Benedictines outside of Regensburg (founded 1112),
where references to a round chapel and Sepulcher
of Christ suggest the possibility of similar archi-

tectural constructions there and in contemporary

Benedictine monasteries.”> The round chapel at
Eichstitt is also no longer extant; it was destroyed
along with the related monastic buildings in 1552.%
At Cambridge, a church dedicated to the Holy
Sepulcher was constructed around 1130 and was
substantially reconstructed in the nineteenth cen-
tury.”” The church became associated with the
Austin Friars connected to the Hospital of St.
John.”* In Augsburg, a round chapel dedicated to
the Holy Sepulcher was begun ¢. 1128, but entirely
demolished in 1611.77

DECORATED HOLY SEPULCHER
CHAPELS OF THE TWELFTH CENTURY

In contrast to the period before the crusader con-
quest of Jerusalem in 1099, some of the churches
constructed as re-creations of the Holy Sepulcher
in the period of the Latin kingdom of Jerusalem
became the setting for painted or sculpted decor-
ation envisioning the Crucifixion, Entombment, and
Resurrection. The decorative programs may have
been directly inspired by the new mosaics in the
restored Church of the Holy Sepulcher in Jerusalem,
particularly the Burial of Christ and the Holy Women at
the Tomb above the entrance of the Sepulcher.”” The
mosaics and related decoration were probably made
as part of the reconstruction of the church completed
in 1048, although an earthquake in 1105 may have
necessitated restoration.” At Le Liget (Fig. 45), fres-
coes adorn the round church dedicated to St. John
with the Nativity, Presentation, Descent from the Cross,
Holy Women at the Tomb, Dormition, and Tree of Jesse.'®
Scenes relating to Christ’s burial and Resurrection,
including the Crucifixion (Fig. 46), could have
been directly inspired by the mosaics in Jerusalem,
while the additional scenes at Le Liget expand upon
the themes of death and resurrection. Additionally,
frescoes of the prophets at Le Liget may have been
inspired by similar representations recorded on the
drum of the dome of the Anastasis (features, like
the mosaics, described by pilgrims in the period of
the Latin kingdom of Jerusalem, as we will see)."
In Winchester Cathedral, a series of frescoes dat-
ing to the Latin kingdom of Jerusalem were found



78

RESTORATION AND RE-CREATION IN THE CRUSADES

Fig. 45 Chapel of St. John, Le Liget, twelfth century (Photo: author)

Fig. 46 Interior, Chapel of St. John, Le Liget
(Photo: author)

underneath thirteenth-century frescoes similarly
envisioning events related to Christ’s Passion (figs.
47-8).">The frescoes cover the walls of a small chapel
in the choir of the cathedral, specifically in the cross-
ing of the north transept, wherein the altar stands for
the Tomb of Christ. Like the crusader mosaics added
to the Tomb Aedicule in Jerusalem, the scenes focus
on the events associated with Christ’s Sepulcher in
Jerusalem: the Burial of Christ, Holy Women at the Tomb,
and the Harrowing of Hell are combined immediately
above the altar, and the Crucifixion and Deposition
are in the upper tier. Other scenes that have been
recovered from the twelfth-century program include
the Resurrection of the Dead and Christ Questioned by
Annas. In the thirteenth-century the frescoes were
covered with new paintings of the same or similar
scenes, when the shape of the chapel — particularly
its vaulting — was modified."

The Winchester chapel is also known to have
served as the setting for the staging of the Easter
Sepulcher play.* The text of the play, dating to
the second half of the tenth century, exists in two
versions: one specific to Winchester Cathedral and
another acted out by Benedictine monks throughout
England.” The plays were performed by the clergy
in the choir; monks took the place of the angel and
the Marys, while a cross and burial shroud stood for
Christ’s body." In Barletta, in the Apulian region
of southern Italy, a thirteenth-century manuscript
connected to the Church of the Holy Sepulcher
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Fig. 48 Interior, Holy Sepulcher chapel, Winchester
Cathedral (Photo: author)

indicates that such plays were performed in Europe as
well. The manuscript records the play of the Women

Fig. 47 Holy Sepulcher chapel,
Winchester Cathedral, twelfth century
(Photo: author)

at the Tomb, which may have been directly inspired
by similar plays performed in Jerusalem in the period
of Latin kingdom of Jerusalem."” The church in
Barletta was dedicated to the Holy Sepulcher and
may have had a re-creation of the Tomb Aedicule,
although any traces of such a structure have been
lost.™® It has been suggested that crusaders imported
the play from Europe when they arrived in Jerusalem
in 1099. The play in Jerusalem was itself so popular
that it was reportedly discontinued in 1160 because
of unruly crowds.'®

Others chapels had sculptural representations
of similar scenes, as survive in Germany." A chapel
in Gernrode, re-creating the burial chamber in the
south aisle of the Church of St. Cyriakus, contains
a relief with the Holy Women at the Tomb and at
the entrance another with Peter and John going to
the Tomb. A third relief on the exterior of the burial
chamber represents the risen Christ appearing before
Mary Magdalene.”" Remnants of a sarcophagus have
been found and the chapel perhaps originally had
a conical roof.”* A series of pre-existing grottos in
Externsteine, near Paderborn, were refashioned to
become the setting for similar liturgical rites under
Bishop Henry II of Paderborn.” The grottos had
once been used for pagan worship; under Bishop
Henry II — the same patron responsible for the con-
struction of a Holy Sepulcher at Helmarshausen —
they were dedicated to the Holy Sepulcher, the
Invention of the Cross, and Mount Calvary, the latter
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Fig. 49 Deposition, Externsteine, twelfth century
(Photo: author)

thought to relate to a monumental sculpted relief of
the Deposition (Fig. 49)."

In twelfth-century Constantinople, the crusader
reconstruction of the Church of the Holy Sepulcher
was paralleled by the construction of a new monas-
tic church dedicated to Christos Pantokrator (All-
powerful Christ) in the years 1118—36 under Emperor
John II Komnenos (r. 1118—43)." An adjacent mau-
soleum for the imperial rulers of the Komnenian
dynasty (1081—1185) was decorated with mural mosa-
ics of the Crucifixion, Entombment, and Resurrection of
Christ, today known only through the church’s typ-
ikon, or liturgical book."™ The relationship to the
Church of the Holy Sepulcher was made explicit
with the installation of the Unction Stone in 1169,
said to be the marble slab upon which Christ’s body
was laid out in preparation for burial."” The Unction
Stone — distinct from the one described by pilgrims
in Jerusalem — was placed next to the black mar-
ble tomb of John’s son, Emperor Manuel (r. 1143—
80)."* An inscription — known from a description
by Meletios of Ioannina (d. 1714) — compared the
mourning empress to the holy women at the Tomb
of Christ.”” The forms of the entire chapel, with its
apsed hall and two elliptical domes, may have been

inspired by the Church of the Holy Sepulcher in
Jerusalem as it was being reconstructed in the same
years, with its own four tombs, these for the Latin
kings of Jerusalem, placed near the Unction Stone.'*
The Komnenian emperors had provided crucial
financial and political support to the crusader states.
Their resting place in Constantinople — before it was
stripped of its marble tombs and mosaics — would
have been a fitting testament to their support of the
Latin kingdom of Jerusalem, as well as the particular
role of Alexios Komnenos (r. 1081—1118) in initiating
the crusade.™

PILGRIMAGE ACCOUNTS IN THE LATIN
KINGDOM OF JERUSALEM

The crusaders and pilgrims who returned from
Jerusalem brought with them both relics and memo-
ries of the newly reconstructed Church of the Holy
Sepulcher, and their stories of the building’s spec-
tacular ornamentation and vaults. The new kind of
written descriptions of this and other churches in
the Latin kingdom of Jerusalem form the basis of
our knowledge of the specific subjects of the mosa-
ics from this period, the majority of which have
been lost. The crusader conquest of Jerusalem and
environs opened up the possibility for numerous
Christian pilgrims from Europe to visit the holy
places with unprecedented ease. The production of
accounts of the pilgrimage expanded in terms of
both quantity and descriptiveness. Saewulf, perhaps
from Britain, wrote an account of his pilgrimage of
1101—3 that incorporated the previous writings of
Bede together with his own experiences."” The his-
torian Fulcher of Chartres, who lived in Jerusalem
for several years and wrote in the first two decades of
the twelfth century, created a history of the city into
which he incorporated an account of the pilgrimage
sites.”” The Russian Abbot Daniel, who wrote an
account of his pilgrimage ¢. 1106—8 in Old Church
Slavonic, incorporated a detailed description of the
Holy Sepulcher, including the crusader mosaic of
Christ above Calvary.'** There are also a number of
anonymous guides, including those written as far
afield as Iceland.”™ A certain monk named Belard
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from Ascoli wrote an account of his pilgrimage in
¢. 1155.° A Portuguese monk made the journey
sometime not long after 1100, as did Benjamin of
Tudela from 1166 to 1171, whose account includes
rare details about the life of the Jewish population in
both Jerusalem and Rome."”

Towards the end of the Latin kingdom of
Jerusalem, two German pilgrims wrote the most
detailed accounts yet, drawing on previous sources
and their own experiences in Jerusalem: John of
Wiirzburg, a priest writing about his visit for another
holy man named Dietrich, composed his book
around 1170; and Theoderich, also a monk, who may
have been this same Dietrich, composed his own
book immediately thereafter, drawing on John of
Wirzburg’s. Very little is known about these monks
beyond what is found in their books, and it is still
unknown if Theoderich was also based in Wiirzburg,
or if he was at another monastery, such as the abbey
in Hirsau.”® There were four Benedictine abbeys in
Wiirzburg, where John (and perhaps Theoderich)
could have read widely on the architecture of the
Holy Land before making their journey, as for
instance from a copy of Adomnan’s De Locis Sanctis
already recorded there in the ninth century. In
fact, it is possible that Theoderich himself never
made the journey, but instead based his manuscript
upon John of Wiirzburg’s account, in the same way
that Adomnan — writing at the end of the seventh
century — had utilized Arculf’s experiences to create
a book for others in a monastic context who could
not make the journey.

In Theoderich’s account, we find the most
detailed descriptions of the major pilgrimage build-
ings from the period of the Latin kingdom of
Jerusalem, with the greatest attention given to the
recently expanded Church of the Holy Sepulcher.
At the beginning of his work, Theoderich tells his
reader that he has created the book with painstaking
detail for those who cannot make the journey."** The
description of the Church of the Holy Sepulcher
surpasses all of its predecessors in terms of detail.
Attention is paid to both the forms and materials of
architectural structures, the composition and subject
of ornamentation, the relative locations and arrange-
ments of different parts of the church, and the
inscriptions found throughout. Theoderich describes

the mosaic of The Holy Women at the Tomb above the
entrance into the Tomb and a related inscription.
It was perhaps this specific mosaic that artists in Le
Liget and Winchester re-created in fresco, in their
respective chapels dedicated to the Holy Sepulcher.
A description of the interior enumerates the marble,
gold, and precious stones, and the three round holes
through which pilgrims kiss the place where Christ’s
body was placed.™

Theoderich’s narrative suggests a clear course
through the church, in a way that can allow his read-
ers to imagine visiting the sites in sequence, and pro-
ceeding — as his book continues — through the rest
of the places and buildings of Jerusalem, Bethlehem,
and Nazareth. Theoderich leads his readers through
the various chapels in the church, including where
the relic of the True Cross was kept and one where
Christ was kept in prison. Theoderich describes the
descent down a long series of steps into the sub-
terranean Chapel of Helena, where a cross marked
the place where the empress discovered the True
Cross. On the other side of the church behind the
choir, a column located on an altar is said to be that
where Christ was scourged. Fifteen steps lead up to
a landing, and another three steps take one up to
the Calvary chapel. Theoderich then describes leav-
ing the church through the southern facade, were
one goes out into a “square court made of squared
stones.” 3

The overall contrast with the pre-crusades
accounts of the architecture of the Holy Land is
striking. Theoderich — like many of his contem-
poraries — seems to have implicitly felt that the
description of the pilgrimage buildings was essential
to vicariously experiencing the places where Christ
“revealed his corporeal presence.””’* Theoderich’s
account also demonstrates a new emphasis on
the use of inscriptions throughout the pilgrimage
churches of Jerusalem. The role of the buildings as
inscribing the sites of major biblical events was in
this way given a more literal visual manifestation
in the period of the Latin kingdom of Jerusalem.'3
At the same time, the profusion of figural imagery
allowed the pilgrim to be witness to these events
not only through internal meditation, but also
externally, in dazzling mosaics which we now can
only imagine."s
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THE GOLDEN GATE AND CRUSADER
TRIUMPH

The elaboration of the southern facade of the
Church of the Holy Sepulcher, described in detail
by Theoderich and others, was part of larger reori-
entation of the crusader idea of Jerusalem towards
the Temple of Solomon and Jerusalem as the heav-
enly city of Revelation. The double portal created an
important symbolic link to the Golden Gate (Fig. 50),
the monumental entranceway to the Temple Mount
dating back to the early Islamic period (and perhaps
earlier), facing the Mount of Olives." At the end of
the dedication ceremony for the new Church of
the Holy Sepulcher on July 15, 1149, 2 procession
made its way to the Dome of the Rock (Fig. s1),
where the following prayers were said at the southern
entrance: “Grant that we, who rejoice in the liberation
of your city of Jerusalem, will be worthy of inherit-
ing the heavenly Jerusalem,” followed by an eastward
procession ending outside the Golden Gate.” The
Golden Gate had become identified with Christ’s
triumphal entry into the city on Palm Sunday, which
initiated the sequence of events culminating in the
Crucifixion.’ Through the Golden Gate — the cru-
saders believed — Christ had approached the Temple
of Jerusalem, the Jewish Temple where he had orig-
inally been presented as an infant to be circumcised.
The gate also faced east towards the Mount of Olives,
where Christ had ascended into heaven and where
he would return at the end of time, to once again
enter the city in triumph.*

82

In the context of the crusader possession of
Jerusalem, the Golden Gate was reimagined as a
symbol of Christianity’s past and future triumphs.
The Golden Gate, closed since the Islamic conquest
of Jerusalem in the seventh century, was reopened
on Palm Sunday during the period of the Latin
kingdom of Jerusalem to celebrate Christs entry
into the city. That the Gate otherwise remained shut
offered implicit confirmation of its identity with the
eastern gate of the heavenly Temple, as revealed to
the prophet Ezekiel: “Then He brought me back
to the outer gate of the sanctuary which faces toward
the east, but it was shut. And the Lord said to me,
‘This gate shall be shut; it shall not be opened, and
no man shall enter by it, because the Lord God of
Israel has entered by it; therefore it shall be shut’.”s

The particular symbolic significance of the
Golden Gate as a link between the historical city of
Christ’s life and the future heavenly city is suggested
by an illustrated commentary on Ezekiel, written
by Richard of St.Victor (d. 1173). The author was a
canon of the Augustinian community and center of
learning in Paris established in 1108 on the left bank
of the Seine. Richard’s description of the gatehouse
of the heavenly Temple is illustrated in terms of the
double portal in Jerusalem, situated along the eastern
perimeter of the Temple.® The illustrations include a
ground-plan, section, and facade of the gatehouse,
preserved in multiple copies of the book produced
in the twelfth and thirteenth centuries, including a
manuscript in Paris.” A manuscript of the twelfth
century includes the illustrated commentary with
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Fig. so Golden Gate, Jerusalem, seventh century
(Photo: author)

an elevation of the Temple’s eastern gate (Plate 7),
compiled with a work by Baldricus, abbot of
Bourgueil (1079—1106), on the Christian capture of
Jerusalem (Historiae Hierosolymitanae libri I1)).* The
combination of the two works in a single manu-
script suggests how Richard’s allusion to the real
architecture of the Golden Gate in his textual and
visual exegesis of the heavenly Temple as revealed
to Ezekiel may have been read in conjunction with
the account of the First Crusade, and the trium-
phal entry of the crusaders into the city through the
Temple’s eastern gate.

IMAGINATIVE HISTORIES OF THE
DoME OF THE ROCK

In the accounts of the conquest of Jerusalem in 1099,
the crusaders are described as cleansing the ancient
site of the Jewish Temple with the blood of Muslims,
as for instance by Raymond of Aguilers:

It is sufficient to relate that in the Temple of
Solomon and the portico crusaders rode in
bloodtothekneesandbridlesoftheirhorses...
In my opinion this was poetic justice that
the Temple of Solomon should receive the
blood of pagans who blasphemed God there
for many years.’

Raymond, like many other Christian historians of
the period, revises history by characterizing the
Islamic places of worship on the Temple Mount,
built in the decades following the Islamic con-
quest of 637 — including the Dome of the Rock (e
691/2) and the Agsa Mosque (¢. 705) — as Christian
holy sites of great antiquity that had been trans-
gressed by Muslims. The Arabic names of the Islamic
buildings were effaced, becoming known in Latin
as the Templum Domini (Temple of the Lord) and
Templum Salomonis (Temple or Palace of Solomon),
respectively.” Templum Domini rendered in Latin
the Hebrew notion of Bethel, the “House of God.”"
From the crusaders’ perspective, the setting for the
circumcision of Jesus in the Templum Domini had
been perversely violated by Muslims who wor-
shipped their idol of Muhammad there.”” Several
writers recounted how the Norman crusader Tancred
discovered and destroyed an idol of Muhammad on
the Temple Mount in 1099 — an invention which
confirmed the accounts of the idolatrous nature of
Islam.” William of Malmesbury, among those who
referred to the statue of Muhammad, described the
conquest of Jerusalem as an act of liberation and puri-
fication of God’s sacred places from Muslims in his
account written around 1125."* Fulcher of Chartres
similarly recounted that Muslims had erected an
idol in the name of Muhammad and practiced rites
that polluted the sanctity of the Templum Domini.*
Fulcher characterizes the Rock (Fig. 52) — believed
to be the ancient Mount Moriah at the center of
the Jewish Temple, enshrined within the Dome of
the Rock — as an idol worshipped by Muslims in
perverse practices that disfigured the holy place.
Underlying these accounts would have been the
deeper memory of the cleansing of the area of
the Crucifixion and Entombment by Constantine
and Helena, and its “shrine of life-less idols dedi-
cated to the impure demon Aphrodite,” as Eusebius
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Fig. s1 Dome of the Rock, Jerusalem, ¢. 691—692 (Photo: author)

(c. 260—339/40) had written.” In other accounts,
the Templum Domini was directly integrated into
the Constantinian history of the city by presenting the
building as having been constructed by Helena and
only later converted to a mosque."”

The idol of Muhammad was most often said to
have been erected in the Templum Domini. Although
originally constructed around 691/2 by the Islamic
Umayyad caliphate, and known as the Qubbat al-
Sagra (Arabic: Dome of the Rock), the location of
the building at the center of the vast platform associ-
ated with the ancient Jewish Temple allowed for cru-
saders to imagine that the building represented the
ancient Temple described in both the Old and New
Testaments. The adjacent Agsa Mosque (Fig. 53),
located on the southern edge of the Temple esplan-
ade and first constructed in the early eighth century
as the primary congregational mosque for Jerusalem,

became identified as the palatial residence of King
Solomon and consistently referred to as the Templum
Salomonis. The Latin term templum had a broader
meaning in this period than the modern English cog-
nate “temple,” and could imply a palatial residence as
well as a place of worship, as several accounts indi-
cate.” The location of the Tabernacle constructed by
Moses and enshrined in Jerusalem by Solomon was
consistently identified with Mount Moriah in the
center of the Dome of the Rock, with no evidence
of an association with the Agqsa Mosque.

THE DOME OF THE ROCK AS THE
TEMPLE OF SOLOMON

Within the Latin kingdom of Jerusalem, rituals also
transformed the significance of its primary buildings
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Fig. 52 Interior, Dome of the Rock, Jerusalem (Photo: Art Resource)

in the overall religious and political order of the
Christian city. Before the First Crusade all of the
major Christian ritual activity in Jerusalem tended
to be focused on the Sepulcher of Christ. After the
restoration of the Dome of the Rock, annual rituals

connected the Sepulcher and the Temple in unprec-
edented ways. Most important among the new rit-
uals of the Latin kingdom of Jerusalem were the
closely related coronation ceremony for the king of
Jerusalem and the celebration of Christ’s entry into
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Fig. 53 Agsa Mosque, Jerusalem, ¢. 705 (Photo: author)

Jerusalem. The coronation occurred in the Holy
Sepulcher and was followed by a procession to the
Templum Domini, where the king placed his crown
on the altar above the Rock, echoing Christ’s pres-
entation to the high priest Simeon, believed to have
occurred at the same altar.”

The incorporation of the formerly Islamic build-
ings on the Temple Mount into the Christian city
of Jerusalem represented a major change in opin-
ion regarding the sanctity and significance of the site
associated with the Jewish Temple: from the second
through the seventh century, the ruined state of the
Temple had been preserved as a testament to God’s
condemnation of the Jewish community, serving as
a potent symbol of Christianity’s ascendancy over
Judaism.*® After the conquest in 637, the Umayyads
had initiated a cleansing and reconstruction of the
ruined site in their own version of the restoration
of the ancient Temple of Solomon.** The Dome of
the Rock’s profusion of paradisal plants rendered in
mosaics against a gold ground on the exterior and
interior of the building may have originally been
intended to offer a vision of both the legendary
Temple of Solomon and the heavenly Jerusalem.>

Up until the crusader conquest of Jerusalem
in 1099, Christian pilgrims could not enter the
buildings on the Temple Mount or even put foot
on the surrounding esplanade. When Christians

wrote about the pilgrimage before 1099, they either
ignored the buildings on the Temple Mount or
noted in passing that the Sancta Sanctorum had
been located within the Temple of Solomon there,
as for instance in the account of Photius (c. 810—93),
who refers to “[tjhe Court of Solomon, itself the
ancient Sancta Sanctorum, but now occupied by
the godless Saracens.”” All of this changed when
the building was appropriated by the crusaders and
physically transformed into a Christian church,
where the Latin king of Jerusalem was crowned and
other rituals reasserted the centrality of the Temple
to the idea of Jerusalem. While the Church of the
Holy Sepulcher continued to possess chief impor-
tance as the primary conglomeration of the mate-
rial traces of Christ’s Crucifixion, Entombment, and
Resurrection, the Dome of the Rock presented a
more complex layering of historical events span-
ning from the ancient stories of the Old Testament
through the lives of Jesus and Mary. There seems to
have been an interest in asserting that the building
itself had not changed, and that its forms were a
locus of memory in which this impressive sweep of
biblical history could be envisioned in a single con-
tinuum. As stated by Achard of Arrouaise, prior of
the Templum Domini (1118—31): “Whoever builds
the Holy Temple of the Lord, as it is at present so it
will remain until the end of days.”’** The crusaders
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wished to see their triumph as part of a seamless
vision of Christian history, from the Old Testament
to Revelation, and their actions as an essential part of
the realization of the heavenly Jerusalem.

The easy way in which crusaders and pilgrims
appropriated the Dome of the Rock as the biblical
Temple in the Latin kingdom of Jerusalem can be
explained not only by the building’s site and golden
mosaic decoration, but also by its fundamental archi-
tectural elements. The Corinthian columns, ambula-
tory, nearly hemispherical dome (it is in fact slightly
bulbous), and porticos closely aligned the building
with other Constantinian structures, such as the tomb
made for his daughter, Santa Costanza, outside of
Rome, or more recent Byzantine churches, like the
sixth-century Church of San Vitale, in Ravenna. The
basic format of the building may have originally been
inspired by the Constantinian Anastasis Rotunda in
Jerusalem, as it existed in the seventh century. The
Arabic inscriptions found within the mosaic decora-
tion of the Dome of the Rock were the only obvi-
ous signs of Islamic identity. There is no evidence that
Christian crusaders or pilgrims were aware of the con-
tents of the Arabic inscriptions, although if any were,
they would have found that they presented Qur’anic
passages refuting the divinity of Christ and asserting

the supremacy of the one God.*

Undoubtedly some
recognized the inscriptions as relating to Islam, as
indicated by an anonymous writer who created an
account of Jerusalem around 1130. After a brief expla-
nation of the significance of the Templum Domini as
the Temple where Christ was presented as a child and
where the Sancta Sanctorum had been housed, the
unknown author explains how the current building

relates to the history of the Temple of Solomon:

Of the current Temple they say that it
was rebuilt by Saint Helena in the time of
the Emperor Constantine; others say that
Emperor Justinian [rebuilt it], while oth-
ers say [it was rebuilt] by a certain sultan of
Memphis, in Egypt, in honor of Allah Akbar
(Alachiber), that 1s of the supreme God, as
is clearly demonstrated by the inscription
in the Saracen language (quod superscrip-
tio Sarracena manifeste declaraf). In fact at the
arrival of the Franks, nothing depicted of the

Mosaic Law or Greek was evident. The cur-
rent Temple can be said to be the fourth. In
the second to last Jesus was circumcised.?”

If some of the crusaders did in fact understand that
the inscriptions were in honor of Alachiber, as sug-
gested here, then there may have been interest in
covering them, as the Latin inscriptions added later
in the century may have done, as we will see.
Because of the ruined state of the Temple Mount
and then the inaccessibility of the Dome of the Rock
after the Islamic conquest of Jerusalem in 637, many
Christian pilgrims had come to identify events pre-
viously associated with Mount Moriah, particularly
the sacrifice of Isaac and Jacob’s vision, with Mount
Calvary in the Church of the Holy Sepulcher. The
reassertion of the Rock inside the Templum Domini
as the site of these events, especially Jacob’s vision of
the ladder, confirmed that the location marked out
by the Templum Domini was indeed the place of the
ancient Temple of Solomon and the location of the
future heavenly Temple.** Jacob’s vision of a ladder
climbing to heaven revealed the “house of God and
the gate of heaven” (Genesis 28:17).Jacob’s vision was
an important prophetic indicator of the construction
of the final Temple in the heavenly Jerusalem.
Despite a pervasive interest in seeing the Dome
of the Rock as a part of biblical history, the octag-
onal ground-plan and hemispherical dome quite
obviously did not accord with the Old Testament
accounts of the Temple of Solomon. According to
the Old Testament, Solomon, whose reign is con-
ventionally dated 970—931 BC, had constructed
the Jewish Temple on Mount Moriah as a rectan-
gular building with an innermost chamber for the
Tabernacle, known in Latin as the Sancta Sanctorum,
or Holy of Holies. The Solomonic buildings were
destroyed by the Babylonians in 587 BC.** The
Temple was restored in the first century by Herod
(37—4 BC), to be destroyed again in AD 70 during
the siege of Jerusalem by the Roman emperor Titus
(when some believed the contents of the Tabernacle
were taken to Rome and installed in the Lateran).*
In the period of the Latin kingdom of Jerusalem,
pilgrims and historians variously ascribed the con-
struction of the Dome of the Rock to Solomon, or
described it as another reconstruction of the Temple
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in a long series of destructions and reconstructions.
Those who viewed the building as Solomonic mostly
related its forms to the Sancta Sanctorum, containing
the Ark. As a result the building was also sometimes
referred to as the Temple of the Holy of Holies.’* In
the Old Testament, the Tabernacle is described as a
container whose proportions were dictated by God
to Moses, covered by a slab of gold and adorned by a
pair of sculpted angels.* Christian pilgrims may have
interpreted the original gold-ground mosaics on the
exterior of the Dome of the Rock, replaced in the
mid sixteenth century with the current Ottoman
tiles, as evocations of the paradisal and angelic
imagery associated with the Tabernacle.**

Some pilgrims in the Latin kingdom of Jerusalem
asserted that the Ark still existed and was hidden
within the Rock inside the Templum Domini. As a
result, the Dome of the Rock was also sometimes
referred to as the “modern tabernacle” (moderno tab-
ernaculo) as it was by Albert of Aachen (fl. ¢. 1100).%
Albert first notes that the current building cannot
be that constructed by Solomon, given its recorded
destruction by Nebuchadnezzar and Titus. He attrib-
utes the current building to “Christian worshippers”:

Moreover, in the middle of this modern
tabernacle a stone mountain of natural rock
sticks up (in medio autem hoc moderno taber-
naculo mons lapideus natura fundatus prominet),
comprising almost the third part of an acre
in area, two cubits in height, on one side
of which there are positioned steps leading
down to cavernous places; on another side,
indeed, there is something which in truth
those who observed it call a little door of
stone, but always sealed. And in that place
certain holies of holies are said still to be
kept in the opinion of some people. In the
middle of the arched roof of this same mod-
ern temple (templi moderni), which now with
wonderful carpentry of timbers encloses
overhead a round shape all around the ver-
ticals of the walls, they declare a chain is
fixed on which a vessel of shining gold and
craftsmanship, weighing about two hundred
marks, is always accustomed to hang. Some
declare it is the golden pot, some say the

blood of the Lord is concealed in it, others
manna, and in this way they are encouraged
by different ideas to varying opinions.*

Albert had — it seems — never traveled to the Holy
Land, but instead based his account on interviews
with returning crusaders.’” Other writers in the same
period denied that the contents of the Ark were still
located within the Dome of the Rock, not because
they disagreed with the identification of the site, but
because they understood that the contents had either
been lost centuries before or transferred to Rome by
Emperor Titus.*

THeE DOME OF THE ROCK IN
PILGRIMAGE ACCOUNTS

Pre-crusades references to the Solomonic buildings
on the Temple Mount never specified the architec-
tural forms of the Dome of the Rock, and in this
respect the forms of the building only became a cen-
tral part of how Christians envisioned the city of
Jerusalem through the lens of the crusader triumph.
Peter the Deacon, the librarian of the Benedictine
abbey at Monte Cassino, created an account of the
Holy Land around 1137, in which we find one of the
first surviving descriptions of the architectural forms
of the Dome of the Rock as the Templum Domini.*
Peter the Deacon never journeyed to Jerusalem, but
instead based his book on the many manuscripts that
were at his disposal, among which were apparently a
number of recently written accounts of the events of
the First Crusade and conquest of Jerusalem, includ-
ing some that otherwise do not survive. Information
from these more recent books was integrated with
the by now classic description of the architecture of
Jerusalem offered in Bede’s De Locis Sanctis as well as
Egeria’s account.* Peter says that he has written the
book for his abbot, who was about to go on pilgrim-
age. The expansion in pilgrimage accounts in the
period of the Latin kingdom suggests that it was more
and more common for the Holy Land pilgrimage
to be informed by a previous vicarious experience
provided by reading such books. Two centuries later,
when Petrarch (1304—74) wrote a similar account for
a friend about to go on pilgrimage, he noted that his
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friend would be encountering things “already seen
in your mind.”#

Petrarch felt that he could know something
through texts better than through eyewitness experi-
ence, and Peter the Deacon similarly experienced
the city, its architecture, and sacred sites solely in
the context of the library of the Benedictine abbey
of Monte Cassino. His description of the Dome of
the Rock, or Templum Domini, is part of a larger
account of the architecture associated with the life
of Christ in Jerusalem:

Below Mount Calvary to the east is the
Templum Domini, in another part of the
city, which Solomon built. It has four doors,
the first on the east, the second on the west,
the third on the south, the fourth on the
north, which signify the four quarters of
the world: on the outside it has eight cor-
ners (octo angulos haber); each turns a corner of
twelve paces. In the middle of the temple is
a large mount encircled by walls, in which is
the Tabernacle; there also was the Ark of the
Covenant, which was taken by the Emperor
Vespasian to Rome, the temple having been
destroyed. On the left side of the Tabernacle
above the rock the Lord Jesus put his foot,
when Symeon took him into his arms, and so
his footprint remains as if it had been made in
wax (et ita remansit pes scultus ibidem, ac si in cera
positus esset). On the other side of the rock the
Tabernacle is open, into which one descends
by twenty-two steps: there the Lord prayed,
there Zechariah offered sacrifice ... Above
the rock in the middle of the temple hangs a
golden lamp, in which is the blood of Christ,
which fell down through the cleft rock. And
to the south not far away the Temple of
Solomon has been built, in which he lived,
which has twenty-five doors.*

Peter focuses on the association of the Rock with
the Tabernacle and identifies a nearby footprint, left
in the Rock when he was presented to the High
Priest as a child. He says that the Rock acquired
a waxen quality and received the imprint of the
foot as if it were sculpted into the Rock. Peter was

undoubtedly responding to accounts of similar
imprints of Christ’s form, including the footprints
on the Mount of Olives in earlier works, especially
the De Locis Sanctis. Peter’s account demonstrates
how Christians in the period of the crusader posses-
sion of Jerusalem actively rewrote history in order to
integrate the Islamic building into the existing ideas
about the sanctity of the architecture associated with
the life of Christ, here given a status akin to that of
the Church of the Ascension by reference to Christ’s
footprint. The crusaders may have also been inspired
by an Islamic tradition, recorded in the Safarnama
(Book of Travels) of Nasir-i Khusraw (1004—88),
according to which the Rock contained the imprint
of Isaac’s feet, left at the moment Abraham almost
sacrificed his son.** Peter the Deacon also refers to
the Rock as a receptacle for the blood of Jesus, shed
during the circumcision. In this way the Rock pro-
vided a conceptual parallel for Golgotha, which was
also typically characterized as a receptacle for the

blood of Christ.

THE PHYSICAL TRANSFORMATION OF
THE DOME OF THE ROCK

In the forty or so years between Peter the Deacon’s
composition of his Book on the Holy Places c. 1137
and the journey of Theoderich in the 11708, 2 num-
ber of significant changes were made to the Dome
of the Rock as part of the Christianization of the
Temple Mount. These transformations had been
initiated at the beginning of the twelfth century,
when Augustinian canons were first installed in the
Templum Domini and construction commenced on
a related abbey.** Like all new buildings constructed
on the Temple Mount during the period of the Latin
kingdom of Jerusalem, the abbey was demolished in
1187 after Saladin’s reconquest of Jerusalem. Around
1114—15 an altar was placed over the Rock and the
area was enclosed to form a choir.When the order of
the Knights Templar was founded in 1120, the can-
ons gave them a place to conduct their services in
the Templum Domini.*

In the 11308 and 40s, the Dome of the Rock
was elaborately fitted out with painted panels and
other accoutrements typical of a Christian church.
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The official consecration of the building as a
church occurred in 1141.4° The intricate ironwork
grille installed around the Rock — in the Haram
Museum since the 1960s — dates to this period.*
The golden cross on the Dome, offensive to the
Muslims who returned to the city, seems to not
have been installed until the 1150s.4% As with the
Church of the Holy Sepulcher, Theoderich pro-
vides a detailed account of these new features. He
first describes the situation of the building, allow-
ing one to imagine the architectural forms inserted
into the topography of Jerusalem, comparable to
maps produced in the same period, as we will
see.® Having described the situation of the build-
ing, Theoderich begins his detailed account of the
architecture of the Templum Domini:

The temple itself'is evidently of an octagonal
shape in its lower part (inferius octogonum esse
manifestum est). Its lower part is ornamented
as far as the middle with most glorious mar-
bles, and from the middle up to the topmost
border, on which the roof rests, is most beau-
teously adorned with mosaic work. Now,
this border, which reaches round the entire
circuit of the Temple, contains the following
inscription, which, starting form the front,
or west door, must be read according to
the way of the sun as follows: On the front,
“Peace be unto this house for ever, from the
Father Eternal.”” On the second side, “The
Temple of the Lord is holy; God careth for it;
God halloweth it”” On the third side, “This
is the house of the Lord, firmly built.” On
the fourth side, “In the house of the Lord
all men shall tell of His glory.” On the fifth,
“Blessed by the glory of the Lord out of His
holy place” On the sixth, “Blessed are they
which dwell in Thy house, O Lord.” On the
seventh, “Of a truth the Lord is in His holy
place, and I knew it not.” On the eight,“The
house of the Lord is well built upon a firm
rock.”s°

These main inscriptions, which emphasized the fun-
damental idea of the building as God’s residence on
earth, are listed by the faces of the octagon. They

were perhaps affixed on the upper part of the inner
faces of the outer octagonal wall. Similar inscriptions
were affixed to the upper part of the circular ambu-
latory." The exact form of the Latin inscriptions
affixed to the Dome of the Rock in the period of
the Latin kingdom of Jerusalem can only be hypoth-
esized, since their material make-up is not described.
They may have been painted onto wood, inscribed
into stone, or composed of mosaic — whatever their
material, they were thoroughly destroyed in 1187.
The placement of Latin inscriptions taken from
the Bible over or near Arabic inscriptions from the
Qur’an presented the most literal physical enactment
of the larger process of the Christianization of the
Dome of the Rock.

MARY AS THE TEMPLUM DOMINI

In his account of the features of the Dome of the
Rock, John of Wiirzburg describes an inscription
marking the site where the Virgin Mary had been
presented as a child inside the Dome of the Rock:

It is said that the blessed Virgin Mary was
given over to the Templum Domini on XI
Kalends of December, as these inscriptions
show in the very place: “The Virgin in her
company of seven virgins / Was here, as a
handmaid of God, given over at three years
old” This is also indeed where she often
received consolation from the angels. Hence
the verse: “The Virgin was by angels fed the
bread of life.”s

This particular inscription connects the idea of
Mary’s residence in the Temple to the Proto-Gospel
of James, the primary account of the early life of
Mary composed in Syria or Egypt by 150, which
was officially declared “apocryphal” (hidden, or
non-canonical) in the sixth century. In the Proto-
Gospel of James, Mary is said to weave the veil of
the Temple along with seven other virgins and to
receive angelic sustenance, details to which John
alludes in his account of the inscription in the
Dome of the Rock.’ The record of the inscription
made by the Germanic pilgrim ¢. 1170 provides the
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first surviving evidence that a specific location in
Jerusalem had become associated with Mary’s life in
the Temple.*

In addition to his identification of the Templum
Domini as the place of Mary’s residence, Theoderich
also describes a building in the court of the Templum
Domini as the school of the Virgin Mary. Other pil-
grims beginning in the period of the Latin king-
dom refer to the nearby Agsa Mosque (or Templum
Salomonis) as the actual place of residence for the
Virgin, perhaps understanding the building to have
been equivalent to a convent attached to the Temple
represented by the Dome of the Rock.” The sub-
terranean chambers below the Agsa Mosque in the
southwest corner of the Temple Mount, previously
identified in Islamic traditions by the tenth century
as the room of Mary with the crib of Jesus (Mihrab
Maryam and Mahd ‘Isa), were also appropriated in
the period of the Latin kingdom of Jerusalem.5
John of Wiirzburg states that the wooden cradle of
Christ was shown there and above this the tomb of
Simeon.’” The Marian associations of this chamber
would be forgotten by Christian pilgrims after 1187,
when their access was no longer permitted. In con-
trast, the associations of the Agsa Mosque and Dome
of the Rock with the life of the Virgin would per-
sist well into the sixteenth century. Although those
buildings could not be entered by Christian pilgrims
after 1187, they were easily viewed from the Mount
of Olives.

