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ABSTRACT

This analysis is on the function of cadaver or transi tombs in the south of England and
Germany from the fifteenth to early sixteenth centuries, at particular moments when
theological and cultural shifts related@burch reforms and the Reformation were
tethered to new considerations about death, memorial, and changing concepts of the soul
and matter. The study begins with a focus on the tombs of Henry Chichelé 1438%

in Canterbury Cathedral in Canterbury, Eargl, and Alice de la Pole (14Q¥475)of

Sai nt Ma riyBsmeime @GxiordshineEngland. Additionally, the memorial relief
of Ulrich Fugger (14411510) inSaint Anna's Church iAugsburg, Germany, acts as a
bridge t o Han sDeaflcChribiiethenTonsk{1528in thetKandsmuseum
Base] in which Christ is simultaneously portrayed as an effigy, transi, and resurrected
body. This was also an extended period when notions of visahbtyged, along with
preferences for different media and presswn images and objectss the demands of
verisimilitudeanddiscourses about presence and matiangedmediaprogressedrom
threedimensional sculpture and carved relief to oil pamtwood Transi tombs

embodied this trajectorglteling uses andnpressions of materials as theywgressed

from metal to stone to relief carving and paint. Transi tombs, in partistiactured

time as a malleable construct, through the incorporation of vairyiagesandtheir
configurationin different visual strta and degrees of vividness and decay. By merging
motifs of the dead with the Resurrected Christ, the transi tomb phenosiaraiad

deathin relationtot he vi ewer 6s experience of mortali!
Through these changing images andliagpublic perception of death was inextricably

trangormed, coinciding witlthe advent of th®eformation.
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CHAPTER 1:
A RECONSIDERATION OF TRANSI TOMBS AND TH EIR IMPACT
THROUGHOUT THE REFOR MATION
Project Justification and Theoretical Overview

Tombs lie at the juncture of interpretations of death, theological doctrine, and
individual and communal identifyThis study is a new consideration of visual
conceptions and depictions of death from the-fifidenth through early sieenth
centuries in western EuropepecificallyEngland and Germany, a period when notions of
death were changing due to altering theological and duosiorical ideas about the
relationships between individuality, physical matter, and the soul. Chantjes period
resulted from a novel means of seeing how the divine was manifested and illustrated
through physical works, echoing what Caroline Walker Bynum would link to shifting
Christian theological ideas about matter and materialityparticular, tle phenomenon
of cadaver or transi tombs in England and Gernianys the basis of this
study>Attention is paid taherendering of different forms of matter, representations of
the body, its coverings and attire, and other forms of ornameanfdtargue that these

tombs and their imagery participate in developments of Reformation theology and that

IAnn Marie Yasin, fAFuner ar yy: AwoniRomaeFamiytoand Col | ec
Christi an AtdBulieind?,indg. $2006): 43357, esp. 433.

2 See Caroline Walker Bynurfihristian Materiality: An Essay on Religion in Late Medieval
Europe(Cambridge, MA Zone Books, 2010, esp. 7@ 80.

3 For an overview of the differences developaggcerningeformist ideology developing in
Germany and England verskgnce, seR. J. KnechtfiThe Early Reformation in England and France: A
Conparisong History 57, no. 189 (1972} 16, esp. 18.

4The tem transi likely derives from the Latin verbransire, an etymological development of the
phrasdransfiacr o ses@ gomand



the aspects of presence, verisimilitude, and materiality so central to transi tombs will find
full expression in other increasingly prominent mediums, suchl asint. Their
engagement with the viewers and their environments is central to the development of

notions of subjectivity and the role of art within the Northern Renaissance.

Transi, or cadaver tombs are structured and operate as a series of hcsiratatah
identifying and recognizing the dead. First, the deceased person is memorialized in effigy
on the top level otier of the memorial. The sculpted effigy depicts the deceased person
in full period attire, either in his or her youthful prime oanthe end of adult life. The
bottomtier of the tomb located closest to the ground typically includes a sculpture of a
decomposing corpse, or a trandhe transi is often not an outright skeleton, but rather a
corpse in the process of desiccation, patrtdn, and decayWhile tombs withstone
effigies may include two effigies side by side, such as a husband and wife, the transi is
often singular. Théransisare typically at or near life size and are usually depicted as
gisant,being recumbent or realng. In most caseshe physical remains of the deceased

personareinterred below the lowerer in accordance in local and church regulations

Cadaver tombs were described by Erwin Pal
with the deceased being represehin two states of beifgHi s A Tomb Scul ptur
Lectures on its Changing Aspects from Anci

reconsideration of tombs as artistic and memorial objects. Panofsky noted that tombs

5 Each of these stages are fully defined and described in Mary Rati€hThe Curious Lives of
Human CadaveréNew York: W. W.Norton & Company, 2004esp. 68 86;and Kenneth V. Iserson,
Death to Dust: What Happens to Dead BodiBscson, AZ: Galen Press, 19%6p. 48 43.

6 Erwin Panofsky and H. W. Jansdipmb Sculpture: Four Lectures on Its Changing Aspects from
Ancient Egypto Bernini(New York: Harry N Abrams, 1992, originally published in 1964), 78.



should be considered not only as artistarks, but also as emblematic of prevailing and
changing attitudes toward the deldde contended that tombs were indicative of and
generated novel sources of style, form, and function. Further, Panofsky explained that
tombs were representative of how eéased people were viewed within a broader cultural
lens, serving as images of shifting, and at times conflicting, mentalities toward death.
Panofsky theorized that tombs should be viewed as veritable and important iconological
signifiers and that memorla were emblematic of widspread cultural and philosophical
concepts. Tombs were representative of a larger nexus of belief that included visuality,
vi ewership, and representations of identit
cultural emblems, &rgue that these works can also be viewed as extensions of
temporality, in that they posit alternate reconstructions of time. More importantly, transi
tombs suggest an interpretation of death and responses to it in a novel light. By
investigating the intsection between public memorial, theology, and an unfolding
reconceptualization of time in select but representative transi from southern England and
Germany, | posit that portrayals of death shifted during the Northern Renaissance in ways
that help us béer understand altering beliefs about matter;isgfesentation, and

memorial.

In prior research, transi tombs were ofteysociated witthe study of medieval art,
complete with references to pervasive ideologies opénmdabout deathThroughout

the medieval period,dnsi tombs established for viewers a universally shared and

"Ibid., 7.



inevitable pathway of mortality, while also suggesting elements central to Christian faith

and ideas about resurrection. These stone memorials served distinct theologusegu

What the transi tomb did, of course, was contrast or replace altogether the idealized
effigy with its opposite: a decomposing or desiccated cadaverefthesentacion de

la mort, or representation of death). The macabre was an important eleinieede

tombs, but their main purpose was as preparation for the Apocalypse, not as a
moralizing message or appeal for pragersperfectly balanced union of two
sensibilities, mortification and glorification, fear and hope that made up the process of
death and resurrectidh.

Medieval tansi tombs thus suggest popularized ontological and theological views about

death and daily life, as well as the fate of the body and soul after death.

What has been less well studied, however, has been the interdetiieerihe
continued development of this tomb tygred emerging mentalities and debates of the
Northern Renaissance, a period when the creation of transi tombs continued unabated.
Coupled with the theological shifts of the Reformation, these tombo#ralurable
phenomenon and reinventionpdriodconceptgelated to death and mattdransi tombs
became a desirable form of memorial for those of the noble cl&ssbteen Cohen
catalogued almost two hundred transi torftbm thefifteenth and sixtenthcenturies
with the majority located in England, France, Germany, and the Nethe?|Bnidsarily,
thesewere situated inside chapels, churches, and occasionally cathedrals, with their exact

locations varying fronplacement irthe nave to the less assgble choir.

8 John AberthFrom the Brink of the Apocalyps€onfronting Famine, War, Plague, and Death in
the Later Middle Age@New York: Routledge, 2002), 248.

® For adlitional descriptions of the transi tombs, see Kathleen Cdietamorphosis of a Death
Symbol: The Transi Tomb in the Late Middle Ages and the Renaig&sarkeley: University of California
Press, 1973 a publication based upon her dissertation from18€eKathleen Rogers Cohen. "The
Changing Meaning of the Transi Tomb in Fifteenth and Sixteenth Century Elrapelty
Publications(1969)



Transi tombgeflect and promoteeligious developments and contemporary
ideological debate#\s a further display and construction of identttyeyincorporated
funeral achievementsggaliawhich are replications pbr actual physicalaccessories
commonly used by the deceased person, such as armor, clothing, and military stdndards.
Transi tombs enriched Christian conceptualizations of deatinearporated aspects of
classical, as well as medieval, motifs in their construction. macou e nt  wi t h By nu
findings about late medieval images, blood is noticeably absent famisi tmageryThis
variation, however, suggests a potential applicatfocorporeal depictionto the role of
the sacred. With images of Christ and the saints &jlgientailing images of blood to
emphasize their humanity and suffering, th
to human mortality as an abstract state rather than individual contingency. As Bynum
states, by the 1400s bloody depictions are wittious as the motivithin Christian art
changes narrative fornmages of Christ became constantly awash in blood, actions that
are assumed to link humankind to the divine in a pouring of ortesetfgh bloodack
to God!! Transi tombs, however, illusteaa passage beyond the physicality of blood.
Coupled with the emerging theological turbulence that erupted in both England and
Germanyover Church doctrindgransi tombs altered local ideological landscapes and
frameworks about individual and communal noeypthrough theconglomeration and

genesis of myriad artistic motifs. Additionally, they both reified and suggested new

10 The role of death and its implication within the public sphere was inherently tethered to
perceptionsofthe e | f and ot hers. See John Helgeland, AThe S
A g e OMEGA-Journal of Death and Dyinfj5, no. 2(1984): 14560, esp. 145; and Raymond L. M.

Lee, AModernity, Death, and the Selfavblinesgah¢cidant men
Crisis, & Loss10, no. 2(2002): 91107, esp. 91

11 See Caroline Walker Bynuriyonderful Blood: Theology and Practice in Late Medieval
Northern Germany and Beyoii@hiladelphia: University of Pennsylvania Press, 2086p. § 22.



methods of understanding prevalent mentalities toward death and remembrance, posing a

range of art historical meanings and conclusions

The preponderance of transi tombs are located in England and the German
speaking lands of the Holy Roman Empire and are worth further consideration in their
respective local contextd To better understand how these works functidoetheir
presumed iewers and as fabricated objects in space, we can learn much from Michael
Baxandall 6s approach to German Renai ssance
does, that scholars should Abring product.
intoplayte spectatorsoé respon'sSsasBaxammalmat eri al s a
demonstrated in his foundational study of German limewood sculpture, even the choice
of a pieceds support is a cultural deci si o
summari zetdhraep dlamgiama l anal ysi¥BaxXamdalolcd =t
notion of a period eye suggests the vital role that ideology, a shared visual language, and
materiality play in understanding art. While Baxandall applied his theory to the limewood
sculpures of Germany to elucidate the cultural and artistic importance ofwinged

altarpieces, in particular, he did not consider other prominent forms and functions of

2The role of death and its implication within the public sphere in this period was inherently
tethered to perceptions of the self and others. See Helg&8wamdholism of Deatl145, and Lee,
Modernity,91.

BMalcolm Baker, fSomeMathg reical iHti st ofr i teffeeaSdu It fhteu
Lure of the Objet; ed. Stephen Melville (Dudley, MA: Studley Press, 20088 34, at130.

“sSee Allan Langdale, fAAspects of the Crd tical R
Concept of the Pero d  E yAlout Blichiaal Baxandallked. Adrian Rifkin (New York: WileyBlackwell,
1999),17i 35, at18; and Michael Baxandall,he Limewood Sculptors of Renaissance Germb4igs
1525(New Haven: Yale University Press, 1980).

6



German sculpture, such as stone or metal tombs, funerary achievements, or mamorials

will be rectified in this study

My analysis of cadaver tombs furtheenplifies otherearlierstudies of the topic, as
well. | return attention téheimportantcataloguing efforts of Kathleen Cohéa,add
consideationof the impact of reformist theoldgs on the presentation and meaning of
transiandsituate the examples in broader Reformatielated debates about the
phenomenology of death and the materiality of the bAdyexamirationof the
relationship between monument, matter, artistic mediuchflz viewer havaot been
investigatedn the context osuchdebags in both England and Germany as comparative
and linked examples. In addition, this is the first sizable study to consider how transi
tombs function structurally and visually in multiditeonal ways that have broader
implications for perceptions of time. My study expands upon these earlier inquiries,
furthering the geographic scope and range of artifacts and materials that were part of the
cadaver tomb phenomenon, to offer a better utaledsg of their active function as

agents of performative, theological, and artistic change.

Summary and Exploration

Coupled with other aspects of theological thougbhclusionsabout materiality,
and the impact of temporal multidimensionality, thmslysis will augment studies of
tombs by investigating shifting notions tbieir ontology. Beyond thed@ndings tombs
are more than mere representations of religious or cultural shifts. Christopher Wood and
Alexander Nagel have theorized that a worlaxifexists in temporal instability, negating

the expectation for a successive ordering



authoritative types or form'$.By presenting the dead not onlyersduring effigy, but

also as a figure linked to hos her material demise in both sculpture and actual physical
remains, the artist manipulated time and presented a unique interpretation of death. Transi
tombs depict life, death, and resurrection as sthtgsarevery much part of the material,
physicalworldd as sculpted figures that can be seen, touched, and expeéienbéd

also falling decidedly outside of earthly chronology.