THE TEMPLARS AND SOLOMON’S PORTICO

In the twelfth century, the Dome of the Rock
became renowned both as the original location
for the Tabernacle and the place where Mary had
resided from the age of three until her marriage
to Joseph. The image of the Templum Domini also
became a symbol of the powerful Templar order and
its own associations with the Temple of Solomon
and the Tabernacle. When the Templars were given
a place to worship in the Templum Domini in 1120,
their order had just been given formal approval.
The earliest title for the order, “fellow soldiers
of Christ” (commilitones Christi) is first found in a
bull of 1139, which granted its members almost

Fig. s4 Crusader portico, Agsa Mosque, Jerusalem, twelfth
century (Photo: author)

complete freedom from episcopal authority. The
order came to be known by their association with
the Solomonic Temple as the Templars.”® Templars
first made significant additions to the architecture
of the Temple Mount, specifically the Agsa Mosque,
as part of the ongoing reinterpretation of its Islamic
architecture in terms of both Solomonic and apos-
tolic history.

The Templars lodged in the Agsa Mosque and
used its lower levels as stables, known as Solomon’s
Stables.’” A portico facing the Dome of the Rock
was added in this period, composed of three pointed
arches flanking each side of a larger central arch
(Fig. 54).°° The Templars may have created this to
recall the porch of Solomon, said to have been the
place where the Apostles met after the Crucifixion.”
Additionally, an extension built to the west of the
Agsa Mosque, largely destroyed after 1187, may have
also incorporated a portico. The formation of a clois-
ter is suggested by maps of Jerusalem (to be discussed
in greater detail below) that indicate a“Cloister of the
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Palace of Solomon” (Claustrum Templi Salomonis)
(Plate 8).%

Cloisters formed of porticos had long been
essential architectural components of European
monasteries. The association of the expanded Agsa
Mosque with the ancient portico of Solomon
offered an origin point for this architectural tradi-
tion. Monastic authors, who likely never traveled to
Jerusalem but instead read about it in accounts of the
crusader triumph, sometimes referred to the portico
of Solomon as the basis of this essential element of
monastic architecture. The first known example is in
a treatise by Honorius of Autun (fl. ¢. 1095—c¢. 1135),
who explains that construction of the cloister next
to a monastery originated in the similar proximity
of the Temple of Solomon and the portico where
the Apostles met.” In this way, a fundamental aspect
of the architecture of European monasticism was
imagined as originating in Jerusalem and the history
of the apostolic mission.

Other modifications made to the Agsa Mosque
enhanced its association with King Solomon.
Knotted columns now framing a mihrab were most
likely part of the Templar additions.* Spiral columns
composed of twisted or interlaced shafts were gen-
erally understood to be a distinctive feature of the
ancient Temple of Solomon.” Knotted columns are
preserved in other parts of the Agsa Mosque and
Dome of the Rock, where they were re-employed
after the Islamic reconquest of 1187.°° Some of these
columns may have also been part of architectural
additions in the period of the Latin kingdom of
Jerusalem patronized by the Templar or Latin kings,
to emphasize their own Solomonic lineage, as in the
tombs once in the Church of the Holy Sepulcher.®
The knotted columns on the Temple Mount, which
would have been most directly associated with the
ancient Temple of Solomon, may have inspired a
pair originally installed on the western portal of
the Wiirzburg Cathedral (Fig. 55).° Each is com-
posed of multiple interlacing shafts with two dis-
tinctive knots; one is inscribed along the abacus as
Iachim and the other as Booz, referring to the Old
Testament names of the pillars in front of the Temple
of Solomon. They were most likely installed some-
time in the first half of the thirteenth century and
may have directly related to the impact of the return

Fig. 55 Solomonic columns, Wiirzburg Cathedral, twelfth

century (Photo: author)

of John of Wiirzburg to his native town after his stay
in Jerusalem.®

ARCHITECTURAL SYMBOLISM OF
TEMPLAR SEALS

The Templar order rapidly acquired great wealth
befitting their association with King Solomon and
his palace.” Their seals, which adopted the sym-
bolic forms of the Templum Domini, were visual
testaments to the order’s growing power and influ-
ence. The seals present the profile of the Dome of
the Rock, exaggerated to suggest a more promi-
nent bulbous dome. An important precedent for
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Fig. 56 Seal of King Baldwin IV of Jerusalem, Staatliche-
Miinzsammlung, Munich, 1174—1225 (Photo: Staatliche-
Miinzsammlung, Munich)

the Templar seals was provided by the royal seals
of the kings of Jerusalem, such as one related to
King Baldwin IV (1174-8s), in which the Holy
Sepulcher and Templum Domini are joined by the
Tower of David (Fig. 56). These seals indicate how
thoroughly the image of the octagonal building
formerly known as the Qubbat al-Saqra had been
transformed into a symbol of Christian Jerusalem
and the authority of the prophet-kings David and
Solomon.”

The visual pairing of the Dome of the Rock
and the Anastasis Rotunda had its counterpart in
pilgrimage accounts, where their formal similari-
ties were sometimes noted. For example, Fulcher
of Chartres drew attention to the shared features of
the Anastasis Rotunda and the Dome of the Rock,
but also emphasized the differences in their vaulting
systems:

In the same city [as the Holy Sepulcher],
one finds the Templum Domini, built in a
round form (opere rotundo compositum)
The church of the Sepulcher of the Lord is
similarly of round form (forma rotunda simi-
liter), but it is not covered; instead, it is always
open.”

On the Templar seals, the pairing of the two build-
ings likewise drew attention to their general formal
similarities.” The bulbousness of the Dome of the
Rock’s vault may have been exaggerated to make the
building distinct from the Holy Sepulcher, with its
conical, open vault. The emphatically bulbous dome
would continue to be a distinguishing feature of
pictorial representations of the Temple of Solomon
inspired by the Dome of the Rock, particularly in the
fifteenth-century art of France and the Burgundian
Netherlands. The context, as will be discussed in
Part IV, was the renewed calls for a crusade to retake
Jerusalem and its Temple, and the revival of chivalric
orders modeled on the Templar Order.

TEMPLAR CHURCHES

When the Templars returned to Europe, they also
founded a number of churches, whose central-
ized forms imply a parallel effort to celebrate the
ancient Solomonic origins of the order.”* Unlike
the churches built in Europe with dedications to
the Holy Sepulcher and a relatively clear intent to
re-create the Anastasis Rotunda and its Tomb in
Jerusalem, the Templar churches most often lack
such a dedication and clear intent. With the excep-
tion of a church at Segovia, whose attribution to
the Templar Order is conjectural, there is no evi-
dence that the Templar churches constructed in
the twelfth and thirteenth centuries housed any re-
creations of Christ’s Tomb. Contemporary accounts
likewise do not refer to an intent to construct a
building “in the likeness” of the Holy Sepulcher.
The predominance of polygonal ground-plans and
the particular emphasis on the Solomonic origins
of the order suggest a possible intent to re-create
the Templum Domini — i.e., Dome of the Rock.”
At the same time, the pairing of the images of the
Anastasis Rotunda and the Templum Domini on
the order’s seals, and the perception of the formal
similarities of the two most important buildings in
the Latin kingdom of Jerusalem, attested by Fulcher
of Chartres for example, open up the possibility that
the Templar churches in Europe were intended to
evoke a syncretistic image of Jerusalem’s most sacred
architecture.
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Templar churches most often took on the form
of a centralized chapel encircled by a multi-sided
ambulatory. They were constructed in Portugal,
Spain, France, and England. In Tomar, El Convento
de Christo (The Convent of Christ) has a sixteen-
sided exterior around an octagonal center, all
begun around 1150—62.7° Churches with octago-
nal ground-plans were constructed in Eunate, Laon
(c. 1160) (Fig. 57),and Torres del Rio, all in the middle
of the twelfth century.” Just as the Templar order itself
was independent of typical ecclesiastical authority,
these churches tended not to be connected to monas-
tic or episcopal foundations.” The church constructed
in Segovia, the Iglesia de laVera Cruz (Church of the
True Cross) (Fig. 58), has a sixteen-sided ambulatory
and 1s associated with the date 1208.7 Inside, a dode-
cagonal aedicule stands for the Tomb of Christ and
exhibits an inscription that has been interpreted as
alluding to the Templar order as the church’s found-
ers. The church in Segovia also came to house a relic
of the Cross, said to be donated by Pope Honorius
I (1216—27). The most famous churches more
clearly associated with the Templar order were built
in London (consecrated 1185) and Paris (c. 1250), the
latter destroyed in the French Revolution.* Much of
the difficulty in evaluating the symbolic significance
of the central-plan Templar churches comes from the
historical fortunes of the order, which became the
subject of brutal investigations and confiscation of
property, culminating in its disbandment in 1312.%

Fig. 57 Templar Church, Laon, ¢. 1160 (Photo:

Fig. 58 Iglesia de laVera Cruz, Segovia, c. 1208 (Photo: Julia Perratore)

author)
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CRUSADER MAPS OF JERUSALEM

In the period of the Latin kingdom of Jerusalem, new
maps of the entire city were produced, whose most
important precedents were the pre-crusades rep-
resentations of the idealized Jerusalem of Revelation,
in which the city was rendered as a series of concen-
tric circular walls intersected by gates (Plates 5 and 6).
The crusader maps — as they are generally referred
to — perpetuated the basic formula of a circular city,
but fleshed out the apocalyptic vision with details
of the contemporary city, filled with references to
specific buildings connected by streets and popu-
lated with human figures. One type shows the city
bisected by two main roads, forming a cross within
a circle, while another type has the two main roads
intersecting to form a “T,” with the top half of the
city dominated by the Templum Domini and related
buildings, as in an example dating to the thirteenth
century (Plate 7)." This type implies a structural con-
nection to a macrocosmic order, as represented in
world maps found in Latin manuscripts since the
seventh century.® In these maps — generally referred
to as T-O maps — the circle of the world is cut across
by a horizontal line delineating the continents of
Asia and below this a vertical line divides Europe
and Africa, together suggesting the Cross.® Within
the crusader maps of Jerusalem, the structural div-
ision suggests the shared primacy of two centric
points: the Tomb of Christ and the Rock — identi-
fied with the Tabernacle — indicated by an inscrip-
tion (lapis: stone).*
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Some of the crusader maps were produced as
illustrations of the accounts of the Holy Land cre-
ated during the Latin kingdom of Jerusalem. Three
closely related maps are associated with various
versions of the Chronicle of Fulcher of Chartres.s
Like a related map (Plate 9), found at the begin-
ning of a Collector, all four maps present Jerusalem
as a round city, divided into quadrants by the main
streets (the Roman Cardo Maximus and Decumanus
Maximus), intersecting to form a cross.® Rather than
an abstracted vision of a heavenly city, these maps
are densely filled with topographic information, and
images of praying pilgrims and crusaders defending
its walls. On the map now in The Hague (Plate 9),
the names of the main streets are inscribed, including
the “way of the Templum Domini” (corresponding
to the Cardo), the “way of the Gate of St. Stephen,”
and the “Way of the Gate of Mount Sion” (together
corresponding to the Decumanus). In addition to
inscriptions identifying buildings, some identify
locations of specific events in the life of Christ, most
importantly the “place of Calvary” and above the
small mound of earth of the Mount of Olives, the
“Ascension of Christ.” Other sites outside of the walls
of Jerusalem include Jericho and Bethlehem, as well
as Mount Sion and the Tomb of Mary in the Valley
of Jehoshaphat. The latter two became the setting for
new rituals celebrating the life of Mary in the period
of the Latin kingdom of Jerusalem, including the
Feast of the Assumption, celebrated by a procession
on August 15 re-creating the apostles’ route carrying
Mary’s body from her final residence on Sion to her
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tomb just east of the walls of Jerusalem.” The cru-
sader maps gave visual form to the many churches
of the Holy Land associated with the lives of Christ
and Mary, most of which had never before been pic-
torially represented, while also envisioning the net-
work of roads through which rituals interconnected
the sites and traced out the original movements of
Christ, Mary, and the Apostles within the city.

TOPOGRAPHIC REALISM IN PICTORIAL
DEPICTIONS OF BiBricaL EVENTS

The crusader maps of Jerusalem adopted an estab-
lished format for representing the heavenly city
of Revelation, but filled its round walls with ref-
erences to real buildings and streets. In a similar
way, depictions of events from the life of Christ
made during the Latin kingdom of Jerusalem often
infused typical biblical scenes, for which there were
well-established precedents, with a new emphasis
on topographic realism that confirmed the identifi-
cations of the sacred buildings of the contemporary
city with the historical city of Christ. For exam-
ple, in the Entry into Jerusalem in the Melisende
Psalter (Plate 10) dated ¢. 1135, Christ approaches
the Golden Gate, above which rises the Templum
Domini, exhibiting the same distinctive profile —
with an exaggeratedly bulbous dome — as on the
Templar seals.® These scenes provided the visual
counterpart to the detailed accounts of the Dome
of the Rock and Golden Gate given by contem-
poraries like Theoderich, John of Wiirzburg, and
Fulcher of Chartres, while also confirming the
association with specific events in the life of Christ.
On Palm Sunday, a procession re-creating Christ’s
Entry into Jerusalem traced a path from the Holy
Sepulcher to the Templum Domini, proceeding via
Bethany (where the resurrection of Lazarus was
celebrated) to the Golden Gate.” The lost paint-
ings which had once adorned the interior of the
Dome of the Rock likely included similar depic-
tions of events from the lives of Christ and Mary
that visualized the biblical city in reference to the
contemporary city.

The majority of the pictorial representations
of Jerusalem that survive from the period of the

Latin kingdom of Jerusalem are found in manu-
scripts. Outside of the Holy Land, a rare twelfth-
century fresco cycle created for the Pfarrkirche in
Schwarzrheindorf (Fig. 59) provides a vision of the
apocalyptic city that draws upon the real features of
the Latin city. The patrons of the fresco cycle were
the crusaders Arnold of Wied (¢. 1098—1156), arch-
bishop of Cologne, and Conrad III (1093—1152), the
first Hohenstaufen king of Germany (r. 1138-52),
both of whom participated in the failed Second
Crusade (1145—9)." The cycle, composed of twenty
scenes, covers the walls of the lower church nave;
an inscription in the choir of the lower church
identifies the date of consecration as 1151." Sixteen
scenes depict Ezekiel’s vision of the destruction of
the Temple, while a final four scenes envision the
restoration of the Temple at the end of time.” In
the latter, Ezekiel points to his eyes, indicating that
the picture is a representation of his vision; we are
shown the forms of the polygonal Templum Domini
in Jerusalem, enclosed by a wall with gates. To the
left, a man holds a line of flax and a measuring rod.
In Ezekiel, the measurements are described as trac-
ing out a rectangular building, but the image of the
octagonal Templum Domini has superseded the bib-
lical description of a rectangular building.” Other
scenes emphasize the pagan defilement of the sacred
sites, with images of the worship of an idol, reptiles,
and rodents, presented in contrast to the righteous
who restore the sanctity of Jerusalem.* Although the
Second Crusade had failed to restore Jerusalem to
Christianity, the frescoes envision the final restora-
tion of the city to Christians at the end of time.
The many images of Jerusalem surviving from
the period of the Latin kingdom of Jerusalem sug-
gest that an image of the city crystalized in the imag-
inations of Europeans, as the city of Jesus and at the
same time the ideal city that had been imagined for
centuries before the crusades.” Where once only a
blood-stained mound of earth, an empty tomb, and
a pair of footprints had served as the primary phys-
ical testaments to the life and divinity of Christ, in
the period of the crusader triumph the entire city
of Jerusalem seemed to present an everlasting image
of Christ. The actions of Christians in Europe, and
Italians in particular, in the period of the crusades
and after, suggest a desire to infuse entire cities with
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Fig. 59 Ezekiel Envisioning the Temple, fresco in the lower church nave of the Pfarrkirche, Schwarzrheindorf, third quarter of
the twelfth century (Photo: author)

the idea of Christ’s Jerusalem, whose living presence
was similarly affirmed through rituals, many directly
inspired by those originally developed in the Latin
kingdom of Jerusalem.

STENA AS THE NEW JERUSALEM

The crusader maps of Jerusalem suggested that the
earthly city as repossessed by Christians was an
earthly embodiment of the city of Revelation. Like
the architecture of Christ’s Sepulcher, the general
forms of Jerusalem — simultaneously an entity on
earth and an idea pertaining to heaven — could be
re-created beyond the Holy Land. In Italy, in par-
ticular, the forms given to a number of newly con-
structed cities reflect an ambition to create an earthly
embodiment of the heavenly city, in imitation of the
crusader transformations of Jerusalem. Cittadella is
one of the best-studied examples, laid out in 1220
as a cross-within-a-circle.”® Another is the Sienese

port town of Talamone, built in 1306. A circle of
walls encompasses streets with an orthogonal layout,
forming a distinct cross-plan.’” Talamone had been
purchased by the Sienese government in 1303 and its
heavenly forms may have also reflected Siena’s own
self~fashioning as a New Jerusalem."

In Siena, the city’s main gate — the Porta Solaria —
was known as the Golden Gate by the thirteenth
century. The Sienese Palm Sunday re-creation of
Christ’s Entry into Jerusalem was one of the most
elaborate and spectacular, proceeding from the
Golden Gate to the cathedral, with an effigy of Christ
on a donkey wheeled through the city.” Depictions
of the same event in Sienese painting envisioned
the real architecture of Jerusalem with a specificity
that paralleled the insistent realism of the city’s Palm
Sunday celebrations. The most important example is
Duccio di Buoninsegna’s depiction of the Golden
Gate and Temple in the Entry into Jerusalem (Plate
11), included among the many scenes in the lives
of Christ and Mary framing the Maesta (Majesty),
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on the high altar of Siena’s cathedral from 1311 to
1506.* Rising above the Golden Gate, an octagonal,
vaulted Templum Domini gives distinctive form to
the cityscape of Jerusalem, according with the many
descriptions of pilgrims who linked both buildings
to Christ’s Entry into Jerusalem. In the mid four-
teenth century, the cathedral received a group of
relics from Jerusalem, including wood of the True
Cross, a piece of the Column of the Flagellation, the
Crown of Thorns, some of Jesus’ clothes, and some
of Mary’s hair and clothes — all eventually placed in
a new sacristy, completed in 1409.”" The perception
of Siena as Jerusalem and its cathedral as the Temple
was manifested in numerous other Sienese paintings
of the thirteenth, fourteenth, and fifteenth centuries,
as artists incorporated distinctive features of their
own city’s architecture within depictions of events
from the life of Christ.*

PisA’s GOLDEN GATE AND HoOLY
SEPULCHERS

In Italy, the crusading zeal — focused on the idea
of the possession of Jerusalem — seems to have eas-
ily elided with a competitive spirit typical of the
emerging Italian communes in the twelfth and thir-
teenth centuries.” In the Holy Land, Pisa, Genoa,
andVenice vied for supremacy in maritime trade and
concessions granted through the establishment of
merchant colonies; this economic and political com-
petitiveness was reflected in the ambitious attempts
to assert the primacy of each city as uniquely chosen
by God to be the New Jerusalem.** In Genoa, the
identification with Jerusalem was asserted through
its claim to possess the Image of Edessa (Fig. 23),
discussed in Part I. In Pisa two buildings were con-
structed to resemble the Anastasis Rotunda of the
Holy Sepulcher in Jerusalem: the Chiesa di San
Sepolcro (Church of the Holy Sepulcher) (Fig. 60),
on the southern banks of the Arno River, and the
Baptistery of Pisa (Fig. 7) founded in 1153 on the
northern edge of the city, opposite the cathedral
(which had been consecrated in 1117).* Both cen-
tralized buildings were apparently designed by one
architect, known as Diotisalvi. Extant inscriptions
on the exterior of the unfinished bell tower of the

Fig. 60 San Sepolcro, Pisa, founded 1153 (Photo: author)

Pisan Church of the Holy Sepulcher and on the
inside of the Baptistery attest to the name of the
architect. The first church is a simple brick build-
ing with an octagonal ground-plan, ambulatory, and
pyramidal vault rising above eight central pillars and
a small drum. The church became associated with
the Hospitallers, who had a foundation in Pisa by
the end of the twelfth century.*®

The Baptistery of Pisa, on a larger scale and
much more richly ornamented with marble facing,
was given a circular ground-plan and ambulatory.
Before modifications made ¢ 1278—1374, when
the current hemispherical dome was constructed,
Pisa’s Baptistery had possessed a conical vault like
the one which then covered the Tomb of Christ in
Jerusalem.?” This unusual configuration, together
with the pattern of alternating piers and columns
forming the ambulatory, recalls the major features of
the Anastasis Rotunda in Jerusalem.*® The symbolic
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incorporation of the architecture of Christ’s life into
the fabric of the city of Pisa may have been espe-
cially aimed at celebrating the role of the city in the
crusades. The construction of a new cathedral in Pisa,
opposite the site of the Baptistery, was financed by
the Pisan sack of Islamic-controlled Palermo in 1063,
a triumph which many viewed within the frame-
work of a Holy War.”” A Pisan archbishop Daimbert
(or Dagobert) had lead the Pisan fleet in the First
Crusade and served as the second Latin patriarch
before he died in 1105.%°

The construction of two buildings in imitation
of the Holy Sepulcher in Pisa suggests that the Pisans
were searching for a new kind of assimilation to the
idea of Jerusalem, surpassing prior attempts to con-
nect to the sacred architecture of the life of Christ.?
The first building, Pisa’s San Sepolcro, closely
related to the previous re-creations of the Holy
Sepulcher by adopting a dedication to that build-
ing in Jerusalem; in the project for the Baptistery, on
the other hand, the fundamental idea of imitating
Jerusalem’s architecture was transformed. The re-
creation of the Jerusalemic architecture in the forms
of Pisa’s Baptistery became the centerpiece of Pisa’s
own sacred topography. Pisa also possessed a Golden
Gate in the period, suggesting the overall intent of
equating the entire city with Jerusalem.* It is possi-
ble that the central cupola of Pisa’s cathedral was part
of this overall scheme, inspired by the Solomonic
architecture of the Templum Domini. This associ-
ation is most directly suggested by the distinctive
black-and-white striping along the interior arches
and piers (Fig. 61), which echoes the similar strip-
ping of the arcades inside the Dome of the Rock
(Fig. 52).%

After the loss of Jerusalem to Saladin’s armies
in 1187, further efforts were made to celebrate Pisa’s
ongoing role in the struggle against Islam. Another
archbishop of Pisa, Ubaldo Lanfranchi (d. 1207), led
Pisa’s navy to liberate Jerusalem in 1189; although
unsuccessful, he returned to Pisa with earth from
Mount Calvary (reportedly enough to fill fifty-
three galleys).’* This earth formed the basis of the
Camposanto, or Holy Field, which served as the city’s
main cemetery, adjacent to the city’s baptistery and
cathedral (Fig. 62).In the following century, Federico
Visconti (archbishop of Pisa, 1257—77) initiated a

Fig. 61 Interior, Pisa Cathedral, consecrated 1117
(Photo: author)

monumental structure to enclose the cemetery — a
large cloister surrounded by colonnades, punctu-
ated by a three-aisled church — all begun in 1278.%
A series of frescoes on the walls of the cloister, painted
from 1330 until the late fifteenth century and heavily
damaged during bombardment in 1944, celebrated
the origin of the holy earth taken from Calvary.
Depictions of the Crucifixion, Resurrection, and
Ascension, among other scenes, illustrated in vivid
detail the themes of penance, death, judgment, and
hell, all pertaining to Jerusalem’s sacred landscape.®
An inscription on the fagade of the Camposanto
indicated the potential spiritual benefits to the Pisans
buried therein, claiming that for those placed in the
holy earth their flesh would be miraculously con-
sumed in three days and the penitent would receive
eternal life.’” Visconti also reportedly referred to the
Baptistery as the “mirror of the city and the Gate
of Paradise.”*" As Pisa’s own version of the Anastasis
Rotunda, the Baptistery offered the promise of
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Fig. 62 Camposanto, Pisa, thirteenth and fourteenth centuries (Photo: author)

salvation at birth through the ritual of baptism,
paralleling Christ’s Resurrection at the same site
in Jerusalem; the holy earth from Calvary at the
Camposanto offered Pisans at the end of their life
the triumph over death made possible by Christ’s
Crucifixion. The Camposanto and its holy earth
became a pilgrimage site in its own right, attracting
visitors through the sixteenth century.?® Two pilgrim
hostels were constructed on the Piazza dei Miracoli
(Piazza of Miracles), as the area surrounding the
cathedral came to be known, to accommodate the
large number of visitors, one for women founded
between 1261 and 1264 and one for men founded
in 1338.%

ST. STEPHEN'S IN BOLOGNA

Pisa’s re-creation of the topography of Jerusalem
was rivaled by the equally ambitions complex of
Santo Stefano (St. Stephen) in Bologna (Fig. 63).+
In addition to the Tomb of Christ and Anastasis
Rotunda (Fig. 8), an adjacent courtyard (Fig. 64) —
eventually referred to as the Cortile di Pilato (court-
yard of Pilate) — connected to a re-creation of the
Calvary chapel.** Although the main fabric of the
Holy Sepulcher at Bologna was constructed after
1141, the biography of St. Petronius written at the
same time (and completed in 1162—80) attributed its
foundations to this fifth-century Bolognese saint.*

Petronius had been a Benedictine monk and bishop
of Bologna and did apparently found a monastic
complex on the outskirts of the city, reportedly after
returning from a journey in the Holy Land, but many
relics installed in the twelfth-century complex were
probably only brought to the city by later pilgrims
and crusaders.** A reference to the Bolognese Tomb
Aedicule (attributed to St. Stephen) in an account of
the 1141 search for relics suggests that the Tomb may
have already been in existence before the reconstruc-
tion of the complex commenced in the same year.*
The tomb of St. Petronius was also “rediscovered”
and installed opposite Bologna’s version of Christ’s
Tomb.** Before the twelfth-century renovations, an
early eleventh-century life of another Bolognese
saint, Bononius, recounts a pilgrimage to Jerusalem,
said to be inspired by his time in the monastery of St.
Stephen in Bologna, “which St. Petronius had con-
structed in his country in the image of Palestine”
(quae ad imaginem Palestinae beatissimus Petronius in
patria constituerat).*?

The oldest surviving suggestion that the Bolog-
nese complex was regarded as a re-creation of the
architecture of the Holy Land is found in a diploma
of 887, which refers to the monastic complex as
“Saint Stephen’s which they call holy Jerusalem.”+
It is possible that an earlier round chapel in Bologna
was intended to re-create the Anastasis Rotunda,
much like contemporary chapels in Fulda and
Konstanz discussed in Part 1.# The complex in
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Bologna, as it was constructed (or reconstructed) in

the twelfth century, centered upon the octagonal
church known as San Sepolcro (Holy Sepulcher),
housing the Tomb Aedicule (Fig. 65). Inside, there
are twelve supports, as in the Anastasis Rotunda.*
The current Tomb Aedicule dates to the fourteenth
century, and was heavily restored in the nineteenth;
it is off-center, like the Tomb in Jerusalem.The relics
discovered in 1141, said to have inspired the recon-
struction of the complex, included the garments
of Christ, the cord and column of the Flagellation,
the wood of the Cross, the Crown of Thorns, the
key with which he was confined, and his Sepulcher

Fig. 63 Santo Stefano, Bologna, founded
fifth century (Photo: author)

Fig. 64 Courtyard of Pilate, Santo Stefano,
Bologna, eleventh and twelfth centuries
(Photo: author)

(i.e., the Bolognese Tomb Aedicule).” The col-
umn (Fig. 66) — identified by a painted inscription
as the one to which Christ was bound during the
Flagellation — is still found in the ambulatory of the
Bolognese Sepulcher. A courtyard connects to a
series of chapels dedicated to the Holy Cross, called
Calvary in the twelfth century; the central chapel in
this group incorporated a re-creation of Golgotha
and a cross imitating the True Cross in Jerusalem.
The Calvary chapels have been found to date to
the sixth century and were most likely originally
constructed as funerary chapels, perhaps including a
mausoleum for St. Petronius.*
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Fig. 65 Tomb Aedicule, Santo Stefano, Bologna, eleventh or twelfth century and reconstructed in the fourteenth and

nineteenth centuries (Photo: author)

Fig. 66 Column of the Flagellation, Santo Stefano,
Bologna, thirteenth century (Photo: author)

These early histories of the structures of
Bologna are not discussed in the twelfth-century
sources, which instead emphasize that the fea-
tures and dimensions that rendered the buildings
“in the image of Jerusalem” were the result of
the original construction of St. Petronius in the
fifth century. The anonymous author of the Life of
Saint Petronius particularly emphasizes the role of
measures taken by St. Petronius used in the fifth-
century foundation. We are told that “in the place
which is called Golgotha he placed the wooden
cross, which had been made in length and width
on all sides in the likeness of the Cross” (in eodem
vero loco, qui Golgotha dicitur, posuit ligneam crucem,
quae in longitudine et latitudine undique per totum facta
fuerat instar crucis Christi).* The same biography of
St. Petronius relates that while in Jerusalem he also
measured the distance of Golgotha from the Mount
of Olives, and that the distance from the Sepulcher
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in Bologna to the monastic church of San Giovanni
in Monte Oliveti (St. John on the Mount of Olives)
is equivalent. More than this, the biographer claims
that Petronius created an artificial mount — “with
great sweat and toil” (cum magno sudore et exercitio) —
as the basis of this church dedicated to Christ’s
Ascension.’* In reality the distances vary by almost
a kilometer, and the foundations of San Giovanni
in Monte Oliveti rest upon a natural promontory.
In the twelfth century, the church was cruciform
in plan and may have had a partially open roof, like
the Church of the Ascension in Jerusalem.5

A fourteenth-century text also mentions a
church dedicated to St.Tecla as a re-creation of the
Valley of Jehoshaphat — probably containing a com-
memoration of the Tomb of Mary — and the Field
of Aceldama, as well as a Pool of Siloam. A church
bearing this name is shown in a map of Bologna dat-
ing to 1575, but otherwise little is known of the lost
building.’® After the twelfth century, new dedications
of various parts of the monastic complex expanded
the references to the Holy Land beyond the Church
of the Holy Sepulcher. By the fourteenth century
the basin in the center of the courtyard (Fig. 64) was
associated with the one in which Pilate washed his
hands.”” A marker commemorated the site of the
denial of Peter, probably adjacent to a chapel identi-
fied as the Prison of Christ.’* A Casa di Pilato (House
of Pilate) in the upper church of San Giovanni had
a connecting stairway called the Scala Santa (Holy
Stair).’” A stone seat indicated where Pilate sat when
he passed judgment. And finally a marker showed
where Christ had stood at that moment.®® By the
Renaissance period, Santo Stefano in Bologna pro-
vided a comprehensive substitute for visiting the
Holy Land.”

Hory BLOOD IN MANTUA

In Mantua, there may have been a similar ambi-
tion to create a series of interconnected buildings
recalling the architecture of the Holy Land, but
unlike those in Bologna, most of the buildings do
not survive and their overall function and signif-
icance remain relatively unknown. The construc-
tion of the new churches, including one dedicated

to the Holy Sepulcher, was initially inspired by
the discovery of a relic of the Holy Blood in 1048,
found in Mantua as the result of a vision of a cer-
tain Adilbert.> Blind since birth, Adilbert purport-
edly discovered a treasure of gold and silver with
an inscription identifying the sacred contents as
the blood of Christ, brought to Italy by Longinus,
the blind soldier who had plunged his lance into the
side of Christ on the Cross.”” Adilbert’s sight, like
Longinus’, was also said to be miraculously restored
by contact with the blood of Christ. The Church of
Sant’Andrea was rebuilt as the setting for the sacred
relic, eventually placed under the altar in the crypt.*
A total of four small, centralized brick churches
were constructed in the second half of the eleventh
century or early twelfth century (the precise dates
are unknown), serving apparently as the setting for
ritual displays of the Holy Blood and related rel-
ics.” Three of the churches were constructed along
the road that runs at right angles to the facade
of Sant’Andrea: Sant’Ambrogio to the west, San
Lorenzo (Fig. 67) with an altar dedicated to Christ’s
Sepulcher, and San Salvatore to the east.®® Santo
Sepolcro was constructed in the suburb of Belfiore,
connected to the city by a main route from the west
that ran through the Porta Pradella (perhaps sym-
bolically functioning as Mantua’s Golden Gate)."”
The Church of San Lorenzo housed the bones of
Longinus, and it, like the other three churches, were
probably stopping points for pilgrims on their way
to see the Holy Blood at Sant’Andrea.®

By the fifteenth century the churches in Mantua
required significant repair. Plans for restoration were
made by Leon Battista Alberti (1404—72) under the
patronage of the Gonzaga family; however, only
Sant’Andrea was restored.” Sant’Ambrogio and
San Salvatore fell into complete disrepair and disap-
peared by the modern period, while remnants of San
Lorenzo were the basis of a restoration of that church
in the early twentieth century.”” When Leon Battista
Alberti established the design for the restoration of
the Church of Sant’Andrea immediately before his
death in 1472, he adopted the form of an ancient
basilica whose proportions were based upon the
biblical account of the ancient Temple of Jerusalem,
suggesting that well into the Renaissance the relic
of the Holy Blood in Mantua inspired architectural
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Fig. 67 San Lorenzo, Mantua, second half of the eleventh
or early twelfth century (Photo: author)

construction intended to affirm Mantua’s status as a
New Jerusalem.”

Hory BLooDb IN VENICE

A relic of Christ’s blood likewise inspired the ren-
ovations of Venice’s most sacred architecture. As a
result of the Venetian sack of Constantinople in
1204, innumerable relics were brought to Venice.
The most important were given a monumen-
tal setting in the newly constructed Piazza and
Basilica of San Marco (Fig. 68). The Holy Blood,
reportedly sent to Venice in 1204, was installed in
the Basilica of San Marco (consecrated 1094), the
Palatine Chapel of the Doge of Venice.”” Although
originally built to house the body of St. Mark, the
acquisition of the Holy Blood and related relics
of the Column of the Flagellation and True Cross

more closely aligned the Venetian church with the
sacred significance of the great Constantinopolitan
churches that housed precious relics of the Passion
of Christ. These included the twelfth-century
Church of the Pantokrator — used as the headquar-
ters of the Latin Empire — and the sixth-century
Church of the Holy Apostles.” Venetian “crusad-
ers” took precious marbles from these and other
sacred Constantinopolitan churches, with which
they sheathed the exterior of San Marco.™ The relic
of the Column of the Flagellation installed in the
same church was probably taken from the Church
of the Holy Apostles.”

The new significance of the reconstructed San
Marco as a reliquary for the blood of Christ is also
suggested by the creation of reliquary to house
the newly acquired relic. A small silver container
(Fig. 69), of uncertain origin and function, was
refashioned to contain Venice’s holy blood by 1283.
The miniature building, with its own five bulb-
ous domes, echoed the forms of Constantinople’s
churches that had a reliquary status in relation to the
body of Christ — the Church of the Holy Apostles
and the Church of the Pantokrator — now super-
seded by San Marco. It has even been suggested that
the monumental bulbous domes raised over the
lower existing domes of San Marco in the 1260s
were directly inspired by the reliquary. The doge
of Venice at the time, Raniero Zeno (r. 1253—68),
claimed that Christ had wished for his relics to be
translated from Jerusalem to San Marco, just as in
the past they had been translated to Constantinople
by Helena.”™

Contemporary accounts indicate that the Doge’s
Palace adjacent to San Marco came to be perceived
as a new Palace of Solomon. The siting of the ducal
palace adjacent to the basilica already accorded with
the arrangement of both the Templum Domini and
Templum Salomonis, located in close proximity on
the Temple Mount in Jerusalem. The ground-floor
loggia may have been intended to re-create the
Portico of Solomon, especially as recently rebuilt by
the Templars at the Agsa Mosque.”” As emperor of
three-eighths of the Byzantine Empire from 1204
to 1261, the Venetian doge could rightly claim to
challenge the pope in Rome as the new Solomon.
A map of Jerusalem made in the image of Venice’s
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Fig. 68 Erhard Reuwich,View of Venice, Bernhard von Breydenbach, Peregrinatio in Terram Sanctam, Mainz, 1486, The
Metropolitan Museum of Art, New York, 19.49.3, Rogers Fund, 1919 (Photo: Metropolitan Museum of Art, New York)

Fig. 69 Holy Blood reliquary, Procuratoria della Basilica
di San Marco,Venice, twelfth or thirteenth century
(Photo: Cameraphoto Arte,Venezia)

sacred architecture suggests how the association
of Venice’s architecture with Jerusalem’s may have
affected the Venetian perception of the architec-
ture of both cities. The map is found in the Liber
secretorum fidelium crucis super Terrae Sanctae recupera-
tione et conservatione (Secrets for True Crusaders to
Help Them to Recover the Holy Land) by Marino
Sanuto (1260—-1338), which, as the title indicates, was
to serve as a guide to retaking Jerusalem after the
failure of the crusades.” An illustration of Jerusalem
omits the idealized round walls of the heavenly city
(Plate 12).7 Within the irregular, rectilinear walls,
details of the images of both the Templum Domini
and Templum Salomonis have been replaced with
what appear to be representations of Venice’s own
Temple and Palace of Solomon: the Basilica of San
Marco and the Doge’s Palace.® This transtorma-
tion of the cityscape, replacing the two most iconic
buildings of Islamic worship in Jerusalem, may also
express an ambition to conquer the city and refash-
ion the Temple Mount in the image of the city of
Venice."
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Tue HoLy FAcCE oF Lucca

In the twelfth and thirteenth centuries, the desire
of Italian communes to assert their independence
and their own unique individual status as a city
specially chosen and blessed by God — as a New
Jerusalem — motivated a new kind of topographic
imitation of the city of Jerusalem. The mechanisms
of transfer most often depended upon a local hero
of sorts, a crusader or pilgrim-saint, who initiated
the symbolic transfer from Palestine to Italy by
means of a relic, whether blood, earth, or measure.
In Lucca, as in Mantua and Venice, the miracu-
lous apparition of a relic purported to be a living
trace of Christ’s person most challenged the unique
nature of the more ancient papal relics in Rome —
the Lateran Acheropita and related objects in the
Sancta Sanctorum. The movement of vast numbers
of pilgrims in the crusades opened up new possibil-
ities for the circulation of relics manifesting Christ’s
presence. By the twelfth century, Luccans claimed
that an existing sculpted portrait of the Crucified
Christ was in fact a true portrait of great antiquity
acquired in Jerusalem.' The fame of thisVolto Santo
(Italian: Holy Face), as it came to be known, spread
throughout Italy and Europe, generating new ver-
sions, including one in Paris, enshrined in a church
dedicated to the Holy Sepulcher. The Luccan Volto
Santo may have initially been inspired by similar fig-
ured crucifixes in France first recorded at the end
of the eleventh century, which no longer survive.
One was in the round church of Charroux, where
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tamous relics of Christ had been enshrined since the
eleventh century.?