In thefollowing chapterschangingmeaning of how religious thought was altered
by, and is replicated in, tomlse considexd The phenomenon of transi tombs in
Chapter Twas introducedby analyzing memorial discourse and its intersection with
differing ideologies between the Church and early reformists, such as in the tomb of
Archbishop Henry Chichele (d. 1443) of Canterhargtalwart supporter of the papacy
(figure 1.1). Beyond being covered with meaningful Latin inscriptions and surrounded
by myriad strata of saints,goddstateothel ebs tomn
preservation and polychromy. The sculpture shoeg#se naturalism that underscored
the artistodés work to cr e adweentheiewersofithe and me
tomb with theological doctrines of resurrection. Productive comparisons between
Chichel ebs effigy and tailstssch ds piskmpigmentatdo ound. S
suggest flesh tones overlay pronounced facial and hand muscles (figure 1.2). The
| uxurious fibers of the archbishopds cl oak
desiccated face, neck, and chest (figure 1.3). | shalkeajsiore the importance of such

verisimilitude in effigies, a feature that will have cra@gwplication later irChapter Five

15 Christopher Wood and Alexdner Nagel , Al nterventions: Toward
Anac hr oAn Buletm8% no. 3(2005): 40332;andAlexander Nagel and Christopher S. Wood,
Anachronic Renaissan¢€ambridge, MA Zone Books, 2010 esp. 4550.



the study of Ha n sDe&lddChristenithe Tamlaswel¥as itswigualr 0 s

impact on the public perception of death.

Chapter Thredocuses on amvestigation of the relationship between transi tombs
and the fashioning of individual and civic identity by considering the representation of
gender in the tomb of Alice de | a Pole (d.
Oxfordshire (figure 1.4). While most effigies in transi tombs are either male or a male
andfemale couple, singular female transi tombs such as that of Alice de la Pole were
rare but did existHer tomb is one notable highpoint, her effigy detailed in itsfifudiry,
complete with allusions to architectural elements, fabrics, and religious themes (figure
1.5). Her transi, however, is stripped of individuality; although clearly female, none of
her personal or social accouterments are featured (figure 1.6 chEpger will include
an analysis of personal effects as indicators of identity, noting aspects of gender, status
and position, and how these variations underwent novel interpretations throughout this
time period.The focus on political achievements thapienounced in tombs of men is
slight in Alicebds tomb, allowing for concl

through tombs.

This analysis wilkhift in Chapter Fouto Germanyto explore what happens to the
monumental sculpted transi tomb theretably in the stone relief memorials of the
Fugger family in Saint Anna's Church in Augsburg (Z33EPR5), which play with this
tradition in new form and significance. Concepts of death and memory changed and
became sites of renewed inquiry as the Reftondook hold unsteadily and to
differing extents in various parts of the Holy Roman Empire. Cadaver or transi tombs

investigate how images of the body interconnect with changing concepts of theology,



viewership, and temporality during the Reformationqukrparticularly in the south of
England and Germaspeaking lands. The localized history and receptivity of the
Reformation is a textured one, as Johannes ScHfllargl Martin Luther (14831546)

delivered or inspired sermons in Augsburg in the firsades of the sixteenth century,

though the cityods official turn to Refor ma
latein153A’The cityo6s | arger complicated rel at.i
echoed in the |ives 6f Bhd Fudgeds Euooeeodst

economically powerful families. The beliefs and patronage of the Fugger family reached
across the Protestant and Catholic divide. The memorial plaque of Ulrich Fugger (1441
1510), one of the most revered and influential offtbggers, is a relief sculpture

possibly designed by or after Albrecht Durer depicting a profile of a transi entombed
below an image of the Resurrection and forms a logical extension of my analysis (figure

1.7).

My investigationin this chaptewill conclude with a reconsideration and reframing
of the contributions of Hans Holbein the Younger (14%A43) to these theological,
material, and artistic debates, namely by reconsiderinQéuasl Christin the Tomb
(1521) Made in Baselithin the context and coewtions of the transi tomb
phenomenorfor the humanist scholar aftofessor of Law Bonifacius Amerbach

(1496 1562), the transi tomb wasahsformed int@ two-dimensional representation in

% Little isknownabout&hi | | i ngds | i f e keingdconbiderektghh ® upmrde a dleesmp i w ha
the most dramatic eff.éwe do Aaoagshkoog ewebhtehésSaades
FromLee Palmer Wandelhe Eucharist in the Reformatigiadison: Univesity of Wisconsin, 2006)
63.

YFor information related to the changing enviro

time, seeB. Ann Tlusty, ed. and trans\ugsburg during the Reformation Era: An Anthology of Sources
(Indianapolis Hackett Publiking Co., 2012).
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the medium of oil pai nt ( f ihignative Augsbusg)to. Hol b
his work in Basel, and his eventual relocation in London, bringing together geographical

and art historical traditions of this study while extending to the new medium and

demands of oil paint. For example, Joseph Koerner links hscowclusions about

Hol bei n OtlsosewiGeolgesDidHu ber man, who noted that
representation of the sarcophagus is mimic
marbles, he argued, displays the painted mark as suthmierizing itsprocess with a
sacred charge. Representing the uiTlperesent a
implications of this finding, particularly in relation to visuality, materiality, and

naturalism within the context of the Reformation, will be moreyfakplored in this

final chapter.

Theexperience of viewing and walking around transi tombs affected the concept of
the body, death, and resurrection during the fifteenth and sixteenth centuries in Northern
Europe.Cadaver tombs created a new means toaggbr and understand temporal
dimensionality.This analysigs tetheredo leading theological discourses of the period,
while also accentuating my study with modern semiotic, phenomenological, and
ontological theories about shifting cultural reactions taheath and memory. Modern
ideas about the vital role of media and personal identity can be cross applied to earlier
historical periods to draw unique conclusions. Additionally, cadaver tombs represented
and facilitated innovative ways of crafting so@ald personal identity, both for the

deceased person depicted and for the viewers of the monuments. These elements, when

18 Joseph Leo Koernefhe Reformation of the Imag€hicago: University of Chicago Press,
2008), 184.
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combined with considerations of the theological shifts of this period, will provide for

new insights and conclusions.

Thesedebatesabd arti sti c geographies, the ter
modern nationalism divides up these studies too narrowly and not comparatively. Instead,
the prominence of shared or blurry mentalities that are rooted in various forms of
reformist thoughtsind in the challenges of artistic production in both England and
German speaking landse pertinentArtistic movements and philosophical exigencies
concerning reformist ideologies England were reconstituted and reaffirmed in myriad
locations across Euo p e . Mar k Trowbridge draws upon n¢
substantiate this claim ims support oSherry C. M. Lindquisi s p o s iitTih@en pr of ou
originality of Claus Sluter or Melchior Broederlam has often been presented as a
statement of artistic indduality, a reflection of a new Renaissance mentality. Lindquist
instead resituates those works withindate d i e v a | !° Lintiqaist ig hot aloe in
her findings. As Jacques | e Goff succinctl
of the Middle Ages there were a number of renaissances, more or less extensive, more or
| ess t r 3°Ranofskyhad propdsed a similar contention, focusing primarily on
Italy and Germany while noting the difficulty of the periodization of art within a milieu

of locations and historical developmefts.

19 See Mark TrowbridgeAgency, Visuality, and Society at the Chartreuse de Champmol
(Burlington, VT: Ashgate Publishing. 2008), xyi#i51.

20 Jacques le GoftylustWe Divide History into Periods? European Perspectives: A Series in
Social Thought and Cultural Criticisnrans. Malcolm DeBevoisgNew York Columbia University Press,
2015), 109.

21 See ErwinPanofsly, Renaissance and Rascences in WesterntANew York: Harper & Row,
1972, 4i 5.
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Little art historical research has focused on exploring philosophical currents
across broad regional and modern national lines, particularly between territories in central
Europe and England, with few writers suggesthat both locations underwent similar
artistic experiences qrogressions inisual culture, particularly in relation to concepts
of death. Thalacunawill be explored throughout this study, noting that works in
England often remain removed from {heview of many Northern Renaissance art
historical researchers. As Larry Silver explains, the art history world has, perhaps based
upon Panofskyds pronounced | ead, consi sten
Peninsula, and Eastern Eurdp&ven £wer authors have attempted to synthesize artistic
developments between England and Germany. The periodization that commonly
earmarks the emergence of a distinct Northern Renaissance within only a small cadre of
geographical locationsan be deemed problatic. This study aims to correct that pattern
by looking at English tombs and seeing cross applications with emergent designs

elsewhere in Europe.

This analysis will constitute a novel way of viewing the form and function of
tombs, and their larger aristorical impactl argue further that the reformist thought
that was affected by and surrounded the creation and perception of cadaver tombs is
emblematic of a larger epistemological quandary, one that focuses on the unique
character and art historicalmrience of the Northern Renaissance and that poses

intriguing conclusionsMy analysis will present new conclusions and conceptualizations

2S5ee Larry Silver, fiAThe State of ResearAch in No
Bulletin 68, no. 4(1986): 51835. A notablesubstitutionis the work of Thomas DaCosta Kaufm&uourt,
Cloister, and City: The Art and Culture of Central Europe, I48D0(Chicago: University of Chicago
Press, 1995).
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about how transi tombs create powerful messages about the experience of viewers and
how changing theological beliefmderscore their impact. | will illustrate how these

tombs transformed the trajectory of the Northern Renaissance and altered the
ideological, visual, and material landscape of the Reformation. This development will
posit for new conclusions about shifiineligious and cultural ideologies and varying
artistic techniquesshiftingto heightened visuampactsint he apot heosi s

theDead Christ.
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CHAPTER 2:
STRUCTURES AND IMAGE S IN THE TRANSI TOMB OF ARCHBISHOP
HENRY CHICHELE: A RE ACTION TO A GROWING
REFORMIST MOVEMENT

Description of the Tomb of Archbishop Chichele

The painted marbl&gansitomb of Archbishop Henry Chichele is located in
Canterbury Cathedral between the upper choir and the choir ambulatory, adjacent to the
north-east transpt. It is situated near the gateway leading from the transept into the choir,
an entrance popularly known as the Chichele Gate (figure 2.1). It was created between
1424 and 1426 when Chichele was still living, and is viewable from the location of the
origi nal archbi shopds chair of the cathedral,
2.2). Chichele would have encountered his completed tomb each time he processed
toward the altar at the onset of Mass. The positioning of the tomb is a purposefaso
Chichele selected a location that would function as a very pmigilnento moriand as
an important elemerior his officiation of the MassConsidering the position of
Chi c h el thédvisibld remimber for his own earthly demise and the hofefulof
his soul would have been in his direct viesvhe celebrated the Resurrection of Jesus
Christ. Tre transitombof Henry Chichele offers us a view of some fundamental shared
gualities of histombtyped such as their memorializing functions and thigpictions of
deatl® that are parcel ta transi made at the intersection of key reformist debates in
fiteenthc ent ury Engl and about the function of ¢
exemplifiesthe positions of Church orthodoxy apet incorporatepopularizel
ideologies about the nature of matteerebycontributing to ongoing tensions

surrounding transubstantiation, corporeality, and the Resurrection.
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The tomb is a tple-tiered stone sculpture approximately twelve feet tall and
including an edborate carved canopy (figure 2!References to Church orthodoxy are
replete throughout itsonography The t ombdés canopy i s decor :
from other bishoprics, particularly those of Archbishop John Pechami(1293),
Ch i c h elierepiedecessarras well as niches bearing biblical and local figures of note.
Theseshields line the base of the canopy, which is rtidted and includes a polished
exterior. The underside of the upper canopy is painted a dark ebony with inlaid gilded
lattice work, which together function likereflectivesurface, positioned above the effigy
of Chichele (figure 2.4). The sequence of sculpted figures in niches establish a kind of
genealogy that asserts an unbroken chain of local and biblical hist@yigdre shows
Chichele himself, portrayed as holding a model of All Souls College of Oxford
University. Other niche figures include Abraham, who holds a small figure representing
the souls that had departed prior to the birth of Jesus Christ, and tireMaxy (figure
2.5 and 2.6)Other religious and political figures are depicted throughout the tomb
structure: Examples of statues also include Saint Anslem, positioned with a holy book,
Saint Alphege carrying the stones of his martyrdom, and Saint Dwingta carries a
seltillustrated manuscript, commonly known as @Glastonbury Class BooRdditional
ni che statues include Thomas Becket and Ed
prominent kings, including figures that may be King Henry IV, V, oragkach had
reigned during Chi chel ed4pnl)slikdlyas heplapeda Ki ng H

particularly i mportant role in Chichelebs

! Though completed by 1426, the elaborate tomb and canopy were restored twice, first in 1663 and
then 1897, when additional figure&xe added to the side columns of the toBde Charles Grant
RobertsonAll Souls CollegéLondon: F. E. Robinsqri899), esp. 2345.
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of Thomas Becket is notabler its proximity tothe site of his murer and shrine is

located only a few feet away.

The statues and heralds of former monarchs and Church leaders established an
ongoing dynastic heritage, one that would not be conquered by death but that carries on
through national policy and liturgical txadoxy. This positionvas reflected ithe
writings of Ernst Kantorowicz and his notd.i
body has physical attributes, suffers, and dies but thenatarial body, the enduring,
public political body, transcendBe earthly realm and serves as a symbol of an dffice.

The same sentiment underscores the continuation of papal and monarchial hietarchies.
The concept of the kingds two bodies all ow
aregenthad died,adorent i on well summari zed by the di
|l ive the king.o0o This continuation of the h
continuation of a dynasty into perpetuity, the corporate character of the Crown, and the
immortality ofther oyal post. Chichel eds tomb is c¢comp
facets, lending authority to the monarchs that he served and the Church that he helped

lead.

2 Chichele would have aspired to mirror the lives of the saints without resorting to the sin of pride
as a means of geral theology and asmatter of orthodoxy discussed in Carlo Giuseppe Quadrupani,
Light and Peace, Instructions for Devout Souls to Dispel their Doubts and Allay their, B&aesd. (St.
Louis: B. Herder, 1907), espl.

3 See Ernst KantorowicZ,he King Two Bodies: A Study in Medieval Political Theology
(Princeton: Princeton University Press, 1957).