Until the period of the Latin kingdom of
Jerusalem, there were only two widely recognized
true portraits of Christ, one in Rome and one in
Constantinople. The Luccan Volto Santo 1is first
recorded at Lucca Cathedral in a papal grant of 1107
(referred to as a wvultum sacrarium), suggesting that
the new claims regarding its antiquity were directly
related to the general enthusiasm of the crusader
movement.’ The Luccan Volto Santo acquired its
exceptional fame because of the legend of its cre-
ation in the time of Christ. Luccans claimed that
the carved wooden portrait had been revealed to
a Jerusalem pilgrim in 742 as an original portrait
of Christ made by Nicodemus, a Pharisee who —
according to the Gospel of John (3:1—21) — met Jesus
on more than one occasion.* The cross on which
the sculpted portrait is mounted has been dated to
the late twelfth century, although there was likely
an earlier version that no longer survives.’ The cross
and portrait were mounted in a special chapel in
Lucca Cathedral constructed in the twelfth century
and entirely reconstructed as an octagonal tempietto
(Fig. 70) in the 1480s.°

THe HOLY FACE IN PARIS
Lucca was an international city because of its silk

trade, and communities of Luccan merchants were
found throughout Europe, where they sometimes
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Fig. 70 Tempietto of the Volto Santo, Lucca, 1480s
(Photo: author)

founded confraternities dedicated to their home city’s
Volto Santo. The two most important examples were
in Bruges and Paris, both established in the fourteenth
century; the Paris confraternity, founded in 1343 was
located in the new church dedicated as the Eglise du
Saint-Sépulcre (Church the Holy Sepulcher), con-
structed in 1325.7 An inventory dated 1379 indicates
that a special chapel in the Parisian Holy Sepulcher
had a replica of the Holy Face. A number of man-
uscripts about the Luccan original were created in
Paris in the fourteenth century, and continued to be
produced in a French and Flemish context in the
fifteenth and sixteenth centuries.® Among the most
remarkable is a group created in Paris ¢. 1400, pos-
sibly commissioned by Jacques Rapondi, a Luccan
expatriate living in Paris.” Nicodemus, who fails to
produce a normal portrait of Christ’s sacred visage, is
assisted by angels in carving the impression of Christ’s

body imprinted into his burial shroud. Nicodemus’

creation is hidden and only found centuries later by
an Italian on pilgrimage in Jerusalem, to whom the
image is revealed by angels. One miniature depicts the
discovery of the Volto Santo in Jerusalem (Plate 13),
picturing the empty sepulcher of Christ, alluding
perhaps to both the Tomb in Jerusalem and the ded-
ication of the church in Paris.”

The manuscript locates the origin of the image’s
sanctity in the territory of the Holy Land, while also
establishing the historical trajectory that allowed
for that sanctity to be imaginatively extended to
new territories. The Parisian Church of the Holy
Sepulcher that housed the local version of the
Luccan Volto Santo was destroyed in 1791, and little
is known about the appearance of the building or its
pictorial decoration, which included — according to
an inventory of 1790 — ten paintings illustrating the
history of the SaintVoult (as it was known in French)
of unknown date.” The foundation of the church
in 1325 was attributed to Louis de Bourbon (1279—
1342), a grandson of King Louis IX (r. 1226—70).
Both pilgrims and foreigners traditionally made
devotions at the Parisian church when they returned
from the Holy Land. The chapel for the Volto Santo
was founded by the expatriate Luccan merchant
Huguelin Bellon (Hugo Belloni) in 1348 (in an act
of devotion perhaps relating to the recent outbreak
of the plague, which would eventually claim the lives
of around half of all Parisians). The precise day cho-
sen was July 15, the anniversary of both the crusader
conquest of Jerusalem in 1099 and the reconsecra-
tion of the Church of the Holy Sepulcher in 1149.
Dino Rapondi,a member of the same Luccan family
who would likely commission the illustrated history
of the Luccan Volto Santo, was a member of the con-
fraternity associated with the Parisian chapel.”

The installation of a true portrait within a
re-creation of the Holy Sepulcher represents an
important and rare example of a direct intersection
of two of the primary material means of figuring
Christ’s presence.” The arrangement in Paris may
have been created throughout France. A number
of chapels were dedicated to the Volto Santo — in
Provence, Marseilles, Avignon, Lyon, Amiens, and
Bruges — and it has been hypothesized that they
were furnished with their own copies of the Volto
Santo statue.™



108 RESTORATION AND RE-CREATION IN THE CRUSADES

SAINTE-CHAPELLE

When the replica of the Luccan Volto Santo was cre-
ated for the Church of the Holy Sepulcher in Paris,
another Holy Face had already taken up residence
in the Palatine Chapel of the king of France, Sainte-
Chapelle (Holy Chapel). In 1247 King Louis received
the true portrait of Christ from Constantinople —
perhaps the same portrait identified as the Image
of Edessa (although the Genoese would disagree) —
along with a number of other relics associated with
the Passion of Christ until that point housed in the
Palatine Chapel of the Byzantine emperor.”s The
most famous of the relics was the Crown of Thorns,
for which Sainte-Chapelle was constructed as a large-
scale reliquary and consecrated just one year later, in
1248. Another reliquary, now at the Louvre, con-
tained a stone from Christ’s Sepulcher and exhorted
its viewer to, “‘[c]lome see the place where the Lord
lay ... How splendid is the angel ... his innate quality
and his immaterial purity shine from afar: through
his beauty he reveals the glory of the Resurrection.”*
King Louis IX was a key participant in the
Seventh and Eighth Crusades; the Palatine Chapel
materialized in spectacular fashion the ultimate goal
of restoring Jerusalem to Christianity under the aegis
of King Louis as the new Solomon. The Palatine
Chapel’s jewel-toned stained-glass windows evoke
John’s vision of the city in Revelation.”” The east end
of the chapel once incorporated a canopied reliquary
(destroyed in the French Revolution), whose forms
were inspired by the biblical account of the Throne
of Solomon and perhaps also the crusader portico of
the Agsa Mosque, known as the Portico of Solomon.*
The construction of the chapel marked the definitive
end of Constantinople’s centuries-old primacy as a
New Jerusalem, succeeding the imperial chapel.” The
king’s chapel also challenged Rome’s own status as a
New Jerusalem, in a way that would prompt response
in the competitive aggrandizement of the papacy’s
equivalent sacred chapel, the Sancta Sanctorum.

THE TRUE PORTRAIT OF CHRIST IN ROME

The true portraits of Christ in Paris and Lucca,
like the Holy Blood relics in Mantua and Venice,

implicitly challenged the primacy of Rome in
Western Christendom.” In the twelfth century the
accounts of the true portrait of Christ kept in Rome
were more explicitly linked to the significance of
the ancient treasures of the Jewish Temple also pro-
tected by the pope. Nicholas Maniacutius described
the Lateran Acheropita as having been taken from
Jerusalem by Emperor Titus with the treasure from
the Temple.*" Maniacutius’ history of the portrait also
expands upon its miraculous origins: immediately
following the death of Christ, the Apostles and Mary
decided to preserve the memory of Christ’s appear-
ance; Luke began a portrait that was miraculously
completed when he paused to rest.** According to
Maniacutius, it was as if the spirit was impressed as a
living presence into the portrait.s

A gilded cover was added to the Acheropita
around this time, which cloaked Christ’s body and
manifested a shimmering light as a sign of divine
presence and left only the dark shadow of the face
visible. Christ’s body was present, but his form essen-
tially invisible, recapitulating the fundamental the-
ology of Christ’s Real Presence in the Eucharistic
host, enacted at the altar below.* The living presence
of Christ’s flesh and blood was also manifested in
the relic of the Holy Foreskin, recorded by the thir-
teenth century and said to have been the same as
that originally acquired by Charlemagne (transferred
from Charroux).” Following an earthquake, the
architecture of the papal chapel was reconstructed
in the opus francigenum style of contemporary French
architecture, most likely in competitive emulation of
Sainte-Chapelle in Paris.”® The reconstruction was
completed under Nicholas III (1277-80).

SANTA CROCE IN GERUSALEMME REBUILT

Renovations to the Lateran basilica made in the
period of the Latin kingdom of Jerusalem empha-
sized the role of that church as the new Temple of
Jerusalem and the pope as the High Priest of the
Temple.?”” Renovations made in the same period
to the Church of Santa Croce in Gerusalemme
instead emphasized that that Constantinian basilica
was Rome’s own Church of the Holy Sepulcher.
Considering that it had been Pope Urban II who
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had led the rallying call for all Christians to defend
the sanctity of Jerusalem from the pollution of
Islam (as it was characterized), it was especially
fitting that the most sacred architecture associ-
ated with Christ’s Crucifixion and Entombment
in Rome should be given its own triumphal
renewal after the success of the First Crusade.
The expansion of the Church of Santa Croce in
Gerusalemme in the twelfth century paralleled the
celebratory reconstruction of the Church of the
Holy Sepulcher in Jerusalem. Surely the general
culture of renovatio (renovation, or rebirth) which
typified Rome in the twelfth century must have
related to a larger celebration of Christianity’s
repossession of Jerusalem, and the crusaders’ res-
toration of pilgrimage churches in Jerusalem,
Bethlehem, and Nazareth that dated back to the
times of Constantine and Helena.>*

In the 11408, in the midst of the reconstruction
of “Jerusalem in Rome” — as the basilica was also
known — a new relic of the Crucifixion, the Titulus
Crucis (inscription of the Cross), was found (i.e., fab-
ricated) and installed above the triumphal arch in the
new apse of the church. The inscribed plaque was
described in the Gospels as a superscription which
identified Christ as “Jesus of Nazareth, King of the
Jews,” written in Hebrew, Greek, and Latin. The
plaque in Rome exhibits poorly carved Hebrew
script, whose text is almost completely missing, and
incomplete lines of Greek and Latin written in mirror
script.” The forgery, together with the reconstruction
of the basilica, enhanced the prestige of the church’s
most important relic, the earth and piece of the True
Cross said to have been transported from Golgotha
by Helena in the fourth century. A new series of apse
mosaics were probably a part of the twelfth-century
renovation of the church, but nothing survives due
to the addition of frescoes in the fifteenth century by
Melozzo da Forli (c. 1438—94) visualizing the history
of the True Cross.

THE CAPITOLINE AS TEMPLE MOUNT

With the exception of Constantinople, whose own
relics were carted away by opportunistic crusaders
in the Fourth Crusade (1204), no other city could

equal the sheer amount of Jerusalemic relics con-
tained in Rome.?° In addition to the portrait of
Christ in the Lateran, the Holy Cross and Titulus
Crucis in the “Jerusalem in Rome,” and the crib of
Christ — “Bethlehem in Rome” — in Santa Maria
Maggiore, pilgrims to Rome encountered ossi-
fied remnants of a civilization of great antiquity.
Like Jerusalem, the city had itself taken on the
characteristics of a relic, and its ancient remains
had become sanctified through the development
of various legends, best recorded in the twelfth-
century Mirabilia Urbis Romae (Marvels of the
City of Rome)." The manuscript has been com-
pared to a pilgrimage guide, but also relates to the
genre of laus civis or eoncomium civis (praise of the
city).’* The Mirabilia suggests the ways in which
legends had accrued around pre-Christian sites, as
part of a larger transformation of the relics of the
pagan city into materials revealing the presence
of Christ and Mary.* For example, the author of
the Mirabilia records the widely held belief that a
Sibyl on the Capitoline hill, adjacent to the site
of the Temple of Jupiter Optimus Maximus, had
revealed the coming birth of Jesus to the Roman
emperor Augustus. An altar in the Benedictine
church was reportedly constructed by Augustus
at the location, and was known as the ara coeli
(altar of heaven).* The author of the Mirabilia also
connects the sanctity of the Lateran basilica, as
Rome’s own renewed Temple of Jerusalem, to the
Temple on the Capitoline hill at the pagan center
of Rome. Four ancient gilded brass pillars — now
in the crossing of the Basilica of St. Peter’s —
were 1identified as being among the spoils of the
Jewish Temple installed in the Lateran Baptistery.
The author of the Mirabilia explains that they
had been placed in the Temple of Jupiter on the
Capitoline before being installed in the Lateran
by Constantine. In 1291, Pope Nicholas IV would
confirm that the bronze columns had been taken
directly from Solomon’s Temple, and that each
contained earth from Golgotha.?

Despite its changing forms and names, the
Capitoline remained known as Rome’s holy moun-
tain, a place in antiquity regarded as the “earthly
home of Jupiter” (in Cicero’s words). The platform
was made out of the Tarpeian Rock, an ancient
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formation associated with events of great antiquity,
stretching back to the origins of Rome.* Overall,
the parallels with Mount Moriah in Jerusalem are
subtle and never explicit, but nonetheless signifi-
cant. The ruined state of the Temple of Capitoline
Jupiter — as Rome’s own Temple Mount — also paral-
leled the idea of the absence of the Jewish Temple in
Jerusalem, as well as the destroyed Hadrianic Temple
dedicated to Capitoline Jupiter (founded in 135) that
had stood on the same site in Jerusalem.”” The mem-
ory of the Temple of Jupiter in Rome is manifested
in the Mirabilia, where it is known as the Temple
of Jupiter and Moneta — an invention combining
the Temple of Jupiter Optimus Maximus and the
Temple of Juno Moneta, both of which had stood
on the Capitoline hill.*® The author of the Mirabilia
also refers to the Capitoline as the caput mundi (head
of the world), a centrality paralleling the status of
Mount Moriah as the umbilicus mundi (umbilical of
the world).?* The author of the Mirabilia describes
the temple on the Capitoline as decorated with glass
and gold mosaics, suggesting comparison with both
John’s vision of the heavenly Jerusalem and mosaic
depictions of Jerusalem in the major pilgrimage
churches of Rome, such as Santa Maria Maggiore,
San Clemente, and Santa Prassede.+

SAN CLEMENTE AND SANTA PRASSEDE

Smaller churches found along Rome’s main pil-
grimage pathways interconnected the Lateran, the
Capitoline and imperial fora, St. Peter’s, and sites
outside the city walls leading to the great apostolic
pilgrimage church, San Paolo fuori le Mura (St. Paul
outside the Walls). In these smaller churches, pilgrims
encountered a series of triumphal presentations of
the relics of Christ. The best surviving example is San
Clemente,located on the route from the Lateran basil-
ica to the Colosseum and the ancient imperial fora.
Like Santa Croce in Gerusalemme, the church was
reconstructed just before 1100 and adorned with new
mosaics.*” The apse, whose vault recalls the ancient
triumphal arches of the Roman emperors, presents
the triumph of Christ and his followers over death,
in a glittering vision of an eternally flowering heaven.
The gold-ground mosaics (completed ¢. 1118—19),

envision the twin cities of Bethlehem and Jerusalem,
from which emerge twelve lambs and above vine-
scrolls encircling an image of the Crucified Christ
(Fig. 71).# In restorations to the mosaic carried out
in the 1930s, holes were discovered where relics had
once been (probably removed in the eighteenth cen-
tury).” An inscription directly refers to the relics
previously embedded into the mosaic, specifically
the wood of the Cross and the body of Christ. The
relics manifested the link between the earthly realm
and the heavenly one, envisioned in the mosaic as
an abundant garden divided by four streams, popu-
lated with stags, birds, and peacocks.** The framing
representations of the sacred cities are also dominated
by the radiant imagery of gold and jewels, evok-
ing John’s vision of the Heavenly city described in
Revelation. The twin bejeweled cities of Jerusalem
and Bethlehem not only alluded to the cities in
Palestine but also to Rome’s own versions of these
holy cities. San Clemente was located on the pro-
cessional route between the Lateran and Santa Maria
Maggiore, which pilgrims traversed as they made
their way on a metaphorical journey from Jerusalem
to Bethlehem.

The imagery of the twin bejeweled cities of
Jerusalem and Bethlehem resonated throughout the
churches of Rome, as in the more ancient mosa-
ics of Santa Prassede, a church on the Esquiline hill
first constructed under Paschal I (817—24).* The
church had originally housed the remains of approx-
imately 2,300 Christian martyrs, accessible to visitors
through a series of underground crypts.*° In 1223,
the small church was transformed into a site for pil-
grimage to the relics of Christ, when a fragmentary
multi-colored column was installed in the San Zeno
chapel, said to be the Column of the Flagellation
from Mount Sion (Fig. 72).*” An inscription in the
chapel attributes the transfer of the column from
Jerusalem to Cardinal Giovanni Colonna (d. 1245),
who was a priest of Santa Prassede since at least 1217
and a member of one of Rome’s most important
noble families.**

Most pilgrims who came to Santa Prassede
were on their way to Santa Maria Maggiore, where
the relic of the Crib of Christ had been attracting
pilgrims for centuries. In addition to the familiar
visions of Jerusalem and Bethlehem, Jacopo Torriti’s
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Fig. 71 Apse mosaic, San Clemente, Rome, completed ¢. 1118—19 (Photo: author)

mosaic in the center of the apse (Fig. 73) provided
a series of unprecedented representations of the
topography of the Holy Land that evoked the ori-
gins of Rome’s own sanctity, including a representa-
tion of the Column of the Flagellation.* In the
semi-circular vault, Christ crowns Mary in heaven,
while directly below we are shown the funeral of
the Virgin Mary, when her body was processed from
Mount Sion towards the Mount of Olives. Both
mounts are clearly represented, with Mount Sion
on the left and the Column of the Flagellation vis-
ible above the walls of the church; on the far right,
the footprints of Christ are traced into the earth
of the Mount of Olives (identified by an inscrip-
tion in Latin: Monte Oliveti).”° Between these two
sacred mountains, the Apostles gather around the
body of Mary with an expanded audience of saints,
as she is taken to her resting place in the Valley of
Jehoshaphat, where pilgrims in Jerusalem visited
her empty tomb.*

SANTA MARIA MAGGIORE AS AN
ACHEIROPOIETAL BUILDING

The unprecedented pairing of allusions to the
Column of the Flagellation and the footprints
of Christ in the apse mosaics of Santa Maria
Maggiore furnished the depiction of Mary’s Funeral,
Assumption, and Coronation with a new degree
of topographic realism in relation to the pilgrim-
age to the Holy Land. More than any location in
Rome, Santa Maria Maggiore offered to its pilgrims
the possibility of encountering the living traces of
Mary on earth; in addition to the ancient relics from
Bethlehem, a portrait of Mary — the Salus Populi
Romani (Protectress of the Roman People) — was
given new attention in the twelfth and thirteenth
centuries, as a conduit through which the mother
of God was made present within the basilica. The
icon portrait was both a tangible link to Mary’s body,
through legends which connected the painting to
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Fig. 72 Column of the Flagellation, Santa Prassede,
Rome, installed 1223 (Photo: author)

the craftsmanship of one of her contemporaries, and
characterized as a window that looked beyond the
earthly realm, offering a glimpse of her true appear-
ance in heaven.’” The portrait appears to have been
created in the thirteenth century by painting over
an earlier image that had probably also been housed
in Santa Maria Maggiore, although Romans claimed
that it was painted by St. Luke and brought to Rome
by Helena. The portrait had likely been in Santa
Maria Maggiore for some time, perhaps since the
sixth or seventh centuries; before it was moved into
a new tabernacle in the early fourteenth century, it
was recorded above the door to the baptistery (no
longer extant).” The cosmatesque tabernacle, which
was dismantled in the eighteenth century, was placed
near the high altar and paired with another con-
taining the various relics accumulated by this point
(many donated specifically in 1256), including the

Virgin’s hair, milk, veil, and other garments.’* Rituals
developed in the thirteenth and fourteenth centuries
further confirmed Mary’s living presence in Rome,
including a procession in which Mary was brought
out to meet her son, embodied in the Lateran
Acheropita, and by the end of the fourteenth cen-
tury, on August 5, a commemoration of the miracle
of the snow, in which theatrical apparati re-enacted
Mary’s first miraculous appearance to the people of
Rome.»

The basilica that housed the Salus Populi R omani
had by extension a special status, akin to the sacred
tabernacles of the Holy Land that enclosed Christ’s
own living traces, like those on the Mount of Olives
and Mount Sinai, envisioned in the mosaics of Santa
Maria Maggiore. Existing legends about the mirac-
ulous nature of the foundation of the church were
expanded, in a way that ascribed its origin more dir-
ectly to the intervention and appearance of Mary to
the Roman people. The foundation of the church
was characterized as a miraculous genesis, in which
Mary’s form and the shape of her basilica, inscribed
into the earth, were revealed simultaneously. The
immediate precedent was the legends relating to the
Church of the Ascension in Jerusalem, through which
the miraculous associations of the footprints were
absorbed into the surrounding architectural forms.
Facade mosaics, now hidden behind an eighteenth-
century narthex, visualized the story of the basilica’s
creation: on August s, the Esquiline hill was covered
with snow, revealing the form of a basilica traced out
on the earth.’* Mary reveals the location of the basil-
ica and its shape, as her figure miraculously appears
in the guise of the Salus Populi Romani. Santa Maria
Maggiore had acquired a miraculous status similar
to the portrait it enclosed, as an acheiropoieton whose
forms were not the result of human design.

In addition to the facade and apse mosaics, a
new transept with a chapel dedicated to the relic
of the Crib — originally brought from Bethlehem
in the seventh century — was constructed at Santa
Maria Maggiore under Pope Nicholas IV (1288—92).
The exact arrangement of the chapel is unclear —
it seems to have been located in an oratory in the
right aisle — although it, like the sixteenth-century
chapel where the relic and sculpture would later be
placed, could have potentially resembled the Cave
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Fig. 73 Jacopo Torriti, Funeral, Assumption, and Coronation of the Virgin Mary, Santa Maria Maggiore, Rome, ¢. 1294

(Photo: author)

of the Nativity in Bethlehem. While the form of the
chapel is not certain, we do know that Arnolfo di
Cambio’s sculpted Nativity (Fig. 74), commissioned
in 1291 by Pandolfo Ipontecorvo and now in the
museum of Santa Maria Maggiore, was originally
made for the chapel. The current sculpture in the
Chapel of the Nativity is a replacement dating to the
seventeenth century. In Arnolfo’s original version,
two prophets bore scrolls announcing the birth of
Jesus as described in Luke (2.7), referring to entrance
into the “sacred hall” in Bethlehem.’” The other

figures are rendered with vivid emotion, so that the
pilgrim might imagine being present at the birth of
Jesus. Pope Nicholas was a Franciscan whose dedica-
tion to the Nativity was related to the teachings of St.
Francis (1181/2—1226) and his followers, the subject
of Part III. In 1286, the body of St. Jerome, which
had been interred in Bethlehem until this point, was
unearthed and placed beneath the new Chapel of
the Nativity in Rome, re-creating the arrangement
in Bethlehem.** The body of St. Jerome, like the relic
of the Crib, the Salus Populi Romani, and the many
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Fig. 74 Arnolfo di Cambio, The Nativity, Santa Maria Maggiore, Rome, ¢. 1646 (Photo: Alinari / Art Resource, NY)

detrital relics of Mary’s body collected in the thir-
teenth century, all contributed to the special status
of the basilica in Rome as a sacred container for the
living traces of Mary, “still fresh” as Jerome himself
had originally observed them in Bethlehem.*

THE VERONICA AND ST. PETER’S

In the twelfth century a new portrait of Christ
emerged in Rome that would eclipse both the
Image of Edessa (now purportedly in Paris) and the
Lateran portrait in terms of fame, with a history and
form more directly linked to the topography associ-
ated with the Crucifixion in Jerusalem: the Veronica,
housed in the basilica of St. Peter’s. Like the Salus
Populi Romani, the portrait of Christ known as the
Veronica had a tenuous materiality, as a trace of an
otherwise absent body. Pilgrims typically encoun-
tered the portrait without seeing it; the veil was kept
in a tabernacle, first given by Celestine III (1191-8),
which included an altar below and a roof on col-
umns above. There is evidence that a chapel for the
Veronica had been in St. Peter’s as early as the elev-
enth century.® Beginning in 1208, Pope Innocent
I (1198—1216) had the veil paraded publicly and

granted indulgences to anyone who prayed before
it.” The image itself was only rarely shown: in an
annual procession established by Innocent III and
during a Jubilee year — beginning in 1300 — once a
week.” When not in procession, pilgrims encoun-
tered the sacred tabernacle on the facade wall in the
north aisle, and within the atrium one could buy
a token with an imprint of the true portrait.” The
increasing fame of the Veronica in the thirteenth
century paralleled the growing indulgences associ-
ated with the pilgrimage to Rome, culminating in
the plenary indulgence granted in the Jubilee year
of 1300.%

The Veronica was, like the Image of Edessa, more
than a portrait of Christ painted from life; its status
was that of the one true portrait, as its name — appar-
ently a colloquial portmanteau of the Latin for true
(verus) and the Greek for image (gikcov) — suggests.”
The name, and the image itself, derived from the
woman —Veronica — who had met Christ on the way
to the Crucifixion; she wiped the blood and sweat
from his face with her veil, when his features were
miraculously imprinted into the white material of the
cloth. The portrait was also known as the Volto Santo
(Holy Face), like the portrait of Christ in Lucca, and
as the Sudarium (sweat-cloth). The Veronica was both
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a spectral image of the living Christ and a contact
relic, miraculously generated through direct interac-
tion with the body of Christ.® The white material of
the veil, like the earth of the Holy Land or the bread
of the Eucharist, was a figureless receptacle, receiving
the form of Christ through a mysterious fusion of
divine intention and flesh-like matter.”” The setting
for the veil in St. Peter’s in a tabernacle further sug-
gested the sacramental character of the object.

The particular history of the veil, and the story
of its creation during the events of the Crucifixion,
more directly linked the portrait to the sacred topog-
raphy of Jerusalem than any previous true portrait of
Christ. The experience of seeing the Veronica sim-
ulated an encounter with Golgotha in Jerusalem.
The white veil was stained by the blood and sweat
of Christ received during the Crucifixion, like the
earth of Golgotha. The idea that the Veronica trans-
formed St. Peter’s into another Jerusalem in Rome
was made more explicit with the reconstruction of
the crossing in the seventeenth century; the veil was
juxtaposed with the Holy Lance and a portion of
the relic of the True Cross originally at Santa Croce
in Gerusalemme, transferred to St. Peter’s in 1629.%

ROME AND JERUSALEM IN THE
ITINERARY OF MATTHEW PARIS

The physical connections ofVeronica’s veil to both the
body of Christ and Golgotha made Rome more than
ever an essential part of the idea of the pilgrimage to
the Holy Land. This was the case for Matthew Paris
(c. 1200—59), who created an illustrated manuscript
for an imaginary pilgrimage, first for an audience
of his fellow monks in the monastery of St. Albans,
about 22 miles north of London.” His pilgrimage
map, created as a substitute for the physical journey,
provides significant evidence that by the beginning of
the thirteenth century Rome had become an integral
part of the idea of the Holy Land — due to the suc-
cessful aggrandizement of the city’s relics and archi-
tecture effected in the period of the crusades.”™

In one of the three versions of the map apparently
made by Matthew himself, a continuous road map
from London to the Holy Land spans seven manu-
script pages, culminating with Jerusalem (Plate 14).7

The accompanying chronicle traces world history
from the birth of Jesus through the present time,
including the events of the crusades and the loss
of Jerusalem in 1187.72 Another manuscript, which
incorporates a copy of the itinerary map, also contains
Matthew’s Historia Anglorum (History of the English),
in which he included reference to the Veronica,
found in the entry for 1249.7 Matthew Paris reports
that one of the footprints of Christ from the Mount
of Olives was given to King Henry III (r. 1216—72),
and that this impression — like the imprint of his face
in the Veronica — was a final testament of Christ’s
earthly presence.” The imprint into the stone — said
to have become like wax — provided a partial trace
of Christ’s appearance, compared by Matthew to
the imprint of his features made on Veronica’s veil.”
The idea of Christ’s footprints would continue to
have a particular resonance in England.” The foot-
print was displayed in Westminster Abbey until the
Reformation.”

The interconnections of Rome and Jerusalem
in Matthew Paris’ imagined journey are communi-
cated in various ways through the visual and tac-
tile engagement of the reader within his itinerary.
Matthew’s maps engage the reader in unprecedented
ways, suggesting the movement from city to city as
the reader proceeds from London to Jerusalem in a
linear sequence, forming a trail that connects even
as pages are turned.” Unlike previous accounts of
the journey to the Holy Land, there is no narra-
tive account of a pilgrimage; instead, the intercon-
nected series of maps fulfills the descriptive function,
leading the reader through the various cities, culmi-
nating in Jerusalem. The emphasis on directionality
seems to have been orchestrated by Matthew Paris to
allow himself — or his reader — to project his bodily
presence into the imagined journey.” At the end of
the itinerary, the image of Rome is found on a flap
that can be turned over into the space of Palestine,
making the two cities stand opposite one another,
isolated as a pair of walled rectilinear cities, both
conforming to the account of heavenly Jerusalem
in Revelation.*® Within the walls of Jerusalem, three
buildings are rendered and are accompanied by
inscriptions: the Templum Domini (Dome of the
Rock), the Templum Salomonis (Agsa Mosque), and
the Sepulchrum Domini (Holy Sepulcher).” While
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the Templum Domini and Templum Salomonis are
imagined in elevation, the Holy Sepulcher is rep-
resented in ground-plan, suggesting the continu-
ing strength of the visual tradition emerging from
Adomnan’s De Locis Sanctis.

CONCLUSION

Matthew Paris’ map is an important departure from
the previous illustrated books on the pilgrimage,
particularly the De Locis Sanctis, which continued to
be copied in the twelfth and thirteenth centuries.
Matthew conceives of the imaginary pilgrimage as
a linear trajectory within the two-dimensional field
of his map, which guides the reader from page to
page across the surface of the parchment, as the mind
progressed from England to Jerusalem. His map is a
first indication of growing interest in incorporating
the somatic experience of movement through space
into the imaginary pilgrimage facilitated by a book,
and in this way serves as an important precedent for
the spatialization of the imagined pilgrimage of the
fourteenth century, discussed in Part II1.

When Matthew Paris created his imaginary
pilgrimage to Jerusalem for himself and his fel-
low monks at St. Albans, he believed that the rev-
elation of the heavenly Jerusalem was an imminent
proposition.*> By the 1240s, Matthew had become
convinced that the world would end in 1250.
Jerusalem had been lost in 1187, but it was the failure

of Frederick II (1194—1250) to negotiate a Christian
presence in Jerusalem, followed by the destruction
of many churches by Khwarizmian troops, which
marked the ultimate failure of the crusades.* In his
world history, Matthew Paris refers to the desecra-
tion of the Holy Sepulcher, including the theft of
columns in front of Christ’s tomb reportedly taken as
trophies to the tomb of Muhammad.® Apocalyptic
speculation had dominated the earlier years of the
thirteenth century as well, especially in relation to
Frederick II, whom some regarded as the prophe-
sied Last Emperor.*s Matthew Paris, like many of his
contemporaries, was also influenced by the apoca-
lyptic theories of Joachim of Fiore (c. 1135-1202), an
Italian spiritual and contemporary of St. Francis of
Assisi.™ In the person of St. Francis, many saw the
messiah of the Third Age predicted by Joachim of
Fiore. Francis embodied a renewed earthly presence
of Christ. He and his followers celebrated the archi-
tecture of the Holy Land, promoting an embodied
engagement with the sacred relics of Christ’s life,
given a new kind of presence in the imagination of
worshippers that would compensate in various ways
for the loss of Jerusalem after the failure of the cru-
sades. In 1291, any lingering hopes that Jerusalem
would be completely restored to Christianity were
ended when Acre fell and the last of the crusaders
were expelled from the Holy Land. The followers
of St. Francis nonetheless found ingenious ways of
making the architecture of the Holy Land a living
presence in the imagination of Christians.



PART II11I

THE FRANCISCAN CUSTODY
OF THE HOLY LAND

0

INTRODUCTION

The loss of Jerusalem in 1187 and again in 1244, fol-
lowed by the expulsion of the crusaders from Acre
in 1291, contributed to a renewed sense of distance
and alienation from the Holy Land. Christian pil-
grims made the journey to Jerusalem with mark-
edly less ease; the over-land journey was superseded
by a largely ship-based one, as Venice emerged as
the primary point of departure for Christians from
various regions of Europe.” After 1291, the trium-
phal construction of churches dedicated to the
Holy Sepulcher ceased, and maps of the Holy Land
which refashioned crusader Jerusalem in the image
of a circular, heavenly city were seldom produced.
The maps made after 12971, like those associated with
Pietro Vesconte (Plate 12), often focused on a new
kind of topographic description, especially as a way
of charting out the routes for crusaders who might
retake the city, while also omitting signs of Islamic
domination as a form of visual reconquest of the
depicted territory.? Alternate means of encountering
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the living traces of Christ and Mary outside of the
Holy Land were cultivated in the same period with
greater insistence. The importance of Rome as an
alternate Jerusalem continued to grow; pilgrims
could encounter Christ in Veronicas veil at St.
Peter’s, or Mary in the Salus Populi R omani in Santa
Maria Maggiore, without risking the perils of the
sea voyage.

The papacy also contributed to the develop-
ment of the cult of St. Francis, whom many per-
ceived to be a living embodiment of Jesus Christ —a
true icon — inscribed by the marks of the stigmata,
received on Mount La Verna in 1224.* In the years
after the death of St. Francis in 1226, his followers
developed a cult of the saint incorporating aspects of
the cult of Christ in Jerusalem. The rock-cut tomb
of Francis in Assisi was compared to the Tomb of
Christ, while features of the surrounding architec-
tural complex and its mural paintings evoked the
sacred architecture of Jerusalem. At the same time,
Francis and his followers promoted a renewed ded-
ication to the material relics of Christ, including
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his blood, the Eucharist, and the Holy Land itself,
which contained his blood and constituted the most
significant physical traces and proof of his earthly
existence. In 1342 Pope Clement VI declared the
Franciscans to be the official custodians of the sacred
buildings of the Holy Land, and through the present
day Franciscans tend many of the same sanctuaries
on behalf of the Roman Church.

In their role as custodians of the Holy Land, the
Franciscans actively promoted devotion to its archi-
tecture in the period after the failure of the Latin
kingdom of Jerusalem. New accounts authored by
Franciscans expanded description of the buildings
associated with the lives of Christ and Mary, reflect-
ing their status as precious relics. The Franciscan
accounts emphasizing embodied experience,attested
in other Franciscan sources of the period, served as
an implicit affirmation of the vital presence of the
redemptive power of Christ’s body inhering in the
sanctuaries of the Holy Land. Franciscan writers also
placed a new emphasis on eyewitness description,
as a way of spatializing and pictorializing the jour-
ney in the mind’s eye of the reader.’ They provided

a way for the reader to imagine a bodily form of
interaction with the distant buildings, incorporating
references to the physical aspects of the pilgrimage.
Combined with the new emphasis on indulgences,
that is, the quantified redemptive potency of the
buildings, the emphasis on precise description and
bodily interaction suggests that the Franciscan cus-
todians hoped that the Holy Land sanctuaries would
be perceived as composed of charismatic forms,
imbued with the still vital traces of divine presence.
Their books reaffirmed the relation of the earthly
setting of the Holy Land to the Incarnation and the
sacramental potential of matter, in a period when
the sanctity of the Eucharist and the blood relics
of Christ, as well as the potential embodiment of
divinity in material form, were being directly chal-
lenged. The actions of St. Francis and his followers
rendered the architecture of the Holy Land a liv-
ing presence in the imaginations of Christians, the
majority of whom would never go to Jerusalem, and
provided an essential way of reconnecting devotion
to Christ to the sacred matter associated with his
earthly life.



FORMATION OF THE FRANCISCAN CUSTODY

&0

HERESY AND THE MENDICANT
RESPONSE

Challenges to the doctrine of the Incarnation, to
the co-essential nature of Christ and God, and to
the fundamental notion of the divine being imma-
nent in the material world had existed since the
earliest centuries of Christianity, from the Arian to
the Nestorian heresy, from the rise of Islam, which
denied that Christ was the son of God, to the most
recent Cathar heresy, which denied the possibility of
the sanctity of the human body.' The Cathars denied
that the Eucharist could be the flesh and blood of
Christ, and more generally believed that no aspect
of the divine could or had been made material, since
matter was inherently evil. A crusade was waged
against the Cathars in France from 1209 to 1255, gen-
erally known as the Albigensian Crusade. A related
inquisition continued to try and prosecute Cathars
in Italy through the fourteenth century. The preach-
ing of the Mendicant orders emerged as non-violent
means of combating such heresy. The Dominican
and Franciscan orders were formally approved by
Pope Honorius III, in 1216 and 1223, respectively.
The Dominican order, whose formal name is Ordo
Praedicatorum (Order of Preachers), was specifically
devoted to preaching against heresy, following in the
footsteps of St. Dominic (1170—1221), the founder
of the order, who had first commenced his own
preaching in southern France in direct response to
Cathar heresies.”
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Cathar incredulity also related to a more per-
vasive skepticism regarding the material presence of
Christ’s body in the Eucharistic rite. Modifications
made to the Eucharistic rite in Latin Christianity
reaffirmed the relation to Christ’s body, as codified
at the Fourth Lateran Council in 1215.° The doc-
trine of transubstantiation, formulated at the Fourth
Lateran Council, asserted that the consecrated host
was the flesh of Christ in substance if not in appear-
ance.The expansion of the cult of the Veronica in the
thirteenth century, which drew pilgrims to Rome to
see the veil imprinted with the face of Christ formed
from his blood and sweat, has also been understood
as part of this larger “widespread infatuation with the
body of God” that dominated Latin Christianity in
the thirteenth and fourteenth centuries.*

The question of whether any part of Christ’s
body was left on earth after his death was most
intensely debated in this period, and even gener-
ated skeptics among the Mendicants. The Italian
Dominican Thomas Aquinas (1225—74), while
absolutely afhrming the sanctity of the Eucharist,
argued that there could be no relics from Christ’s
body, not even the holy foreskin or his blood,
because the entirety of his body rose to heaven.’ In
the contemporary debates about the nature of the
Eucharistic host, theologians supported the con-
cept of Christ’s presence in the consecrated bread
and wine by saying that the totality of Christ’s
body, rather than a fragment, was present in every
mass.® Franciscan pilgrims of the thirteenth and
fourteenth centuries significantly refer to the
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Holy Land as being “consecrated” by the blood of
Christ.”

THE CRUCIFIX OF NICODEMUS
IN BEIRUT

The Franciscans were largely responsible for insti-
tuting the changes in the Eucharistic rite in the
thirteenth century that placed a new emphasis on
the theatricality of the presentation of the host to
the laity, now more explicitly treated as a bodily
relic of Christ. St. Francis wrote in a letter to his
fellow friars of the importance of the liturgy sur-
rounding the Eucharist, comparing the ingestion of
the Eucharist to the containment of Christ’s body
both in the Tomb in Jerusalem and in the womb of’
Mary.® In the Holy Land, the friars took on a par-
allel role, cultivating a broader range of sacred sites
throughout Palestine, Syria, and Egypt, which alto-
gether afhirmed the collective vitality of the bodily
traces of Christ and Mary on earth. The parallelism
between the protection of the Holy Land sanctuar-
ies and the bodily relics of Christ became explicit
in some instances. In Beirut, a thirteenth-century
foundation, whose site had no connection to biblical
history, was identified as the location of a miracu-
lous outpouring of Christ’s blood. A Jew, doubting
all aspects of Christianity, had struck a crucifix found
at the site with a lance, at which point the blood of
Christ flowed out and healed a number of people.
The Franciscans claimed that the church, in their
hands by the fourteenth century, had originally been
constructed to honor this miracle.” The crucifix was
also said to have been carved by Nicodemus, like the
Volto Santo in Lucca.”” In 1394, a pilgrim recalled
seeing the crucifix in Beirut, and noted that it had
converted many Saracens (that is, Muslims)." It was
likely a friar who related to the pilgrim the history
and power of the crucifix in their church.”
Although a relatively new sacred site, Beirut and
its sacred crucifix were quickly absorbed into an
expanding notion of the collective sanctity of the
Holy Land. This is reflected in a thirteenth-century
map made by Matthew Paris, which notes “city where
[is] the Cross of Nicodemus™ at Beirut (Fig. 75) The
notation is found on the far left-hand side of the

map, forming the western border of the Holy Land,;
a column of sacred cities marks out this limit, juxta-
posed with the notation inside: “Land inhabited by
pagans and Saracens, of whom the lord is the sultan
of Damascus.”" The Franciscan cultivation of sacred
sites beyond Jerusalem, as at Beirut, provided a way
of asserting the fundamentally Christian character
of the entire region of the Holy Land, despite the
political reality of fragmentation and dispossession
following the disintegration of the Latin kingdom
of Jerusalem.™

The sanctity of the Franciscan church in Beirut
and its site was closely intertwined with the per-
ceived power of true portraits of Christ, especially as
embodied in and through the transformative poten-
tial of his blood. The conceptual interrelations of the
material manifestations of Christ’s body were implied
in various ways throughout Franciscan theology.
For example, the treatises of English Friar William
of Woodford (c. 1330—c. 1400) on the veneration of
images in Christianity and the Eucharistic sacrament
were copied and read in conjunction with a treatise
on the sacred places of the Holy Land.” William’s
contemporary at Oxford was John Wycliffe (c. 1320—
84), who critiqued the veneration of the Eucharist
and the use of images in Christian worship.The trea-
tises of Friar William were directly aimed at challeng-
ing the heretical views of Wyclifte and his Lollard
tollowers. William argued that sacred images flour-
ish in a way that confirms their essential validity and
irrepressible life, invoking Aristotelian physics and an

idea of the biological proliferation of forms."

FIDENTIUS OF PADUA

Fidentius of Padua, writing between 1266 and 1291,
was the first to offer a coherent Franciscan statement
on the sanctity of the Holy Land. His treatise was
dedicated to Pope Nicholas IV (r. 1288—92), the first
Franciscan to become a pope. Writing with the aim
of justifying and inspiring a crusade to retake the
Holy Land, Fidentius traces the history of Palestine,
Syria, and Egypt in order to demonstrate the fun-
damental Christian nature of the region.” The
sole surviving manuscript of his book, made in
the fourteenth century, includes a map visualizing



Fig. 75 Matthew Paris, Map of the Holy Land, Corpus Christi College, Oxford, Nr. 2, fol. 2b, thirteenth century (Photo © Corpus Christi College, Oxford /
Bridgeman Images)
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the extent of the Christian territory, including
Egypt.” Fidentius argues that Christ “acquired” the
Holy Land with his own blood, and that the sanctity
of the region more generally related to Christ’s past
bodily presence:

It is called the Holy Land on account of
its excellence, which was sanctified by
Jesus our Lord, for Jesus was conceived
in Nazareth, born in Bethlehem, and suf-
fered in Jerusalem, whence it is deservedly
called the Holy Land, for Jesus sanctified
it with his precious blood, sanctified it
with his baptism, sanctified it by walking
through it, by preaching, and by doing
miracles."”

Fra Fidentius argues that Christians must take back
the sacred region in order to protect it from the
destructive and perverse nature of the followers of
the Antichrist, Muhammad. He characterizes the
Saracens as “abhorring images, and destroying pic-
tures.”** He further suggests that their lack of rever-
ence for the matter sanctified by God continued to
threaten the sanctuaries of the Holy Land:

Therefore how great an ignominy it is, that
where Christ our Lord was conceived, where
he was born, where he suffered, where he

Fig. 76 Cenacle, Mount Sion, Jerusalem,
reconstructed beginning in the twelfth century
(Photo: author)

was transfigured, where he was elevated into
heaven, where he taught, where he walked,
where after the resurrection he appeared,
where he gave the Holy Spirit to the apos-
tles, where he performed many miracles: is
it not a great ignominy that cities are
destroyed, fields ruined, churches destroyed
and made into stables for animals? Is it not a
great ignominy that where the divine office
had been sung now sounds out the perfidy
of Muhammad?**

The Franciscan Custody formed in the following
century was conceived as providing a non-violent
means of ensuring the protection of the sanctified
churches of the Christian Holy Land.

THE FRANCISCAN CUSTODY
OF THE HoLy LAND

By 1272, the followers of St. Francis were given
permission to settle permanently in the Cenacle
(Coenaculum) on Mount Sion, identified as the site of
the Last Supper (Fig. 76). The Franciscans obtained
permission from the Mamluk sultan al-Nasir
Muhammad (r. 1293—4, 1299—1341, with interrup-

tion) to officiate on Mount Calvary in the Church
of the Holy Sepulcher and in the Tomb of the Virgin
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in Jerusalem. In 1333 the friars formally acquired the
Cenacle and adjacent land for the construction of a
monastery with financial and political support of the
king and queen of Naples.”* The church on Mount
Sion had long been regarded as the first church in
Christendom — referred to as Mater Ecclesiarum
(Mother of Churches). In addition to the Last Supper,
the Cenacle was identified as the site of the descent
of the Holy Spirit to the Apostles, or Pentecost.*s
The Cenacle provided an appropriate setting for the
friars to engage in their emulation of the Apostles in
all aspects of their mission.>

Two papal bulls of November 21, 1342 formally
established the Custody of the Holy Land (Custodia
Terrae Sanctae), defining the sanctity of the buildings
and earth of the Holy Land:

A short time ago good news from the king
and queen reached our Apostolic See relat-
ing that, at great cost and following difficult

negotiations, they had obtained a concession
from the Sultan of Babylon (that is, Cairo),
who to the intense shame of Christians
occupies the Holy Sepulcher of the Lord
and the other Holy Places beyond the sea
that were sanctified by the blood of this
same Redeemer (proprio ipsius Redemptoris
sanguine dedicata).”

The possession of the holy places by the Islamic
Mamluk sultanate based in Cairo is characterized
as a transgression of the earth sanctified by Christ’s
blood. The Franciscans sought to recover possession
of the most sacred of the sanctuaries on behalf of
Latin Christianity. Having been established in the
Cenacle on Mount Sion and in the Holy Sepulcher,
Franciscans persistently extended their presence
throughout Palestine, Syria, and Egypt. Today,
Franciscans still remain the custodians of numerous
churches in the region.
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ASSIST AS ANEW JERUSALEM

0

ST. FRANCIS AS ALTER CHRISTUS

St. Francis had placed an emphasis on mimicking
aspects of the earthly life of Christ, rejecting mate-
rial possessions of any earthly goods and adopting a
life of itinerant preaching, finally becoming a living
testament to the possibility of embodying Christ’s
suffering through the reception of the stigmata. His
followers emphasized that Francis both followed in
the footsteps (vestigia) of Christ and received the
marks (vestigia) of his earthly suffering in the form of
the stigmata.’ The rocky setting for Francis’ reception
of the wounds of the Crucifixion at Mount LaVerna
in 1224 was consistently compared to Mount Calvary
in Jerusalem and in fact said by some of Francis’ more
impassioned followers to even exceed Golgotha in its
sacred character.” Francis had previously attempted
to travel to Jerusalem in 1218, although it is only
certain that he made it as far as Syria and Egypt,
where he famously encountered the Mamluk sul-
tan al-Kamil (r.1218—38) in Damietta and legendarily
endured a test of faith by fire.® St. Francis was charac-
teristically committed to engaging with the memory
of the earthly life of Christ. When he returned to
Italy, he instituted what Franciscans claimed to be
the first Nativity scene in a cave in Greccio, a small
town near Assisi, using simple dolls, living animals,
and a manger, so that “Greccio is made almost a new
Bethlehem.”* St. Francis reportedly said:

I wish to awaken the remembrance of the
child, who was born in Bethlehem, and to
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see with my bodily eyes the hardships of his
childhood, in what way he lay in the crib
and in what way he stood placed above a
ditch, with ox and ass standing by.*

What better demonstration of the truth of the
Incarnation was there for potential skeptics than a
theatricalization of the birth of Jesus, which could
allow one to be in the place of the witnesses to the
Nativity and the miracle of the divine made material
in the flesh of a child.

The Nativity as re-enacted by Francis also the-
atricalized the idea of the Eucharist as the flesh of
Christ, transforming the opaque theology of transub-
stantiation into an affective tableau with immense —
and lasting — popular appeal. Throughout his life, St.
Francis promoted what might be described as a sacra-
mental view of bodily experience. He addressed fire
and water, sun and moon, animals and plants, by the
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names “‘brothers and sisters.”® His poetry and preach-
ing offered an expansion of the range of worldly things
that might be perceived as manifestations of God. In
the context of the Eucharistic rite, the consumption
of the bread and wine, as given from the earth, sym-
bolized simultaneously the reciprocal relation of the
body and nature and the body and Christ.” In this
way, the miracle of the Eucharist was expanded to
the quotidian, and the potential for the materializa-
tion of the divine seemed to expand throughout the
entire world.® The notion of sensation in its broad-
est definition, incorporating a bodily engagement
with space itself, being a form of communion — or
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consumption — of the divine, emerges as a primary
feature of how the followers of St. Francis enact the
mission of their order implied at Greccio: to engage
Christians in the experience of the life, body, space,
architecture, and ultimately full reality of Christ’s life.

ASSIST AS AN ALTERNATE JERUSALEM

After the reception of the stigmata, St. Francis was
celebrated as an alter Christus (other Christ); his
tomb in Assisi became a focal point for worshippers
who could engage in a multi-media affective tab-
leau of unprecedented scale, in which Francis stood
for Christ. Immediately following the death of St.
Francis, his followers initiated the construction of a
massive basilica in Assisi (Fig. 77), founded in 1228,
to enshrine his tomb. Certain features of the Basilica
in Assisi suggest an intent to create a parallel between
the setting for Francis’ tomb and Christ’s Tomb in

Jerusalem. The architect of the church was report-
edly a Franciscan friar named Fra Elia Buonbarone
(d. 1253), who had spent time in the Holy Land as the
provincial minister of Syria.” The double portal of the
basilica, with two large wooden doors framed by one
central arched opening bordered by bundled colon-
nettes, as well as the campanile on the left-hand side
of the facade, are also the essential features of the cru-
sader facade of the church in Jerusalem.The figurative
lintel once on the facade in Jerusalem exhibits a sim-
ilar imagery of human and animal forms enmeshed
in spirals. As in the Church of the Holy Sepulcher,
the double portal may have also been intended to
re-create the Golden Gate as the setting for Christ’s
triumphal entry into Jerusalem. Other aspects of the
fagade’s imagery relate to the vision of the apocalyp-
tic Jerusalem. A rose window in the center presents
four concentric wheels framed by the man, eagle,
ox, and lion at the outer corners — symbols of the
Apocalyptic Jerusalem (of Revelation).”

Fig. 77 Basilica of St. Francis, Assisi, founded 1228 (Photo: author)
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The frescoes in the Upper Church at Assisi create
an explicit parallel between the lives of Christ and
Francis, juxtaposing scenes from the New Testament
with those from the life of St. Francis, especially as
known from the biography written by Bonaventure
(1221—74)." Within the Lower Church, the rock-
cut tomb of Francis mimicked the idea of Christ’s
Sepulcher and also was attributed to Fra Elia. Francis
had been canonized in 1228, and his remains were
moved to the basilica in Assisi in 1230. Although the
tomb may have originally been accessible to pilgrims,
by the fifteenth century — specifically sometime
after 1442 — it had been sealed to protect the body
of Francis. The current arrangement dates to the
1820s, established after the rediscovery of the body
on December 12, 1818 in the course of excavations.
The excavations revealed a simple stone sarcophagus,
probably of early Christian origin, within a rocky for-
mation hewn out of the mountainside. The burial of
Francis was presumably made to specifically imitate
the cave containing the Tomb of Christ in Jerusalem.
The sealing of the tomb was directly related to the
Tomb of Christ, as indicated by Bartolommeo da Pisa
(d. 1401): “As Christ’s tomb was sealed and watched
by guards, so St. Francis’ tomb has been sealed, to pre-
vent his body ever being visible to anyone.”"

After the tomb of Francis was sealed, the altar
in the Lower Church most likely functioned as the
focus of veneration of the body of Francis. The loca-
tion of the tomb below the altar would also have
suggested comparison with the burial sites of early
Christian martyrs, especially St. Peter, as a reflection of
Francis’ status as the founder of a new apostolate. An
early fourteenth-century fresco in the apse, no longer
extant, had depicted Francis as an alter Christus, stand-
ing triumphant over his tomb, probably with rays of
gold marking the wounds of Christ on his body.” The
image may have been intended to directly recall the
crusader mosaic of the Crucified Christ in the apse
above Golgotha in the Church of the Holy Sepulcher
in Jerusalem.” The formation of the southern
entrance to the Lower Church also seems to re-create
the arrangement of the courtyard, double portal, and
campanile of the southern facade of the Church of
the Holy Sepulcher in Jerusalem (Fig. 78)."

By the fourteenth century, the entire transept
area in the Lower Church of Assisi was transformed

Fig. 78 Southern entrance to the Lower Church of St.
Francis, Assisi (Photo: author)

into a circulatory space, revolving around the char-
ismatic axis of the Tomb of St. Francis. These reno-
vations included the destruction of a screen shortly
after 1300, which had previously blocked lay access
to the crossing, and the construction of a pergola
of twelve columns, creating an ambulatory around

©The frescoes

the tomb as in the Anastasis Rotunda.
painted in the first half of the fourteenth century
celebrated the parallel nature of the lives of Francis
and Jesus Christ, as had been done in the earlier fres-
coes in the Upper Church. In the Entry into Jerusalem,
Christ approaches a city with a dense array of color-
ful buildings rising behind the Golden Gate (Fig. 79).
The transept frescoes of the Lower Church, dating to
the early fourteenth century, continue the themes
of an earlier cycle in the nave of the Lower Church
that have been largely destroyed, painted in the 1260s
and similarly depicting the Passion of Christ and the
life of Francis. The circulatory route for the pilgrim
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would have commenced with the Magdalene chapel

adjacent to the north transept, which oftered Mary
as a model for penitence.”” The placement of the
Magdalene chapel parallels what pilgrims would
have encountered in Jerusalem, where pilgrims
were shown the place of Christ’s apparition to Mary
immediately north of the Tomb within the Church
of the Holy Sepulcher.™

PROXY PILGRIMAGE AT ASSISI

In comparison to the many previous attempts to
transpose the experience of the pilgrimage in the
Holy Land to a new territory, the Franciscans cre-
ated an unprecedented experience in Assisi, hinging
upon the absolute assimilation of St. Francis to the
figure of Christ. The broader message of the frescoes
is the potential for a parallel experience of the life
of Christ in Italy, from Greccio as Bethlehem to La
Verna as Golgotha. In this context Assisi emerges as
a New Jerusalem and its basilica as a new Church of
the Holy Sepulcher. As early as the thirteenth cen-
tury, the pope granted indulgences for those who
visited the shrine and also donated relics, like a drop
of the Virgin’s milk and a piece of the True Cross.
Moreover, in 1258, Pope Alexander IV granted the
friars the right to absolve the sins of pilgrims who

Fig. 79 Pietro Lorenzetti, Entry into Jerusalem,
Lower Church of the Basilica of St. Francis,
Assisi, 1320s—30s (Photo: Alfredo Dagli Orti /
Art Resource, NY)

visited the tomb of Francis, after hearing confes-
sions.” The special status of Assisi as a pilgrimage
site, in contrast to the Camposanto in Pisa or Santo
Stefano in Bologna, for instance, depended upon the
parallelism of Francis and Christ.>

The early Franciscan re-creations of the Holy
Land pilgrimage experience are also uniquely char-
acterized by a self-consciousness of the illusionis-
tic and descriptive potentials of the pictorial arts to
underscore the representational qualities of devotion.
This is most directly suggested in the Institution of the
Crib at Greccio (Fig. 80), among the mural paintings
in the life of St. Francis within the Upper Church.
The fresco is one of the first encountered by the
pilgrim, found on the right-hand side immediately
after entering through the corresponding portal. The
viewer is placed among the companions of Francis,
actively engaged in the re-creation of the Nativity.
Francis 1s installing the Christ-manikin in the man-
ger; rather than in a cave as originally in Bethlehem
or in Greccio, this occurs within the church, adja-
cent to an altar and behind the choir screen. The
manikin stands in for Christ, as the host would for
his body at the altar. On the choir screen, we see the
back of a painted crucifix, which remains invisible
to us and appears at an angle, emphasizing the real-
istic nature of this scene. The viewer stands behind
the curtain, so to speak, in the space of the church
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Fig. 8o Institution of the Crib at Greccio, Upper Church,
Basilica of St. Francis, Assisi, 1299 (Photo: Erich Lessing /
Art Resource, NY)

not visible to the laity, as the mechanisms of rep-
resentation are revealed to the viewer on multiple
levels: the wooden support for the painted crucifix
(whose image is hidden from view), the altar area
where the host will be presented (but is not seen),
the manikin standing in for Christ, whose body —
despite all of these simulacra — remains absent. At the
same time, the painting connects to the depiction of
the Nativity in the Lower Church, positing a vertical
alignment of the lives of Christ and St. Francis, while
also reflecting upon that relation from the perspec-
tive of the followers of St. Francis.

The frescoes in the Upper Church of Assisi were
created between 1288 and 1297 by order of a papal
bull,issued in 1288 by Nicholas IV, the first Franciscan
pope (to whom Fidentius of Padua had devoted his
treatise).”’ It was under Nicholas IV that the first
known permanent Nativity scene was created, in
the crypt of Santa Maria Maggiore in Rome.”* The
sculpture of Arnolfo di Cambio (Fig. 79) creates a

tableau of Mary, Christ, Joseph, and the Three Magi
in Bethlehem; the tableau was placed in a chapel that
is no longer extant, whose forms are unknown. It
is possible that the original arrangement may have
been like the current chapel: a small subterranean
space below an altar, like the Cave of the Nativity in
Bethlehem. Under Pope Nicholas IV, the centuries-
old association of Santa Maria Maggiore with Mary’s
living presence in Rome was re-cast in terms of the
ideals of the Franciscan order and the actions of St.
Francis at Greccio. The burial site of St. Francis of
Assisi was in turn re-cast as a papal basilica. It is now
thought that the artist Jacopo Torriti was a Franciscan
and was the first painter to lead the frescoing of the
Upper Church begun in 1288. He returned to Rome
shortly thereafter to undertake the mosaics in the
new apse of Santa Maria Maggiore.” Pope Nicholas
IV chose to be buried in the Roman church, prob-
ably in the right aisle near the Nativity tableau, in
close proximity to Jerome, who had first been buried
in the Church of the Nativity in Bethlehem.*

THE PORZIUNCULA AND THE TOMB
OF MARY

There are no indications that St. Francis wished
his own burial site to be monumentalized in Assisi.
Instead, he wished to be buried in a more humble
setting, in a small Marian shrine, known now as the
Porziuncula.® The enclosing church, Santa Maria
degli Angeli (St. Mary of the Angels), is about 3 kilo-
meters below the Basilica of St. Francis (Fig. 81).The
valley-like setting is particularly apt for the build-
ing, given its relationship to the Tomb of Mary in
the Valley of Jehoshaphat. From its earliest years the
shrine was called Santa Maria di Giosafat, or St. Mary
of Jehoshaphat. Four hermits had legendarily estab-
lished the chapel as the setting for relics donated by
St. Cyril and brought from Jerusalem in 352, includ-
ing — most importantly — a piece of the stone from
the Tomb of Mary.”° The monks also called it Santa
Maria degli Angeli on account of celestial melodies
and visions of a heavenly ladder revealed there (ech-
oing Jacob’s vision).*”

The Benedictines ceded the church to the
Franciscans during the saint’s life, perhaps sometime
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Fig. 81 Porziuncula, Assisi, thirteenth and fourteenth
centuries (Photo: author)

around 1208. [t was widely believed within the order
that St. Francis had secured a pardon for those who
visited the Marian church, known now as Il Perdono
di Assisi (The Pardon of Assisi). An inscription at
the entrance to the sanctuary advertises the special
redemptive potential of the sanctuary, in its allu-
sion to the gate of heaven: Haec est porta vitae eternae
(This is the gate of eternal life).” St. Francis died
in his cell associated with the church; according to
the biographies of the saint by Tommaso da Celano
(c. 1200—¢. 1265), Francis encouraged his followers
to venerate this place in Italy above all others. In the
early years of the Franciscan order, the diminutive
rectangular chapel was known to have an altarpiece
of the Archangel Michael, as perhaps alluded to in
the Verification of the Stigmata.” St. Michael was also
closely associated with the death of Mary; in some
accounts of the Virgin’s Assumption into Heaven, St.
Michael was entrusted with the Virgin’s soul, which
he conveyed to Paradise.*® The small sanctuary of
the Porziuncula remained in the open countryside
until the sixteenth century, when a massive enclos-
ing basilica was constructed.’ The basilica, as it was
finally completed in the seventeenth century, also
enshrines the cell where St. Francis died.



II

FRANCISCAN BOOKS ON THE HOLY
LAND PILGRIMAGE

0

EARLY FRANCISCAN ACCOUNTS
OF THE PILGRIMAGE

In the first century of the Franciscan order, numer-
ous friars followed the example of St. Francis by
going on pilgrimage to the Holy Land. A num-
ber wrote accounts of their experiences, describ-
ing buildings like the Tomb of Mary, Church on
Mount Sion, and Church of the Holy Sepulcher
in detail." The primary precedent for an illustrated
book on the pilgrimage was Adomnan’s De Locis
Sanctis, written at the end of the seventh century;
the book, with its ground-plans, continued to be
copied through the twelfth and thirteenth cen-
turies. An interest in documenting an expanded
range of pilgrimage buildings developed in the
context of the growing presence of Franciscans of
the Holy Land. A Latin manuscript of the first half
of the fourteenth century incorporates a detailed
ground-plan of the Church of the Holy Sepulcher
(Plate 15).> The entire manuscript was made by a
single hand and could plausibly be the autograph
copy. The book was the product of the pilgrimage
made ¢. 1330 by Fra Giovanni Fedanzola, a citizen
of Perugia who had been a provincial minister of
the Holy Land on behalf of the Franciscan order at
some point in the 13205 or 30s.? The plan in the sole
surviving manuscript incorporates notations for the
stone where Christ was embalmed (the Unction
Stone), the site of Helena’s discovery of the Cross,
and where Christ appeared to Mary Magdalene, in
addition to the Tomb.*

130

Fra Fedanzola’s book is structured according to
a conceptual gridded map, which divides all of the
Holy Land into numbered squares.’ The account
proceeds according to this “spatial order” (ordinem
spatium).® Fra Fedanzola’s book presumably incorpo-
rated a related map that was cut from the Roman
manuscript. Other parts of the sole surviving man-
uscript of Fra Fedanzola’s book have unfortunately
been cut out, and missing folios may have incorpo-
rated additional drawings.” The text directly refers to
only two architectural drawings, both of which are
extant: the Church of the Holy Sepulcher (Plate 15)
and the city of Nazareth (Fig. 82).The latter is ren-
dered as a simple outline of the city’s walls, with indi-
cations of the cardinal directions and markers for the
place of the Annunciation and the fountain where
Christ drew water.® The first initial letter is com-
posed of a Franciscan pilgrim carrying a bag with
an unusual rigid, rectangular appearance, suggesting
tablets carried with which to take notes (Plate 106).
The Franciscan pilgrim Niccolo da Poggibonsi will
refer directly to such tablets, as we will see below, and
this little drawing in Fedanzola’s manuscript suggests
that the practice may have been typical of the activi-
ties of Franciscan pilgrims in the Holy Land.

Another important example of an illustration of
the architecture of Jerusalem from the early years of
the Franciscan involvement in the Holy Land cannot
be so precisely identified, since the drawing has been
removed from its original manuscript and pasted
into another.” The drawing (Fig. 83) — dated to the
early fourteenth century — presents an elevation
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Fig. 82 City of Nazareth, BCR Ms.
3876, fol. 31v, first half of the fourteenth

century (Photo: Ministero dei beni e delle

attivita culturali e del turismo / Biblioteca
Casanatense, Rome)

p&’socu&mjf:
Cias nageth. Sl
¥ 553
. ;-‘L
4 J >
sy R

2 Jnhacammre ipre ozeneal thine

mebing O]
I\ I
cal
e
gy
il B = N Y .
‘[‘/.‘ : i’ 4 o3 :
- ” T# R §
o | i o a
1 & i ' =]

W N cnlimeine (ACME fo
- o alara ellena - FLBarriic pma |

B PR TR ER

Fig. 83 Elevation of the Church of the Holy Sepulcher,
BAV Cod. Urb. Lat. 1362, fol. 1v, early fourteenth century
(Photo: BAV)

of the crusader facade of the Church of the Holy
Sepulcher and is the first of its kind to survive.” It
incorporates notations in Latin, indicating locations
of important parts of the church. In the same period,

ué

a pair of Franciscans made a journey from Ireland,
and one of the two — Fra Hugo — was known as an
illuminator, suggesting an intent to pictorially docu-
ment the pilgrimage; the illuminator, however, died
unexpectedly in Cairo before reaching Palestine. His
companion, Fra Symonis Semeonis, continued the
pilgrimage and produced a Latin account, preserved
in a manuscript in Cambridge.” The itinerary is
unusual in its emphasis on the spatial movement of
the pilgrim in the Church of the Holy Sepulcher,
noting precise numbers of steps and directions as one
goes from site to site inside the complex building,
which could have been recorded on tablets during
the journey.” Franciscan friars may have had in mind
Bonaventure’s allegorical pilgrimage to the mind of
God, which was conceived as a pilgrimage from the
earthly to the heavenly that commences through the
bodily senses from external to internal things."
Although the emphasis on eyewitness descrip-
tion of bodily movement and material engagement
emerges as a distinctly Franciscan approach to the
pilgrimage, there is the important precedent of a
thirteenth-century writer, known as Burchard of
Mount Sion, who may have been a member of the
Dominican order in Magdeburg.”* His description
of the Holy Land was written between 1274 and
1285 and incorporates references to distances in feet
between significant sites, often with indications of
cardinal directions and suggestions of movement.'s
A Dominican writer of the following century,
Jacopo da Verona, wrote an account drawing from
Burchard of Mount Sion’s description; he notably
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emphasizes the vestigial qualities of the build-
ings that he encounters.”® The text of his account
also indicates that he originally incorporated a
ground-plan of the Church of the Holy Sepulcher,
whose appearance probably resembled the often-
copied pictures first drawn by Arculf in the seventh
century."”

THE ILLUSTRATED BOOK OF FRA
NICcCOLO DA POGGIBONSI

Pilgrimage accounts produced by Franciscans depart
from contemporary works written by authors like
Burchard of Mount Sion and Jacopo da Verona in
their experimentation with new methods of picto-
rial representation. The most significant and influ-
ential of these more experimental books was Fra
Niccolo da Poggibonsi’s Libro d’oltramare, created
in the years immediately following the formation
of the Franciscan Custody of the Holy Land in
1342 and based upon his journey of 1346—50." The
Tuscan friar was the first to compose a significant
pilgrimage account in the vernacular, furnishing his
detailed description with over a hundred pictorial
illustrations of the sanctuaries in Palestine, Syria, and
Egypt.” Like other Franciscan writers of the four-
teenth century, his subject is equally the buildings
and the holy places, as indicated by his emphasis on
the santuarii (sanctuaries) of the Holy Land in the
title of his book. In the original version of his book,
the Libro dei santuarii d’oltramare (Book of Overseas
Sanctuaries), Fra Niccolo creates a vivid account
of his bodily movement through the spaces of the
holy buildings, as a way of allowing his readers to
imagine the bodily experience of the pilgrimage.
Fra Niccolo employs a series of elevations that sug-
gest movement through a continuous and measur-
able spatial realm. His emphasis on the connection
of the materials of the sacred sanctuaries to ongoing
miracles further suggests the still vital presence of
Christ and Mary inhering in the buildings guarded
by the Franciscan order. In a period when a new
attention was being drawn to the architectural rel-
ics of the ancient Roman past in Italy, accompanied
by a sense of pathos vis-a-vis the skeletal remains
of a long-dead civilization, Franciscans coming

from Italy instead saw in the buildings of the Holy
Land an uninterrupted vitality, directly connected
to the life-giving potential of the bodies of Christ
and Mary.

Nothing is known of the details of Fra Niccolo’s
life beyond what he tells us in his book: he says that
he set out on his journey in 1346 from Poggibonsi
in the Florentine Republic, where he had been a
part the Franciscan establishment of San Lucchese,
and that after four years he returned to Poggibonsi.*
Fra Niccolo also tells us that he intended to describe
everything with the greatest detail possible, espe-
cially for those who could not make the journey,
whether on account of poverty, physical difficulty,
or lack of permission.”” He emphasizes his atten-
tion to the spaces (spazii), size (grandezze), interior
dispositions (quelle che vi sono dentro), and the order
(chome sono ordinate) of the sanctuaries. He was evi-
dently conscious of the novelty of his enterprise
and wished to ensure that his name would remain
attached to his book. An acrostic spells his name and
that of his father (Corbizi), starting in the middle
of the book, formed out of the first letter of each
chapter.>

Three copies of the book had been given to
the National Library in Florence by the seventeenth
century, where they remain today.* Two anonymous
illustrated copies found their way to other parts of
the world: one fifteenth-century copy is now in
New York and a German translation is in London.**
Each manuscript has dozens of architectural illus-
trations, from the Church of the Holy Sepulcher
in Jerusalem (Fig. 9) to pilgrimage churches that
had never before been described in detail or illus-
trated, like the church at the Cave of the Prophets
in Hebron or the church built where Cain had slain
Abel outside of Damascus. The greatest descrip-
tiveness is applied to the buildings most directly
connected to the bodies of Christ and Mary: the
Church of the Holy Sepulcher and the Church of
the Nativity, in Bethlehem. Rather than ground-
plans, Fra Niccolo created a series of elevations, cor-
responding to his account of his bodily movement
and tactile engagement with each building. Like
other Franciscan pilgrim-authors, Niccold empha-
sizes that his description is the result of his personal
bodily engagement with the physical and material
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disposition of each building, especially through the
use of a measuring rod and tablets recording his first-
hand experiences. It had been standard practice to
weave together previous descriptions, culled from
a variety of texts, sometimes without making the
journey.”s

FrRa N1cCcOLO’S DRAWINGS OF THE
CHURCH OF THE HOLY SEPULCHER

Fra Niccolo’s series of elevations illustrating the
Church of the Holy Sepulcher perhaps best demon-
strates the innovative qualities of his book in com-
parison to the work of his predecessors, including
earlier Franciscans like Giovanni da Fedanzola. An
elevation of the exterior of the Church of the Holy
Sepulcher is followed by a series of illustrations of
the interior chapels, corresponding to his account
of bodily movement through the various parts of
the complex building. The building is character-
ized as existing in a continuous space; Fra Niccold’s
movements are communicated through indications
of cardinal directions, measurements, relative dis-
tances, and steps taken. In the first-person account
he emphasizes his encounters with the materials,
colors, and forms of the various parts of the build-
ing. Drawings in the oldest manuscript are tightly
embedded within the text and rendered by the same
line of the pen, suggesting that both the book’s cre-
ator and his audience interacted with the two ele-
ments together. His descriptions often begin with
an invocation of the reader to “regard,” suggesting
a dual visual engagement in the imagination and
with the accompanying drawings, as for the church’s
southern facade (Fig. 9):

Regard how the holy Church, where stands
inside the holy Sepulcher of Christ, is set
upon a plain, facing the east; and in front
there are two doors facing south; in front
there is a beautiful piazza; one of the doors is
walled up; the other, which opens, is next to
one walled up at a distance of two steps. The
doors are arched, vaulted and worked with
beautiful columns of green, red, and white

porphyry.

26

Fra Niccolo provides an account of the ornamen-
tation above the portals, created in the crusader
period but lost — with the exception of some frag-
ments — soon after his journey. Niccolo describes
the locks of the right portal and a window above,
“big enough for a man to put in his head and see
the Chapel of the Holy Sepulcher and part of the
church.”’?” The corresponding drawing accord-
ingly illustrates the double portal of the southern
facade with the right door locked. Above the por-
tals, a head — rather poorly drawn — looks into a
window. Such details create an interactive element
in how the viewer engages with the descriptions
and drawings, imagining his or her body within
the building and in the places that Fra Niccolo
describes.