4 This same concept is applied to a variety of offices held by magistrates and leaders throughout
Europe. For example, seefTGaeay WNMeopeA, NGEOrm bheDDgae
Venice and the Veneto during the Renaissafkbe:Legacy of Benjamin Kohl, M. Knapteus.J. Law, A.

Smith (Florence Firenze University Press, 201403 18.
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Chi c h e dsirzeGesumbentfeflgy is sculpted in full liturgical garb, including
thea chbi shopds mit e fromeothal designs, bis s&lff is topped vithear i n g
simple Teutonic cross, and his miter is surrounded by two angels placed on either side of
his head. (figure 2.7). Two small mourning angels kneel at his feet, comgletgrayer
books and fl owing robes. The columns that
horizontal sections, two levels of which are covered with niches for the statues that cover
two thirds of each column. The top and bottom layers includd,dmghtly colored but
empty niches, while the canopy itself is held aloft by five sHoeldring angels on either
side. Chichelebs marble effigy is covered
pol ychromed burgundy and egwH representationddf s hop o s
myriad jewels and fine fabrics. The sculpture and coloring accentuate both his lifelike
features and the details of his effigy. His robust face is presented with his eyes fixed on a

small statue of the Virgin Mary located overh@&a@d central niche. Surrounding the

platform of the effigy lies an epitaph, supposedly written by Chichele himself.

As Arthur Duck summarizes, Chichelebs i
own tomb was well knowrfiH]is Body was laid in the Tomb wtih he had built himself
¢ in the upper part of which is hPEe Statue
tombds design suggests ongoing inclination

memori al and r e me mb rsaggesta positoi poomieehoe @ithin e pi t a

5 Arthur Duck, The Life of Henry Chichele, Arblshop of Canterbury, Who Lived in the Times of
Henry the V. and VI. Kings of England: Written in Latin by Arth. Duck, now made English and a table of
contents annexed.ondon: R.L. Chiswell, 1699), 175.
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the Church history and hierarchy, also making mention of and visually including in the

sculptural assemblage the numerous kings under whom he had served:

Here lies HENRY CHICHELE Doctor of Laws and sometime Chancellor of
Salisburywho in the Seventh Year of King Henry the Fourth, was sent
Ambassador to Pope Gregory the Xllth. and was consecrated Bishop of S. David's
by the hands of the Pope in the City of Siena. The said Henry in the Second Year
of King Henry the Fifth, was demandéa Archbishop in this Holy Church, and
translated to it by Pope John the Twenty third. He died in the Year of our Lord
1443 on the 12th of Apr.

There is no mention of Chichelebs creation
despite the impact th#tis declaration had on tlder Church as it raised the ire of the

pope. The inscription does, however, empha
ambassador to the papacy and his affiliat:i
involvement in campgns against early reformists as we shall see, his epitaph focuses
primarily on his initial clergy positions and his associations with various popes and

political leaders.

The finding that avork of art cannot be wrested from the political, theological, o
ideological framework in which it was created and viewed bolsters the claims posited by
Baxandall, who also substantiates the importance of art as a social exchange. By focusing
on an artistdéds | ocal experi entaresoflocalhe cr ea
gui | ds, Baxandall suggests that art histor

that seeing the world of the artist throug

5 Hic jacet HENRICUS CHICHELE Legum Doctor, quoach Cancélarius Sarum, qui anno
septimo Hefrici IV. Regis ad Gregorium Papam XII. in ambasciata transmissusyitate Senensi per
manus ejusdem Hzae in Menevensem Episcopum consgtus est: Hic’dam Henricus amo secundo
Henrici quinti Regis h hac sancta Ecclesia in Archiepiscopum postulatus, &ade Papa XXIIl. ad
eandem translaus est, qui obiit anno Domini riésimo quadringétesimo quadragésno tertio, mensis
Aprilis die XII.
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explanationo moving beyoaudenedocusechdi vi dual a
interpretatio”.’ The result is a distinct-basedparture f
analyses and any ensuing c¢onn8%Patniod s ktyd san
approach typically points to a larger focus on the role of the indiVaitist as opposed

to an investigation into the shifting ideological principles that underscored an art

historical period. Ultimately, ongoingharratives emblematized by works of aetre

grounded in dramatic performance, one that coupled theologvtighic creations that
effectively enhanced the viewerds experien
and engagement. With the case of death and transi tombs in particular, viewers were able

to perceive the process while still remaining separata ft.

Sensing the inevitability of death exemplified by a tomb is certainly a powerful
memento moriHowever, the interpolation of effigy, transi, and burial enacted the
experience of dying when viewed downward toward the earth and the possibility of
immortality when the gaze moved upward in the other direction. Memorials such as
Chichelebds not only construct a kind of sh
provide an immediate visualization on the intersection between death and redemption that
prompts emotions and contemplation. In extending the foundation of effigy tombs, transi

tombs emblematized a particularly effective means of considering not only the

7 See Baxandall.imewood Sculptorgsp. 910, and Michael BaxandallPatterns of Intention:
On the Historical Explanation of Picturéslew Haven: Yale University Press, 1988sp. 15.

8 For more on the development of iconology and the association with personal effects of the artist,
see Erwin Panofskygarly Netherlandish PaintingLondon: Harper Collins, 1971).

9 For an overview of this period and some of the contentions about the role of the individual, see

Craig HarbisonThe Mirror of the Artist: Northern Renaissance Art in its Historical Congisetv York:
Harry N. Abrams Incorporated Publishers, 1995).
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materiality and matter of the body, but also an anachronic exploration of memory and

resurection that existed perhaps unsteadily with official Church doctrine.

Although viewership and experience were indeed linked, an optical and
experiential distance between the viewer and object is notable. Vision connected the
viewer with the object, but alssuggested that there was inaccessible distance that could
only be imagined and not experienced. In the case of death, it is fundamentally
impossible for the viewer to ascertain the full extent of the experience. Visual cues in the
form of increasing leve of detail or suggested narrative, such as the plethora of biblical
figures that surround Chichelebés tomb, how
contempl ate the experience of the deceased
aspects, ambining a lifesize figural likeness of the deceased individual with the
vi ewer 6s ontol ogical assumptions. As Diane

functioned in carved muHiving altarpieces:

Over time narrative elements multiplied; more episodescdotal details, and
figures were added to form complex, multilayered compositions. As [Lynn]
Jacobs observes [Barly Netherlandish Carved Altarpieces, 13B860:

Medieval Tastes and Mass Markefinige narrative form was preferred for public
worship,not private devotion, and was deemed particularly appropriate to the
space of the altar, since Mass was traditionally interpreted as a dramatic

narrative!®
The visual narrative of both the effigy an
clear, wt h each | evel having distinctly differe
propel it in multiple directions. I n that
hands warrants attention. While thte polych

10 Diane Wolfthal review ofEarly Netherlandish Carved Altarpieces, 138650: Medieval
Tastes and Mass Marketipgy Lynn JacobsSpeculuny6, no. 3 (2001)741i 43, at741.
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addition the original effects of his effigy are distinctive for their sculptural details, such

as the fleshy knuckles of his praying hands or the intricacies of his ear lobes. Each of the
four angel s that ¢ uhetwoatmsksho@ensithatflamk hesnger e f f i g
and the two kneeling at his féehold prayer books, including suggestions of individual

pages. The angels at his shoulders appear to be gesturing to his face, while the angels at

his feet extend one hand upward with another hastlgng to the interior of a prayer

book. The smooth tones of the angel s chee
illustrative of the level of detail on the remainder of the statues that surround the tomb.

This level of detail accentuatesthewer 6 s | magi nati on, whil e al
vi sual connection with objects that serve

legacy, and orthodox beliefs.

The extreme amount of detail in transi
several visuldirections across a variety of strata and tidust astie deceased
proceeded through the stages of earthly life, decay, and eventual decompssitioam,
these stages arerepreserteel s cendi ng verticalltersinbhrough e
physica and direct manner. Caroline Walker Bynum has asserted that there is a medieval
fascination with the progressive putrefaction of the body in transi tombs, an intrigue
grounded more in the process of decay than
not 6édead, 6 precisely because it was so0 ex
Middle Ages to see any matter as truly dead, the sense of inert, rather than rotting or

f e r t1iAd Bgnur notes, the images of transi tombs referenced the covisadityt of

11 Bynum, Christian Materality, 122
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a human corpus. If transi tombs did not represent an interest solely in death, but instead
constituted a unique reconsideration of the transformative processes of death, of time and
its effects on matter, the function of death images and dekayn new possibilities,
theologically and artistically. Viewed this way, transi tombs to fifteeatid sixteenth

century viewers are not only suggestions of memorial, but also statements about the non

ending status of life throughout stages of corpbdecay.

This progressivalirection of death and mortification was reversed, however,
during resurrection at the time of Last Judgmene rEsonsideration of time as a flexible
or duatdirectional kind of temporality has been noted by scholars ier @pplicationso
Apocalypticimageds Mar ci a Hall expl ainsLastn her stu
Judgment{1536 1541),CounterReformation notions of death encapsulated new
outlooks and beliefs on the decayed body and how it was believed to rise agaihdro
grave, returningtoacorpe | sel f bef or e!?Tombs alsosealeddhe as cen
memory of the deceased in a particular moment of their lives and suggest that the
inclusion of the body in full ¢ oas tbuinsihnogp, 6 ss
robe,crosier, ring and chalice, rendered the tomb a time capsule awaiting opening at the
Last Judgment By examining transi tombs in relation to ongoing debates in the North
during the later fifteenth century about the state of the soul andeetion of the body,

we might understand how these tombs blended the passage of time and the natural

2Marcia B. Hal®d ,LdsMi chedam@gretl o Resurrection of t
The Art Bulletins8, no. 1 (1976)85 92, esp.87.

BEli zabeth A. New, f@dEpiscopal Embodi ment: The T

Englanda n d Wa ITkeBreldie in Emgland and Europe, 13560 ed. Heale Martin (Martlesham,
UK: Boydell and Brewer, 2014), 19214, esp. 214.
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process of dying with eventual redemption and immortaliigliefs that deserve further
attention within the northern context where these tombs feaiysminently. This
conceptual movement echoes what Georges Butierman would suggest is an

inherently mobile process, one that incorporates both substitution and contradiction, as
the viewer imaginatively replaces the effigy with decomposition andrezsion

simultaneously, with visions of the past and the future at hce.

One of the many reasons for tiisual appeab f Chi chel eds t omb i s
detail in both the effigy and the surrounding canopy. It edsderdifeless and
decomposing madt into an approximation of vitality. In terms of the transi,
verisimilitude is similarly stressed, accentuating the stark contrast with the vividness of
his rosycheeked effigy (figure 2.8). Each of the bones on the withered rib cage of
Chi c hel isprenounaed assire the hollows of his check andjaivough
denuded of all worldly costume befitting an archbishop, his hair, still cut in the style of a
tonsure, includes indentations of individual strands of dark chestnut hair. The carving of
thetag ht skin over Chichel ebds features accent
corpse, but also the prominence of his facial bones. His eyes are closed while his mouth
is set with slight tension suggested at the corners of his jawbone (figure 2.9). The sine
in his shoulders, arms, and torso are clearly presented, with his ribs being prominently
displayed. Unlike the effigy, which features a brilliant array of dazzling colors, the transi

is in an almost singular hue, with some slight variation in the dajaraf the

1 Georges DidiHubermanLa Ressemblance par Contact: Archéologie, Anachronisme
Moder ni t ® d(Pars EdiEomspdu Klinuit, 2G98), 120.

15 Differing with other writers, | am opting to continue to refer to transi with personal pronouns,
instead of a popularized decision to refer to a cor
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accompanying shroud on which the transi | i
shroud appears as a half opened large sack, the topmost portion tied with the transi lying
atop it. Chichel eds transi viidypresented ceabl y
effigy. While the face of the effigy suggests a great deal of liveliness, complete with a
pronounced set of fleshy jowls and full cheeks and open eyes, the visage of the transi is

that of a withering corpse suggesting that the deatrepsoand decay had already taken

hold.

The shared phenomenological process of death is encapsulated by the popularized
epitaph often accompanying many tomb structures in some varigtignis eris qui
transieris hoc respice plora/ Sum quod eris quodgss fui pro me precopthat is,
AWhoever you may be that passes by, stop,
be, and | was that t ho ul®Thepresentfsubjunctiveotensel b e s
and pronoun usage of the epitaph is intriguaggthe opening line assumes a
commonality that suggests not only a viatnlemento moyibut also a continuation of
dialogue from the grave, a breaking of physical time and space through prosopopoeia.
The use of prosopopoéiaof an object given voice to saleto the viewad is an
established rhetorical device that was deployed frequently in tomb monuments during the
late medieval tradition, a mode that also asserts in its immediacy a powerful pictorial

agency. This conflation ruptures chronological linearégd is an extension of what

¥Translaed in S. Andrews, fNotice of Mapgsiahdc hr al Sl a
Proceedings, By Hampshire Field Club and Archaeological Society2,ed. G. W. Minns
(SouthamptonUK: Hampshire Field Club & Archaeological Society94),135 39, at138. This epitaph
is assumed to be the origin of the heavily popularized versions of the same phrase that appeared throughout
the Medieval eras throughout Europe, including in the Italian Renaissance, and appeared even through the
19" century in America.
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Wood and Nagel posit as the folding of time in a chain of artifacts leading back to a
presumed and absent protot§pehich, in these cases, are the actual cadavers
themselves hidden from view within the tomb or beneath the.fldfdnis collapsing of
temporal distancing is particularly important in the construction of tdylextending a

theological, if not metaphysical, interpretation to these material substitutions.