The drawings in BNCF Ms. I1 IV 101 are nota-
bly rudimentary. They are composed of only shaky
pen-drawn outlines without color, indications of
mass, or surroundings. Without the accompanying
text, one might mistake the head peeking into the
window above the door of the Holy Sepulcher as
an animal of uncertain species. The drawings are
clearly created by the same hand and pen as the
script. In contrast, the mid-fifteenth-century cop-
ies include illustrations that are carefully separated
from the text, rendered with shading and color,
being the products of trained illuminists (Plate 17).
These factors, and a later account of the origi-
nal author of the book, suggest that Fra Niccolo
originally created the drawings himself. This later
account emerged when the manuscript was trans-
formed into a printed book published in Bologna
in 1500, as the Viazo da Venesia al Sancto Iherusalem
(Voyage from Venice to Holy Jerusalem).>* By this
point, the author’s name had become detached
from the book; two of the fifteenth-century man-
uscripts omit the author’s name.” The descrip-
tion of the original author in the printed version
of 1500 refers to his creation of the text and
drawings simultaneously (volle scrivere et etiam-
dio disegnare) in the course of the journey.® The
woodcut illustrating the facade of the Church of
the Holy Sepulcher (Fig. 84) corresponds to the
related manuscript precedents, as does every other
woodcut illustration in the printed book, without
exception.”
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Fig. 84 Church of the Holy Sepulcher, Viazo da Venesia
al Sancto Therusalem, Bologna, 1500 (Photo: Petrucci and
Petrucci, 1972)

INDULGENCES AND EMBODIED
EXPERIENCE

Throughout the Libro
Poggibonsi emphasizes his bodily experience within
the sacred buildings of the Holy Land, and he often
characterizes the buildings as composed of materi-

d’oltramare, Niccolo da

als that had directly interacted with and responded
to Christ’s or Mary’s body. He also assiduously doc-
uments the spiritual benefits of the experience, as a
way of quantifying the relative sanctity of each build-
ing and site. Through the development of a system of
indulgences, Fra Niccolo and his fellow Franciscans
emphasized the necessity of the physical pilgrimage as
a kind of earthly purgatory.’> Although the pilgrim-
age became more difficult to complete atter Christian
control of the Holy Land was lost, the Franciscan
promotion of a system of indulgences for the holy
sites rendered the idea of the pilgrimage more impor-
tant than ever. Locations corresponding to key events
in the lives of Christ and Mary were credited with
a precise temporal amount of redemptive poten-
tial, calculated in terms of years and days.” The first
indulgences for pilgrimage to the Holy Land were
closely connected to the pardons granted to crusaders,

including a general indulgence of one year granted
for the city of Jerusalem and the Church of the Holy
Sepulcher, both established by Pope Alexander III (in
1163 and 1177, respectively).** By the thirteenth cen-
tury, it had become much clearer that indulgences —
including those obtained in the Holy Land — would
offset time owed in Purgatory; this perception rep-
resented a major shift in thinking, from the previous
assumption that only monks and saints could truly
avoid being condemned to hell.* Pilgrims writing in
the post-crusade period also placed a new emphasis
on describing the physical difficulties of the pilgrim-
age. Fra Niccolo, for example, describes a four-year
odyssey that involved shipwreck, pirate attack, more
than one abduction, harassment of various forms, and
a myriad of other physical hardships, altogether sug-
gesting that the difficulty of the pilgrimage was per-
ceived as contributing to its purgative quality.

For pilgrims, the buildings of the Holy Land
both embodied the charismatic traces of Christ and
Mary and offered redemption and “spiritual joy” —
as Niccolo put it.** The contemporary interests in
describing the geography of Purgatory suggests a
broader concern for concretizing the physical and
bodily demands of the repentance necessary for sal-
vation. Elements of Dante’s description of Purgatory
in La divina commedia (The Divine Comedy), writ-
ten between 1308 and 1321, were apparently mod-
eled on accounts of the pilgrimage to the Holy
Land.?” In particular, the ascent to Mount Sinai, and
the encounter with the garden enclosed within the
Monastery of St. Catherine, appear to have inspired
Dante’s description of the ascent of Mount Purgatory
to the Garden of Eden.**

Niccolo da Poggibonsi refers to a total of twenty-
six full indulgences and ninety-two partial indul-
gences. Perhaps Niccolo imagined that his guidebook
created the possibility of a purgative mental pilgrim-
age.* One anonymous contemporary of Fra Niccolo
emphasized that reading an itinerary of the pilgrimage
to the Holy Land could become the basis of a physical
re-enactment of the journey, made by the worship-
per at home. The imagined journey as described in a
unique manuscript in Bologna is presented as essen-
tial for saving the souls of those who would heed the
unknown author’ instructions.* Writing in Italian, the
author of the short itinerary commences thus:
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These are the voyages that the pilgrims
must make, who go overseas in order to
save their souls (per salvare I’anima loro), and
which every person can do standing in his
house, thinking in every place about which
is below written, and in every sacred place
say a Paternoster and Ave Maria.**

A much-abbreviated account of the Holy Land fol-
lows, in which we find no architectural descriptions
or listing of indulgences, but instead instructions for
moving within the Church of the Holy Sepulcher
in a sequence, instructions on where to go outside of
Jerusalem, and at the end a summation of the distances
in paces between the most important sites, within both
the Church of the Holy Sepulcher and the city of
Jerusalem. The author unusually speaks in the second
person plural, exhorting his or her readers to interact
with the text by moving from place to place as he or
she reads the account. The author also asks the readers
to actively see Mary collapsing due to grief at Mount
Calvary.# Although the unknown author does not
directly invoke the concept of memory, the imagined
experience parallels the typical training in the art of
memory based upon using the plan of a building, in
which images are placed.*The crucial difference is that
the reader is not asked only to remember something in
the past, recollected through an abstract architectural
schema, but instead to imagine actively engaging in
the real spaces of the lives of Christ and Mary.

The anonymous manuscript in Bologna sug-
gests how a detailed description of bodily movement
within the sanctuaries and cities of the Holy Land
may have been received, as cues to simulate aspects
of the pilgrimage not just in the mind, but through
physical movement, as a form of purgative action
understood to be necessary for the soul’s salvation.
Another fourteenth-century Italian manuscript now
in the Vatican includes a list of the measures of the
Church of the Nativity in Bethlehem and the Church
of the Holy Sepulcher in Jerusalem, each part being
quantified in terms of paces (passi).* The interest in
spatializing the account of the buildings of the Holy
Land can, based upon the surviving manuscripts,
be identified as a characteristically Italian phenom-
enon of the fourteenth century closely relating to
the activities of the Franciscan order, of which Fra

Niccolo’s account represents the fullest development.
By the fifteenth century, the translation of manu-
scripts, continued expansion of the Franciscan order
beyond Italy, and popularization of their meditative
techniques would all contribute to a more pervasive
emphasis on space as a medium of embodied move-
ment in new books written throughout Europe in
various languages, as will be discussed in Part IV.

THE INTERIOR OF THE CHURCH
OF THE HOLY SEPULCHER

Franciscan writers placed a new emphasis on imagin-
ing the bodily pilgrimage, through reference to move-
ment through the spaces of the sacred buildings of the
Holy Land. The purgative nature of this bodily pil-
grimage effected in the mind 1s suggested by correlat-
ing accounts of the indulgences associated with each
site. Niccolo da Poggibonsi specifically tells his readers
that his account of the inside of the Church of the
Holy Sepulcher follows the order of indulgences.*
This emphasis on order likely reflects a practice of
Franciscans taking pilgrims around the city, visiting
sites in a set sequence, as probably developed in the
first years of their Custody of the Holy Land. After
entering through the portal of the southern entrance,
one encounters the “green stone” (pietra verde) where
Christ had been embalmed after being deposed from
the Cross (i.e., on the Unction Stone). Fra Niccolo
provides the distance from the door (six steps), the
measure of the stone (eight palms by three fingers),
and its material (green porphyry). The accompany-
ing drawing (Fig. 9) suggests both a grid measuring
the stone and the checkered pattern of two palms’
width encircling it. The current rosy-hued stone was
put in place in 1808 (Fig. 18); before that, there was a
dark stone variously described as black or green, and
before that a mosaic pavement put in place sometime
after the crusader renovations.”” We are again oriented
within the church spatially, by being told that we
proceed west by twelve paces to reach the Anastasis
Rotunda, which is composed of columns of red and
white porphyry and pilasters of stone; the cupola above
has a great window at the summit. Fra Niccolo also
describes the mosaics encountered, including rep-
resentations of Constantine, Helena, and the prophets.
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He then provides the measurements of the Tomb, as
many writers before him had, and also records the
inscriptions and mentions the three portholes looking
into the Tomb. Inside, in the presence of the Tomb, he
exhorts the reader to respond to the sanctity of the
place, by imagining Mary’s sorrow and remembering
that here Jesus had shed blood.**

Fra Niccolo then has his reader face east and
proceed ten steps away from the Sepulcher to reach
the Chapel of Mary Magdalene, where he says one
finds a part of the Column of the Flagellation, four
palms in diameter.” The fragmentary column of por-
phyry is still in the chapel today (Fig. 1), tended by
the Franciscans. Outside the chapel, a round white
stone marks the site of Christ appearing to Mary
Magdalene. The location of this, to the north of the

Fig. 85 Tombs of the crusader kings
in the Church of the Holy Sepulcher,
NYPL Ms. Spencer 62, fol. 16v, 1490—1510
(Photo: Spencer Collection, The New York
Public Library, Astor, Lenox, and Tilden
Foundations)

Tomb, is the same as the chapel in Assisi dedicated to
Mary Magdalene relative to the Tomb of St. Francis,
as noted above. Twenty steps to the east, one then
encounters the square Chapel of the Imprisonment
of Christ. The nearby church within a church — as
Fra Niccolo calls it — marks the center of the world.
A detailed account of the mosaics in the apse of the
high altar is then provided. The following chapter
title invokes “the view” of the next section of the
church — the Chapel of Mount Calvary (Figs. 39 and
40).Ten steps lead up to a chapel raised 20 feet above
the ground, where mosaics adorn the space enclos-
ing the site of the Crucifixion, composed of a mount
all white, “as of ricotta.” Nearby are the tombs of the
Latin kings (Fig. 85). To the east of Mount Calvary,
behind the high altar, an arched opening leads into a
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Fig. 86 Four columns mourning the death of Christ,
Church of the Holy Sepulcher, Viazo da Venesia al Sancto
ITherusalem,Bologna, 1500 (Photo: Petrucci and Petrucci, 1972)

staircase, proceeding to the underground Chapel of
St. Helena. One of three altars is described as being
composed of four perpetually damp columns, said
to bewail the passion of Jesus (Fig. 86).5° The mate-
rial of the church fully embodies the suffering asso-
ciated with the site. Another stairwell (of precisely
eleven stairs) leads further underground to the space
where Helena unearthed the Cross, measured by Fra
Niccolo as 12 feet wide and 11 feet long.”

SPATIALIZATION OF THE ROAD
TO CALVARY

Fra Niccolo expands the subject of description from
the sites of literal contact with the body of Christ to
the spaces through which Christ had moved, with spe-
cial attention given to the setting for the events lead-
ing to the Crucifixion. Following the account of the
Church of the Holy Sepulcher, Fra Niccolo leads his
readers around the city of Jerusalem and the adjacent
areas, describing and illustrating dozens of sanctuaries,
from the Church of the Ascension on the Mount of

Olives to the buildings on Mount Sion. Immediately
before leaving the city and describing the way to
Bethlehem, Fra Niccold gives an account of the route
followed by Jesus on the way to Mount Calvary and
the Crucifixion. This way was also known as the Via
Crucis (Way of the Cross) or Via Dolorosa (Sorrowful
way), as it still is today; Fra Niccolo refers to it as the
“street of the Temple,” and — unlike previous pilgrim-
authors — provides a full account of the spatial and
architectural articulation of the route.’> The pilgrim
enters the street of the Temple through the Gate of
St. Stephen and follows a road for thirty paces, we
are told, to the Church of St. Anne, where the Virgin
Mary was born, although we cannot enter, since it
has been made a mosque.’ To the west one then goes
underground to the place where Christ healed the
paralytic, that is, the Pool of Bethesda.’* Proceeding
farther one encounters the houses of Annas (at the
mosque of the Mujahidin opposite the Bab el’ Atem),
“where Christ was first led, after being dragged” from
Gethsemane before being led to Pilate.

Fra Niccolo presents each architectural location
along the “way of the Temple” as part of an unfold-
ing set within which such dramatic events can be
more vividly imagined. Taking a street to the right,
one comes to the houses of Simon the leper Pharisee,
where Mary Magdalene washed Christ’s feet with
her tears. It too, is a “mosque,” having been con-
verted into a madrasa (Arabic: school) in 1197. After
“returning to the street of the Temple and proceed-
ing westwards for XX paces,” one encounters the
houses of Herod, where Pilate questioned Christ after
his arrest. A drawing illustrates an arch that would
later be known as the Ece Homo arch (Plate 18).% It
was here that the scourged figure of Christ was dis-
played by Pontius Pilate, declaring “behold the man!”
(Latin: Ecce Homo) (John 19:5).5” The triple arch of the
second century has become largely obscured due to
later construction (Fig. 87); the arch had become asso-
ciated with this event by the late thirteenth century.’*
Descending on the same road, there is an intersection,
where Christ paused with the Cross and encountered
his mother and her companions, saying: “Daughters
of Jerusalem, weep not.”* The street, we are told, leads
to the Tower of David, from where one leaves to pro-
ceed to Bethlehem, 5 miles distant from Jerusalem. Fra
Niccolo describes the route associated with Christ’s
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Fig. 87 Ecce Homo arch, Jerusalem, second century (Photo:
author)

procession to the site of the Crucifixion as an entity
separate from the Church of the Holy Sepulcher. This
reflects his understanding of the history and topogra-
phy of the city, as first presented in his account of that
church. We are told that the sites of the Entombment
and Crucifixion had been located outside of the city
until the time of Hadrian, when Jerusalem was rebuilt
and a new wall was constructed to enclose the city.*

TABLETS OF MEMORY

Fra Niccolo’s account of the architectural setting for
the “street of the Temple,” like the various chapels
inside the Church of the Holy Sepulcher, is unprece-
dented in terms of description of architectural forms
and spatial arrangement. In the opening of the chap-
ter on the Holy Sepulcher, Fra Niccolo refers to two
tablets that he always carried with him on his journey:

One should be wise and discreet in laying
up store in one’s memory; and in order not
to fail should write at once on the places
overseas; but I, Friar Niccolo of Poggibonsi,
when I went overseas, I had in mind to visit
everything, and not to return to my country
without doing so. And what I saw with my
eyes and touched with my hands, and asked
of others, and when I was well certified of
the things, that I wrote on two small tablets,
which I carried by me. Later, when I was in
Jerusalem, I procured a measure of one braccio
(arm), with one of one foot, and going my
rounds, I measured everything in order, as
herein you will hear: the area, the length and
breadth, and I at once wrote them down.”

In contrast to Arculf, who had — according to
Adomnan, writing at the end of the seventh cen-
tury — recalled only the most essential forms of
the buildings of the Holy Land from memory, Fra
Niccolo set out with the intent of recording details
firsthand, noting them on tablets, which he may have
transferred to paper as he traveled. There is no evi-
dence that the oldest surviving manuscript was cre-
ated over an extended period of time; it most likely
represents a copy of the book that was formulated
once Fra Niccolo returned to Italy in 1350.

The emphasis on exact quantification throughout
the Libro d’oltramare, from the dimensions recorded
by his arm and foot measures, to the number of steps
between buildings and sites and the counting of col-
umns and other architectural features, suggests that
the Franciscan from Poggibonsi did record a number
of details in writing during the four-year journey.
He again refers to the tablets in his account of the
monastery of St. Catherine on Mount Sinai. In this
instance, there is a suggestion that he also drew the
places as he traveled:

I have recounted the places of the monastery
[of St. Catherine] as briefly as I could but of
this writing I must be forgiven, because the
things that one cannot so briefly describe
and the other places [which I have already
described] can provide some spiritual delight;
and rather I have tired myself writing this, in
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order that one can better understand, [and
so] I have represented (afighurato) [these
places] as close as to how they are; although
that I thought in my heart and decided in
my mind to never leave from the place until
I had seen everything as you find written.
And in order to not fail [ wrote day by day
on a pair of gessoed tablets (tavolelle ingessate)

62

that I carried by my side.

The drawings do not present the forms abstracted
in memory, but instead something closer to firsthand
visual impressions.” The serial quality of the illustra-
tions underscores the different intent and effect of
reading Fra Niccolo’s book, in contrast to those of
previous centuries. The most important precedents
for the pictorial descriptiveness of Fra Niccolo’s
account are not found in the previous textual
accounts of the pilgrimage, but instead in the picto-
rial culture of contemporary Italy. The narrativization
and suggestion of a continuous pictorial space most
closely connects to the concept of a series of paint-
ings visualizing the life of Christ, as in the Franciscan
paintings of Assisi and related mural paintings made
for other Franciscan churches, such as Santa Croce in
Florence.

The use of paper and the creation of architec-
tural elevations was also unprecedented and more
closely relates to developments in Tuscany during the
lifetime of Fra Niccolo. Surviving drawings relating
to major building projects for various Tuscan cities
indicate the new prevalence of architectural eleva-
tions of entire facades created as part of the design
process.” The development of architectural eleva-
tions in the fourteenth century has been related to
the new use of paper in Europe, which allowed for
the relatively inexpensive development of design
solutions in graphic form, in contrast to the expense
of parchment.” Perhaps Fra Niccolo brought paper
on his journey, onto which he transterred some of
his descriptions and drawings from the tablets that
he used on site. However they were made, too many
elements — including for instance the arrangement of
the Cave of the Nativity in Bethlehem and the star
inscribed on the altar marking the birth of Jesus — are
closely related to the real architectural situation to be
the products of fantasy, as we will see.

MEDITATIONS ON THE LIFE OF CHRIST
AND THE SETTING FOR THE NATIVITY
IN BETHLEHEM

Although the text and illustrations of the Libro d’ol-
framare are abundant in terms of their descriptiveness,
overall the book is an austere and markedly unluxu-
rious production. The lack of pictorial sophistication,
the lack of color, and the use of paper rather than
parchment are all characteristics of a humility and anti-
materialism befitting the ideals of the Franciscan order.
In these respects the earliest versions of the Libro d’oltra-
mare resemble another illustrated Franciscan manuscript
created around 1350 in Tuscany, most likely Pisa: the
llustrated Meditazioni della vita di Cristo, or Meditations
on the Life of Christ (BNF Ms. Ital. 115).° The book was
composed in the vernacular and extensively illustrated
with pen drawings on paper as a meditative guide to
the contemplation of the life of Christ. The addition
of extensive pictorial illustrations was similarly aimed
at aiding the pious in the internal visualization of the
events. Unlike the Libro, however, the Meditations was
created for an audience of Franciscan nuns, who were
not allowed to make the pilgrimage to the Holy Land.
The manuscript may have first been composed by a
Poor Clare — as Franciscan nuns are known — and then
revised by a Franciscan friar.”” The book was immensely
popular and translated into Latin and various vernacu-
lar languages, spreading far beyond its initial Clarissan
context already by the end of the fourteenth century.*®
Within the illustrated versions, the drawings lack archi-
tectural specificity.” There are nonetheless broad paral-
lels with the Libro d’oltramare in the way the author of
the Meditations asks for the reader to insert himself or
herself physically into the imagined scenes, in order to
render oneself an eyewitness and active emotional par-
ticipant. There is a unique instance in which the two
books directly intersect, on the subject of the material
setting for the birth of Jesus in Bethlehem.

Fra Niccolo’s account of Bethlehem includes
a detailed description of the architectural features
of the Church of the Nativity (Figs. 11 and 17).
A church had first been constructed over the cave
identified with the stable in which Christ was born
under Constantine and Helena, consecrated in 339.
The church described by Fra Niccolo had been
reconstructed in the sixth century, after the ancient
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basilica had been destroyed by a fire. Christian pil-
grims regained access to the church in 1271, and by
1347 the Franciscans represented the Latin church in
Bethlehem, occupying the existing convent build-
ings and maintaining an altar in the Cave as they have
done until the present day.” Fra Niccolo describes
the five-aisled basilica, its red and white marble col-
umns, and its mosaics.” Fragments of the mosaics in
the clerestory correspond to his description, while
those on the west wall have been lost entirely.”” The
description of the Cave of the Nativity, in which
stairs lead to an altar with a carved rosette in the
shape of a star, marking the site of the birth of Jesus,
is accompanied by an illustration (Fig. 88).7 Here
as elsewhere Fra Niccolo emphasizes the materials
that had touched the bodies of Mary and Christ: a

Fig. 88 Cave of the Nativity, Bethlehem,
BNCF Ms. II IV 1o1, fol. 23r, second
half fourteenth or early fifteenth century
(Photo: Ministero dei beni e delle attivita
culturali e del turismo / Biblioteca Nazionale
Centrale di Firenze)
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column against which Mary leaned at the beginning
of her labor and a rock that had yielded to Christ’s
touch when he was first delivered.”

This is the first known reference to such a col-
umn in the Cave of the Nativity in the context of a
pilgrimage account.” A contemporary reference is
made in one of the early versions of the Meditations
on the Life of Christ. The Meditations is now thought
to have been created c¢. 1305—15, but then redacted
with details drawn from the pilgrimage experience,
including distances between places in the Holy
Land.” It is in this redacted version, made some-
time after the original version in the first half of the
fourteenth century, that we find a reference to this
column in the Cave of the Nativity together with an
allusion to the source of the information:

o
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Pay attention, now, to every thing, because
these things that I will tell you were revealed
and shown by Our Lady, according to what
[ had [heard] from a holy brother of our
order (secondamente ch’io ebbi da uno santo
frate del nostro Ordine), to whom I think these
things were revealed, and [who] is very wor-
thy of trust. Now, when the hour of birth
came, that is at midnight on Sunday, Our
Lady raising herself up leant against a col-
umn that was there, and Joseph was very sad,
because he could not provide those things
that would be convenient.”

The account continues to describe Joseph composing
a makeshift bed from straw and his saddle. In Niccolo’s
account, one sees only the remnant of the column.
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The source for this detail in the Meditations is said to be
a trusted brother of the Franciscan order. A Franciscan
friar — perhaps the same? — is again referred to as the
eyewitness source in the account of the Flagellation
(as uno nostro frate che la vide), when it is noted that a
piece of the column remains in Jerusalem.”

The Franciscan redactor of the Meditations had evi-
dently not himself been to the Holy Land, but draws
upon accounts from fellow friars who had returned
to Tuscany. This version is currently thought to have
been made around 1315, and a reference to towns in
Tuscany — including Poggibonsi — suggests the man-
uscript was produced in that region.” When the first
fully illustrated version of the Meditations was created
around 1350 in Pisa, an illustration of the Nativity
incorporated an image of Mary leaning against the
column of the cave in Bethlehem (Fig. 89).* The

LN

Fig. 89 Mary leaning against a column at the Birth of Christ, BNF Ms. Ital. 115, fol. 191, ¢. 1350 (Photo: BNF)
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Meditations on the Life of Christ otherwise tends to omit
architectural details, but this column helped furnish
the affective tableau, demonstrating the discomfort of
Mary and Joseph’s empathetic response, with a vivid
emotional realism. Fra Niccolo’s own reference to the
column does not seem to immediately derive from
the Meditations. The allusion more likely pertains to
the kind of oral information circulating among the
Franciscans that had originally inspired the redactor
of the Meditations to include the unusual architectural
detail.™

CAVE OF THE ANNUNCIATION
IN NAZARETH

In Nazareth as in Bethlehem, Fra Niccolo focuses
his description of the cave of the Annunciation on
a column that came into contact with Mary at a
transformative moment. Both events associated with
Mary’s miraculous fertility had been located in sub-
terranean caves for centuries. The basilica that had
stood over the Cave of the Annunciation since the
sixth century had been destroyed in 1263.*> The draw-
ing of Nazareth (Fig. 9o and Plate 19) emphasizes two
distinctive features: the fountain of Gabriel where
Mary had first encountered the angel outside of her
house (as in the Proto-Gospel of James), and the cave
identified as the location of Mary’s house.” The most
distinctive features of the house are said to be the col-
umn where Mary went to pray after first encounter-
ing Gabriel and the window through which Gabriel
entered.* According to Fra Niccolo, Mary embraced
a gray column at the moment of Gabriel’s entrance.
The source for this tradition is unknown (and the col-
umn is not mentioned in the Meditations).” In con-
trast to the German pilgrim William of Boldensele,
who only noted the presence of a column at the site
of the Annunciation in his account of his journey of
1336, Fra Niccolo emphasizes that Mary grabbed the

column full of fearful emotions.*

Jacopo da Verona,
in the account of his journey of 1335, provides the
earliest surviving reference to the column, noting its
presence at the site of the Annunciation and connect-
ing it to Mary pulling away from Gabriel.*”

The Church of the Nativity constructed by the

crusaders after the capture of Nazareth in 1099 had

been destroyed in the thirteenth century; what-
ever pilgrims saw in the fourteenth century were
the remnants of that building.® The Cave of the
Annunciation had been described in the twelfth
century as containing two granite columns.” Five
column capitals, carved with figural scenes between
1150 and 1187 in Nazareth, still survive, but are no
long in situ.” In the seventeenth century, Quaresmio
refers to the northern column as the “column of
Mary” — apparently corresponding to the one
described by Fra Niccolo — and the southern col-
umn as the “column of the angel” (Fig. 91).*" The
two columns are still displayed in the church.

THE COLUMN IN THE CAVE OF THE
NATIVITY IN DEPICTIONS OF THE
ANNUNCIATION

The first references to one of the columns from
Nazareth as contact relics and significant symbols of
the events of the Annunciation are in the accounts
of the 13308 and 1340s. Pictorial representations of
the Annunciation from the same period reflect the
focus on the single column of Mary.> One is found
in an evangeliary made in the time of Doge Andrea
Dandolo (r. 1343—54) for the Basilica of San Marco in
Venice.”s Mary sits between two columns, one larger
in the foreground, around which she wraps both
arms. Paolo Veneziano created a similar scene for
the Annunciation on an altar frontal in the Venetian
Church of San Pantaleone, dated to the same period.*

The Sienese artist Ambrogio Lorenzetti incorpo-
rated the column into his plans for a remarkably emo-
tional vision of the Annunciation, made sometime
after 1340. On the wall of the Chapel of San Galgano
in Montesiepi (near Siena), a preliminary drawing in
sinopia shows Mary falling as she pulls away from
Gabriel and embraces the column (Fig. 92).% Mary
and Gabriel are separated by a real window, which
seems to manifest the opening through which the
angel miraculously entered. Such a depiction of the
Annunciation was entirely without precedent, and
the pilgrims’ accounts of Nazareth may have been a

direct inspiration for the Sienese painter.”®

Ambrogio
Lorenzetti’s intended fresco apparently never had any

impact, since the unorthodox scene was covered by a
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Fig. 9o Nazareth and Fountain of the Archangel Gabriel (lower right), BNCF Ms. I1 IV 101, fol. 281, second half fourteenth

or early fifteenth century (Photo: Ministero dei beni e delle attivita culturali e del turismo / Biblioteca Nazionale Centrale
di Firenze)
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Fig. 91 Francesco Quaresmio, Church of the Annunciation,
Historica Theologica et Moralis Terrae Sanctae Elucidatio,
Antwerp, 1639 (Photo: Archive.org / National Central
Library of Rome — Public Domain)

fresco with a more traditional presentation of Mary
calmly receiving the angels message, in which the
column was still present, but not an active participant
in the emotional event.””

Fra Niccolds emphasis on the column in the
Cave of the Nativity as a symbol of the centuries-
old emotive traces of the Annunciation still inhering
in the stones of Nazareth, like the related picto-
rializations of the event, may reflect a tradition of
invoking architectural metaphors in praises of Mary’s
virtues. A fourteenth-century Latin hymn, for exam-
ple, refers to Mary as a column supporting the earth
and humanity.”® Some laude (Italian: praises) from
Tuscany in particular — which would have plausibly
been known to both Fra Niccolo and the painter
Ambrogio Lorenzetti — invoke the image of Mary

Fig. 92 Ambrogio Lorenzetti, Annunciation, Chapel of San
Galgano, Montesiepi, after 1340 (Photo: author)

as a column in order to praise her fortitude, as an
embodiment of Ecclesia (Church).” One particular
Tuscan lauda of the early fourteenth century even
evokes the image of Mary embracing the column at
the moment of the Annunciation.* The lauda inverts
expectations, playing on the inability of Mary — her-
self compared to a column — to support herself, fall-
ing and embracing the column at the moment of her
greatest doubt. The lauda attempts to access the inner
turmoil of Mary at the moment, as she wonders at
how the angel might have entered and if she might
have been deceived. The question of the nature of
Mary’s emotional response at the moment of the
Annunciation was a traditional subject of debate.
Leonardo da Vinci (1452—1519), for example, would
later criticize depictions of the scene in which the
angel “appeared to be chasing Our Lady out of her
room ... while it seemed as if she in despair would
throw herself from a window.”*** Within the context
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Fig. 93 Nazareth, Viazo da Venesia al Sancto
ITherusalem, Bologna, 1500 (Photo: Petrucci and
Petrucci, 1972)

-

of the pilgrim’s experience of the architecture of
the Holy Land, the column presented an important
material connection to the emotional drama of the
Annunciation. In every manuscript illustration and
printed woodcut illustrating Nazareth inspired by
Niccold’s account, the column was presented as a
defining feature of the Cave of the Annunciation

(Fig. 93).™>

THE COLUMN OF OUR LADY IN CAIRO

Fra Niccoldo may have been recording stories
about architectural features that had already come
into existence in the early years of the Franciscan
Custody of the Holy Land; in some instances, he
may have invented or embellished stories himself
for his account of the sanctuaries of the Holy Land.
In a Marian church in Cairo, Fra Niccolo records
the presence of another column that Mary had once

embraced (although it is not said why), whose color
miraculously changes to white in response to the pil-
grim’s own embrace.’ In a fifteenth-century man-
uscript, the column is shown as both red and white
(Plate 20), and the changeable column appears (albeit
without color) in the many printed versions of Fra
Niccolo’s account. The column was found in the
Coptic church known as the Hanging Church.™*
Fra Niccolds emphasis on individual col-
umns as anthropomorphic links to the sanctity of
Holy Land sanctuaries may reflect his awareness
of the special significance of the Column of the
Flagellation (Fig. 1), which had come into the
possession of the Franciscan Custody of the Holy
Land by the time of his journey. In addition to the
primary relic in the Chapel of Mary Magdalene
in the Church of the Holy Sepulcher, Franciscans
sought out other important relics of the Column
of the Flagellation, including those installed at
La Verna, in the convent of St. Francis in Assisi
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(donated by Pope Alexander V, r. 1409—10, previ-
ously a Franciscan), at San Francesco in Venice, and
elsewhere.” The Column of the Flagellation had
stood metaphorically at the center of the expe-
rience and memorialization of the Holy Land
pilgrimage since the very outset of the creation
of written pilgrimage accounts. The fundamental
anthropomorphic qualities of a column, whose
dimensions and forms originated in the features
of the human body, may help explain the central
symbolic resonance of this particular architectural
element, as pilgrims sought out materials embody-
ing the absent Christ and Mary.

SAIDNAYA AND MATARIYYA

Fra Niccolo characterizes the sanctuaries of the Holy
Land not just as sacred receptacles for past divine
presence, but also as active participants in an ongoing
spectacle of the Incarnation. Columns in Bethlehem
and Nazareth provided direct links in the present to
the story of the Incarnation of the divine on earth.
At other sites on the periphery of the Holy Land,
the Franciscan pilgrims emphasized opportunities to
encounter organic embodiments of divinity. Outside
of Damascus, Fra Niccold describes a sanctuary that
encloses a literal embodiment of Mary, in the form of a
flesh-like icon that exudes a healing oil from its breasts:

The monastery of St. Mary of Serdinale is
placed at the top of the city on a rock, and
it is so strong, that it appears a marvel to see.
Inside the houses of the Syrian nuns, who
hold the monastery, there is a church: the
door is turned to the west, with a portico.
The church is made in three naves, with
twelve columns: beyond the high altar there
is a grated window, 4 feet high from the
ground, and inside there is the image of the
Virgin Mary: and the said image is made as if
from flesh, from which comes out very holy
and healing oil; and the said oil becomes
flesh at the end of seven years.'*

The icon is preserved in a Melkite monastery out-
side of Damascus — which housed both monks and

nuns — known in Arabic as Saidnaya, in English as
Sardeney, and in Italian as Serdinale.”” The icon pro-
vided a way for the pilgrim to come into direct con-
tact with the generativeness and healing potential of
Mary as the mother of God. A monastery had been
founded as early as the sixth century, while the first
references to the healing oil issuing from the flesh at
Saidnaya date to the 11705 and 1180s, when there are
reports of pilgrims encountering the icon and trans-
porting it back to Europe.™

Fra Niccolo describes the icon embedded into
the apse wall at Saidnaya, behind the high altar.’®
His reference to the fleshy material of the icon drew
upon its legendary history, originating in the time
of the Latin kingdom of Jerusalem." A monk from
Constantinople had sought to buy the icon, but as
he tried to leave the convent the door disappeared.
Having realized that God desired the icon to remain
in the church, he gave it over to a nun, who put it
behind the altar, where it immediately transformed
into flesh and emitted oil from its breasts, soaking the
wall with holy liquid. The image had transformed
into the living body of Mary, concealed and incor-
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porated into the church.”" Pilgrims were not allowed
to touch the icon; it was revealed from behind cur-
tains only on occasion, and even then, likely pre-
sented only a dark and shadowy image. The idea of
the icon’s living but invisible presence within the
church created in Saidnaya the most literal exam-
ple of a sanctuary of the Holy Land as an embodi-
ment of the absent figures of Mary and Christ. The
image was perhaps of the Galaktotrophousa type, that
is, an icon of Mary nursing Christ, and the sacred
oil was perhaps associated with the breast-milk of
the mother of God."* The sanctity of Saidnaya did
not originate in any specific sacred event from the
lives of Christ and Mary." Its story points to the
continuing generativeness of the traces of divine
presence, in an ongoing expansion well beyond the
primary loci of sanctity in Jerusalem, Bethlehem,
and Nazareth.

The growing importance of pilgrimage sites
outside of Jerusalem, Bethlehem, and Nazareth
suggests that the auratic presence of Mary’s and
Christ’s bodies was perceived as an expansive force.
On the outskirts of the Holy Land, as at Saidnaya,
pilgrims could be put in direct contact with their
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living presence. The effusions of divine presence that
were concentrated along the extreme boundaries
of the Holy Land suggested the potent sanctity and
collective vitality of the entire region. The map of
Matthew Paris mentioned above (Fig. 75) visualizes
the boundaries of the Holy Land in terms of such
sites, like the notation for the Crucifix of Nicodemus
in Beirut on the far western border that had given
forth Christ’s blood (discussed above), and on the
far eastern border a notation for the simulacrum
(image) of Saidnaya."* The sites in Egypt constituted
the southernmost border, and here pilgrims again
encountered sanctuaries where they could collect
holy oils issuing from divine bodies, most notably at
Matariyya and Sinai. Matariyya was located on the
outskirts of the city of Cairo. A fountain was said to
contain the healing waters where Mary had washed

Fig. 94 Bernardino Amico, Chapel at Matariyya, Tiattato delle Piante & Imagini dei Sacri Edificii di Terra Santa
Getty Research Institute, Los Angeles, 84-B29370 (Photo: author)

“the woolens of Christ,” visited by pilgrims since at
least the twelfth century." Pilgrims came to partake
in the healing potency of the waters and the related
oil of the balsam tree, which sprung up in the sancti-
fied water." By the twelfth century, the use of balsam
in the oil of consecration had become a widespread
practice in Christianity; the site in Egypt located the
mythic origins of the plant’s unique potency."” Fra
Niccoldo mentions “a house, with a beautiful foun-
tain, in which people bathe out of great devotion.”"™*
The chapel was illustrated in detail the end of the
seventeenth century by the Franciscan Bernardino
Amico, whose book will be discussed in Part IV. Fra
Bernardino was involved in the failed attempt to
restore the garden and its architecture, and his ren-
dering may be more of a reflection of imaginative
reconstruction than reality (Fig. 94).""

..., Florence, 1620,
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MOUNT SINAI

Throughout his book, Fra Niccolo links the salv-
ific potency of the sanctuaries of the Holy Land to
organic growth in nature and the responsiveness of
matter to divine presence. In addition to Matariyya,
Fra Niccolo makes note of the miraculous date tree
on the eastern bank of the Nile in Cairo that had
bowed in the presence of Mary and the Church of
St. Mary of the Palm that had developed around
it.”* The effect is an illusion of animism in the
inert stones of the buildings, seemingly rooted in
the living landscape of the Holy Land and its sanc-
tified earth, water, and oil. Fra Niccoldo made the
arduous journey to Mount Sinai in Egypt, a site
whose remoteness and elevation had made it for
centuries a place associated with the interpene-
tration of heaven and earth. Fra Niccolo provides
the first surviving account of the architectural fea-
tures of the monastery and church there dedicated
to St. Catherine. Here, as in the Church of the
Holy Sepulcher in Jerusalem and the Church of
the Nativity in Bethlehem, he creates an imagined
bodily engagement with the columns, walls, and
stones of the monastic complex as a form of com-
munion with the material traces of divine presence.