The opulent nature of Chioottagt hoeodlgto or n a me
the comparatively skeletal transi, but also to the epitaph message that wraps around the
top layer of his tomb. It follows an established trope of humility about the unity and
eventual disintegration of all matteks cited by Paul Birg in Medieval Death: Ritual
and Representation t he e pi tasgphupar leomdhen té grimate here raised,
now | am cut down and served up for wodrtsehold my grave. Whoever you may be
who will pass by, | ask for your remembrance, you who véllike me after you die;
horrible in all t hi'%rggether, thaifglinscriptioosarsndthey i | e
tomb read as a summary of his life and also as a way of interpreting the ethos of the tomb
itself. Chichel e s higevesteal deathtate both sugdested @inis r ¢ h
epitaph, which may be viewed as a ficorpse
can serve additional functions beyond being an accentuation to a memorial. In particular,
At he cor pse pet®wmediiseltetermallysto vaicedaevaice capable of
surviving death, a voice that convleys not

Chichelebds epitaph, which combines a ment.i

17 See Wood and Nagdllew Model of Renaissance Anachronid0si 06.

18 paul Binski,Medieval Death: Ritual and Representatigimaca, N.Y: Cornell University Press,
1996), 143.

®Di ana Fuss, G@ritcalinguayes0, Roo le(2003): 1130, at 2.
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also suggesting through artige voice an association with the living, serves this
function. It also repositions viewerso con
temporal planes accentuates a flattening of time and space, creating a tethering between

life and death, and fasmong a conduit between the viewer and the deceased person.
Moreover, the command to fAiBehold my graveo
reminder for the casual observer, and for
line of vision would hae included the tomb upon the procession and at the onset of

Mass. Similarly, visitors to Chicheleds to
process of dying and of Resurrection, dramatic themes that were reenacted in the drama

of the nearby liturgidsservice.

Attention to Chicheleds | iturgical garhb
details are some of the most pronounced elements and brightest colors of the tomb.
Within the miter, overlapping strands of thread lie witreaoumulatiorof jewels and
gems, whose facets are visible and unique to each stone. The embroidery of the miter is
crafted with sculpted woven crosses bordered by golden medallions. At the center of the
headpiece is a Teutonic cross, which is replicated on the top ofdnlsyreosier.
Chichelebds cloak is best described as [ uxu
across his effigy. Tassels adorn both ends of the two tiers of pillows that surround his
head and embellish the end of his cloak and vestment. Thesioeexcessivaletail,
with sculpted effects including ridges and platforms along with allusions to embroidery,

complete with polychrome netting.

Such a polychromed sculpted tomb would have functioned within the liturgy, as

Lynn Jacobs suggests, as aneglio everyday viewers, combining an appreciation for
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liturgical drama with monumentaliff. This fondness for visual drama and spectacle,
evident in altarpieces throughout northern Europe, provided viewers an opportunity to
view and engage bodily, tactjewith the dominant medium of sculpture, a staple in
tomb and memori al creation, and the strong
verisimilitude.Michael Baxandall advances a connection between the viewing of
altarpieces and engagement with sculpttethering both thregimensional mediums to

vi ewer s o t acThelsame eeactioa is presencirersgard to tombs, which like
other monumental sculpted objects occupy real space and bring certain possibilities of
bodily engagement for the vien The impact of sculpture is fundamentally rooted in

issues of scale, verisimilitude, material presence and demands on viewership, especially
in relation to the creation of visual drama, a mainstay of both liturgical and memorial art,

and a link to a lager and potentially codified visual narrative of dying, death, and decay.

The Rise of Archbishop Henry Chichele and Reformist
Fissures of the Church in England

Variations between the desiccated transi and the lifelike effigy parallel late
medieval discusions on the changing function of inert matter and the vivacity of the
soul. Transi tombs acted as change agents to address and affect ongoing discussions
about the function of memorials as theological artifacts of death and as works of art. As
Paul Binskiconcludes, death was at the very center of Christian ideology in the medieval

period. Indeed, death was both a central ideological artifact of the Middle Ages and

20Lynn F. Jacobstarly Netherlandish Carved Altarpieces 188650(Cambridge, UK:
Cambridge University Press, 1998).

2! Baxandall,Limewood Sculptorsl45 52.
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presented robust implications for religious practfd2ayer was assumed to be a viable
means through which the faithful were abl e
a place summarized by Peter De Wilde as connected to the living only through religious
practice?® Tombs augmented and solidified this entrée for the viewer and believer,

serving as a kind of visual portal challenging current and shifting conceptions of death,

resurrection, and the changing state of matter itself.

Well before the Reformation period in the third decade of the sixteenth century the
design of English tombsald become categorized into distinct theR{e3f vital
difference between cadaver tombs and scores of already extant effigy memorials was the
pronounced use of the transi and accompanying figsue$ as the statues surrounding
Chi chel eds aatidns bgcame offdnigadianal and systematic principles
throughout the ensuing reformist periadEngland?® Specifically, memorials can be
subdivided into two aspects: the tomb itself and the surrounding structure. The latter
became an important elemeifittike memorial and also acted as a proscenium for an

ensuing drama of remembrance and viewer participation. Each portrayal included distinct

22 Binski, Medieval Death56i 57.

ZPeter De Wilde, fABet weent He f@t lae Deatenichbying iTrhe J
in the Middle Ageseds. Edelgard E. DuBruck and Barbara I. Gusick (Bern: Peter Lang Publishing, 1999)
175 88.

The impact of Henry VII6s description of memor
the nunerous trends in memorial design during the late fifteenth century. Beyond serving as a compendium
of common tomb making practices, it was used as a practical guide to the means of viewing and
understanding memorials of this era. See Barbara HochstetlerMey A The First Tomb of H
En gl arhedirt Bulletins8, no. 3 (Sep., 1976): 3687.

25 See Thomas Astle, ed’he Will of King Henry VII, by Henry VII, King of Englaficondon:
1775), 172, esp. 5.
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conclusions about the deceased person and public sentiments about death and

remembrance.

By the fourteenthcentuyy t he pr ot otypical depiction
gisant,such as with Chichele, a fully clothed and costumed figure laying atop a flat slab.
The facial features were consistently relaxed and peaceful, withithe aepet ditlser
closed, as if irslumber, or fully opened, often staring outward with a blank expression,
devoid of pupils or irises. The latter position often made the figure look awestruck,
perhaps alluding to the viewing of Final Judgment, with the deceased person seemingly
having beemesurrected or perhaps viewing the face of God. This interpretation gains
credence in light of prayers and depictions that gained in prominence in the late
fourteenth century. As Robert Scribner des
stredtheve wer 6s emotions while also suggesting
seeing, a kind of O0seeing throughoé the i ma
sacred person behind it, so constituting t
religious ep e r i é° Bucretombs present the viewer with a depiction of the dead as a
perso® often rendered naturalistically and with details of costume and physiognomy
while also suggesting allusions to the resurrection of the soul and an encounter with the
face ofGod. Tombs acted as dual harbingers of an eternal life and physical reminders of

the former, but now extinguished, vitality of the dead.

The i mportance of Chicheleds memori al a

principles about encountering the face of Goel underscored by his association with the

26 RobertW. Scribner,fiways of Seeing in #1Age of Durer i Direr and his Cultureeds.
Dagmar Eichberger and Charles Z{kzambridge UK: Cambridge University Press, 1998),193, at109.
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Church and the early days of reformist thought in England. Henry Chichele was linked to
Church teachings for much of his life, and he was raised in an era of restructuring the

political position of the Crown arttie clergy. He rose to prominence to become a

powerful archbishop at a time when the papacy attempted to exert heavy control over

early English reformists, in the wake of John Wycliffe (1i3B884) and the Lollard%.

Throughout England, political and relogis debates had been increasing from the onset

of the fourteenth century, ultimately becoming seeds for the formation of the Church of

Engl and about a century | ater under King H
background epitomized this converge between national politics and ongoing religious
shifts, movements that permeated Chichel ed
Thomas Chicheley (1336 399) , a political <candidate for
mayor of Higham Ferre$JorthamptonshireHenry Chichele was exposed to politics for

much of his upbringing, a background that segued into his rise in both secular and

religious prominencé He studied law at New College, Oxford, around 1387, before

becoming involved with the Churcdoon thereafter. He was ordained by the early

13906s, with administrative posts beginnin
archdeacon by the Bishop of Salisbury. He also became involved in the Court of Arches

in London, effectively cementing his studf theology with law, creating forays into

growing theological and political movements throughout England.

Much of the information ab o ulbsepBarnesyital@hriaichel | e o
Chichele Arclziepiscopi Cantuariensis, sub regibus Henvic: 5/' et Vr; Descripta ab Arthuro Duck, Oxford,
1681, published as an English translatigrondon: Richard Chiswell, 1699

%2%Both Henry and his father Thomas dGhcheleyl ey os |
regul arl y. |l have opted to use only Chichele for th
spelling as Chicheley.
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Historically, the period of the early fifteenth century marked a vital point in
Church history. Religious institutions continued to divide asPdygal Schism between
Rome and Avignon reached an apogee in 1406, the year that Chichele became a special
envoy to the Roman Pope Gregory Xll. As the schism persisted, Chichele found himself
at the core of political intervention, hoping to arrange in 140@fasting peace between
England and France. By 1408 he had been named to the bishopric of Saint David's in
Wales, giving him the right to hold all its benefices within his office. In that same year,
he and Sir John Cheyne were received by Pope GredbasXnglish envoys along
with Bishop Repingdon of Lincolrone of many instances of a direct contact between
Chichele and the papacy. Five years later, he was involved with diplomatic missions
under the new Roman pope Innocent VII. Upon the recommendaitKing Henry V,
he was ultimately promoted to the archbishopric in March 1414, a position that was

formalized by the papacy on July 24 of that same year.

As an ardent supporter of the establishe
of the refomist John Wycliffe and his followers was pronounéé@.e nt r al t o Wy c |
contentions was the reinstitution of a life of austerity for Church members and a
reconsideration of the Churchdés pronounced
Theologically, the itricacies of this belief about good works were being reconsidered
throughout Chichelebds |ifetime. Beyond gro
Chichele also preached that the Wycliffe movement and the resaiitacks against the

clergy,which continued unabated well into the ritteenth century, were antithetical to

2An abundance of the spelling of John Wycliffebd
not alter any of theguotations or citations that spell his name in a different manner.
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the teachings of the Church and inherently against the ideals of the papacy. A growing
popularization of reformist beliefs had coincided with the emergence of the Black Death

in 1346, which heightened public views of mortality, the body, and identity throughout

the following centuryjoChi chel edés own day. Wycliffeds a:
appeal to laypeople also drove at least a part of his decision to transitéghteinto

English. This decision was popularly considered as an ecclesiastical means to increase

human potential and interest in the benefits of a personal theology, ideas that Martin

Luther would later takeupane®Addi t i onal Iy, Wycliffeds wri
burgeoning alliance of reformist thought building on the critiques of the Bohemian

reformer Jan Hus (1362415), particularly in relation to other neophyte movements that

incorporated the vernacular into Church teachigs.

Wycl i ffeds | oundelsdoredeby hisfperaeptisn ofvilee snonarchy as a
corrupt conduit for personal success, especially within England, while he noted the
importance of publishing the Bible in the vernacular to increase the understanding of and
adherence by the laity to sdripe 3? Wycliffe expounded upon this contention as a matter
of theology, specifically noting in his letters that the link between the vernacular and
preaching was routed in the original examp

taught the people ithe language best known to them. It is certain that the truth of the

30 See John Stacegpohn Wyclif and ReforiflLondon: Westminster Press, 1964).

31 John Wycliffe,Latin Works: Polemic Wdr1, no. 168 (London: Publishers for the Wyclif
Society by TribneBook, 1883).

2For more on Wycliffebds contentions, Cubueee Lawren

and Values: A Survey of the Humanities, Comprehensive Editioidition(Boston Cengage Learning,
2009).
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Christian faith becomes mor e *Theresgomset t he m
from the Church to these publications was immediate and scathing. Archbishop Arundel
condemned Wycliffand hi s foll owers outright, referr
and pestilent fellow of demandable memory... the very herald and child of the Anti

Christ, who crowned his wickedness by translating the Scriptures into the mother

t o n g*Urke.rasultanpolitical and theological impasse formed the background of

Archbi shop Chichelebds defense of the papac

The Lollard response of the late fourteenth century, positioned as contrary to the
ideals of the papacy in boliturgy and operations, accentuated the principles of
Woycliffe. Overall, the Lollards felt that the ideals of the Church were too ensconced with
temporal matters, a finding that was only intensified by the focus on the rigid hierarchies
within Church bureacracy. This sentiment was particularly acute in regard to prayers by
the clergy for the dead. Instead, Lollards believed that prayer should be viewed as
manifestation of equality rather than privileged status, with a stratification of power or
gracebeingnt i t hetical to their religious ideal:
centrality of devotional imagesc ont r ary to the Churchdos pri.i

and grace. Each of these contentions were antithetical to the orthodoxy that Chichele

BWycl i ffeds r e a crthéringtheimportgncemithe deendcular svhilé suggesting
the problems with the Latin liturgy, specifically: [T]he doctrine should not only be in Latin but in the
vulgar tongue and as the faith of the church is contained in the Scriptures, the moaeetkesavn in a
true sense the better. The laity ought to understand the faith and, as doctrines of our faith are in the
Scriptures, believers should have the Scriptures in
Christopher Lenschii Th e Mo r ntihneg sReafro roniat i oWRS JdumdBno. W¢Acgust f f e, O
1996): 1622, at21.

34 Aaron Caldwell,The Contemporary Agnostic Belie&@harleston, 8: CreateSpace
Independent Publishing Platform, 2018)
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upheld and to the exige®s that underscore the design and function of his tomb, which

highlights the pronounced importance and vital role of biblical and political hierarchies.

Simultaneously, Chichele was working to promote novel alliances amidsingrow
schisms within the Church. Shannon Gayk summarizes this period as advancing reform
within the Church while simultaneously forcing a reconsideration of the role of images
within the liturgy3® Rejecting the contention that Lollardism was completely agsie
concepts of images within liturgical thought, Gayk instead posits that the movement
originally acknowledged the important pedagogical and liturgical role of images. Even
more, the early Lollards were apt to educate the public about effective roeprestion
supposedly false images, while simultaneously expounding upon a process of how to
measure the acceptability of other motifs.

This process of accommodation, which Gayk notes as an early separation of
reformist reactions prior to fulblown icon@lasm, was grounded in a removal of the
presence of images within the public life of the church and suggested a novel role for art
within the | iturgy. As Gayk asserts, dLoll
t hat wer e non eyt hienlceasrstf abiesbabefparfithesditénggrerations
of Lollards grew increasingly separate fro
closer to the early founders of the Lollard movement. As W. R. Jones explains, Wycliffe

was not inclined to addresise topic of iconoclasm at great length, and when he did, he

35 See Shannon Gaykmage, Text, and Religis Reform in Fifteent@entury England:
Cambridge Studies in Medieval Literatu@ambridge, UK: Cambridge University Press, 2010), 81. Gayk
argues for the importance of sacred images, particularly those associated with liturgical texts, shared by the
Chuch and the reformist movements of yzigteenth century England.

36 See Karen A. Winsteadeview ofimage, Text, and Religious Reform in Fiftee@dntury
England by Shannon GaylSpeculun86, no. 4(2011): 1071072 at 1071
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based his views on images in the worshiping practices of the ancient Hebrews and early
Christianity. He noted that images of Christian practice had been gradually introduced

toward the end of #hApostolic period, when they were justified as books for the

unlearned and as sources of Christian inspirdidnh e ul t i mate result of
endeavors, however, was also a rise in English pratonalism and the beginning of a

hardening strain agast the papacy. Indeed, Pope Gregory XI wrote that Wycliffe was
attempting Ato overthrowWAshehetambsaobf t Wg
foll owerso6 teachings grew throughout Engl a
contentions becameass i at ed wi th the beginning of the
political reformist movement prior to the
Peasant War of 1525. Ultimately, these sdhiological movements resulted in a

dramatic reconsideratiorf the form and function of art, particularly related to

discussions about redemption and eventual salvation.

These ideologies also resulted in debates about the execution of the Mass itself.
For example, some reformers noted that the sacrament of tharistevas not clearly

operationalized in the Bible, and transubs

SWycl i ffos &lmkbetwesrthepraciae of Hebrews and the worship of early images
as a precursor for Christianity, with images of the Holy Trinity being antithetical to official Church
doctrine. Notably, AiWyclifds most hsxdatseonthe®en di scuss
Commandmentthe De mandatis divinisCommenting on the first and second commandments, he
observed that the ancient Hebrews had been forbidden to worship gods other than their own and to make
graven images. This prohibition deriviedm the fact that the Jews were prone to idolatry, that the
Incarnation had not yet sanctified human form, and that Christ's birth and life had not created the holy
family and his disciples. é[H]e was tmslkpyehei ally offe
representation of the Trinity in the form of an old man, a youth, and a dove; by the tendency to endow
i mages with magical virtues; and by the crass mater
W.R.Jonesi L ol | ar ds:ThemdfensemfeRgligiaus Art in Later Medieval Englaimlrnal of
the History of Idea84, no. 1 (JaitMar., 1973): 2750, at 29

38 From John FoxeThe Church Historians of England: Reformation Perieal. 3, part 1
(London Forgotten Books, 201620.
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position was in keeping with the Church orthodoxy that the altar itself became the stage

for transubstantiation of matter and the veneration ofsr@schaving real presence and

magical qualities, two principles that were antithetical to the burgeoning Lollard

movement and to the ideals of Wycliffe who preceded them. As Jones concludes,

ALoll ardy after Wycl i f wa sratimena&looae assgrisméne ma t i
of opinions and attitudes cofiCiratelge@hri s
position was one in which the Church dictated principles of the reverence for artistic

images of the life of Christ. These ideologies ran cauntéhe findings of the Lollards,

who instead believed that images of death and torture were contrary to the teachings of
Christ and to the promise of bodily resurrection. This disparity between images promoted
through Church teachings and liturgical girees was also promulgated through

memorials and tombs.

Chichelebdbs ongoing responses to early r
as a defender of orthodoxy and as a patron of the arts with images that reference the
Church and its theologicalrsttures, including his tomb where this same ideology is
given visual form. His Church orthodoxy regularly blended into his exercise of
jurisprudence. For example, he presided at the trial of John Claydon (d. 1416), a currier
and citizen of London, who wdld on charges of heresy for claims against the Church,
particularly defamation of the papacy and
emblematic of larger ecclesiastical conflicts, as his crimes suggest a growing belief in a

malevolent clergyseveral claims of which were printedThe Lanterne of LightL400)

39 Jones|ollards and Images27i 50.
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a popular publication that asserted that priests were direct conduits and contacts of the
Anti-Christ®®Cl aydonés trial segued into an invest
heresy thoughout England, with Chichele himself directing an inquisition by

archdeacons to hunt out Church malfeasance. By 1416, he attempted to rout out

suspected heretie massean important example of which was the trail and summary

execution of William Taydr (d. 1423)! Taylor preached that prayers should only be

directed at God, completely foregoing and negating the role of saints and of priests, and

one must assume, of mediating I mages in ac
lifelong and pronouncde bel i ef in the role of saints wi
in the design of his tomb, and his defense

lessons were tantamount to blasphemy. His efforts became waged against early reformers
who focusedot only on the conduct of priests, but also on the function of prayer, and the

nature of divinity itself.

By 1417, however, Chichele himself also had become increasingly involved in
critiqgues against the new Roman papacy even as his orthodoxy becesnelesd. In
particular, he expressed local opposition vt Roman papacyhen he had announced
a Jubilee to be held at Canterbury in 1420, an event that would divert profits from Rome

to England. The Churchodos r eaandfoghnghtt o Chi ch

40 See Presbyterian Board of Publicatigvrjtings and Examinations of Brute, Thorpe, Cobham,
Hilton, Pecock, Bilney, and OthergVith the Lantern of LightPhiladelphia Presbyterian Board of
Publication, 1842).

“YLittle is known of Taylorés |ife. He appears t
excommunicant who had subsequently and absolved and then released. He was ultimately executed by
burning in Smithfield under He nrvivyed See AmeHudsohwa ng. Onl
Wycliffite Texts: The Sermon of William Taylor 1406, the Testimony of William Thorpedsi@r301
(Oxford: Early English Text Society, 1998).
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including a terse response from the pope, who in 1423 noted that his teachings could
fensnare simple souls and extort é and to
and t he Ro%es piotng isUdch pr ovoccawithiomns, Chi ct

Canterbury througpapalorthodoxy only grew.

The tomb of Henry Chichele suggests several implications of these developments
and for the viewing of death vis a vis altering contentions of thedlogformist and
orthodoxd in England. It also offera potential baseline for consideration of additional
tombs. The character of Death is fundamentally culturally bound, while personal
reactiorsto death may be linked to greater theological beliefs, but the experience of
representing a corpse and whatiggested permits distinctly different conclusions
among Christian viewers, nonethelé$$he medieval period was underscored by a
combined fear and fascination with death that was exemplified and compounded in
changes in theology. Questions concerningcthreition of death were raised about the

representation and constitution of the body and the subsequent transmigration of the soul.
Transi Tombs and Late Medieval Piety in Relation to Death

Chicheledbs tomb affords wus transl ti pl e ways
phenomenon and late medieval theologies surrounding images, death, and the dead.

Transi appear to exist between two realms simultaneously, the plane of the living,

42 Catholic ChurchCalendar of Entries in the Papal Registers Relating to GBe&in and
Ireland: 1342 1362(Neuilly sur SeingFrance: Ulan Press, 2012), 12.

43 For some considerations of the ongoing cultural and theological shifts concerning the
representation of Death, see Nigel Llewellgnt of Death: Visual Culture in theriglish Death Ritual
¢.15@i ¢.1800(London: Reaktion Books, 1987). Llewellyn places images of death and the character of
Death itself into a long historical trajectory, with cultures adopting and disposing images of death at
numerous historical intervals.
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executed with attention to period attire, and the expectation of corporeal reanimatio

during Final Judgment. Through this viewing, observers encountered the deceased person
as both a repasg and animated effigy, an allusion of resurrection that simultaneously

also recognized the physical demise of the body. This conflation of timeptbeswzed

past and future, is accentuated through a consideration of the unique role of the transi,
notably in the decaying portion of the tomb group as the wholly dead counterpart to the

effigy in full flesh.

Specific prototypes of the transi emergeatighout the medieval era. The transi
represents a relation to the viewer as part of a universal state of mortality, stripped of the
ornamentation of the effigy and removed from the worldly grandeur of decorative
accouterments. Eyes of the corpse figuresewensistently closed, with facial features
gaunt and desiccated. The transi had already started to show the inevitable mortal effects
on the body. Hair, if present at all, laiddéad around the face. Gestures had often moved
from a position of prayeothanging limply alongside the corpse. With few exceptions,
transi are sculpted as partially clothed, with attire usually being only a scant and plainly
decorated cloth. Visually, the impacts of death are clearly suggested by the transi, as
details includeshriveled or shredded skin, or further examples of decomposition like

pronounced bones and amplified sinétvs.

44Additional figures suggest visual substitutions and references to societal roles and theological
beliefs. For example, in comparison with funerary effigies and transi that are typically portrayed in a prone
position, seated or assis figures were reptasgp of civic and liturgical positions. Assis figures allowed
the deceased to be memorialized in light of their social station, usually in conjunction with an image of
worldly power or position. These figures were suggested by carvinBsman sarcophagnd
occasionally incorporated into medieval tomb designs. The interpretive comparison with the transi is stark,
as assis figures are emblematic of status, while transi are stripped of any suggestion of public rank or even
individual identity.

40



Transi tombs activated the viewersodo exp
temporal and spatial differences. Dual directionality of meanidgwotion generates
novel interpretations for memorials, tombs, and images of religious practice. By
suggesting that along with temporality being conflated or coll@&pséth time as
complex and nottinear in naturd assumptions concerning the process ohtivand
dying are put into question. Transi tombs did not merely reflect contemporary notions
about dying and resurrection, but instead actively shaped conversations about death and
memorial within Christian ideology. Conclusions about these issues amesnbted
through transi tombs. Instead, they initiate contemplation about these matters, acting as
agents for viewerso individualized reactio
and affect ongoing discussions about the function of memoriateakogical artifacts

and as works of art.

During the earlier medieval era transi can be seen to have distinct stylistic
differences partially based upon geographical preferences. Corpses were portrayed as
hosts for worms, along with frogs or serpentsumerous Germanic depictiofrs.
Kathleen Cohen investigated this association, noting that within Germanic literature
serpents were often used in lieu of Death, and that some folktales even assumed that the
deceased would transform into reptilian form follog/icorporal decay. Further, frogs
were considered to be both Deathdés byprodu
other animal and reptilian artistic motifs. For example, some depictions of the dead

included salamanders and newts, associated witbiky o withstand fire as

45 See Cohe, Metamorphosis of a Death Sympbos.
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representations of death and martyrdom and resurre€tiirese accompanying details
act as veritable symbols in and maintainin
messages about the state of death itself as mere mhedtaving in a continuous natural

process of decay, as part of the natural world.

Despite these variations in presentation in details, transi were ultimately studies in
putrefaction. Unlike the effigies, which lay in repose above the transi, the figuhe o
lowertier had lost all sense of vitality. Similarly, costuming changed course; instead of
period attire, transi were wrapped in a mere shroud, or were portrayed practically nude,
stripped of worldly and individualized identity. The decay of fabaied skin is linked
visually and conceptually in the transi, an image of a symbiotic relationship in which the
fibers parallel that of human flesh and viscera. As part of the process of desiccation,
transi were shown with accentuated lifelessness, asgbeof perpetual youth that was
evident in the effigy above it had been replaced by the jarring effects of bodily demise.
While the effigy suggested not only corporeality, but also the possibility of resurrection
and ascension toward eternity, the uttertaddy of the transi was a demonstration of the

disintegration of matter.

The transiurther intersected with dominant ideologies, art historical meanings, and

social inferences through signs and semidtide position of the body and the relation

4 The use of several reptiles and amphibians as emblems for deatht@sehe medieval period
by centuries. As only one popular and historical example, toads have been utilized to symbolize and
suggest death sia@t least the time of the ancient Greeks. For more information, see Nora C. Flores, ed.,
Animals in the Middle Age®ew York, Routledge, 2016). As symbols pertaining to alchemy and the
generative possibilities of manipulating the elements and transformimat t er , see Pamel a H.
Science, and Visual Culsis®/rne. 1{2006)B3800l v Moder n Eur ope,

47 As suggested by Umberto Eco, a sign can be defined as any object that refers to something else,
with semiotic implications suggestjrhow this result conjoins with previously established social
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to the signs that surround it manifests the paradigms that underscored and were affected
by the t orff@fdnbs acema anty anddea of death but also guide the viewer to
visualize and contemplate the intricacies and processes of dying, as memeai®d ar
complex system that illustrated dominant themes of ontology. These images are unique in
tombs in that the work is indicative of the larger complex nature of death, an abstract
notion or state of being that can never be fully understood by therviBwécusing on

the figures within a tomb, the viewer is able to consider how an image is both
representative of a specific momerthat is, the moment a person dies and the moment

of t he wor kwoskofan erdtalsodransvarses that mondemtith death as

a perpetual state until the Last Judgment and dandyenewal as an ongoing process.