Fra Niccolo describes the tree that burned, reveal-
ing God’s presence to Moses, growing from beneath
the stone altar in the Chapel of Moses, behind the
high altar of the Church of St. Catherine.”" As at
Matariyya, the tree exuded a healing oil, collected
by pilgrims at the altar, still active with the power
of the divine fire that had been revealed to Moses
centuries before.'**

Fra Niccold carefully describes the orienta-
tion of the Church of St. Catherine and how one
moves through the building.”** Fra Niccolo includes
a description of the Tomb of St. Catherine, which
exuded its own holy oil. The fragmentary body, he
says, is upside down, and “manna” is emitted from
the mouth and collected as an oil.”* Since the eighth
century, it was believed that angels had carried the
body of St. Catherine from Alexandria, where it had
been buried beneath the church after her martyrdom
around 305.” Fra Niccolo also describes a church
on Mount Sinai at the site where Moses received
the Tables of the Law, “written with the very fin-
ger of God,” with paintings illustrating the history of
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Moses and the people of Israel.”** He makes note of
a mosque eight paces away, a passing reference that
indicates his — and his fellow pilgrims’ — awareness of

the Islamic reverence for Moses and Mount Sinai.'?’
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THE WOOD OF THE CROSS

In his account of Egypt, Fra Niccolo repeatedly links
the sanctity of its pilgrimage buildings to organic
matter and the generativeness of nature. Fra Niccolo
to some extent was responding to a tradition of iden-
tifying sites of material response to the past bodily
presence of Christ and Mary, but in emphasizing
the links to organic growth, he was probably also
responding to early Franciscan theology. St. Francis
had placed a special emphasis on the natural world as
a site for the revelation of divinity, as every bird, plant,
and the sun itself became characterized as a mirac-
ulous product of God’s creativity." As expanded by
followers like Bonaventure, all of the physical world
reflected God and was endowed with the sanctity of
divine creation.” Bonaventure focused on the symbol
of the Cross as the Tree of Life to visualize the inter-
connectedness of all things to nature and the history
of humanity’s salvation through the life and death of
Christ. These themes recur throughout Bonaventure’s
writings, but were most explicit in his widely influ-
ential book, Lignum Vitae, or Tiee of Life (1257—74).
The healing life-force of the wood of the Cross rep-
resents the earthly manifestation of the power of God
to render salvation to all believers through the body
of Christ. Each fruit of the tree nourishes the soul, in
an inversion of Adam’s transgression in taking from
the tree of the knowledge of good and evil.*
Bonaventure’s Tree of Life also emerged from
a growing Franciscan interest in the history of the
wood of the True Cross and the tree from which

it originally grew. The Franciscan dedication to the
history of the Holy Cross provided an apt counter-
part to the Franciscan protection of the Church of
the Holy Sepulcher and the architecture of the Holy
Land more generally’ For Bonaventure, the Cross
represented another metaphor for the Incarnation of
the divine in an earthly vessel and the sacrifice of
Christ’s flesh necessary for salvation. The Cross also
represented another way of figuring the epiphany of
the Logos — the Godhead — in the matter of nature,
by tracing its history as an organic entity growing in
the world, originating in the Tree of Paradise. The
Crucifixion in this way became rooted in God’s first
creative acts in the Garden of Eden.The wood of the
Cross provided an analogue for the vital presence of
Christ’s flesh in the Eucharist, and like the architec-
ture of the Holy Land remnants of the Cross were
dutifully guarded by the followers of St. Francis. The
complete history of the Cross was first visually artic-
ulated by the Franciscans in their primary church
dedicated to the protection of the Holy Cross, Santa
Croce (Holy Cross) in Florence.® In the same church
Bonaventure’s concept of the Lignum Vitae had been
given its most important visualization, in Taddeo
Gaddi’s picture of Christ crucified on the Tree of
Life.” It was Taddeo’s son, Agnolo, who would take
up the subject of the history of the True Cross for
the chancel of the same church, following the acqui-
sition of a relic of the True Cross ¢. 1300.°

Fra Niccold’s book is the first to integrate the
expanded Franciscan account of the origins of the
wood of the Cross into the topographic description
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of the Holy Land; paintings made after his journey
may reflect an awareness of his book. The cycle in
the apse of Santa Croce, in his native Republic of
Florence, was created from 1388 to 1393.° A sequence
of eight scenes traces the history of the Cross from
the time of Adam through its triumphal return to
Jerusalem in the seventh century, beginning with the
Tree of the Cross being planted in Adam’s body at
his burial site in Hebron. Although there had been
manuscript illustrations of various parts of the related
legends created in previous centuries, Agnolo Gaddi’s
frescoes are the first to place the events in a single
coherent landscape in the Holy Land.The date of Fra
Niccolo’s death, like his birthdate, is unknown, and it
is possible that he was still living when the cycle was
created for the Franciscan church; he — or his book —
could have provided an eyewitness account of the
landscape and architecture associated with the history
of the Cross. By interweaving references to the his-
tory of the Cross throughout his book, Fra Niccolo
expands the perception of the relation of sacred sites
and buildings to the body of Christ, represented by
the Cross and its living wood. The history of the
Cross also implied the larger mystery of transforma-
tion, through which the body of Christ was made
manifest in the materials associated with his life.

THE PooL OF BETHESDA AND RIVER
OF CEDRON

The legends surrounding the Holy Cross as they
developed by the period of the crusades connected
the history of the wood of the Cross to existing pil-
grimage sites in and around Jerusalem, especially as
a way of linking the wood as an analogue for the
body of Christ to the already perceived miraculous
healing potential of holy sites. In Jerusalem, the most
significant example of such a re-sanctification is
the Pool of Bethesda, the ancient fountain located
adjacent to the Church of St. Anne — a site asso-
ciated with healing for centuries.” As Fra Niccolo
attests, it was here that Christ healed the paralytic
who had resided at the well for thirty-seven years
(John s:1—18). Fra Niccolo describes the five porches
surrounding the Pool of Bethesda as in the Gospel
of John." Unlike the Gospel source he ascribes the

healing potential of the waters to contact with the
wood of the Cross.”> At Santa Croce, Agnolo Gaddi
incorporated the portico into his depiction of the
Pool of Bethesda, populated with infirm men."

In the popular Legenda Aurea (c. 1260), Jacopo da
Voragine recounts that the wood had originally been
buried in Jerusalem after its future significance had
been revealed to King Solomon and the Queen of
Sheba. The wood was brought to the city as material
for the construction of the Temple of Jerusalem, but
when one piece — taken from the Tree of Paradise —
changed size, he had it thrown over the city’s river,
the Cedron in the Valley of Jehoshaphat, forming a
bridge.”* The Queen of Sheba prophesied that the
wood would bring about the downfall of the Jewish
kingdom. Fra Niccolo provides a description and
illustration of the bridge over the River Cedron in
the Valley of Jehoshaphat (Fig. 95), indicating its loca-
tion relative to the Golden Gate and the Templum
Domini." In the corresponding fresco in Santa Croce,
Agnolo represents the valley, including in a later scene

when Helena finds and recognizes the True Cross
(Fig. 90). The valley across the Cedron leads to the
walls of Jerusalem and the Golden Gate on the right,
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while the Mount of Olives rises up on the left.

Fig. 95 The bridge over the River Cedron, BNCF Ms. 11
IV 101, fol. 33v, second half fourteenth or early fifteenth
century (Photo: Ministero dei beni e delle attivita culturali
e del turismo / Biblioteca Nazionale Centrale di Firenze)
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The slope down from the Golden Gate into the
Valley of Jehoshaphat is the setting for a number of

the scenes in Agnolo Gaddi’s vision of the history
of the Cross, including Heraclius’ triumphal return
of the Cross.”” The Golden Gate appears twice: it
is walled up as Heraclius first approaches the city,
then an angel appears to remind him of humility,
and in response he strips his jewels and finery, to
be let through the gate.” The triumphal procession
of the Cross into Jerusalem also foreshadowed the
crusader conquest in 1099. On Palm Sunday, Santa
Croce’s relic of the Cross was processed, ending in
the atrium of the church.” The relic was addition-
ally displayed on the anniversary of Helena’s finding
of the Cross (the feast of the Invention of the Cross
on Mayi4) and the anniversary of the consecra-
tion of the Church of the Holy Sepulcher (July 15),
associated with the first time the Cross was depos-
ited in the Constantinian church and its return by
Heraclius. These processions celebrated the role of
the Franciscans as protectors of the Holy Cross, as
well as the parallel role of the Franciscans in the
Church of the Holy Sepulcher in Jerusalem.>

THE MONASTERY OF THE HoLy CROSS
AND HEBRON

By the twelfth century, a monastery just west of
Jerusalem had become associated with the origins of

ba Fig. 96 Agnolo Gaddi, Legend of the Holy
@ Cross, Santa Croce, Florence, 138893
(Photo: Scala / Art Resource, NY)

the wood of the Cross. In the period of the Latin
kingdom of Jerusalem, pilgrims refer to a related
stump of a tree and identify the monastery and
church as being dedicated to the Holy Cross. Both
were converted into a mosque during the reign of
Baybars (1260—77), but in 1305 the monastery was
given to Georgian monks.” Niccolo da Poggibonsi
mistook the Georgians for Nestorians, but otherwise
accurately described the architectural features of the
building associated with the origins of the True Cross
(Plate 21 and Fig. 97).** Fra Niccolo explains that the
first wood of the Cross grew from the Tomb of Adam
in Hebron, while the second wood was of cypress
and grew in this church.? The third was of cedar, and
grew on Mount Libanon, and the fourth of olive, onto
which, according to Niccolo, the titulus — inscribing
Christ’s name as the King of the Jews — was placed.
In the Golden Legend, the three types of wood are also
linked to the Tree of Knowledge of Good and Evil,
“the tree that Adam ate of”’**

The church in Hebron had long been associated
with the Tombs of the Patriarchs, but the sanctity
of the site was reimagined in relation to the history
of the Cross and by extension the body of Christ.
The building was initiated by Herod in 37-34 BC,
when the holy enclosure surrounding the cave of
the Tombs of the Patriarchs was marked off.s By the
tenth century, a mosque had been constructed in
the southern part, which was then partially or com-
pletely rebuilt as a church during the Latin kingdom
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Fig. 97 Monastery of the Holy Cross, Viazo da Venesia
al Santo Therusalem, Bologna, 1500 (Photo: Petrucci and
Petrucci, 1972)

of Jerusalem.** Since the end of the Latin kingdom
of Jerusalem, Christian pilgrims had been forbid-
den to enter.”” Niccolo only learned of the interior
from a local Muslim, who described a grotto with a
raised tomb.”* The accompanying drawing (Fig. 98)
emphasizes the large fountain next to the church —a
defining feature in the illustration of Hebron found
in all subsequent versions of Fra Niccolos book
(Figs. 99 and 100).%

MIRACLES AND THE MYSTERIES OF
TRANSFORMATION

Fra Niccolo integrated the history of the Holy Cross
into his account of the sanctuaries of the Holy Land
in a way that bound together the present Franciscan
dedication to the material relics of the life of Christ
to Helena’s discovery and reverence for the Cross,
the lives of Solomon and Sheba, the construction
of the first “sanctuary” — the Temple of Solomon —
and the very origins of humanity in the Garden of

Eden. The material stuft of the Cross is characterized
as a living entity that grows into new forms and is
in turn transformed through human manufacture,
finally to become the Cross itself. The story makes
explicit a subtle theme in Fra Niccolo’s characteriza-
tion of the sanctity of the buildings associated with
the life of Christ: the potential for the miraculous
transformation of the materials interconnected with
the story of Christ’s earthly sojourn.

A series of smaller sanctuaries outside of the
major cities of the Holy Land were associated with
other significant examples of the mystery of transfor-
mation, particularly where Christ performed mira-
cles involving transmutation or resurrection. Previous
writers had accounted for these places as holy sites,
but Fra Niccolo draws attention to the sanctuaries
that encloses the sacred locations. In Cana, where
Christ transformed water into wine, Fra Niccolo
describes the castle of Cana in Galilee, and a foun-
tain, from which he took the water.° As at Hebron
and elsewhere, the focus on a fountain as part of the
sanctuary seems aimed at emphasizing the rootedness
of the architecture in the sanctified earth and water of
the Holy Land. In Bethany, where he revived Lazarus,
there is a church with the tomb of Lazarus.’" In Naim,
asmall sanctuary marks the place where Christ revived
the son of the widow. On Mount Tabor, the remains
of'a church stands in the place where Christ appeared
to the Apostles and was transfigured.’* In contrast to
the complex sanctuaries of the Holy Sepulcher or
Church of the Nativity, these smaller churches define
the broader landscape of the Holy Land as the setting
for the mysteries of transformation.

BLIGHTED LANDSCAPES

The positive aspects of the living embodiment of
divine presence in the landscape and architecture of
the Holy Land were complemented by the inverse
phenomenon: encounters with blighted land-
scapes that reflected the past presence of the devil
or related evil actions. East of Jericho, Fra Niccolo
describes the remote monasteries located in the
hilly mountains known in Italian as Quarantena or
Quarantine by the thirteenth century, after the forty
(quaranta) days that Jesus spent there in fast. A chapel
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Fig. 98 Church of the Patriarchs in Hebron,
BNCFE Ms. II IV 101, fol. 25v, second
half fourteenth or early fifteenth century
(Photo: Ministero dei beni e delle attivita
culturali e del turismo / Biblioteca Nazionale
Centrale di Firenze)
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Fig. 100 Church of the Patriarchs in

Hebron, Viaggio da Venetia al Santo Sepolcro

et al Monte Sinai ..., Venice, 1606, Getty
Research Institute, Los Angeles, 88-B1ogr =
(Photo: author) d
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high up the mountain (first mentioned in the four-
teenth century) marks the site where Satan tempted
Christ.* At the time of Fra Niccolo’s journey the
chapel contained painted stories of the Temptation.
The surrounding area was uninhabited desert,
“sterile hills and wvalleys, without grass and with-
out water.”** Fra Niccolo describes and illustrates
a hermitage composed of a series of gates and stairs
leading to monastic cells inhabiting the side of the
mountain. Although hermits had probably inhabited
the caves at earlier dates, the buildings were appar-
ently first constructed in the period of the Latin
kingdom of Jerusalem and still exist today.*

Outside of Damascus, Fra Niccolo describes
the barren setting for the sanctuary commemorat-
ing the site of Cain’s murder of Abel (Fig. 1071).
Although denied entrance, in his account he sug-
gests the significance of the landscape marked out by
the building, enclosing a grotto dripping blood. The
Franciscan pilgrim learns of these features from a
Muslim interpreter.’” The mosque is illustrated and is
accompanied by a drawing of the scene of Cain slay-
ing Abel. A similar blighted landscape is described
in Jerusalem, where Judas hanged himself east of the
walls of Jerusalem.*

MUSLIM INTERPRETERS AS INTERMEDIARIES

Outside of Damascus, as in Hebron, Fra Niccolo
notes that he cannot enter the relevant sanctuary,
because it was in the hands of the Saracens. In both
cases, he indicates that he learned about the interior
from a local Muslim. After 1291, 2 number of pil-
grimage sites were no longer accessible to Christians.
For large portions of the journey, especially in Egypt,
Fra Niccolo made use of a single interpreter named
Saetta (Said).? This interpreter was apparently also
the guide for Simone Sigoli, a Florentine who made
the journey in 1384.%° It may have been from such
intermediaries that Christian pilgrims learned about
some of the characteristics of Islamic worship.*
A companion of Simone Sigoli, the noble Florentine
Lionardo Frescobaldi, in his own account of their
pilgrimage, explains that Muslims hold in rever-
ence the Virgin Mary and all of the patriarchs of the
Old Testament, but regard Christ to be lesser than
Muhammad, the greatest prophet.** Fra Niccolo had
likewise suggested the existence of shared aspects of
Christian and Islamic worship, when he maintained
that mosques are just like churches, with the only
difference that their bell towers are used for the
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Fig. o1 Where Cain murdered Abel, Viazo
da Venesia al Sancto Iherusalem, Bologna, 1500
i (Photo: Petrucci and Petrucci, 1972)
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call to prayer rather than actual bells.* Lionardo,
on the other hand, explains that the “churches of
the Saracens” are all white inside — meaning, with-
out pictorial ornamentation — an idea perhaps also
learned from an interpreter.**

Undoubtedly the lack of a clear distinction
between churches and mosques related to the func-
tion of certain sanctuaries, which could at times
seem to be mosques and churches simultaneously.
A primary example is the Church or Mosque of the
Ascension (Figs. 2,28, and 29), originally constructed
(and then reconstructed in the Latin kingdom of
Jerusalem) as a church. The octagonal building also
served as a site of pilgrimage for Muslims who came
to see Christ’s footprints on the Mount of Olives.
The church was controlled by the Mamluk admin-
istration in the post-crusade period, and Christian
pilgrims like Fra Niccolo paid an entrance fee.
Christian pilgrims, including Fra Niccolo, contin-
ued to describe the presence of Christ’s footprints
through the sixteenth century, when it was believed
that one footprint was taken to the Dome of the
Rock.# The presence of the footprints is empha-
sized in the drawings of the mosque/church on the

Mount of Olives in various versions of the Libro d’ol-
tramare (Plate 22 and Fig. 102).

In the post-crusade period, Christian pilgrims
would have potentially encountered Muslim wor-
shippers at Marian shrines, including for instance at
Matariyya and Saidnaya, where such convergences of
Christian and Muslim worshippers had been noted
since the period of the crusades.*® Fra Niccolo’s
insistence upon describing the full reality of the
Holy Land sanctuaries incorporated attentiveness to
the practices of Muslim worshippers. In Bethlehem,
Fra Niccolo — like many pilgrims before him — notes
that Saracens also pay great reverence to the site
of the birth of Jesus in the subterranean chapel.*” At
the Tomb of Mary in Jerusalem, he again describes
the presence of Muslim worshippers. The Tomb was
controlled by the Mamluk administration in the
post-crusade period, and Fra Niccolo entered — like
other Christian pilgrims — after paying a fee. Fra
Niccold draws attention to the attraction of Muslim
pilgrims to the body of Mary, likely understood as a
confirmation of the magnetic pull of those bodies on
all worshippers, whether Christian or Muslim.** In
the sixteenth century, when the Tomb of Mary was
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Fig. 102 Church of the Ascension, Viaggio
da Venetia al Santo Sepolcro et al Monte Sinai,

Venice, 1606, Getty Research Institute, Los
Angeles, 88-B1og1 (Photo: author)

Fig. 103 Giovanni Zuallardo, Tomb of '
Mary, Il Devotissimo Viaggio di Gerusalemme,
Rome, 1587, Getty Research Institute,
Los Angeles, 85-B18612 (Photo: author)
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represented in greater detail in Giovanni Zuallardo’s
book, the place of the mihrab was noted (Fig. 103).

THE TEMPLE MOUNT
Like all of his Christian contemporaries, Fra Niccolo

was not permitted to set foot on the massive espla-
nade where the ancient Temple of Solomon had

S.Anna.

stood, or to enter the cemetery immediately to the
east. He describes the Golden Gate (Fig. 50) adjacent
to the cemetery as part of the walls of the Temple
of Jerusalem. He employs both the Latin names
developed in the Latin kingdom of Jerusalem for
the Islamic buildings on the Temple Mount — the
Templum Domini for the Dome of the Rock and
the Templum Salomonis for the Agsa Mosque — and
also the Italian vernacular for the entirety of the
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esplanade: the Tempio di Salamone, or Temple
of Solomon. The Golden Gate is described as
the entrance point to the ancient Temple of
Solomon, through which Christ entered on Palm
Sunday.* Unlike previous representations of the
Golden Gate as a generic, single-arched city gate
found in numerous depictions of Christ’s Entry
into Jerusalem, Fra Niccolo accurately describes
and illustrates the double entryway (Fig. 104).
Fra Niccolo’s description of the Golden Gate
immediately leads to his account of the Temple
of Solomon in the center of the piazza, follow-
ing the tradition of depicting Christ’s Entry into
Jerusalem from the vantage point of the Mount
of Olives, in which the Golden Gate immediately

precedes the area of the Temple of Solomon.

Although functioning as an exclusively Islamic
sanctuary and viewed from afar, Fra Niccolo like
his contemporaries interprets the Temple Mount
as the setting for events in the life of Christ and
adheres to the usage of the Latin names for the
buildings associated with their triumphal appro-
priation in the period of the Latin kingdom of
Jerusalem. The Franciscan pilgrim is apparently
unable to learn about the interior of either the
Dome of the Rock or Agsa Mosque. His impres-
sion of their exteriors is also reductive, likely
reflecting his view of the buildings from the dis-
tant Mount of Olives (Fig. 8).° The accompany-
ing drawings suggests that he perceives one of the
minarets on the Temple Mount as forming a part
of the Templum Domini (Fig. 105).
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Fig. 105 Temple of Solomon, BNCF Ms.I1 IV 101, fol. 20v, second half fourteenth or early fifteenth century (Photo: Ministero
dei beni e delle attivita culturali e del turismo / Biblioteca Nazionale Centrale di Firenze)
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THE TOMB OF MUHAMMAD

Although Fra Niccolo and his contemporaries were
given glimpses of Muslim pilgrimage practices in
sanctuaries like the Tomb of Mary in Jerusalem and
the Cave of the Nativity in Bethlehem, the primary
spaces of Islamic worship in Jerusalem — the Dome
of the Rock and the Agsa Mosque — remained
largely beyond Christian visibility and understand-
ing. Christian pilgrims of the post-crusade period
were conscious that the center of Islamic worship
was in fact in Mecca, a distant and unknowable
city for Christian pilgrims, which acquired fantas-
tic features in the absence of true description. Fra
Niccolo’s characterizes the fundamental motiva-
tion for pilgrimage as a drawing towards a charis-
matic body, in this case represented by Muhammad’s
tomb. The tomb of Muhammad was in fact located
in Medina, but Fra Niccold and his contemporar-
ies believed that Islamic worship was, like Christian
worship in Jerusalem — or Franciscan devotion in
Assisi — focused on the tomb of their prophet. The
Franciscan friar came close to Mecca when he vis-
ited Qalaat en-Nakhl on the pilgrimage route from
Suez to Agabah. Niccolo recounted what he learned
of Mecca from an interpreter:

The great city of Lamech [Mecca], where
stands the tomb of the sad Muhammad,
[ was near there, but I did not want to go
there. I asked the interpreter about this their
sanctuary: he said that in the said city of
Lamech [Mecca] there is a most beautiful
mosque, that is their church; and inside there
is a chapel, and inside, above and below;, is of
lodestone. And the tomb of Muhammad is
in the air, that is in the middle of this chapel;
and the tomb is made of iron; for due to the
power of this lodestone, that always pulls to
itself, the said tomb is suspended in the air;
and no person could ever enter there, who
had iron on his person, for he would not be
able to leave, for the force of the lodestone
that would pull him into the air.”

One fifteenth-century version of the Franciscan’s
pilgrimage account includes a unique drawing of

the tomb of Muhammad floating in the center of an
enclosure (Plate 23).

The legend that Muhammad’s body was sus-
pended in mid-air was common in medieval Europe,
having been widely disseminated by Petrus Alfonsi’s
Dialogi contra Iudaeos (Dialogues against the Jews,
1110).5> Fra Niccolo suggests a parody of Christ’s
Resurrection and Ascension, while also suggesting
a consciousness of some fundamental similarities
between Islamic and Christian worship.¥ William of
Boldensele commented that the tomb of Muhammad
in Mecca attracted Saracens on pilgrimage in the
same way that Christians are drawn to the Sepulcher
of Christ in Jerusalem, and Lionardo Frescobaldi
similarly remarked that Saracens go to visit the tomb
of Muhammad in the same way that “we” Christians
make pilgrimage to the Holy Sepulcher.’* The idea
that Muhammad’s tomb floated in mid-air reflected
a larger tendency to view Islam as a dangerous per-
version of Christianity and Muhammad as a false
prophet and charlatan, whose charismatic force
related to trickery and deceit — as suggested by the
use of magnets in his tomb — rather than true divin-
ity.” Ludovico di Varthema was the first recorded
Christian to visit Mecca in 1503 and the first to
deny the legend of Muhammad’s body floating in
mid-air.’

CITYVIEWS OF CAIRO AND DAMASCUS

Despite typical interjections regarding the cursed
nature of the Saracens, pilgrims in the post-crusade
period often characterize the urban cultures associ-
ated with the Mamluk Empire in a way that suggests
awe and admiration for its thriving cities. Niccolo da
Poggibonsi refers to the markets, palaces, and mate-
rial goods of cities like Damascus and Cairo as being
superior to those of Europe. Cairo he describes as
the largest city in the world.”” Throughout the four-
teenth century, pilgrim-writers like Fra Niccolo
transformed the sacred buildings of the Holy Land
from abstract symbols into three-dimensional mate-
rial entities existing in space, described within com-
plex cities and in some instances being integral parts
of the contemporary culture of the Mamluk Empire.
The account of the oil-exuding icon of Mary at
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Saidnaya is closely linked to Niccold’s description
of the landscape, churches, and markets of Damascus
(Fig. 1006).5* He asks his readers to experience build-
ings in their settings, in a way that parallels con-
temporary developments in Italian, and particularly
Franciscan painting, of the thirteenth and fourteenth
centuries. Fra Niccolo also incorporates a number of’
drawings of cities, which are likewise unprecedented
in the previous pilgrimage accounts, and instead
seem to be inspired by such contemporary paintings.

The illustration of Cairo is the largest drawing
in the oldest surviving manuscript of Fra Niccolo’s
book (Fig. 107).? In the accompanying text, Niccold
describes “Cairo of Babylon” as the largest and most
remarkable city that he had ever encountered.” The
drawing reflects the idea of an enormous city filled
with tall thin minarets surmounted by crescents,
spreading over great distances. A waterwheel appears
in the lower right-hand corner of the drawing. This
may reflect Fra Niccolo’s account of an ox-driven
wheel that brought water to the balsam garden of

Matariyya outside of Cairo, or it may reflect a more
general awareness of the presence of other such
structures used to irrigate gardens in the city — a fea-
ture noted by other visitors.”

TOPOGRAPHIC REALISM AND SPATIAL
ABSTRACTION IN THE PILGRIMAGE
EXPERIENCE

Throughout the thirteenth and fourteenth centu-
ries, pilgrims placed a new emphasis on describing
the architecture of the Holy Land in connection
to the contemporary cities of the Mamluk Empire.
Franciscans most adamantly asserted the unity of the
region, incorporating Palestine, Syria, and Egypt into
a single domain consecrated by the blood of Christ.
The Franciscan emphasis on the description of the
full reality of the Holy Land for the sake of a total-
izing — if imagined — presence as witness to Christ’s
lite was complemented by a growing and more
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Fig. 107 Cairo, BNCF Ms. II 1V 101, fol. 39v, second half fourteenth or early fifteenth century (Photo: Ministero dei beni e
delle attivita culturali e del turismo / Biblioteca Nazionale Centrale di Firenze)
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pervasive interest in describing the various regions
of the known world. In contrast to this tendency, the
emphasis on quantifiable bodily movement as a form
of interiorized personal engagement with the idea
of Christ’s life provided the basis for imagining the
pilgrimage in any location, without reference to the
corresponding material or visual experience.

The trend of realistic description integrating the
architectural, urban, and topographic features into a
totalizing picture of the Holy Land would become
the basis of the highly detailed pictorial views that
began to accompany many pilgrimage accounts in

62

the fifteenth century.®> Although at first glance per-
haps apparently divergent, this trend continued to be
interdependent with the other developing emphasis
on the abstraction of the pilgrimage experience as
choreographed bodily movement in any space — real
or imaginary. The idea of experiencing the pilgrim-
age through reference to movement in the space of
the buildings and urban setting of the Holy Land
depended upon the eyewitness descriptiveness of pil-
grims who quantified the relevant features. Accounts
of movement through the interior of the Church
of the Holy Sepulcher, or along the “way of the
Temple” — which would later be consistently referred
to as the Via Crucis (Way of the Cross) — allowed for
the pilgrimage to be imagined as spatial sequences,
in which movement is guided by precise dimensions
and notations of orientation. Readers were also more
and more exhorted to imagine the architectural con-
tours of imagined spaces, as for instance when the
Carthusian Ludolph of Saxony (1300—78) described
the setting for Christ’s Presentation in the Temple
as a vaulted building with eight sides — referring to
the distinctive features of the Templum Domini, or
Dome of the Rock — in his influential meditative
tract, Vita Christi (Life of Christ).%

The forms of the buildings were not necessar-
ily always viewed as significant in the context of
an imagined pilgrimage; instead, focus sometimes
shifted to the spaces, experienced not as seen but as
enacted through bodily movement. In the fifteenth
century, this abstracted form of bodily pilgrim-
age would be expanded, as prayers were integrated
and movement in any home or convent according
to certain steps and directions became understood
as a way of making the pilgrimage. Some pilgrims

more directly influenced by the Franciscan custo-
dians, who continued to emphasize the special sig-
nificance of the materials and forms of the buildings
they protected in the Holy Land, expanded upon
Fra Niccold’s idea of maximizing the realism of
the imagined pilgrimage by having at hand picto-
rial representations. In these instances, the pictorial
representations of architectural structures tended to
focus on elevations, seen from a specific location, as
in the view of the facade of the Church of the Holy
Sepulcher as seen from the south. Likewise, archi-
tectural re-creations of the same building would
focus for the first time on the experience of moving
through the complex structures, as for instance in re-
creations of the Calvary chapel, which incorporate
steps to mimic climbing up to Golgotha, all of which
will be discussed in Part IV.

The indulgences developed by the Franciscans
that were granted for visiting various sites in the
Holy Land were in theory still dependent upon
making the difficult journey to Jerusalem. In prac-
tice, however, it became pervasively understood
that by imagining the pilgrimage one could earn
the same indulgences. The widely popular book of
Margery Kempe (c. 1373—1448) incorporates refer-
ence to Christ himself stating that she would receive
the same pardon for imagining the Passion in her
mind.* Ideas promoted by Franciscans quickly
spread beyond the immediate context of their order.
Thomas a Kempis (c. 1380—1471), a founding father
of the Devotio Moderna (Modern Devotion), a reform
movement immensely popular north of the Alps,
emphasized the corrupting nature of physical pil-
grimage and preached against the relentless inflation
of the system of indulgences.” The purified form of
pilgrimage was structured by the idea of movement
between the relevant locations in Jerusalem, often
without further reference to their material situa-
tions. Some understood this to be a superior form
of pilgrimage. The Dominican Henry Suso (1295—
1366), for example, according to his biography, used
the spaces of his convent as the setting for move-
ments imagined in terms of Christ’s progression
along the “lonely Way of the Cross” to Calvary.”
Another account of the life of Henry emphasized
how he associated specific locations within his clois-
ter with locations in Jerusalem, such as one pillar
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taken to stand for the Mount of Olives and another
for the Praetorium.®” The biography of Sister Stijne
Zuetelincks (d. 1445) in Deventer emphasizes that
she followed Christ through the locations marking
out the path to Calvary — including the houses of
Annas and Pilate, for example — in order to achieve a
total assimilation to his body. The result, we are told,
is that the sister was nailed to the cross, which she
carried for the rest of her life.*

CONCLUSION

In the post-crusade period, members of the
Franciscan order actively sought to transform the
buildings of the Holy Land, reclaimed on behalf of
Christianity, as the setting for a purgative engage-
ment with the earthly life of Christ. The institu-
tion of the Franciscan Custody formalized the role
of the friars as protectors of the related material

buildings, in a way that paralleled their dedication to
protecting the Eucharist or promoting the relics of
Christ in Italy and beyond. Their promotion of the
spiritual potency of the material buildings, through
the development of the system of indulgences and
the emphasis on the living, vital presence of Christ,
emphasized fundamental interconnections with the
life-giving materials of the surrounding landscape.
The multi-media mentality of the Franciscans grew
and expanded in the fifteenth and sixteenth centu-
ries, in response to the insistence on the necessity
of experiencing the architecture of the Holy Land
with maximum force and affective power.” The for-
mation of these Franciscan ideas, and particularly
the focus on a spatialized experience of the archi-
tecture of the Holy Land, is the background for the
remarkable proliferation of illustrated books, panel
paintings, sculptural installations, and architectural
complexes constructed throughout the fifteenth and
sixteenth centuries, the subject of Part IV.






PART IV

IMAGINED PILGRIMAGES AND
CRUSADES IN THE RENAISSANCE

0

INTRODUCTION

The Franciscan promotion of the sanctuaries of
the Holy Land and related indulgences rendered
the idea of the experience of the pilgrimage more
essential than ever within the spiritual economy of
Christianity, even as the pilgrimage became more
difficult to complete. Throughout the fifteenth and
sixteenth centuries, the normal hazards of travel were
compounded by intense periods of warfare between
European powers and the Ottoman Empire.Although
the Holy Land remained within the domains
of the Mamluk Empire until 1517, the Ottoman
threat became conflated with a larger struggle of
Christianity against Islam, as the rhetoric calling for a
crusade reached a pitch equal to that of the eleventh
century. At various moments of the fifteenth and
sixteenth centuries, the existence of the Franciscan
Custody was directly challenged, as in 1452 when
the Mamluk sultan Jagmaq (r. 1438—53) threatened
the destruction of any new buildings constructed
by the Franciscans in the Holy Land, calling for the
Islamic conquest of Mount Sion.” Noblemen — or
men with ambitions of nobility — throughout Europe
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sought to revive the chivalric ethos of the crusader
movement, with a dual goal of saving the Byzantine
Empire and retaking the Holy Land. As in the period
of the First Crusade, the architecture of the Holy
Land, not only the Church of the Holy Sepulcher
but also the Temple of Solomon, emerged as the pri-
mary symbols standing for Jerusalem, the sanctifica-
tion of its earth and architecture by Christ’s blood,
and the rightful Christian identity of the Holy Land
in general.

The rhetorical force of the crusading idea in
Renaissance Europe was most potent in the visual
and physical re-creations of the Holy Land buildings.
In the Burgundian court culture of Philip the Good
(r. 1419—67), the most active proponent of the anti-
Ottoman crusade in the fifteenth century, the image
of Jerusalem recurs in panel paintings and manuscript
illuminations.* These small-scale paintings, consist-
ently focused on an image of the Temple inspired by
the Dome of the Rock, reflected large-scale ephem-
eral stage sets used in urban processions imagin-
ing either Philip the Good’s triumphal entry into
Jerusalem or — more regularly — events from the life
of Christ.? In this context the idea of re-creating the
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architecture of Christ’s Sepulcher was revived, as in
the Jeruzalemkerk (Jerusalem church) constructed in
Bruges by the Adorno family. In Florence, Giovanni
Rucellai’s efforts to cultivate his ancestral connec-
tions to the noble practice of crusading encom-
passed the commission of a chapel made according
to the measures of the Tomb Aedicule in Jerusalem.*
The would-be crusade never materialized, as the
Ottoman Empire continued its relentless expan-
sion, engulfing all of the territories of the former
Byzantine Empire by 1453 and all of the Holy Land
by 1517, when Jerusalem was taken and the Mamluk
Empire ended.

The production and use of illustrated books
continued to provide a means for those who could
not make the dangerous journey to experience some
of the spiritually salutary effects of the Holy Land
pilgrimage, with an expanded emphasis on pictorial
illustration and enumerating that value in terms of
indulgences. At mid-century, illustrated guidebooks
envisioning Jerusalem’s architecture as both the
source of salvation and an imagined possession were
produced for Philip the Good and another would-
be king of Jerusalem, René of Anjou (1409—80).5 In
Germany, the ambitions of the patrician class were
expressed in terms of a knightly dedication to the
Holy Land; aristocratic families proudly advertised
their history of pilgrimage, enumerating those who
had been knighted in Jerusalem — a practice of hon-
oring pilgrims recorded since the fourteenth cen-
tury.® The Ketzel family patronized a re-creation
of Christs Sepulcher in Nuremberg which was
also associated with the creation of Nuremberg’s
Kreuzweg. The influential printed pilgrimage guide-
book, published in 1482, based upon a journey of
1479—80, was made by Hans Tucher (1428-91),
another nobleman of Nuremberg.” When Bernhard
von Breydenbach, a wealthy canon from Mainz, pro-
duced the first printed illustrated guidebook in 1486,
he and the artist who illustrated the book, Erhard
Reuwich, drew upon the precedents emanating
from Nuremberg.® Reuwich’s innovative panorama
of Jerusalem and all of the Holy Land in a single
pull-out woodcut (Fig. 12) made the architecture of
the Holy Land a new kind of visual presence for
the many Christians who wished to see the sacred
territory with their own eyes. In a period when a

unified Christendom and shared possession of the
Holy Land was pervasively desired but unrealized,
Breydenbach’s book provided a widely accessible,
stabilized image of the Christian Holy Land, its
architecture within reach anywhere and in any lan-
guage of Christian Europe. Translations were pub-
lished in German in Mainz (1486), French in Lyon
(1489—9), and Spanish in Zaragoza (1498).°

In the second half of the fifteenth century,
when the pilgrimage to Jerusalem became yet more
difficult due to the aggressive expansion of the
Ottoman Empire, the books created by Germany’s
elite supplied a broad reading audience with a way
of experiencing the pilgrimage without risking the
perilous journey.” For patrons like Hans Tucher and
Bernhard von Breydenbach, the lavish books and
paintings celebrating their journeys likewise served
as an advertisement of nobility and a conspicuous
form of devotion predicated upon extraordinary
wealth. Such books offered a basis for imagining the
pilgrimage to Jerusalem, including for a cloistered
audience who were denied the possibility of making
the physical journey. In Villingen and Wienhausen,
information about the somatic experience of the pil-
grimage, framed in reference to movement between
and through buildings in Jerusalem, became the basis
of regulated physical enactments of the pilgrimage
within convents.” In Italy, the Franciscans adopted
a similar idea, but with a broader lay audience in
mind. In 1486 the Franciscan Fra Bernardino Caimi
founded a New Jerusalem in the Piedmont region of
Italy. On a single remote mountain, the most sacred
buildings of the Holy Land were re-created, includ-
ing the Tomb of Mary, the Church of the Holy
Sepulcher, and the Church of the Ascension. In the
sixteenth century, the simple pilgrimage buildings
would be transformed and expanded into a stage for
the remarkable spectacle still offered today, in which
painted sculptural tableaux, with real hair and clothes,
embody events like the Crucifixion and Nativity."
With the very real possibility of the demise of the
Franciscan Custody, the sacro monte (sacred moun-
tain) of Varallo reaffirmed the role of the Franciscans
as physical custodians of the sanctuaries and spiritual
arbiters of the pilgrimage.

In the period of the growing Ottoman domin-
ance of the Holy Land, the most profound change in



IMAGINED PILGRIMAGES AND CRUSADES IN THE RENAISSANCE 167

the perception ofits architecture emerged in relation
to the Temple of Solomon. The Dome of the Rock
had been transformed into a church under the Latin
kings of Jerusalem and as a result had become integral
to the concept of Christian Jerusalem. In the fifteenth
century, the centrality of the Dome of the Rock to
the idea of the sacred architecture of Jerusalem was
reasserted in the face of the Ottoman threat. This is
especially evident in paintings and printed books of
the fifteenth century made in Italy, Germany, and the
Burgundian Netherlands, in which the Dome of the
Rock is repeatedly subjected to a symbolic form of
appropriation, in a way that implied the hope of the
restoration of the Temple of Solomon to Christian
domains. In the middle of the sixteenth century,
Sultan Siileyman (r. 1520-66) emphatically reformu-
lated the building as a central part of the Ottoman
domain — replacing the original gold-ground mosa-
ics on the exterior with distinctly Ottoman Iznik
tiles — as part of a larger Solomonic building pro-
ject befitting his Turkish name (Sileyman, or
Solomon)."” From the mid sixteenth century, a new
consciousness of the Islamic identity of the Dome
of the Rock is evidenced in how Christian pilgrims
and authors perceive the building. By the end of
the sixteenth century, the building had effectively
been excised from the collective idea of Christian
Jerusalem. The changing status of the Dome of the
Rock and its relation to the history of the Temple

of Solomon is manifested in renderings of ancient
and modern Jerusalem in the sixteenth and seven-
teenth centuries, as well as in the contested nature
of building projects which sought to re-create the
Temple of Solomon, including at the sacred moun-
tain at Varallo.” Although a crusade would never
again be fought over Jerusalem, the rhetoric of the
crusades continued to inform the perception of the
architecture of the Holy Land — and particularly the
Temple of Solomon — in various ways throughout
the fifteenth and sixteenth centuries.

The second fundamental change in the overall
perception of the architecture of the Christian Holy
Land related to the Protestant Reformation, as the
authenticity of the Church of the Holy Sepulcher
came into question. The persistent dedication of the
Franciscans to protecting and promoting the Holy
Sepulcher and other buildings associated with the
lives of Christ and Mary should be seen as part of a
broader reaction to Protestant critiques as well as the
Ottoman threat. In the sixteenth century, Franciscan
friars in Jerusalem established a practice of studying
and visually documenting the Holy Land sanctuar-
ies as a way of asserting the rightful Christian (and
Franciscan) identity of the buildings. These activi-
ties would form the foundation for the Franciscan
archaeological studies of the modern period, includ-
ing FraVirgilio Corbo’s excavations at the Church of
the Holy Sepulcher in the twentieth century.’
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THE EPHEMERAL ARCHITECTURE OF PHILIP
THE GOOD'S CRUSADING AMBITIONS

&0

Puirir THE GOOD

Throughout the fifteenth century, the secular ruler
in Europe to most actively embrace the possibility of
a crusade was Philip the Good, duke of Burgundy:.’
His desire to repossess Jerusalem became a defining
feature of the visual culture associated with his var-
ious courts, particularly in Bruges. Philip was born
in 1396, the year of the Nicopolis Crusade, one of
the several failed smaller crusades launched in the
early years of Ottoman expansion, led by his father,
John the Fearless (r. 1404—19) and organized by his
grandfather, Philip the Bold (r. 1363—1404).> Philip
was raised in the crusading tradition, and he and
his courtiers self-consciously imagined themselves
as modern-day incarnations of the great crusading
heroes of the eleventh and twelfth centuries, like
Godfrey of Bouillon, who had originated in the
same region.’ Numerous manuscripts produced
for Philip and those in his circle retold the history
of the First Crusade. The most important was an
expanded French version of William of Tyre’s Livre
d’Eracles (Book of Heraclius), sumptuously illus-
trated with the battles that culminated in the tri-
umphal conquest of Jerusalem in 1099, reproduced
throughout Philip’s reign.* In this context, Jerusalem
was repeatedly visualized in terms of contemporary
architecture and the crusader heroes depicted in the
distinctive garb of Philip’s knights.’ Those knights —
who were also the primary patrons of the illustrated
versions of the Livre d’Eracles — formed the chivalric
order of the Golden Fleece, first founded in 1430.°
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Its twenty-four members were all bound to take up
the cross — in an eastward quest like the mythical
Jason’s — if Philip ever did.”

Philip’s dedication to crusading was more than
just a form of courtly pageantry. He and his associates
were furnished with detailed knowledge of the Holy
Land, its topography, and its architecture by return-
ing pilgrims, diplomats, and spies in the guise of pil-
grims. The details supplied were intended to share
information pertinent to military and naval strategy.
At the beginning of his reign, in 1421, Philip and
King Henry V of England devised a reconnaissance
mission, in which Guillebert de Lannoy (1386—1462)
toured Russia, Constantinople, Jerusalem, Cairo, and
environs, producing a lengthy report on the subject.”
In 1425, Philip also sent his bastard brother Guyot
and companions to the Holy Sepulcher.® The library
of the Burgundian duke is known to have con-
tained numerous books on the subject of the eastern
Mediterranean resulting from such travels, including
that of Bertrandon de la Brocquiére (¢. 1400—59)."
Bertrandon set out in 1432 in a group of nobles,
producing one of the more detailed accounts of the
Holy Land. He returned in 1433, wearing “Saracen”
clothes when he met the duke in Pothieres.” He
presented the clothes, his horse — said to be rid-
den from Damascus — and reportedly a copy of the
Qur’an to the duke.”

In 1436, Philip demonstrated his dedication to
the Holy Land and its architecture when he sent a
financial donation to the Franciscans in Jerusalem
with Albert de Sarteano.” In the following year, he
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gave additional funds to refurbish the Chapel of the
Holy Spirit in the church on Mount Sion, incor-
porating a stained-glass window with his coat-of-
arms.” The window was reportedly destroyed in
1452 by sacrilegious Muslims, at which point Philip
reportedly gave another large sum for reconstruc-
tion.” The pilgrim Georges Lengherand also later
wrote that Philip had financed a pilgrims’ hostel in
Jerusalem associated with Mount Sion, and that he
had sent a wooden chapel to Jerusalem whose instal-
lation was denied by the authorities; the stained-glass
window was presumably part of this larger project.’
In 1438, the idea of a Burgundian crusade began to
materialize, as Philip initiated the construction of
a fleet.”” In 1440, Philip made a ceremonial entry
into Bruges. Contemporary accounts report that a
tableau recast Bruges as Jerusalem, as Philip’s entry
allowed him to enact his desired triumphal entry
into the city."”

THE TEMPLE OF SOLOMON IN THE
EYCKIAN WOMEN AT THE TOMB

Throughout the years of planning a crusade, art-
ists of the Burgundian Netherlands worked in the
service of Philip the Good and his court, asked at
various moments to envision the city of Jerusalem
and its architecture. Although none of the ephemeral
works survive, contemporary depictions of Christ’s
Crucifixion, Entombment, and Resurrection reflect
the focus on Jerusalem as the desired goal of the cru-
sade.” Given the ambitions of Philip the Good vis-
a-vis Jerusalem, it remains a possibility that one of
his noblemen sent to the Holy Land or an attendant
artist may have sketched some aspect of the appear-
ance of Jerusalem, although no surviving drawings
have been identified. The painting which has most
prompted speculation about an eyewitness depiction
of Jerusalem’s architecture is the Women at the Tomb,
attributed variously to Hubert or Jan van Eyck (Plate
24).>° Thought to have been created in the 1420s, per-
haps in Bruges, the painting envisions the moment
when the Three Marys encounter the empty Tomb
of Christ, set in a rocky landscape. Behind, on the
distant hilltop rises the city of Jerusalem, whose most
distinctive building is the Temple of Solomon, with

an octagonal base and slightly bulbous dome elevated
on a drum, like the Dome of the Rock in Jerusalem.
The painter exhibits the moment when, through
the revelation of Christ’s absent body, the architec-
ture associated with his burial and life more gener-
ally becomes the subject of the pilgrimage. In other
words, the painting is a depiction of the first pilgrim-
age; while those first pilgrims — the Marys — gaze
upon the empty tomb and marvel at the absent body,
the viewers gaze is drawn to another marvel: the
modern city of Jerusalem, laid out with crisp pre-
cision across the distant landscape.®” In the absence
of the body of Christ, the modern city becomes the
subject of our gaze.

The accuracy of relative scale and disposition
of the architectural elements in the depiction of
the Dome of the Rock — which stands out as the
identifying element of the cityscape — and the close
relation to the view of the building as it would have
been seen from the Mount of Olives, has raised the
question of whether the artist or a closely related art-
ist may have been on one of the voyages in which
Burgundian nobleman traveled to Jerusalem in the
period of Philip the Good.** The Three Marys in
the foreground wear contemporary clothing and the
patron may have been in the circle of Philip the Good.
Hubert and Jan were brothers, and the latter became
Philip’s court painter in the 1430s. Documents also
refer to a number of “lengthy and secret voyages”

made by Jan on behalf of the duke in this period.*

BRUGES HOLY BLOOD AND SACRED
LANDSCAPE

When Philip the Good chose Bruges as the setting
for his imagined entry into Jerusalem, he undoubt-
edly did so with the sacred associations of that par-
ticular city in mind. Within Philip’s domains, Bruges
was uniquely identified with Jerusalem due to its
relic of Christ’s blood.” Annual urban processions
connected the city’s sacred sites and transformed
the entire city into a theatrical stage upon which
Christ’s life could be re-enacted.”” Bruges’ relic of
Christ’s blood was believed to have been acquired
by Thierry of Alsace, count of Flanders (r. 1128—638)
in the twelfth century, and was housed in a chapel
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originally in his residence (later transformed into
Bruges’ town hall). The Confraternity of the Holy
Blood was founded in 1405 and played a prominent
role in the fifteenth-century versions of the annual
procession of the Holy Blood through the city of
Bruges — celebrated on May 3 — in which they wore
a red hood and pelican emblem.?* Costumed actors
had first been employed in the procession in 1396,
and documents also refer to the introduction of the
“City of Jerusalem” in 1407, suggesting the use of
painted tableaux.”” A document of 1463 specifically
refers to the payment of the painters Petrus Christus
and Pieter Nachtegale for the renovation of the pro-
duction, with reference to the use of wood, iron,
canvas, a carpenter, and a total of seventy-two per-

sons on the day of the procession.*

Sometime in the middle of the 1430s, Jan van
Eyck (e
unknown patron, thought to have been a member

1390—1441) was commissioned by an

of the court of Philip the Good, to create a diptych
for private devotion (Fig. 108).” In The Crucifixion,
which is paired with The Last Judgment, Jan van Eyck
employs oil paint and an innovative conception of
illusionistic space to transform the relatively small
and vertical canvas into a window through which
we seemingly witness firsthand Christ’s Crucifixion.
The moment is specifically when Christ dies, his
side pierced by the lance, as Mary collapses, the sky
darkens, and Christ’s blood rushes out from his side
wound.** Mary’s collapse in the foreground anchors
the space in the well-known pilgrimage trajectory
along the way to the Temple, which rises in the back-
ground as the distant origin for the events that had
led to this point in time and space.’ The narrowness
and verticality of the picture plane likewise connect
the experience of reading its elements to the idea of
a pilgrim traversing a choreographed spatial trajec-
tory within Jerusalem, viewed from the summit of

Fig. 108 Jan van Eyck, Crucifixion and Last
Judgment, 1430s, Metropolitan Museum of
Art, New York, Fletcher Fund, 1933 (Photo:
Metropolitan Museum of Art, New York)
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Mount Calvary.?* The mirroring eftfect would have
been particularly compelling for those who recog-
nized features of the architecture, landscape, and cos-
tume of contemporary Bruges. From this familiar
backdrop emerges the soaring vault of the Temple
of Solomon.* Presumably such a view of Jerusalem
would have served as a backdrop for the events asso-
ciated with Christ’s Crucifixion in the annual Holy
Blood procession, created by the painters and crafts-
men employed by the town of Bruges.* Jan van Eyck’s
Crucifixion could be read as Bruges staged in the guise
of Jerusalem and at same time the Jerusalem of the
Netherlandish pilgrim’s imagination — a Jerusalem
simultaneously absolutely real and absolutely unreal .

Philip the Good’s devotion to Jerusalem could
be viewed as a shrewd political strategy aimed
at uniting his nobility and provinces with a com-
mon goal. There is evidence that other towns in
the Burgundian Netherlands adopted similar re-
creations of Jerusalem’s architecture, likely modeled
upon those of Bruges. There are documents refer-
ring to a representative of the city of Aalst being
sent to Bruges in 1432 to acquire canvas and other
supplies involved in creating a stage set of the City
of Jerusalem. Among the supplies were 150 yards of
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canvas, five oak trees, twenty-two 3-meter pieces of
wood for the buildings, forty oak slats for curtain
rings, hinged doors, and white tine to cut men to
stand on the towers of the City of Jerusalem. The
structure was set on four iron-plated wheels and
pulled through the streets.’® The sacred architecture
of Jerusalem was in this way transformed into a tem-
porary, mobile stage set, whose ephemerality under-
scored the theatrical nature of the crusading idea in
the reign of Philip the Good.

Unfortunately there is scant visual evidence
for the appearance of the sets created for the stage
representation of Jerusalem. Passion plays had been
performed throughout Europe since the twelfth
century, but in the fifteenth and sixteenth centuries
there are indications of a new emphasis being placed
on the incorporation of stage sets with architec-
tural features.’” We are largely dependent upon tex-
tual references to such sets, as at Bruges. The most
important visual record of ephemeral architectural
structures representing Jerusalem is provided by
a manuscript relating to the Passion Play staged in
Valenciennes in 1547 (Fig. 109).* The stage set pro-
ceeds from Paradise through Nazareth, the Temple,
Jerusalem, “the palace” — referring to Pilate’s — the

| W.;nj'i'

Fig. 109 Hubert Cailleau, Stage set of the Passion and Resurrection as it was performed at Valenciennes in 1547, BNF Ms. Fr.

12536, fol. 2, sixteenth century (Photo: BNF)
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house of the priests, the Golden Gate, to limbo and
hell. The Temple stands out as a polygonal struc-

ture surmounted by a crescent; although created a
full century after the Passion Plays at Bruges, the
Valenciennes manuscript similarly visualizes numer-
ous textual references to the centrality of the Temple
in such plays throughout Europe in the fifteenth and
early sixteenth centuries.?

Among the many diplomats and pilgrims who
may have furnished artists and patrons with knowl-
edge of the contemporary buildings in Jerusalem is
Pero Tatur (c. 1410—c. 1484).*° In 1438, Philip and his
court received the Spanish nobleman. Unique among
other Christian pilgrims, Pero was able to recount his
experiences visiting inside the Dome of the Rock.*
Pero had traveled from Andalucia to Livorno and
throughout the Mediterranean from 1435 to 1439.As
a high-level diplomat he met with numerous rulers,
including Pope Eugenius IV (1431—47) in Bologna in
1438, who gave Pero his blessing for a pilgrimage to
Jerusalem.”> While there, Pero was smuggled into the
Dome of the Rock.# Pero Tatur wrote an account of
his travels after he returned to Spain, surviving in a
unique manuscript copy of the eighteenth century.*
Given the ambition of Philip and his knights to retake
Jerusalem and its Temple, we can imagine with what
interest they would have learned about the features
of the Dome of the Rock. Tafur confirms this in
his account; he refers to the duke having sent for
him many times, when he “enquired as to the places
I had visited, and by repeated questions desired to

Fig. 110 Santa Maria del Fiore, Florence,
consecrated 1436 (Photo: author)

be exactly informed concerning all that I had seen
and done.”* When the tableau depicting Jerusalem
was created for Philip’s triumphal entry into Bruges
two years later — in 1440 — the cityscape was likely
identified as Jerusalem due to the representation of
the Temple in terms of the distinctive features of the
Dome of the Rock. Such a visualization as the back-
drop for Philip’s entry, invoking equally the memory
of Christ’s Entry on Palm Sunday, Heraclius’ return
with the True Cross, and the crusaders’ conquest of
the city in 1099, must have been celebrated as fore-
shadowing the eventual triumph of the new crusade
and repossession of the Temple of Solomon.

FLORENCE'S TEMPLE OF SOLOMON

When PeroTafur came to the court of Philip the Good
in 1438, he would have told of the efforts to reunite
Christian churches of Rome and Constantinople,
with the aim of combating the expansion of the
Ottoman Empire. The union was finally eftected
during the Council of Florence, which convened
in 1439. Florence had recently become the stage for
the triumphal construction of its own version of the
Temple of Solomon, the cathedral of Santa Maria del
Fiore (St. Mary of the Flower) (Fig. 110).*° The spec-
tacular consecration ceremony of 1436, at which Pope
Eugenius IV and other dignitaries were in attend-
ance, celebrated the special identity of Florence’s
cathedral with the biblical Temple of Solomon.*
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Guillaume Dufay (¢. 1397-1474), the most famous
musician of the day — who also worked at the court
of Philip the Good — had been hired to compose a
special motet for the occasion.** The product was a
remarkable musical play upon the proportions of the
Solomonic Temple as described in the Old Testament
and the dimensions of the cathedral.®

The scale of pageantry involved in the conse-
cration of Florence’s cathedral in 1436 would have
been envied by Philip the Good. For an interna-
tional aristocracy of diplomats and pilgrims, the
allusions to the idea of the Temple of Jerusalem
must have struck a particularly resonant chord, in
relation to the ambitions of retaking the city as part
of a larger crusade. In contrast to the ephemeral
stage sets created in Bruges and other cities in the
Burgundian Netherlands, Florence had achieved
an unparalleled realization of Solomon’s Temple.
Florence had not been an integral part of the cru-
sading movement, but its role in staging the union
of the churches provided an opportunity to high-
light the city’s self~image as a New Jerusalem.* The
construction of the cathedral, Filippo Brunelleschi’s
famed engineering feat of raising the cupola with-
out centering, and the sheer scale of the building,
offered an architectural metaphor for the kind of
spectacular triumph that was pervasively imagined
and desired throughout Europe in the first dec-
ades of the fifteenth century. Although the city of
Florence and its noble families could only mythol-
ogize its participation in the crusades, the idea
of the triumph of the city of Florence could be
imagined in terms of recent victories over Siena
and Pisa. Each city’s cathedral had in its own way
been constructed with the ambition to renew the
Temple of Jerusalem, and Florence’s cathedral now
clearly surpassed its predecessors.”’

RENE OF ANJOU, KING OF JERUSALEM

In the lead up to the Council of Florence, Pope
Eugenius recognized René of Anjou as king of Naples
in 1434.With this title came the honor of being king
of Jerusalem, in addition to Sicily, Hungary, and
Aragon.”> René could count among his ancestors
the king and queen of Naples who had financed the

purchase of the Cenacle on Mount Sion on behalf
of the Franciscan order in the fourteenth century.®
Works of art commissioned by René of Anjou in the
1430s and 1440s reflect his imagined possession of
the city of Jerusalem. Throughout the period, René
had contact with artists at the court of Philip the
Good, including in 1435 when the duke held a spe-
cial banquet at Lille in his honor.’* In 1438, René
moved to Naples, where — now as king of Naples
and Sicily — he focused his sights on Jerusalem.

The visions of Jerusalem created for René of
Anjou may reflect the kind of architectural imagery
employed in the ephemeral tableaux of Jerusalem
created for the court of Philip the Good. The most
important example is found in a Book of Hours.
The manuscript includes an illumination of the
city of Jerusalem and environs (Plate 25), created
between ¢. 1435 and 1443.5 We are given a view
of the city towards the Mount of Olives and are
raised up as if from a bird’s position to gaze down
upon an open piazza bounded by tall crenelated
walls. The Temple of Solomon stands in the center
on a polygonal platform, imagined as a rosy-hued
building studded with massive jewels; the octag-
onal base is surmounted by a drum, above which
expands a bulbous ribbed dome of blue surmounted
by a golden crescent. Although the Dome of the
Rock does in fact have a slightly bulbous dome, its
exaggeration in the manuscript may reflect an inter-
est in reviving the Templar image of the Templum
Domini, as well known from their seals.’° The basic
features of the Dome of the Rock have additionally
been embellished with the colorful jewels associated
with the heavenly Temple. Tall towers with crescents
are suggestive of minarets. Through an open door of
the crenelated wall, we glimpse a green landscape,
but otherwise we are presented with a densely con-
structed city, whose significant features have been
reduced to the primary Islamic building of the city
and the primary Christian building: the Dome of
the Rock and the Church of the Holy Sepulcher.
In the lower half of the image, we are shown the
southern facade of the Holy Sepulcher; the piazza in
front leads to the distinctive double portal and the
stairs climbing to Calvary. In front, the Column of
the Flagellation appears as a rosy-hued fragmentary
column. Above the facade, the bell tower, open vault
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of the Anastasis Rotunda, and dome of the crusader
Church are all recognizable. The view represents
a colorful and luxurious expansion of the kind of
simple line drawings of the southern facade of the
building created by pilgrims in the fourteenth cen-
tury (Figs. 9 and 83).

The image of Jerusalem created for René of
Anjou reflects a detailed knowledge of the distinct-
ive architectural features of the two primary build-
ings of the city. An opposition between them, one
representing Islam and the other Christianity, is sug-
gested by the proliferation of crescents around and
on the Temple of Solomon, in contrast to the cross
on the Church of the Holy Sepulcher. The use of
crescents as a sign of Islam had become common in
the region; they are first noted by a Christian pilgrim
in the previous century. Ludolph von Suchem, in his
mid-fourteenth-century account of the Templum
Domini, indicates that the crescent was regarded as a
Saracen custom:

The Templum Domini is round, orna-
mented with mosaics (opere graeco factum),
very tall and wide, covered with lead, and
constructed from great polished and cut
stones (ex magnis lapidibus politis et sectis con-
structum). On its pinnacle the Saracens have
put a crescent moon according to their cus-
tom (eclipsin lunae suo more).”

The view of Jerusalem in the Hours of René of
Anjou distinctly incorporates crescents on build-
ings as a sign of Islam.*¥ René of Anjou’s particular
awareness of the symbol of the crescent is also sug-
gested by his revival of the order of the Crescent in
1448, originally formed by Charles I of Naples and
Sicily in 1268. This was to be the basis of an anti-
Ottoman crusade, which never materialized. From
that point on, his insignia as king of Jerusalem, Sicily,
and Aragon incorporated a golden crescent moon.
By this point, René’s status had in reality become
greatly diminished, since in 1443 Pope Eugenius had
recognized the claims of Alfonso of Aragon (1396—
1458) upon the kingdom of Naples.** Like his ambi-
tions to restore the Christian kingdom of Jerusalem,
the knightly order of the Crescent lapsed and was
not revived after René’s death in 1480.

PHirLip THE GOOD’S ARCHITECTURAL
PATRONAGE IN JERUSALEM

In the 1440s and 1450s, Philip the Good continued
to be the most active proponent of a Christian cru-
sade to retake Jerusalem, an aspiration reflected in an
emphasis upon description of the city’s architectural
and topographic features, especially in manuscripts
of the period. After the loss of Constantinople to
the Ottomans in 1453, the pictorial depictions of
Jerusalem also reflect a new conflation of the two
cities, as the dual goal of an anti-Ottoman crusade.
Philip the Good’s crusading ambitions had fully
matured by the early 1440s, when the construction
of the Burgundian fleet had been completed and his
ships were sent into the Black Sea region. The fleet
found itself unable to halt the Turkish army in 1444,
who then defeated the Christian army at Varna on
November 10.The Burgundian fleet was nonetheless
sent back into the Black Sea in 1445.° In 1447 Philip
imposed a new salt tax on his subjects as a way of
funding his crusading project; as he stated himself,
his actions were devised “in support of the Christian
faith and of the chapel of the Holy Sepulcher of our
beloved lord at Jerusalem and of other holy places
thereabouts, against the heathens and pagans.”®

Around 1450, Jean Germain (1400—6T), a priest
of Chalon-sur-Sadéne and chancellor of the order of
the Golden Fleece, gave a spiritual world map (map-
pemonde spirituelle) to the duke.”” The text enumer-
ates the places relating to the lives of Christ, Mary,
and the Apostles that were to be recuperated in the
crusade.” In 1451, Jean Germain penned another
tract, entitled Exhortation au Roy pour aller Oultre mer
(Exhortation to the King for Going Overseas), pre-
served in a manuscript in Paris (BNE Ms. Fr. 5737),
in which he emphasized the perversity of Christians
having to hear prayers for Muhammad and pay a
tribute to visit the Holy Sepulcher.* The arguments
were also made in a speech to the French king in
1452.% Philip was a vassal of the French king, and
without royal permission — which was never given —
a crusade could not be launched.*

In 1452, the city of Ghent revolted, largely
due to the new salt tax; at the moment when an
organized crusade might have halted the Ottoman
sultan’s advance on Constantinople, Philip found
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himself preoccupied with the Ghent war, only won
in July 1453. Constantinople had already fallen on
May 29.” Philip the Good’s response to the fall of
Constantinople characteristically involved court
pageantry through which he reasserted his image as
a crusading hero and publicly reaffirmed his dedica-
tion to Jerusalem. At the feast of the Pheasant, held in
Lille on February 17, 1454, Philip gathered those in
his court who would theoretically accompany him
on a crusade. Their vows to rescue Constantinople
were made in the context of a dramatic enactment
of the story of Jason, the mythical founder of the
order of the Golden Fleece. A personification of the
Holy Church — a male courtier in a dress and wim-
ple — implored the duke to save the Holy Land. The
costumed figure was placed inside a castle on the
back of a fake elephant, led by a giant in the guise
of a Saracen.”® In response, Philip and his knights
vowed to rescue Holy Church from the Saracens.”
In the same year Philip attended the imperial diet
at Frankfurt, where a general crusade was resolved.
The possibility of a unified Christian crusade again
fell away and Philip once more emerged as the single
most enthusiastic promoter of the idea. The Ottoman
sultan Mehmed Fatih (1432—81) himself heard of
Philip’s devotion, sending a letter in September 1455,
in which he promised to treat Philip’s armies as
Bayezid had treated his father’s at Nicopolis, signed
the “true heir of King Alexander and Hector of
Troy, sultan of Babylon, king of Troy.””® It was in this
period that a series of illuminated manuscripts was
created for Philip the Good, envisioning the archi-
tecture of the Holy Land in the dual contexts of
imagined pilgrimage and crusade.

MANUSCRIPTS FOR PHILIP THE GOOD
AFTER THE OTTOMAN CONQUEST

The first manuscript produced for Philip the
Good in the wake of the Ottoman conquest of
Constantinople, reflecting his renewed dedication to
the idea of conquering Jerusalem, is a compilation
created by Jean Miélot beginning in 1455.7" The first
text is a French translation of an appeal of 1322 for
a crusade, originally addressed to the French king
Philip VI (1328—50).The inclusion of the treatise first

written for Philip the Good’s royal ancestor suggests
that the contents of the new manuscript are intended
to make claims to inherit the royal prerogative of
crusading associated with the French monarchy.”
The vellum manuscript is a luxurious production,
richly decorated with six illuminations.” The second
text, originally written ¢. 1283, presented here as hav-
ing been composed for Philip VI, is a French transla-
tion of Burchard of Mount Sion’s Description de Terre
Sainte (Description of the Holy Land), introduced by
a full-page miniature illustrating the city of Jerusalem
and environs (Plate 26).7 The landscape is the setting
of the pilgrimage, with a ruined port town, perhaps
Jafta — the point of arrival — in the foreground, from
which winds a path proceeding to the walled city of
Jerusalem.” The city is dominated by the Temple of
Solomon, whose size and bulbous dome have been
exaggerated, while still retaining the distinctive fea-
tures that would accord with familiar accounts of the
Dome of the Rock. Also like the Hours of René
of Anjou, the miniature incorporates an identifiable
representation of the Church of the Holy Sepulcher
as viewed from the south, with a double portal in the
facade surmounted by a dome over Calvary, paired
with the dome of the Anastasis Rotunda with its
distinctive oculus. The Holy Sepulcher’s domes have
also been represented as bulbous, in contrast to their
appearance in Jerusalem.

The third portion of the manuscript is Bertrandon
de la Brocquiere’s recently penned Voyage Overseas
(Voyage d’Outremer).”® A final illustration at the end
of the manuscript both reflects Bertrandon’s detailed
account of Constantinople and betrays the failures of
the crusading plans, depicting the city at the moment
of the Ottoman sultan’s siege in 1453.”” The illumi-
nation of Jerusalem accompanying the translation
of Burchard of Mount Sion’s text may also reflect
the recent Ottoman conquest of Constantinople. In
addition to a crescent surmounting the Temple of
Solomon, the same building is framed by two tall, thin
towers, which may specifically refer to the minarets
recently constructed at Hagia Sophia as part of the
transformation of the ancient church into a mosque.
From the perspective of Burchard and other chroni-
clers of the First Crusade, the Dome of the R ock was
a rightfully Christian building that had been trans-
gressed by Muslims. The conversion of Hagia Sophia
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in Constantinople into a mosque following the
conquest of 1453 was undoubtedly viewed in sim-
ilar terms.” This illustration of Jerusalem has been
attributed to Jean le Tavernier (d. 1461), who was
among the artists involved in the preparations for
the banquet of the Pheasant at Lille in 1454.7 That
banquet, like previous spectacles staged by Philip the
Good demonstrating his dedication to crusading,
may have incorporated a pictorial tableau of the city
of Jerusalem.*

Another manuscript, with illuminations resem-
bling the work of Jean de Tavernier, provided the
basis for an imagined pilgrimage to the Church
of the Holy Sepulcher in Jerusalem.” The manu-
script was created in the early or mid 1460s and was
produced for either Philip the Good or one of his
courtiers.*” The French text describes a visit to the
Holy Sepulcher, while the illuminations envision the
related events of the Passion occurring in different
parts of the church.The book follows the precedents
of fourteenth-century compositions, in emphasizing
the imagined movement of the reader through the
complex spaces of the church in Jerusalem, whose
architecture becomes the framework for an inter-
active engagement with the life of Christ. Thirteen
miniatures in grisailles outline the sequence of the
Passion, integrated into descriptions of where to
recite the appropriate hymns in Latin, as the reader
moves within the church.® The reader commences
in the Chapel of Mary Magdalene, commemorating
where the Risen Christ appeared, and a glimpse of
the ultimate goal of the pilgrimage — the Tomb of
Christ — 1s shown through an open door.The reader-
pilgrim first progresses from this chapel following a
clockwise route, to finally reach the Tomb of Christ
and witness the Entombment (Plate 27).%

BRUGES AFTER THE DEATH OF PHILIP
THE GOOD

With the loss of Constantinople in 1453 came a
renewed papal effort to rouse support among the
Christian rulers of Europe for a crusade, particularly
upon the election of Pius IT as pope (r. 1458—64). At
the Council of Mantua in 1460, Pius II declared war,
to which Mehmed reportedly responded by saying

that he would treat Rome like Constantinople and
decapitate the duke of Burgundy, i.e., Philip the
Good." In February 1463, Philip staged a triumphal
entry into Bruges, which involved yet another tab-
leau vivant featuring the city of Jerusalem.** When
Pius II officially took the cross on June 18, 1464,
Philip at first declared his intention to go, but instead
sent his son Anthony."” Pius II died in Ancona in
August and with him the hope for a crusade.® In
his last years, Philip continued to imagine executing
a crusade, a last staging of his entry into Jerusalem
being held in Bruges in the year of his death, 1467.%

Following the deaths of Pius Il in 1464 and Philip
the Good in 1467, the idea of retaking Jerusalem
increasingly elided with fantasy, in which knightly
heroes imagined in the mold of Charlemagne or
Godfrey of Boullion battled against demonic Muslim
rulers portrayed as the agents of the Antichrist — a
kind of fantasy that would culminate in Torquato
Tasso’s epic poem Gerusalemme Liberata (Jerusalem
Delivered) of 1581.°° The immediate impact on pil-
grims was the increased danger of the journey to
Jerusalem, particularly in the 1470s and 1480s, when
the eastern Mediterranean was transformed into a
theater for naval war between the Ottomans and
various Christian armies. In this context, the expan-
sion of theatrical re-creations of Jerusalem as a set-
ting for the life of Christ and the related paintings
may have also provided an experience of the pil-
grimage without leaving Bruges.®" Artists in Bruges,
particularly in the 1470s, created panel paintings
infused with a theatrical sensibility that seems to
reflect their involvement in planning spectacular sets.
For example, a painting by an unknown artist work-
ing ¢. 1470 (Plate 28) may reflect Bruges’ theatrical
plays annually staged during the Procession of the
Holy Blood. The cityscape forming the backdrop
pertains to the well-established type that empha-
sized the architecture of the Temple of Solomon,
as in earlier van Eyckian paintings or manuscripts
made for Philip the Good.”” We are drawn into the
action as it takes place: Veronica reaches out with
her veil as Christ bends down to touch her hand. We
seem to be a part of the crowd streaming from the
walls of Jerusalem, above which rises the standard of
Bruges’ Confraternity of the Holy Blood.? Some in
the crowd wear the red hoods and pelican emblems
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associated with the confraternity. An inscription
woven into the pink tunic of the horseman on the
left even incorporates the words bloet (blood) and
omagame (procession).**

Hans Memling’s remarkable panel, Scenes from the
Passion of Christ (Fig. 111), created ¢. 1470 for the Italian
banker and resident of Bruges, Tommasso Portinari, is
another notable example.” The Holy Land has been
reimagined as a continuous stage set, composed of
small, discrete buildings whose facades have been
cut away to reveal interiors, each of which contains
an event occurring at a different point in time.”* We
seem to be raised up on the Mount of Olives, view-
ing the city across to Golgotha, where Christ is cru-
cified. Memling expands upon the possibilities for
a single painting to present an entire pilgrimage to
the Holy Land in a panel created ¢. 1480 in Bruges,
Scenes from the Advent and Tiiumph of Christ (Alte
Pinakothek, Munich).”” The stage sets of the primary
events have been set within an expanded landscape,
the entire painting approximately 6 feet wide. In the
center foreground, the Magi kneel before Christ

as exemplary pilgrims.”® Pathways sinuously wind
through the hilly landscape.The varied terrain breaks
the vast landscape into discrete locations, encourag-
ing the viewer to make the movements through the
landscape and to pause meditatively, guided by the
winding paths, as if journeying between Nazareth,
Bethlehem, and Mount Sion.” In both panels by
Hans Memling, the coexistence of discrete locations
with independent events occurring apparently at dif-
ferent times in a panoramic landscape representing
the entirety of the Holy Land suggests the passage of
time with the viewer’s imagined movement through
the image, following the narrative of Christ’s life as
the pilgrim-viewer traces his footsteps through the
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same locations.

THE JERUSALEM CHURCH AND THE
ADORNO FAMILY IN BRUGES

Within the decades of Philip the Good’s spectac-
ular demonstrations of dedication to the sacred

Fig. 111 Hans Memling, Scenes from the Passion of Christ, Galeria Sabauda, Turin, ¢. 1470 (Photo: Scala / Art Resource, NY)
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architecture of Jerusalem and the idea of an anti-
Ottoman crusade, no permanent architectural projects
in Bruges reflected his ambitions. The ephemerality
of the re-creations of the architecture of Jerusalem
perhaps betrayed the ultimate hollowness of his cru-
sading intentions. In fact the only lasting architectural
project relating to Jerusalem constructed in Bruges
in the period resulted from the patronage of a sin-
gle merchant family, the Adornos, who originated
in Genoa. The construction of the Adorno fami-
ly’s Jeruzalemkerk (Jerusalem church) (Fig. 112) was
a transgenerational production that spanned from
the first years of the reign of Philip the Good into
the sixteenth century. The church was first founded
outside of Bruges” walls by the brothers Pieter and
Jacob Adorno in 1427, following their pilgrimage to
Jerusalem, and was consecrated on Palm Sunday in
1429." In 1430, the local Confraternity of the Holy
Sepulcher was authorized to use the Jeruzalemkerk by

Pope Martin V.2 The church was most substantially
expanded by Pieter’s son, Anselme Adorno (1424—
83), following the pilgrimage he made with his own
son, John, in 1471. For this pilgrimage we are well
informed, since John took notes during the voyage
which Anselme used to compose an account upon
return from Jerusalem.* They left Bruges and trav-
eled by way of Genoa to north Africa and Jerusalem,
sailing on a Spanish ship armed by the Knights of
Rhodes against potential Ottoman naval attack.
When Anselme returned to Bruges he also
expanded the family’s church by constructing a
chapel re-creating the crusader chapels of Calvary
(Fig. 113) and the Invention of the Cross in the
Church of the Holy Sepulcher. Anselme’s con-
spicuous dedication to the Holy Sepulcher may
reflect his aspirations to participate in the knightly
ideology associated with the order of the Golden
Fleece.”* The original patrons of the church were

Fig. 112 Jeruzalemkerk, Bruges, founded 1427 (Photo:

author)

Fig. 113 Jeruzalemkerk, Bruges, late fifteenth century
(Photo: author)
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in fact closely connected with Jan van Eyck. It has
been speculated that the Women at the Tomb (Plate
24) was commissioned by the Adornos to com-
memorate their pilgrimage of 1427." Pieter and
Jacob Adorno were more certainly the likely patrons
of two closely related paintings of St. Francis created
by Jan van Eyck sometime around 1430."° Although
virtually identical, one of the paintings, now in
the Philadelphia Museum of Art, is of diminutive
scale, in contrast to the other in Turin’s Galleria
Sabauda.”” Anselme may have taken the painting
with him on pilgrimage; St. Francis, in this context,
would have represented the paradigmatic pilgrim.
Like Tommaso Portinari, Anselme was a member
of a lay group of the Franciscan order, called the
Confraternity of the Dry Tree, which dated back
to at least the late fourteenth century.’*® St. Francis’
dedication to the Crucified Christ is reflected in
Anselme’s decision to develop a Calvary chapel in
Bruges, elevated by stairs as in the Church of the
Holy Sepulcher in Jerusalem.

The Adorno church, particularly as it was
expanded in the 1470s, represents a significant
departure from previous re-creations of the Church
of the Holy Sepulcher, which had focused upon the
symbolic forms of the Anastasis Rotunda encircling
the Tomb of Christ. Rather than a suggestion of
a likeness of the Rotunda, the Bruges church re-
creates the experience of moving through the inte-
rior of the Church of the Holy Sepulcher, climbing
up fourteen steps to the Calvary chapel (approxi-
mating the eighteen steps in Jerusalem), descending
to the place of Helena’s discovery of the Cross, and
stooping down to enter the small space of the Tomb
of Christ.” The raised, octagonal Calvary chapel
also has a door which leads into a space reserved for
the Adorno family, furnished with a painting of the
Crucifixion and a view of the Golgotha altar below.
In the 1480s, the Golgotha altar was expanded in a
final phase immediately preceding Anselme’s death
in 1483, being fitted out with three stone crosses,
skulls, and the emblems of the Passion (Fig. 113)."°
Behind the Golgotha altar, the visitor must bend
down to enter another chapel, re-creating the inte-
rior of the Tomb of Christ (Fig. 114). The space —
of the same dimensions as the small chamber in
Jerusalem — is covered with tiles each with three

Fig. 114 Tomb of Christ, Jeruzalemkerk, Bruges, late
fifteenth century (Photo: author)

crosses, and has hooks in the ceiling from which
originally hung lamps.”" Through a wire screen, one
looks upon the colored, sculpted figure of Christ
laid out on a marble tomb slab.”* On the exterior
(Fig. 112), the entire polygonal choir appears as a
tower surmounted by a small bulbous dome, given
the distinctive profile associated with depictions of
Jerusalem’s sacred architecture, as in Jean Miélot’s
illuminations created for Philip the Good (Plate 25)
or Hans Memling’s Scenes from the Passion of Christ,
made for the Portinaris (Fig. 111).