In the case of transi tomb, however, the presentation of the body takes on deeper
meaning through the incorporation of a cadaver sculpture. In thistbasetist
effectively seals a moment of the human bo
physical material while alluding to that process of decay and changeability as a stage en
route to dust. Decaying flesh is presented as unalterable stone lisgthpbonable to
metamorphose into a new being until the Last Judgment. Moreover, in association with
the Mass and in particular with the concept of the Resurrection, tombs suggest a coda to

the termination of life. The decay following death is overcameugh ChristThetomb

conventionSee Umberto Ecd\ Theory of SemioticdBloomington, IN: Indiana University Press, 1976),
16.

48 The resultant creation of art is unique in its function as both a sign and semétithis shared
relationship underscores what semiotics theorist Ch
representamen, is something which stands to somebody for something in some respect or capacity. It
addresses somebody, that is, it cre@ttethe mind of that person an equivalent sign. That sign which it
creates | call the interpretant of the first sign. The sign stands for something, its object not in all respects,
but in reference to a Bhiosophical ¥WiingsdoéRiercped.S.8BachlsEhar | es Pe
(New York: Dover Publications, 1955), 99.
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and its relationship with prevalent religious beliefs at the time of its creation suggests
theological conflicts that underscored and were affected by its viewing, resulting in a host
of ontological conclusions, as the viewer inargies the representation of the dead

within their own life.

Through skillful carving, the artist can convey a sense of verisimilitude oBflesh
the softness and suppleness of a face, for exéngdavell as its decay, staged in the
transi. The materialityfastone simultaneously evokes permanence in a notoriously
difficult medium. Historian of science Pamela H. Smith underscores the importance of
materiality by proposing an fAartisanal epi
and understood naturlerough the manipulation of natural materials and processes of
transformation, transmutation, and deéarimary knowledge could only occur with a
Abodily encountero with material. The natu
also of the humandaly itsel® both the memorialized deceased body and that of the
viewed are simultaneously evoked in transi tombs and represent a form of knowledge

conveyed in the making and viewing of a stone corpse.

Images of a corpse initiate thoughts not only abaeiptiocess of death, but also
about the lineage of mortality. Noting that the first recorded death within the-Judeo
Christian tradition is that of Abel, Saint John Chrysostom, (ci 8438), Archbishop of

Constantinople, asserted that any depiction of destkens back to the events and

i mpacts of that first murder. Abel 6s death
centuri es, including Byzantine works that
®Smith, AArt, Sciem&®, and Visual Culture
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that speaks directly to GG8The extensive importasc of Abel 6s mur der s
ongoing struggle to confront and understand the profundity of death. As Joseph Koerner

summarizes

For Chrysostom, the vision of Abel's cadaver makes of death a spectacle that
occupies all the senses. Everything about thpseois significant or emblematic:

God showed what death is, how heavy, bitter, and hostile. Adam learned this not
only through the first sight of death, but also through all that happened after:
through the foul smell of the corpse, through the pus wioaed from it, through

the ashes into which it was transformed, and through all the circumstances which
followed the buriaP?

The importance of involving the senses in depictions of death is underscored through

tomb sculpture, which appeals to tactilesual, and in recognition of the density of stone,
weight or pressure sense, as well as scale
Abel 6s corpse became associated typologica
presentati on ddbbdy.Gbayond the shased grief ofdati mothers, the
commonalities between Christ and Abel as victims of murderous plots shared an

additional motif of both men as innocent sufferers and shepherds.

Reactions to Abel 6s coretwvedeathsof a represe
humankind was echoed by the sentiments of medayrtheorists. Forms of linguistic or
verbal associations act as bridges to bygone eras, complete with a realization of ongoing
emotions, fears, and beliefs. This process, which Mikhail Bakéferred to a crosiink

among fAspeech acts, o0 links verbal | anguage

%For more information on early images of Abel 0s
Evangel atou, fWo® acra dP.L{odadPersiiumGraeq®®3d ( Washington, C
Dumbarton Oaks Papers 62, 2008)7i1=D.

5%See Joseph Leo Koerner, fAThe Mortification of
Bal dun gRepresergationsio. 10 (Spring, 1985): 52101, esp. 53.
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the artist as a creator or sender of an ongoing communicative act, one that transverses
time 52 Niklas Luhmann advanced this claim by mgtithe experience of life itself is a
shared autopoietic system of social cognit
grounded in former communicative messatjesdditionally, Bakhtin asserted that

individual images do not exist on their own visual iisebut are instead imbued with

meaning only through their association with earlier creations and dialgtsiesilarly,

it can be surmised that a viewer is engaged in both outright and inner dialogue with a

particular utterance, be that of a work of@rspeech:

Dialogism in contrast recognises the multiplicity of perspectives and voices. It is
also referredi cod@asoiddeadll tei t i s a Oopri |
become the main referent of a poarticul a
logically unfold (as in analytical philosophy), but rather, interacts. A dialogical

work constantly engages with and is informed by other works and voices, and

seeks to alter or inform it. The dialogical word is always in an intense relationship
withamot her 6s word, being addressed to a |

This relationship, originally applied to texts and literary analysis, can be apptisd to

art historical research, particularly to the application of images with robust typslagd
recognition, such as the death of Abel and the theological implications of his corpse and
its burial. Through Abel s murder and bur.i

of Adam and to the inherent nature of death as an ontological mawvkiak, Bakhtin

52 See Mikhail M. BakhtinSpeech Genres and Other Late Essa¥sed.,eds. Caryl Emersoand
Michael Holquist, trans. Vern W. McGee (Austin, TX,: University of Texas Press, 1986).

S3SeeDavid SeidliLuhmannds Theor y |SyftemdMunipBusinessi ¢ Soci a
Research 2002 (Munich: LudwigMaximilians-Universitat Minchen, 2004}, 28, esp. 7

lindaM.ParkFul | er , #V O& eE®glossiand Palyphony, and the Performance
of Narrat i lteratwe in Renfoemane” (€986): 112.

%See Andr ew RobiBnaskohnt,i nfi:l nDiTahleocogriys m, Pol yphony an
accessed September 4, 2018, http://ceasefiremagazine.cohaoigbakhtin1/.
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identified as being an example of a shared societal consciousness. The same commonality
with images and actions is present in the positioning of transi as the inevitable and mutual

destiny of humankind.

Bakhtin obser v e diousnessis ih faat thagy comnheatary wiicho n s
every adult human being brings to bear on every instance of his behavior, and achieves its
final real i z at*Thisimageofthe amishas k cootributa to ain. odgoing
formation of consciousnesadas an arbiter for human behavior was captured in
Bakht i nAtandArssweaalility i n which he posits that @
but they must become unitedinmygelf n t he unit of Thepctadnswer ab
answerability is for Bakhtia nexus of thought between art and the viewer, in which a
viewer does not see art as an extension of the self, but instead as an invitation to grapple
with larger meanings, ongoing dialogues, and a lineage of interpretations. This process
ultimately holdghe viewer as responsible with the ongoing guilt or associations that are
exemplified by a p?¥Ehoseclanfs, particuladysn réfeaencg ®r c | a
death, connect the viewer to earlier experiences of dying. As Joseph Koerner
summarkEwersyt it ng about the corpse is signi-Hf
gruesome corruption of the body, the living can read their fate. The corpse is there to

mirror the living and to mediate a message applicabletoélo di e mi hi cr as t

Kurt Eisen, fANovelization andet hetTheHBugedeep D0 Con
O'Neill Reviewl4, no. 1 (1990): 3A6.

57 Mikhail M. Bakhtin, Art and Answerability: Early Philosophical Essagsls. Michael Holquist
and Vadim Liapunovrans.Vadim Liapunovand Kenneth BrostroifAustin, TX: University of Exas
Press, 1990), 2.

%8 For additional explanations of the vital role of the viewer and how consciousness emerges as

both a byproduct of and inspiration for art, see the Bahk&tinand Answerability1990, particularly
AAut hor and He ity (ca h9204 Q2 tIHPER @specially pages-S.
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(Today me, tomorde y oar ) m@&ssage similarly summari zed
In this way, the presence of a corpse waseanento moras well as an inspiration for a

change of earthly behavior, ultimately serving as a reminder of mortality and immortality
simultaneusly. This finding was only intensified in relation to transi sculptures, in which

a corpse is presented through sculpture in lurid detail and often to scale in three

dimensions, occupying the same space as the viewer.

This association allows the viewero s ee Abel 6s death as th
humankindds mortality and Cainds consterna
emergent quagmire of how viewers can envision their own eventual death. Even more,
images of death may force a consideration of trs#tipa of the body and soul at the end
of time, what Koerner refers to as the fdse
Chyrsostom: Aln order for the distinction
history (which began with the Fall) mustderso that all souls and all works can be
judged as a selfontained and readable whole, divorced from the shifting disguises of the
t e mp o r a9 This shift in the t¢mporal world substantiates a suggestion that images
of death and body are layered lwitistorical meaning, including a flattening of time and

erasure of hardened temporal boundaries.

The very nature and meaning of death and resurrection were under constant
debate and scrutiny throughout the late Medieval era, in which a corpse was assumed

be neither fully living nor fully dead. As Eamon Duffy summarizes, the emphasis on the

59 SeeJoseph Leo KoerneMoment of SelPortraiture in German Renaissance A@hicago:
University of Chicago Press, 1993},275.

50 Koerner,Mortification of the Imagge52.
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corruption of the flesh was not perceived
of the soul. é Its function waegealgypfihisi t ual ,
own mortality, and thereby to bring him to a sense of the urgency of his need for

c o n v e P13He omage of Christ as a fully resurrected person not only suggested a
repudiation of sin, but also a complete reversal of death as oppasedubbeing in a

state of perpetual limbo. To this point, Nancy Caciola posits an intriguing view of death,

one that focuses on the constant transitory and fluid nature of death and a corpse:

AMedi eval conceptions of detlethddyawvatede f | ui d.
resurrection even as it decayed, WwWRAle the
corpse was therefore in ambiguous liminal territory, placed on a spectrum that was
somewhere between a world of an afterlife and an earthly.[fae® more, a corpse

represented a conduit between life and ateorestrial dimension, a world that was

connected to both the land of the living and the dead.

The representation of a corpse, particularly one that was in such an advanced state
of decompsition as a transi figure, was easily interpreted as straddling different worlds,
uncertain as to its eventual destination. The transi harkened back to the collective death

of humankind, an ongoing«®p pr opri ati on of Abel s corpse

61 Eamon Duffy,The Stipping of the Altars: Traditional Religion in England, 14068Q 2" ed.
(New Haven, CT: Yale University Press, 1992), 307.

2Caciola continues by n dgoddorpdhaddeath; ofiekoulder son cou
undergo a temporary or a more permarngath; and one could die a partial that is, a death of the
personality without a death of the or vice versa Patrick Geary has defined the dead in the [Medieval] Ages
as antage clas8this neatly encapsulates the social procity between the living amdéde and the
continued influence that the latter exerted over the former throughout society. Intimacy between the living
and the dead was because death was not envisaged as
Caci ol a, RefeWanta ahRithasin MedievalCu | t WPase& Poesent52, no. 1 (1996):1315, at
7.

49



effigies |Iike Chicheledbds portrayed the dea
as youthful and full of earthly vitality, usually donning the recognizable costume

indicativeof social status and comfort. The link between the corpse and #ge iof an

apparently living person, peculiar to transi tombs, suggests a tethering of the two entities
that remain supposedly distinct and differ
moment when certain aspects of it matter and its meaning agee sirde are

repositioned in his transi, a visual reminder of the shifting consubstantiation of decaying

and living flesh, a motif reaffirmed in the celebration of the transubstantiated host. It

would only be through the resurrection of the body thattheslies could hope to be

fully and completely integrated into a greater whole, while simultaneously becoming part

of the larger body of a collective Resurrected Christ.

Koerner provides some concluding points for this discussion by noting how the
preserdition of a corpse itsélf or in the case of transi and effigy tombs, a representation

of the dead body suggests unique and psychological reactions to dying:

When we turn now to the representation of the corpse in art, death transforms the
body into a sigrthat is directed toward the gaze of the living; and this spectacle,
the cadaver, mediates certain fundamental knowledge about the nature of our
postlapsarian existence that would otherwise be inaccessible. It is the sight of the
corpse that enables us tgard life in its proper relation to de&th.

In the case of some transi tombs, designs were completed, and tombs were constructed
prior to a personbdbs deat h, as was the case
memorialized were forced to consider theimomortality, and in the case of transi

tombs, would have to contemplate an image of their own rotting corpse. It can be

contended, however, that it is through an encounter with a corpse that the living begin to

53 Koerner,Mortification of the Image53.

50



understand the complexities of the dyinggass, along with hopes for eventual Christian
immortality. In the case of Henry Chichele, this resurrection would hopefully entail a
personal conflation with the hierarchal strata of saints and angelic @rdarsfully

rendered in stone around his tadntha he mighteventuallyencounter
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CHAPTER 3:
A GENDERED RESPONSETO TRANSI TOMBS THRO UGH
A CONSIDERATION OF A LICE DE LA POLE

An Overview of the Tomb of Alice de la Pole

Alice de la Pole (née, Chaucer) was buried475 in Ewelmevhere shéad
beenborn in 1404the site of amall village in the rolling hills of south Oxfordshire
This locationwould scarcely be considered as a site for visiting pilgruadsfjably
differentthan Canterbury Cathedral where her grandfatherfamed poetandauthorof
the Canterbury TalesGeoffrey Chaucer (1343400), was buried in the samave
occupied by the tomb of Henry Chichefdthough Geoffrey Chaucer had died four years
before Alice was born, his literary legacy was well established by the time of ther bir
As the only child of Thomas Chaucer (186434) and Matilda Burghersh (1382136)
Alice was raised within a period of everchanging political conflicts, events which only
intensified as her father became Speaker of the House of Commons on threet differen
occasions from 1411 to 142@his position placed Alice under immediate public
scrutiny, a situation that intensified throughout her subsequent martisgegosition

within England was not only tied to her

familyés emerging role within the Church

John Wycliffe Despite the possible political opportunities afforded by later
developments, including her son Jdiecomingorotherin-law of two kings, Edward IV

(1442 1483) and Richard 111452 1485) Alice would not remarry after heinird

1See Rowe n a Alge ChaucerDuohess of Suffolk (c.1404 4 7 SOxfordDictionary
of National BiographyOxford: Oxford Unversity Press, 2004).