The construction of a bulbous dome atop the
Adornos’ Calvary chapel in Bruges in the 1470s sug-
gests an interest in alluding to the sacred architec-
ture of the Holy Land, through association with a
generalized idea of the architecture of the Mamluk
Empire. Bulbous domes had apparently become asso-
ciated with the idea of the architecture of Jerusalem,
as well as the architecture of the Islamic empire of
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Fig. 115 Tower of the Chapel of the Holy Blood, Bruges,
third quarter of the fifteenth century (Photo: author)

the Mamluks more generally. Minarets that took
the form of tall, square towers encircled by balco-
nies, surmounted by small bulbous domes with cres-
cents, were apparently the most distinctive feature
of Mamluk cities like Cairo in the eyes of European
pilgrims who sought to register difference in rela-
tion to their native cities.”? In the third quarter of
the fifteenth century, Bruges’ most sacred building,
housing the Holy Blood of Christ (Fig. 115), had
been given its own prominent multi-storied tower
capped by a bulbous dome.™*

The resemblance of the Adorno family’s church
as expanded in the time of Anselme to Bruges’ Holy
Blood chapel is also suggestive of the ambitions
of his patronage. Although not a part of Philip the
Good’s circle of knightly courtiers, Anselme Adorno
achieved a new level of social status towards the end
of his life, particularly through diplomatic missions
and association with King James III of Scotland (r.

1460—88). On one of these missions, in 1469, the
Scottish king knighted Anselme; when he traveled
again to Scotland in 1477, Anselme dedicated the
account of his pilgrimage to King James III." It has
been hypothesized that the construction of the royal
chapel at Restalrig may have been a similar attempt
to re-create the Church of the Holy Sepulcher
under Anselme’s influence.”® Nothing, however,
remains of the Scottish chapel. After his assassination
in Scotland in 1483, Anselme’s remains were trans-
ferred to the Jerusalem church in Bruges, installed in
the nave along with his wife’s.””

LEIDEN’S CALVARY CHAPEL
AND HOLY SEPULCHER

The Jeruzalemkerk in Bruges may be one of the ear-
liest and most prominent examples of a complex re-
creation of the features of the Holy Sepulcher, but
there is evidence that it was not unique in the Low
Countries. In Leiden, a wealthy patron — Wouter
[Jsbrantszoon — stipulated in his will that a chapel
dedicated to the Holy Sepulcher be constructed as
part of an existing complex housing elderly men."®
The will was made in 1467 and specifies that the
construction include a Calvary chapel (die Cruys
capelle) with the Holy Sepulcher (Heilich Graf),
emphasizing how one will experience climbing
up the eighteen stairs to Calvary (the same num-
ber as in Jerusalem), and then proceed to a chapel
with a stone crib “in the manner of Bethlehem as
accurately as possible.”" Wouter had recently been
on the pilgrimage to Jerusalem, and the measures
said to be “in his office” were likely acquired on the
journey.The intentions for the chapel suggest a fun-
damental similarity to the Jeruzalemkerk in Bruges.
Although nothing of the chapel in Leiden survives,
when Claes van Dusen (c. 1440—after 1514) visited
Leiden he remarked that “I have been in many cit-
ies, but I have never seen the Holy Grave counter-
feited better than in Leiden.”"*°

The “counterfeit” of Christ’s Tomb in Leiden,
like many similar examples, was later destroyed.
These included a chapel in Amsterdam (c. 1490),
whose foundations were only recently found, and
one at Gouda (c. 1500), parts of which are still
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extant.””" The chapels constructed in Amsterdam, Members, having completed the pilgrimage, were all
Gouda, and Leiden were all connected to the grow- Knights of the Holy Sepulcher. Although one orig-
ing importance of pilgrimage confraternities in the inally had to be of noble birth to be knighted while
Low Countries; the chapels provided a space for in Jerusalem, by the end of the fifteenth century this

a collective display of devotion to the pilgrimage. requirement was no longer strictly followed.'**
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THE CONSPICUOUS NOBILITY OF DEDICATION
TO HOLY LAND ARCHITECTURE

o)

THE RUCELLAT SEPULCHER IN
FLORENCE AND IMAGINED
CRUSADER GENEALOGIES

Throughout Europe in the second half of the fifteenth
century, wealthy patrons commissioned architectural
re-creations of the Holy Sepulcher as conspicuous
displays of nobility and dedication to the idea of a
crusade. For the Florentine banker, Giovanni Rucellai
(1403—81), this was closely tied to the aggrandizement
of his family’s fictive crusading history." Giovanni
describes his ancestor, Messer Ferro, as a member
of the “knights of the order of Knights Templar,”
remarking upon his family’s special devotion to the
protection of pilgrims and holy places; from this
invented tradition he also claimed the origin of the
family epithet, de’ Templari (of the Templars).> Rather
than go on pilgrimage, Giovanni — as an undated let-
ter to his mother attests — sent surveyors to Jerusalem
to obtain the “correct drawing and measurements
of the Sepulcher of Our Lord Jesus Christ””? The
chapel constructed in 1467 at the Church of San
Pancrazio (Fig. 13) is one third the size of the Tomb
in Jerusalem.* Otherwise there are significant depar-
tures from the Jerusalem Tomb: the canopy is halved
in size and placed at the front (rather than the rear)
and there is no plinth.’ The architectural elements
bear no resemblance to the contemporary Tomb in
Jerusalem and are instead distinctly Florentine: fluted
Corinthian pilasters carved with crisp precision,
marble inlay composed of geometric motifs in pat-
terns of black and white, and heraldic devices of the
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Rucellai and Medici families — recently joined in
marriage.’ Inside, a single chamber contains a stone
slab and a fresco with scenes of the descent from the
Cross and Christ flanked by two angels. One panel
within the chapel’s pavement contains an inscription,
indicating the place where Christ was embalmed
before entombment. The panel can be lifted to reveal
a vaulted space below.” The Rucellai Sepulcher was
placed within an existing chapel that was remodeled
by the same architect.” An inscription over the door
gives the date 1467.°

A papal bull of 1471 confirmed the special status
of the chapel as a pilgrimage site in its own right,
by granting visitors seven years’ plenary indulgence.
When the Florentine Michele da Figline visited
Jerusalem in 1489, he noted the resemblance of the
Rucellai Sepulcher, made in the efhigy (facto a quelle
effigie) of the Tomb of Christ in Jerusalem.” A non-
Florentine might have observed the significant
departures from the original. Rather than any build-
ing in Jerusalem, the geometric patterns of black-
and-white marble resemble Florence’s Baptistery,
celebrated in the fifteenth century as a Roman
temple and the primary relic of Florence’s ancient
past.” The marble cladding tied the Sepulcher to
the imagined antiquity of the Baptistery, linking
Giovanni Rucellai’s own fictive claims to ancestral
nobility with his Republic’s fictive ancient past.™

The Rucellai family was not alone among the
Florentine nobility in inventing a history of partic-
ipation in the crusades. Sometime in the first half
of the fifteenth century, the Pazzi family famously
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invented the tradition that their ancestor, Pazzo
de’ Pazzi, was the head of a Florentine army in the
First Crusade.” More than just this, Pazzo was said
to be the first of all the Crusaders to put his foot
on the walls of Jerusalem, during the siege of the
city. The family also claimed that upon his return to
Florence he was received in triumph and donated
to the city three pieces of the Holy Sepulcher. The
annual commemoration of this event is known as
the scoppio del carro (explosion of the cart). The des-
cent of the Holy Spirit to Christ’s Tomb — a ritual
enacted every Easter in Jerusalem since at least the
ninth century — undoubtedly inspired the Florentine
celebration. A pilgrim (most likely Italian) illus-
trated the ritual occurring within the Church of the
Holy Sepulcher in a fourteenth-century manuscript
(Fig. 83), showing the fire of the Holy Spirit as it
enters into the oculus of the Anastasis Rotunda. In
the Florentine version of the ritual, the cart played
a central role as a relic of Pazzo’s participation in
the First Crusade; after being taken from home to
home within Florence, there was a fiery display in
the area between the Baptistery and cathedral. The
cart, like the related relics of the Holy Sepulcher,
and the very story of Pazzo’s crusading career, were
all inventions fabricated to celebrate the nobility
of the Pazzi and the imagined participation of the
Florentines in the crusades. The scoppio del carro con-
tinued to be financed year after year by the Pazzi
family until 1864, when the task was given over to
the Florentine commune.™

WiILLIAM WEY'S CHAPEL AT EDINGTON

The decades of the 1460s and 70s also saw the
construction of a chapel dedicated to the Holy
Sepulcher in the English town of Edington, directly
inspired by the pilgrimages of the Oxford fellow and
theologian, William Wey (c. 1407-76)." Wey com-
posed a book based upon two separate pilgrimages
to Jerusalem of 1458 and 1462, made with the clear
intent of allowing his readers to imagine the pil-
grimage without making the journey. A copy seems
to have been originally installed in the chapel along
with a map of the Holy Land; the surviving man-
uscript and the 7-foot-long map are now both in

the Bodleian Library, Oxford."® The chapel, man-
uscript, and relics, all created in the period before
Wey’s death in 1476, represent a rare intersection
of the various means of re-creating the pilgrimage,
originally orchestrated together in a single space.”
His will lists the objects left to the chapel, which is
referred to as made in the “lyknes of the sepulkyr of
our Lord at Jerusalem.” These objects included, in
addition to the book and the map, wooden models
of pilgrimage churches, paintings of the Temple of
Solomon, Mount of Olives, and Bethlehem (“clothe
stayned wyth the tempyl of Jerusalem, the Movnte
of Olyvete, and Bethleem”), and a reproduction of
the veil of St. Veronica. A reliquary box contained
various stones taken from holy sites:

[A] relyquary of box in the wheche be thys
relyks. A ston of the Mownte of Calvery,
a stone of sepulkyr, a stone of the hyl of
Tabor. A stone of the pyler that over Lord
was stowrchyd too [scourged at]. A stone of
the place wher the crosse was hyd and fynde.
Also a stone of the holy cave of Bethleem.**

The relics, like the chapel and its other accoutre-
ments, were lost in the period of the Dissolution of
the Monasteries (1536—41)."

In the account of his pilgrimages, William
emphasizes the turmoil of journeying, and he is
notable for being among the first to provide practical
advice, including how to change money and when
to make use of a small chamber pot.*° His journey is
narrated in relation to the map, with notation of dis-
tances between places from Damascus to Hebron.”
Although nothing is known of the precise forms of
the chapel built in the “lyknes” of Christ’s Sepulcher,
it is possible that various sites were marked, corre-
sponding to distances traversed within the Church
of the Holy Sepulcher in Jerusalem.** This is sug-
gested by the reference to colored images (“stained
cloths”) with scenes corresponding to locations
within the church in Jerusalem, like Christ appear-
ing to Mary Magdalene (“owre Lorde wyth a spade
in hys hande”), which could have marked the chapel,
or a Crucifixion, which may have marked the
place of Golgotha, for example.”? A cloth “stayned
wyth thre Maryes and thre pylgremys” may have
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been displayed with a re-creation of the Tomb
Acdicule.** Additional images apparently envisioned
other pilgrimage sites — and perhaps related build-
ings — within the chapel, including the Mount of
Olives and Bethlehem, complemented by the corre-
sponding relics from these locations.* Perhaps most
remarkably, it seems that William Wey also had a
series of wooden models of the pilgrimage churches
made, as well as wooden boards corresponding to
various dimensions of Christ’s Tomb, body, and the
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Cross*® The wooden models apparently included
the Calvary chapel, the Church of the Nativity, the
Church of the Ascension, and the Tomb of Mary, all
to be left in the chapel after William’s death.

Nothing else is known of the wooden mod-
els or the painted cloths that had been hung in the
chapel, beyond what is said in the surviving manu-
script. When William Wey made the pilgrimage in
1458, he was accompanied by a nobleman of Padua,
Gabriele Capodilista (d. 1477). Capodilista’s account
of his journey, written after his return for the nuns
of a Franciscan convent in his native city, included
a drawing of the Church of the Holy Sepulcher
and a fold-out map of the Holy Land, both of
which survive.”” The drawing (Plate 29) is a view
of the southern facade of the Church of the Holy
Sepulcher, comparable to the view in the Hours of
René of Anjou, although notably less luxurious.**
William Wey’s written account of the Church of
the Holy Sepulcher correspondingly commences
with an account of the church as first encountered
from the south. Wey notes, for example, the stone in
the center of the paved square, marked with many
crosses, where Christ rested carrying the Cross to
Mount Calvary, as included in Capodilista’s draw-
ing.” It is unknown if Gabriele Capodilista created
this drawing himself, or if he — perhaps like Wey —
enlisted the services of a painter or architect. The
French pilgrim Louis Rochechouart, who made
the pilgrimage in 1461, noted in his account that to
make the form of the Church of the Holy Sepulcher
comprehensible, he had an architect, among the pil-
grims when he visited, make a drawing.?° The draw-
ing does not survive.

After his description of the Church of the
Holy Sepulcher, William Wey describes the route
to St. Stephen’s gate, commencing with the place

where Christ impressed his face into Veronica’s veil.
The re-creation of Veronica’s veil, noted among
the objects held in the Edington chapel, may have
been displayed in a corresponding location. From
here, Wey notes the various locations along the
street — which he refers to as the “street through
which Christ ascended with the Cross as he suf-
tered” (strata quedam, per quam Christus ascendebat
cum cruce ut pateretur), including the houses of Pilate
and Herod, the Templum Domini and Templum
Salomonis, the Golden Gate, and finally the Gate of
St. Stephen.’” Within the manuscript, crosses indi-
cate locations associated with plenary indulgences.®
William Wey is particularly attentive to the materials
of the sacred buildings that he encounters. This may
reflect the ongoing influence of the Franciscan fri-
ars, who led pilgrims like Wey, directing their atten-
tion to sacred locations in Jerusalem. Wey’s account
commences by noting that the pilgrimage begins
on Mount Sion; from there the friars accompany
pilgrims to the Church of the Holy Sepulcher and
throughout the city.” Wey describes stones like the
long black one where Christ’s body was anointed, or
the round white one where Christ had appeared to
Mary Magdalene. Pilgrims to the Edington chapel
could encounter corresponding relics taken from
the same stones. Like Franciscan authors of the four-
teenth century, particularly Niccolo da Poggibonsi,
Wey also incorporates imaginative allusions to the
animate traces of the sacred personages in the mate-
rials of the holy buildings. For instance, in Nazareth,
he provides an apparently unique account of the
column in the Cave of the Annunciation as being
impressed with the image of Gabriel; when the rays
of the sun at vespers touch a vestigial image of the
angel’s head, this reveals the hour when Christ was
conceived from the Virgin Mary.3

William Wey’s account suggests how fully the
itineraries and features of the pilgrimage associated
with the Franciscan Custody of the Holy Land had
become integrated into the basic idea of the experi-
ence throughout Europe, including his attention
to the role of the friars directing pilgrims and the
crosses marking related indulgences throughout
his account.® William is also notable for using the
term “stations” in reference to the holy places; in
doing so, he is using a term that had previously been



186 IMAGINED PILGRIMAGES AND CRUSADES IN THE RENAISSANCE

found in brief, anonymous lists of the holy places
and related indulgences, created in the fourteenth
and fifteenth centuries that have been attributed to
Franciscan friars.*° The term station seems to super-
sede the previous indication of holy places, perhaps
to emphasize locations where one pauses to medi-
tate upon the related event, in a way encouraged by
Franciscan piety.’” Two anonymous English accounts
written in the second half of the fifteenth century
similarly refer to “stacions,” which are described
as being shown to the pilgrims by the Franciscan
friars and being marked by a sign of the Cross to
indicate indulgences, and further declared in vari-
ous European languages.’® The practice of placing a
cross in a manuscript to indicate indulgences — of
which William Wey’s manuscript is one of the ear-
liest known examples — seems to be a re-creation
of the Franciscan placement of signs at the corre-
sponding pilgrimage buildings in the Holy Land. It
is possible that the same signs may have referred to
the holy places as numbered stations.*

THE GERMAN TRANSLATION OF NICCOLO
DA POGGIBONSI’S LIBRO D’OLTRAMARE

The middle of the fifteenth century witnessed an
expanded interest in combining detailed descriptions
of the Holy Land buildings with pictorial illustrations —
or in the case of William Wey, also with architectural
construction — as a way of substituting for the difficult
pilgrimage. The manuscript illustrations of Jerusalem
made for Philip the Good and René of Anjou were
luxurious productions whose audiences were limited
to a privileged few. William Wey’s chapel at Edington
is an important example of the expansion of the audi-
ence for a re-creation of the architecture of the Holy
Land that incorporated pictorial illustrations, as well as
wooden models and a map.*° In this period a German
translation was created of the first fully illustrated pil-
grimage account, created by an Italian Franciscan friar
in the previous century, Niccolo da Poggibonsi’s Libro
d’oltramare. The German translation was made ¢. 1450—
67 for the patrician Muffel family of Nuremberg (BL
Ms. Egerton 1900).*"

The German version of Niccold da Poggibonsi’s
book is — unlike the other two copies made in

Florence in the same period — an anonymous ver-
sion, whose association with Gabriel Muffel is
known through a reference to the Nuremberg patri-
clan having made the pilgrimage in 1467.4* Whether
or not Gabriel Muffel made the pilgrimage (which
remains uncertain), the manuscript does not refer
to his journey, but instead presents the account of
an anonymous German pilgrim, closely based upon
Niccolo da Poggibonsi’s observations. The 147 draw-
ings are likewise all based upon the Italian prece-
dents discussed in Part II1.# The illustrations follow
the Italian precedents exactly, including drawings of
the Church of the Patriarchs at Hebron with its dis-
tinctive fountain (Plate 30), the Church of the Holy
Sepulcher and the Unction Stone, and the Cave of
the Nativity in Bethlehem.* The extensive illus-
trations and vivid account first created by Niccolo
da Poggibonsi could effectively allow its patrician
patron to imagine seeing, touching, and experienc-
ing the buildings and landscape of the Holy Land
without making the journey.

MENTAL PILGRIMAGE AT THE
FRANCISCAN CONVENT AT MAINZ

In Jerusalem, pilgrims from Germany, England, Italy,
and elsewhere experienced the same choreographed
pilgrimage in the fifteenth century, as they were led
by Franciscan guides who spoke multiple languages
and provided the relevant devotional information —
including prayers to recite, for example —and perhaps
also small pamphlets with appropriate information.
In Europe, a network of Franciscan institutions pro-
vided another context for the dissemination of infor-
mation on the pilgrimage, including for those who
could not make the pilgrimage.* The Franciscan
convent at Mainz was the likely setting for the pro-
duction of a richly illustrated manuscript, made for
an unknown patron in the 1470s.*° The emphasis on
the sites associated with Mount Sion suggests a con-
nection to the Franciscan order.#” Unlike the copies
of Fra Niccolo da Poggibonsi’s book, this manuscript
is written on velium and its text is in Latin, with pen
and ink drawings with color washes.** The architec-
tural drawings and text bear no resemblance to any
other surviving manuscript, and the book ultimately
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seems to have been an original production. The
unknown author combines an emphasis on visualiz-
ing sacred events — following the general pattern of
the Franciscan Meditations on the Life of Christ — with
a topographic sequence and evocation of architec-
tural settings, situating these visionary experiences
in the framework of an imagined walk through the
Church of the Holy Sepulcher in Jerusalem.

The Arsenal manuscript, like the illustrated
guidebook probably made for Philip the Good
discussed in the previous chapter, incorporates
prayers to be read at the sites. This suggests that the
book’s reader actively imagined being present at the
described sites, saying prayers as if visiting the corre-
sponding locations in Jerusalem or Bethlehem. The
journey begins with an exterior view of the Church
of the Holy Sepulcher (Plate 31); as the reader turns
the page, he or she seems to enter the building,
being shown a cut-away view of the same church.*
The following sequence suggests that as one imagi-
nes the pilgrimage, its real physical setting, and the
associated sacred events, one can effectively be trans-
ported to the past and be among the witnesses to the
Resurrection, Nativity, or Ascension.*® The Church
of the Holy Sepulcher functions as the vital — if
anachronistic — link between the present experience
in Jerusalem and the life of Christ.

The drawing of the exterior of the Church of
the Holy Sepulcher presents a suggestion of the con-
ical vault above the Anastasis Rotunda, another dome
above Calvary,and the church’s bell tower, with a fan-
tastic bulbous dome. The drawing of the interior is
less specific, presenting a typical church with an altar
in the place of the Tomb of Christ.”" The accom-
panying text emphasizes the physical links between
the place where Christ appeared to Mary Magdalene
after the Resurrection and the chapel where a pil-
grim sees the Column of the Flagellation, reflecting
the contemporary arrangement in the Church of
the Holy Sepulcher.’* lluminations depict the cor-
responding events, including the Flagellation.® After
visiting various sites in Jerusalem, including the site
of the Presentation of Christ and his Ascension, the
pilgrim-reader proceeds to Bethlehem, to be — like
the Magi — witness to the birth of Jesus.’* The jour-
ney concludes with the Temptation of Christ in the
Wilderness and the Baptism of Christ on one folio,

followed by Veronica and her veil, the Arma Christi,
and a monstrance displaying the host.” The host,
represented in the illumination with the shadow of
the image of the Crucifixion, is referred to in the
text as a figura (figure) of Christ’s body. The final
image of the host, following the instruments of the
Passion and Veronica’s veil, suggests that the preced-
ing sacred buildings of Jerusalem and Bethlehem
similarly could be regarded as constituting material
figurations of Jesus Christ.

POPE SYLVESTER AND THE ORIGINS
OF THE HoLy LAND INDULGENCES

The Arsenal manuscript incorporates red crosses to
indicate indulgences. This is one of the first surviving
examples of a practice apparently emanating from
the activities of the Franciscan friars in Jerusalem.
The practice is best attested in a book published by
Leonardus Wild around 1470, Peregrinationes totius
Terrae Sanctae (All of the Pilgrimages of the Holy
Land), relating to the researches of Fra Christophoro
daVarese on the indulgences of the holy places under
the guardianship of the Franciscan order.”® The
research was reportedly undertaken during the cus-
todianship of Francesco da Piacenza (1467—72) and
resulted in the publication of an authoritative Latin
account of the indulgences relating to the Holy Land
pilgrimage, in which crosses are found throughout as
visual markers for the plenary indulgence.’” Special
attention is given to the circuit within the Church
of the Holy Sepulcher and the path from this church
to the Gate of St. Stephen.™

The Peregrinationes is not an account of the pil-
grimage experience,is not written in the first person,
and is not necessarily the product of a single author.
Even though the book became associated with
Christophoro da Varese, the author — or authors —
was likely drawing upon previous manuscripts com-
posed since the beginning of the Franciscan Custody
in the middle of the fourteenth century.’® A num-
ber of anonymous manuscripts in various languages
have survived that provide similar listings of indul-
gences.” The publication of the book in multiple
editions in Latin suggests an interest in bestowing
an aura of established authority and antiquity on the
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indulgences and the Franciscan Custody. Additional
editions were published ¢. 1480, 1491, and 1493.”
The role of the printed Peregrinationes in stabi-
lizing the authenticity of the Holy Land indulgences
is also revealed in its emphasis upon Pope Sylvester
(314—35) as the originating authority. Such references
are scattered throughout manuscripts of the fifteenth
century, but only become common in the later dec-
ades of the century, in a way that likely reflects the
impact of the printed Peregrinationes.”> The indul-
gences constituted perhaps the most important fea-
ture of the Franciscan promotion of the sanctity and
significance of the buildings. The fiction of their
papal origins and antiquity seems evidence of both
their expanding popularity and a perceived need to
provide — i.e., invent — an ancient historical origin
for them. Allusions to Pope Sylvester as the original
institutor of the indulgences likely emanated from
the Franciscan friars on Mount Sion; the reference
is almost always made in connection with a system
of notation, in which indulgences are indicated by
a Maltese cross.”® This practice, as suggested before,
is probably based upon the Franciscans placing such
crosses at the holy places and distributing pamphlets
with corresponding information to pilgrims.
Manuscripts in various languages with the infor-
mation published, regularized, and historicized in the
printed Peregrinationes could now be evaluated against
a Latin source, whose antiquity claimed to originate
in the time of Constantine and Helena.* For instance,
an English manuscript incorporates the information of
the Peregrinationes, illustrated and expanded with infor-
mation drawn from another anonymous account of
the pilgrimage.” The manuscript was created some-
time in the last two decades of the fifteenth century;
mention is made of the destruction of Otranto in
southern Italy, sieged by Ottoman forces in 1480.° The
manuscript combines an English and Latin text, both
presented as eyewitness accounts.”” The book describes
a sequence through the landscape of the Holy Land,
with prayers to recite at various locations and six full-
page illuminations of events from the life of Christ.*
The reader can imagine moving between the holy
places, following the instructions provided in the text,
for instance, to descend the stairs into the Cave of the
Nativity, there recite a prayer (Huic descendit in capel-
lam cantus ympnum) and imagine the Nativity as in the

accompanying illustration.” The imagined pilgrimage
culminates with a visit to the Holy Sepulcher: Christ
appears as a pilgrim at the Tomb Aedicule (Plate 32).7

THE FIRST PRINTED PILGRIMAGE
ACCOUNTS

In the 1470s, the first printed pilgrimage accounts were
published, beginning with a book of well-established
popularity printed in Germany, originally written by
Ludolph von Suchem (or Sudheim) c¢. 1350, describing
his journey of 1336—41.7" Burchard of Mount Sion’s
account was printed in 1475 in Libeck with a view
of Palestine, centered upon an idealized round city
of Jerusalem (Fig. 116).” In general, the first printed
books that sought to illustrate Jerusalem did so within
the context of well-established traditions. This first
printed map of Jerusalem likewise had an archaic air.
The map was associated with the fourteenth-century
pilgrim known as Burchard of Mount Sion, although
its precise origins remain unclear. 7 Jerusalem is pre-
sented as a circular walled city with concentric walls
as viewed from the west, with the Mount of Olives
behind and Bethlehem on the right (to the south). 7
Throughout the first decades of printing in
Europe, books on the pilgrimage written by con-
temporaries coexisted with those based upon older
manuscripts. Santo Brasca’s was the first contempor-
ary account to be printed with an illustration — a
ground-plan of the Church of the Holy Sepulcher
(Fig. 117) — when it was published in 1481.The inclu-
sion of a ground-plan represents a remediation of a
centuries-old tradition of hand-made drawings of
the architecture in Jerusalem. The book’s success is
indicated by new editions published in 1487, 1497,
and 1519.7 Brasca’s book incorporates the prayers and
hymns to be recited, as recently disseminated through
the printing of the Peregrinationes, and also emphasizes
new indulgences granted by Sixtus IV (1471-84).

NUREMBERG'S HOLY SEPULCHER
AND WAY OF THE CROSS

The contemporary authors of the first printed pil-
grimage books were consistently members of an
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Fig. 116 Palestine, Rudimentum Novitiorum, Liibeck, 1475 (Photo: The National Library of Israel, Eran Laor Cartographic
Collection, Shapell Family Digitization Project and The Hebrew University of Jerusalem, Department of Geography —

Historic Cities Research Project)

international aristocracy. The public dissemination
of their accounts paralleled an interest in participat-
ing in the perceived nobility of dedication to the
Holy Land and the crusading cause. The potential
for the new medium to expand upon the possibili-
ties of experiencing the Holy Land within the con-
text of a book continued to be explored in close
conjunction with the manuscript culture of pilgrim-
age. In the 1470s and 1480s, these possibilities were
most actively explored by patricians of Germany,
particularly Nuremberg and Mainz. The creation
of books on the pilgrimage was also closely related
to the patronage of architectural projects dedicated
to Jerusalem. Like Bruges earlier in the century, the
city of Nuremberg emerged as a focal point for re-
creating the Holy Land; in contrast to Bruges, where
Philip the Good and his crusading ambitions dom-
inated the scene, it was a group of interconnected

patrician families who sought to demonstrate their
nobility, piety, and power through conspicuous acts
of devotion to Jerusalem and its sacred architec-
ture, which included both the production of books
(hand-written and printed) and architectural pro-
jects. The patricians of Nuremberg derived their
special relationship to Jerusalem from their protec-
tion of the imperial relics, which included the lance
of St. Maurice.” The relics, legendarily acquired by
Charlemagne, had been periodically displayed in
the Frauenkirche (Our Lady’s Church) since 1361
and then were permanently installed in the nearby
church of the Heilig-Geist-Spital (Holy Spirit
Hospital) from 1424 until 1796.77 The relocation of
the imperial relics from Prague, where they had been
installed since the middle of the fourteenth century,
was probably motivated by threats from both radical
Hussites and westward pushing Ottoman troops.”
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Fig. 117 Santo Brasca, Ground-plan of the Church of the
Holy Sepulcher, Viaggio in Térrasanta, Milan, 1481, fol. §8v
(Photo: Huntington Library, San Marino, CA)

Within the Heilig-Geist-Spital, the imperial
relics were placed within an exceptional metalwork
casket (1438—40) known as the Sarch (coffin).” In
1459, the Ketzel family, a prosperous merchant family
who arrived from Augsburg in the 1430s and aspired
to the Nuremberg patriciate, patronized a chapel re-
creating the Holy Sepulcher within the court of the
Heilig-Geist-Spital, where the imperial relics were
then kept.*™ The re-creation of the Tomb Aedicule
constructed at the center of this chapel survived until
World War II.* The Ketzel family took great pride in
the tradition of pilgrimage within their family.** In
addition to the sculptural and architectural projects
commissioned by Georg and Martin Ketzel, various
members of the family commissioned medals, grave
slabs, paintings, and tapestries celebrating their pil-
grimage history.®

The imperial relics, enshrined in a tomb-like
casket at the center of Nuremberg, formed the basis
of Nuremberg’s identity with Jerusalem, cultivated

throughout the fifteenth century by the patricians of
the city (along with the Ketzels, who aspired to that
class).** The development of Nuremberg’s Kreuzweg,
or Way of the Cross, most likely emerged from this
context. The Kreuzweg incorporated existing build-
ings in Nuremberg: the House of Pilate was identi-
fied with the northwestern city gate, and the route
proceeded west of the city to end at the cemetery
of St. John. The earliest version of the installation —
which became more elaborate in the first years of
the sixteenth century, as we will see — may have
employed crosses or other simple markers to indi-
cate the stations.” The measures between locations
from St. Stephen’s Gate to Mount Calvary were said
to have been taken by Martin Ketzel, during a pil-
grimage to Jerusalem of 1476.% It was later claimed
that Martin had made an earlier pilgrimage when
he first took measures but lost them, prompting the
second pilgrimage.®” The association of the Ketzel
family with the creation of Nuremberg’s Kreuzweg,
cited only in later periods, may reflect the growing
significance of the family’s well-known dedication
to the Holy Land pilgrimage, rather than their actual
patronage.® In fact the first surviving evidence of the
development of Nuremberg’s Kreuzweg relates to
the pilgrimages of two of Nuremberg’s most promi-
nent patricians, Sebald Rieter the Younger and Hans
Tucher, who made the journey together in 1479.

THE PILGRIMAGE MAP OF SEBALD
RIETER THE YOUNGER

While the Ketzel family patronized architectural
projects relating to the Holy Land pilgrimage as a
demonstration of their family’s piety, other promi-
nent families of Nuremberg in the same years focused
on the potential for books to achieve the same goal,
perhaps with a broader audience in mind. The idea
of commissioning a book on the pilgrimage with
detailed eyewitness description may have been par-
ticularly inspired by the recent creation of the German
translation of Niccolo da Poggibonsi’s Libro d’oltram-
are for the Muffel family (Plate 30), discussed above.
Gabriel Muffel was closely connected to members of
other patrician families of that city who documented
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their pilgrimages and offered the experiences of their
journeys for others, especially as a way of publicizing
their combined piety and exceptional wealth.* The
Muffel, Rieter, and Tucher families were all inter-
connected through marriage; Hans Tucher — who
accompanied Sebald Rieter the Younger (1426—88)
on his pilgrimage of 1479 — married Felicitas Rieter
in 1482, and the Muffel and Tucher families had inter-
married for several decades.” Gabriel Muftel’s sec-
ond wife, whom he married in 1485, was Katharina
Tucher. The pilgrimage manuscripts made for these
Nuremberg families also reflect a shared book cul-
ture.”” An addendum found in the German version of
the Libro d’oltramare associated with the Muffel family
was also incorporated into the pilgrimage accounts of
Sebald Rieter and Hans Tucher.”

A drawing detailing the pilgrimage sites of
Jerusalem (Fig. 118) has been associated with Sebald
Rieter the Younger since the seventeenth century.”s

In contrast to the illustrations in the Muffel family
manuscript, the large folio incorporates the primary
pilgrimage buildings and pathways of Jerusalem into
a single view from the Mount of Olives. And in con-
trast to earlier fifteenth-century views of Jerusalem
produced by artists in the Burgundian Netherlands,
the city is viewed from the east rather than the west,
and the inscriptions provide detailed information
regarding the pilgrimage sites. Who made the draw-
ing and its ultimate purpose are unknown; it is pos-
sible that it was a preparatory work for another book
or painting.’*

The inscriptions found throughout the panoramic
drawing associated with Sebald Rieter the Younger’s
pilgrimage provide the names for the buildings in
the Holy Land.” At the center, the Dome of the
Rock standing prominently on the platform of the
Temple Mount is identified as the Ecclesie Sarazeni
(Church of the Saracens).”” The Agsa Mosque to

Fig. 118 Jerusalem from the Mount of Olives, BSB Cod. Icon. 172 (Photo: BSB)
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the south is given the name acquired during the
Kingdom of Jerusalem, Templum Salomonis, and the
dome above the crossing has been given a bulbous
profile, echoing the Ecclesie Sarazeni.The allusion to
the “Saracen” identity of the Dome of the Rock is
complemented by the inclusion of a crescent atop the
building’s dome and on two minarets on the Temple
Mount.”” The large cross atop the Church of the
Holy Sepulcher, which has been rotated to be seen as
first encountered by pilgrims — from the south — may
represent an invention designed to counter the cres-
cents.”” The Golden Gate in front is inscribed as the
Porta ubi Christus intranit (Gate where Christ entered)
and is the setting for the scene of Christ’s Entry at the
Arbor palmarum (palm tree).

The right portion of the map is devoted to
the places associated with Christ’s path to Mount
Calvary. From the east, we first see St. Stephen’s Gate,
and we read from bottom to top along the pathway.
The drawing is the first known detailed visualiza-
tion of the spatial and architectural articulation of
the Way of the Cross in Jerusalem in a single image,
and 1its creation parallels the physical construction
of the Kreuzweg in Nuremberg in the same period.
Buildings like the Ecce Homo arch which had previ-
ously been illustrated in a series of drawings in Niccolo
da Poggibonsi’s Libro d’oltramare are imagined in a
continuous sequence from east to west. First on the
right, the House of Pilate is shown with a prominent
stairway, identified as Scala Sancta Maria (Stairs of St.
Mary), perhaps alluding to the Scala Santa in Rome.
Immediately adjacent is the Ece Homo arch span-
ning the way, “above which Christ was placed ...”
(Hic supra fuit ponitur Christus ...). Another stairwell
connects to the Domus Herodes (House of Herod),
from which point a pathway branches off to the
north towards another gate through which pilgrims
enter. The Church of St. Anne is identified as “where
St. Mary was born” (ubi nascitur Sancta Maria). Beyond
the Ecce Homo arch, Christ gives Veronica the veil
imprinted with his portrait (Hic dedit Jhesus illa mulier
Veronica). Another inscription, corresponding to a
circle marked by the path, indicates where Mary
came after Christ was led to Calvary (Hic venit Maria
post Christum quando eum duxit ad montem Calvarie).

The path disappears into a gate (erroneously
labeled Porta Aurea, Golden Gate) and on the

other side continues around to the Church of the
Holy Sepulcher. The southern facade of the Holy
Sepulcher is recognizable due to its open vault of the
Anastasis Rotunda, with an inscription indicating
the Sepulcrum Christi (Sepulcher of Christ), and a tall
bell tower capped by a large cross. A crucifix, accom-
panied by an inscription (Mons Calvarie), also tops
the dome above Calvary — another fiction, likewise
emphasizing the Christian identity in contrast to the
surrounding Islamic buildings. In the courtyard in
front, Christ falls with the Cross heavy on his back,
and a crowd berates him. The image of Christ falling
under the weight of the Cross would be the leitmo-
tif of the sculptural group created for Nuremberg’s
Kreuzweg in the early sixteenth century, as we will
see. Nearby, a group of veiled witnesses are the Three
Marys, who will soon enter the church to see his
empty tomb as the first pilgrims. An inscription in
the piazza in front of the church — anachronistically
imagined as present during the life of Christ — notes
the location where Christ fell (Hic cadit Christus in
terra de dolore et pena sua), corresponding to a marker
in the pavement of the courtyard, noted by pilgrims
throughout the fifteenth century. Individual chapels
within the Church of the Holy Sepulcher are also
indicated, including Capella de angelo (Chapel of the
Angel), Johannes baptista (John the Baptist), and Sancta
Maria Madalena (St. Mary Magdalene). In the left-
hand portion of the drawing, a separate 