2Mar jorie Ander sorher Al $ BMLAG NG ti(2945): 2tdh ebp. 24
25.
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husbanddés murder, possibly taking a-vow of
one, she died in May or June of 1475, opt.i
last hudand and declaring her own s&hioning, where she asserted her achievements

and faih, reversing the trajectory of paternal familial allegiance, reposition herself and

her marital relations outside of the standard rolnefmale figures in her lifesade from

her father buried nearby.

Al icebds transi tomb is an opportunity t
approach to death and memorial within the reformist period of the late fifteenth century.
Much of Al i ceds i ni bhedhylthe $tatus of thé maie figerestin hery w a
familyd a series of conventions that she would make efforts to disrupt with her tomb as a
culminating statement about her own agency as a formidable female political figure.

Realizing that the figure of Death hesnsistently been gendered as nfdleg

i mplications of Aliceds relation to mort al
presume in the tomb of a man, and therefore pose unique implications for interpreting art
from the medieval era, including pdptized responses to corporeality and emerging

beliefs about the postmortem experience of the soul.

Al icebds | ife was a succession of situat

woman eveipoised to navigate the changing sepaitical structures in England

31bid., 371 41.

4With a lack of facial or anatomical references, the gendered nature of Death is difficult to
determine, despite ttmnsistent referenceparticularly in English and German art of this perinda male
identity. SeeKarl SiegfriedGuthke, The Gender of Death: A Cultural History in Art and Literature
(Cambridge: Cambridge University Press, 199914. Outside of gended attire, there appears to be little
reason to assume a male identity for the character of Death. Also, although the dark cloak often associated
with Death is not a gendered piece of clothing, the hefty scythe that Death carries was often associated with
malefield workers.
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Eventualy titled as the Countess of Suffolk and later the Duchess of Suffolk, she was
marriedin 1415to Sir John Phelip (138Q415), who died after they had been married

for only one month; Alice had just reached the age of maturgyeoknyears athe

onset of their marriage. Political arrangements would continue with her marriag21

to her second husband, Thomas Montague (1B&33). Montague was already a

widower by the time that he married Alice and had been entitled as the Fourth Earl of
Salisbury. He had become known as an experienced military commander in France, but

on October 27, 1428, he was struck with flying debris from a cannonball following an

attack at Orléans. Suffering a mortal wound to the face, he died a weekJatan.his

death, Alice became a nobleman's widow and the Countess of Salisbury. She was
subsequently made the supervisor of her hu
material goods, including gold, jewelry, metal plate, and theawenues of his

propeties in Normandy, leaving Alice in a uniquely powerful societal and economic

position® Along with her inheritance, she was becoming increasingly involved with

Engl anddés military efforts i n Fr abhhere. I n f

former husband that Alice would meet her third and final husband, William de la Pole,

5 For more information on the political campaigns and life of Thomas Montague, particularly in
relation to his military campaigns, see John A. Waghecyclopedia of the Hundred Years War
(Westport, CT: Greenwood Publishing GroupQ&p

Understanding the societal position of women ar
period is a complex undertaking but references can be better understood by consulting Carol M. Meale,
AReadi ng Womeno6s -CéeniurytEngh ed i nThé f Caeat difMedidevalitase Chauce
Reading the Middle Agesds. Piero Boitani and Anna TorWpodidge, UK: D. S. Brewer, 1996), 81
101
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the First Duke of Suffolk (1396 4 50) , who became the command

troops in France at the point of his death.

Ultimately, William would have the greatestimpach Al i ceds presenc
English political circles, rivaled only by the paternal influence haataccompanied her
ri se to prominence. The couplebds only <chi
by this time Alice had achieved social standing outsideer familial relations due to
herown growing political and social accomplishments. She remained active in
governmental affairs throughout her life, becoming involved in events with both the
Houses of York and Lancaster during the War of the Ros@satitly establishing her
position with the winning side of Lancasfe8he was granted Garter robes in 1432 and
then again in the years 14344136 and 14481449, one of the earliest women ever to be
so honored.She had also been made a Marchioness of Buffoher husband was
made a marquis on September 14, 144der whersailing across the English Channel
in 1450, the ship of William de la Pole was overtaken by rebellious English troops
aboard the vessalicholas of the Towegnd after a mock trial h@as executed by

beheading; his remains were rowed to the cliffs of Dover and left on the $hore.

" For more information on William de la Pole and his family, see Edgar Trevor Williams and
Christire Stephani&licholls, eds.The Dictionary of National Biographioxford: Oxford University
Press, 1981261 62.

8 Both William and Alice de la Pole served significant roles during the War of the Roses, an
overview of their allegiances and positionsésorded and set into historical context in Mathew Le®
Wars of the Roses: The Key Players in the Struggle for Supré@izapd, UK: Amberly Publishing,

2015). It is worthwhile to note that Lewis refers to William de la Bothe chapter abouthims A T h e
Most Despised Man in England. 0

9 SeeSimon HarrisonAlice Chaucer: A Survivor in Hard Timé#/indsor, UK: Archives of the
College of Saint Georgef Windsor Castle, 2014).

sSsee Roger Virgoe, #fATheDWDkeatdf &Hletinifddloham de | a
Rylands Library47 (1965): 488502.

55



Subsequent funerary efforts were overseen by Alice, who moved his body from

Wingfield, its original burial spot, to the Charterhouse at Hull, as had beesstedun

hiswil.L*Al i ce de | a Pol e6s tharasleristcshanshetombs ver y
of Henry Chicheld if not the tombs of mostménb ef or e i t. Saint Mary
small building where Alice would have her tomb erected, was founded inrtewel

alongside other educational and philanthropic institutions (figure*3The original

medieval plan of the grounds included three principle components: the church and

chantry chapel, the almshouse quadrangle and surrounding gardens, and a series of
acdemic buildings, including the grammar s
one centr al nave, as well as a north and s
by thirteen cottages that were built as residences for poor men, with additional

residences surrounding the hospital as well as an open court. The most dominant part of

the compound, however, is the church with its chantry chapel, situated at the highest

point overlooking the remainder of grounds.

Al iceds tomb istohtehigbtedhasofh&acaen
of thevillage of Ewelme itselt? It is constructed of alabaster, a rarity for laspale
construction in England during this peritichtwas used primarily for small devotional

objects!* The visual impact of thalabasteis also qualitatively different than marble,

1See Karen Karen St°ber fAThe Burial Preferences
A g e s Laie Medieval Monasteries and their Patrons: England and Wales, c-18@0(Martlesham
UK: Boydell and Brewer, 2007112 46 esp. 135; 153

12 bid., 118.

B M. PristerCrutwell, i E w e (IAiRemantic Village, Its Past and Present, its People and its
Hi s t accegseddDecemb2i, 2015 http://www.fordsfarm.co.uk/Historpf-Ewelme.html.

1 paul Williamson, Object of Devotion: Medieval English Alabaster Sculpture from the Victoria
and Albert MuseurfAlexandria, VA: Art Services International, 2011).
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with fithe translucence dhealabaster conveying smoother, more delicate and,
consequently, less tortuously macabre spifitaliceds tomb islocated in the Chapel of
Saint John, an addition to the main nave of the church that was built sometime after

14371 The tomb is accessible from both the back and side of the chapel and is situated

at the corner of t he chadbpen buits canjanctionvath t ar

the creation of the nearby hospital, likely related to the medical needs of patients
residing at the almshouse. The chapel is located under an open timber ceiling, a
substantially molded construction of wooden beams avihries of shielbearing

angels carved into each intersection.

The nearby walls are lavishly covered in over one hundred repetitions of IHS, a
Greek variation of the Holy Name of Jesus, arusftd Gothic monograii.The pattern
is repeated consistentligroughout the entirety of the chapel in gold, red, and black
letters against a white background (figure 3.3). On the tomb canopy, small carved
angels bear shields with each corner section-sgiced with the same monogram,
which appears along the wahnd the overhead beams and as part of each ceiling panel.
More than mere decoration, the intoning

assumed to serve a mystical function, with immediate and eschatological implications.

15 pamela Margarefing, fiContexs of theCadaverTomb inFifteenthCentury Englang (PhD
diss., University of York 1987) 74.For additionalinformation on the uses of alabastezeKim Woods,
Cut in Alabaster: A Material of Sculpture and Its European Traditions 41&&D(London: Harvey Miller
Publishers, 2013

16 See Joh\. A. Goodall,Gods House at Ewelme: Life, Devotiand Architecture in a
Fifteenthcentury Almshous@~arnham, UK: Ashgate, 20049.

7 For more on the monogram of Christ, see Alva William Stef8gmbols of the Christian Faith
(Grand Rapids, MIWm. B. Eerdmans Publishing C2002).
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The monogram reflecteepr cept i ons of the theological me
name. |Its origin may be based on biblical
which is above all names: That in the name of Jesus every knee should bow, of those

that are in heaven,oneaemd under earth, 0 and Acts 4: 12
under heaven given to men whereby we may be saved, everyone that shall call upon the
name of the L o%THe noiograms wereeseisttee Wedkvakperiods

visual extensions of thidassand the Eucharist in particul&andactas visual

backdropof bot h the | iturgy and Alicebds tomb.

The importance of accessibility and the relationship between the viewer and these
objects forms a central part of this investigation. As David Adeéxplains, accessibility
to images and the viewersodéo reactions to th
but also its very functiof Granted, Areford was originally noting these facets in the
context of print culture in both northern and soutHeunope. However, that same
guestions of accessibility, and of a simultaneously private and shared public experience,
are of vital importance in consideration of transi tombs, as the overwhelming majority of
tombs assume viewership as an inherently impbdapect of their design as objects

occupying space to be engaged with and experienced. Alina Payne summaritesethis

18 Biblical references from King James Bible (Qandge: Chadwyckdealey, 1996).

19 See John O'Briem History of the Mass and its Ceremonies in the Eastern and Western Church
(New York: Catholic Publication Society, 1879)56 ; Laur ent AdamowilEHSS, SfoRel i gi
of 61 OSd6 t Mmhe ChtovaiclepoktimetEarly Amierican Industries Association, &0 2 (2007y 71
83, esp. 79.

20 David Areford, The Viewer and the Printed Image in Late Medieval Eud@av York:
Ashgate, 2010). For additional explanation as to how images and their platetidt public sphere
changed course throughout the late Medieval period, see David S. Areford, Nina Rowe, and Sandra
Hindman. eds.Excavating the Medieval Imag®lanuscripts, Artists, Audiencdsssays in Honor of
Sandra HindmargFarnham, UK Ashgate PubLimited, 2004).
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asa halfway point between the experience of objects with architecture, what is called
Kleinarchitektur(small architectured! The public accessibility of a memorial precipitate

inevitable applications to mortality as a central theme. Christine M. Boeckl notes this
conclusion by illustrating a difference between twelinst century versus Early Modern

depictions of death. Primarilyaviations between the eras emerge, she argues, based on

the public nature of the earlier artistic wolkBoec k|l 6 s wor k, original
images of the Black Death, can be expanded to other examples of the public nature of

images of mass death an@ timportant social role of memorials.

Accordingly, these tomb memorials, like that of Alice de la Pideire 3.4)and
Henry Chichel& both focal points in their respective churahasere not meant to be
viewed in private for personal reflection alone, asithe public performance of mortality
and the liturgy. Epitaphs seemingly being uttered by the dead are spoken directly to the
living in this public and liturgical setting. Similar to the case with other images, this
di scour se est abfandisgdevstiorfalampulse to qnteract witlo theg s
i ma g*&hisdassociation among viewership, dialogue, and meaning underscores what
Areford referred to as a workds unique qua
to the public function of memmds. With this finding in mind, it is worth considering
how Aliceds tomb probl emati zeslimhgessl,se 1| mage

Alice de | a Poleds tomb, particularly the

22Al ina Payne, fAMancrSadlid yi,n CRerf Oifandyatdaureal Ar c hi t e
32, no. 1(2009) 365 86.

22 Christine M. BoecklJmages of Plague and Pestilence: Iconography and Iconqiégksville,
MO: Truman Stat&niversity Press, 2000).

23 Areford, The Viewer and the Printed Imad2.
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Magdalen above her transi, appeareo &s if in a vision, reenacting and reaffirming the
tradition of mysticism among holy laywomen, a hallmark of the late medieval period that

reified the importance of vision as vital to religious experieAtes.

The setting of Alicé ®mbfurtherenhanceshis experience by alluding to a
longitudinal experience of death, one grounded in a familial legacy linked to numerous
|l ocal and nati onal events and devel opment s
in the same chapel in a shallower relief saregpis, complete with two brass memorial
plaques featuring their likenesses (figure 3®.h omas 6 f ami | yds cr est
his feet, with his wifebs family represent
representation of Thomas is wearinfyth suit of armor, including a helmet, sword and
scabbard, his wifeds image is &dTmeslabed in a
and tomb are made of marble, and includesaiof arms in each of the four corners.
The sides of the tomb are covereith a series of eleven Gothic arches, two engraved
shields placed below the apogee of each arch, with the exception of a blank arch at the

head of the sarcophagus (figure 3.6). The heraldic symbols trace the lineage of the

24 See Teresa Brennan and Martin Jigjon in Context: Historical and Contemporary
Perspectives on Sigftlew York: Routledge, 2013), 880; also, Caroline Walker Bynurhloly Feast and
Holy Fast: The Religious Significance of Food to Medieval Wq(erkeley: University of California
Press: 1988).

®The Chaucer family tomb and heraldic shields a
Arms on the Chaucer Tomb at Ewelmih a Note on theEarly ManorialHistory of thePar i s h, 0
Oxoniensial (1940): 78 93.

%An original description of the tomb from the a
Chaucer, the last heire male of the Chaucers, and owner of Ewhelme and Donnintgnt@as
inheritance of the Chaucers, lieth buried in a black marble tombe in a faire Chappell in the parish church of
Ewhel me, in the south side of the Quier, o with a sn
Matilda Chaucer, as well as their pestive death dates. See William Thynfike Workes of Geffray
Chaucer Newly Printed, with Dyuers Work&kich were Neuer in PrirBefore,andetc, ed. Brian Tukem
(London: Thomas Godfray, 15323). xiii i ccclxxxiii.
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Chaucer family across multiplewturies, including relations among four generatfins.
The Chaucer tomb and engravings were likely completed as part of the chapel in 1438,

coinciding with the |licenrn®sing of the Churc

As with Henry Chi chel elical dynastinéxtendsthei s i nc
reach and i mpact of the memorial across th
linked to the political aspirations and position of her fatBelyond serving as the
Speaker of the House, Thomas Chaucer represented thg asumMember of
Parliament for years and was privy to royal circles of influéfte particular, he was a
relation of John of Gaunt (13%0399), a leading church reformist and figure within the
House of Pl antagenet, a prieeddptominenceWwdti ch f ac
which also created a political and pulpersondor Alice. Ultimately, Chaucer
positioned his daughter as a likely recipient of his political status, securing her place
within civic and religious circles, eventually resultingtwe purchase of Donnington
Castle in Berkshire for her and her progéhslice soon became an important figure

throughout the south of Engl androwingl ear |l y a

27 The authenticity of the familial gfinctions has been debated, with Greening Lamborn noting
that the tomb is Arepresenting one of the | argest a
found on any tomb in England, the arms on the Chaucer tomb at Ewelme have never betandgmpe
examined, so that the persons represented by them have been only partially, and sometimes incorrectly,
identified. The most recent account of them, in the otherwise admirable notes on the church compiled by a
late rector, is of little genealogicat beraldic value; and the account in the first volume of the Oxford
Jour nal of Monument al Brasses is of no value at all
Shadwell never deviates into sei@e. L a mArmg on the Chaucer Tomb.

28 Goodall Gods House at Ewelméd9.

2See WillamHu nt , A Th o tnaBiaichdryaofiNagona) Biographyvol. 10, ed.
Stephen Leslie (London: Smith, Elder & Co., 1887),i68(

®The lineage and accession of Dcetimeisfulyton Castl e
described iHenry Godwini On  Donni ngt on Achaebldgiedd, n® 2 (18H:H5F0.e , O
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network and emergent wealth. This status resulted in her legovell-sought after by

suitors, eventually leading to three marriages and four betréthals.

Compl eted around 1475, soon after her de
was repositioned within the chantry chapel, evidenced by the shortertingef t o mb 6 s
sides closest to the base of the lower carféfjre canopy of the tomb is constructed of a
series of sculpted layers, which is then trifurcated into additional overlapping sections.
Similar to Henry Chichel e6treadstmdisculpbedi c e b s
strata: an elaborate sculpted canopy, effigy, and the transi, with a series of frescoes
pl aced ab o \baly atthdeet and dosesl eyéss The paintings are difficult to
ascertain by the standing viewer, being placed behitmmplex latticework of columns,
as they are designed instead as if to repr
ascending soul as its primary viewd h e t canopyi@udes a top stratum of
geometric shapes of interlocking acanthusésaabove a series of quatrefoils. Finally, a
trio of crownwearing angels comprise each of the sections of the final, bottom layer. The
top layers of the sculpted canopy include various heraldic and religious symbols,
including gothic quatrefoils belowtap layer of Tudor roses. This final image is
particularly relevant to the lifetime of the duchess, as she was involved with the ongoing

events of the War of the Roses, and her son had become a part of the Tudor dynasty.

31 AndersonAlice Chaucer and her Husbandi 29.
2GoodallGodds Housd92at Ewel me,

33 Elizabeth Fowler posits that the placemeiit t he col umns is central for
of the transi, requiring a position of kneeling, approaching the tomb as if in prayer. See Elizabeth Fowler,
AThe Duchess and the Cadaver: Doubl,withdliceGhaliceMi cr oar ¢

and John Lydgaté PRersonification: Embodying Meaning and Emotieds.Walter Melion and Bart
Ramakers (LeiderBrill, 2016), 573 600.
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Al i ceds pol it ipllanihropicsledieatioth & nnceyscoaed loy
ongoing changes in religious beliefs as re
tomb and achievements withi ntessamentothesMar y 6 s
tenuous shifts. Tpeeandtextured Bhe detaikint heritomlginvites ¢ o m
contemplation of her social status and explicates the experience of women in the late
medieval era by suggesting differences in-fehioning and presentation compared to
prominent men. She is wearing@anet and robes commonly associated with women
who had taken vows with the Church. Her adorned head rests on a pillow, carved with
attention to the gaping of fabric at her n
Above her head is elaborate way featuring ogee arches and lines of flowering plants
and leaves, vines, and trefoil arches. She wears a wimple and veil under her headpiece,
and a rosary is twisted around her belt, partly concealed by her robes at the right hand,
hip pocket. Her feeté atop a crouching liorg possible heraldic reference to her
matrilineal crest or to England itséffywhose head rests on the right side of the effigy
with the tail slightly wrapped around the left side. Despite her involvement in political
and potentidy military operations, no references are made to her associations and
accomplishments during the War of the Roses or withitHthese of York Conversely, a
rose, decorated with red polychrome to resemble the emblem of the House of Lancaster,

is placed athe opposing side of the effigy.

Surrounding the tomb is a brass inscription, a ninetesgntury recreation of the

original text, which had reaéi Pr ay f or the soul of the most

34 For information on the heraldic connection of lions with EnglaegAndrew Stewart
JamiesonCoats of Ams(Stroud, UK: Pitkin,1998), esp. 145.
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Duchess of Suffolk, patron of this church and fimirfder of this almshouse, who died

on 20th day of May in the yeafHeafusb@uis Lor d
not mentionedhereas a cefounder of the almshouse, and the meaning of the Dominical

letter and its significance are unclear. Theciiption does not include typical references

to popularized | ate medieval epitaphs, suc
exampl e. Li ke that of her parents, the du
presentation of familial heraldic herieglhese include references to the de la Pole,
Chaucer, Burghersh, and Montague families,
familial and spousal relations, with the exception of her first, divad marriage®® As is

a typical practice with most édfies of females, in comparison with popularized images

of men, Aliceds tomb does not indélude allwu

I n seeking to understand how Alicebs to
her singular life, it is helpful to ewider its various components as material

performances, and as an object enmeshed in social relations and activating a socio

¥AO0rate pro ani ma S AalcizedDucssaé Sufiokehiab, hiius ectlgsiaes s a e
patronae, & prmae fundatricis huijus elemosynariae quae obtiit 20 die mensis Maij; anno Di. 1475, litera
Dominicali A. 8eeEleanor Prescotiammon,Chaucer; A Bibliographical ManugNew York: The
Macmillan Co, 1908 25.

3¢ |n addition, eight heraldic symbols are presented on the side of the tomb, and include, at the
south, four references to the de la Pole fanfiheher al dry of the Roet faremily, Al
included. The shields are subdivided into one for the Montague, Monthermer, and Burghersh families, two
for the Chaucers, and one referencing France and England. The north side features foursédetteance
de la Pole family, two combinations of the Roet and Chaucer families, one for the Burghersh family, and
one recognizing the Montague, Monthermer and Mohun families.

S’See Rachel Dressler, fiGender as SptétcMagk | e and

Church, Limingtoro Different VisionsA Journal of New Perspectives on Medieval A(R008): 124,
esp.4i 6.
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communicative function. This importance of seeing works as extensions of their initial

purpose is asserted Byjun Appadurai, whooted that:

Even if our own approach to things is conditioned necessarily by the view that
things have no meanings apart from those human transactions, attributions, and
motivations endow them with, the anthropological problem is that this formal
truth dees not illuminate the concrete, historical circulation of things. For that, we
have to follow the things themselves, for their meanings are inscribed in their
forms, their uses, their trajectories. It is only through the analysis of these
trajectories tht we can interpret the human transactions and calculations that
enliven things®

By investigating the meaning of the social life of the object, viewers become active

participants in both viewing and establishing ongoing and evolving meanings, as artifacts
establish what Appadur ai r e PMalcslm Baker as it he
claims that an investigation into materiality itself is an inquiry into how materials

substantiated and promoted ways of knowing, augmenting what Chris Gosden and
YvonneMar s hal | refer to as ftnSeciakthedrist Niklas | bi og
Luhmann has explained how viewers become emmeshed in a social artistic experience

|l i ke wal king around a vivid transi tomb or
environment, whether as artists who make artworks, or as recipients who observe them

and perhaps produce c*Thsinteractoraof theanmge oftheo ut t

38 Arjun Appadurai,The Social Life of Things: Commodities in Cultural Perspec@ambridge
Studies in Social and Cultural Antswology(Cambridge, UK: Cambridge University Press, 1986), 5.

*1bid., 11.

“Y“See Chris Gosden and Marshall Y v Waorld e AThe Cul
Archaeology31l, no. 2 (1999): 1698.

“Hans Van Maanen, fNiklae CammannéHowiBHtadg en o h A
Art Worlds: On the Societal Functioning of Aesthetic Va(dessterdam: Amsterdam University Press,
2009), 10523; esp. 107. The foundation of communication and the explanation of art as being dialogic is
specifically noéd in Niklas LuhmannArt as a Social Syste(Stanford, CA: Stanford University Press,
2000), 1012.
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effigy with the viewer is a further exemplification of what Rachel Dressler podite as
sharing of vision and participatidAln particular, she suggests that the viewer forms an

inherently important link with the effigy through the memaorial of the dead:

For beholders, tomb effigies provided the occasion for the good work of prayers
onanother's behalf and for the contemplation of one's own death and the need for
preparation. All who participated in devotional practices surrounding the

medieval tomb forged a link between heaven and earth, and between the past, the
lifetime of the deceaskand her or his ancestors, and the future through the
viewer's contemplation and prayer.

The effigy of Alice as the Duchess of Suffolk at the middle layer of the tomb, situated

below approximately five feet of open air beneathddmeopy(figure 3.7), nvites such
contemplation about how materiality and the durable presence of stone illustrates the

per manent nature of the soul and “%he solid
Similar to the connection between materiality and its sooramunicative drce, it is

difficult to remove the emotional and psychological element of mourning and

commemorating from the performative nature of memorials. That same process of

reflection is part of what Baker referred to in his conclusions on the phenomenon of
viewership, when he explained that the viewer considers the transformation of matter into

art, contemplating how natural elements were fashioned into an ffhage.

42 Visions are tethered to the experiences of the senses throughout the medieval era. For more
information on the sensory connection of images, see Jacquel Jung, AiThe Tactile and
Notes on the Place of Scul pt ur e.ookimg Beybnd: Visiensli e v a | Rel
Dreams, and Insights in Medieval Art and Histoed. Colum Hourihane (Princeton: Index of Christian
Art, 2010), D3i 40.

43 DresslerGender as Spectacle and Construct
4 For a consideration of the permanence of stone as emblematic of the nature of the soul and the
function of effigies as public memorial s€atherine Maxwe|l Mighael Field, Death, and the

Effigy , Word & Image34, no. 1(2018)31i 39, esp. 31.

45 For more information on the shared linked between materiality and viewership, see Malcolm
Baker, AEpi |l ogue: ThéhakdNonvwg, daysiaf Makirgarid Krpwing: The Material
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Beyond theological or political aims and assertions offasliioning, tombs
function within disinct confines of funerary objectives, charged with the possibility of
creating reactions in the viewer. This process of viewing and engaging with tombs like
Alice de | a Poleds and Henry Chicheleds i s
the conneddn between memory and grief, idielancholie the important function of
mourning as parcel to understanding mortdfityltimately, however, the past emerges
l i ke Walter Benjamin6s fAAngel of HY¥story, o
Memorials ae a reconstitution of this path and of the notion of ruins, with tombs
providing a sense of potential closure to destruction. David Eng and David Kazanjian
summari ze this process as Afiguring the pa
unlike the dject of mourning, will not assume a kind of fixity that enables its dis
attachment from the ego. ¢é [M]elancholia b
productive engagement with the p%Bsyondt hat w
this connectiond grief rites and rituals of memorializing, tombs also facilitate a

connection across time with the expectation of renewedrifinis wayAlice de la

Culture of Empiical Knowledge eds. Pamela H. Smith, Amy R. W. Meyers, and Harold J. Cook (Ann

Arbor: University of Michigan Press, 2014), 4053 . Al t hough Baker 6s work is pr
later eighteenth century, his explanation of the connection betweenaisa®d experiences is applicable

to this analysis, as well as to the other aspects of the late Medieval period.

%Sigmund Freud, fi Mo u iThe iStanglardaExdition dfléhd Gompleteo | i a, ©
Psychological Works of Sigmund Frebl. 14 (1914 1916) On the History of the Psych@nalytic
Movement, Papers on Metapsychologyd Other Workseds. James Strachey and Anna Frguahdon:

The Hogarth Press, 195237 58.

47 See Andrew Benjaminyalter Benjamin and History: Walter Benjamin Studiesndon
Continuum International Publishing, 2005). For a summary of the role of history in understanding the role
of art, see Georges DitHubermanConfronting Images: Questioning the Ends of a Certain History of Art
(University Park, PA: Pennsylvania State \risity Press, 2009).

48 David L. Eng and David Kazanjian, edsss: The Politics of Mournin(Berkeley: University
of California Press, 2003), 448.
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Pol ebs tomb is both a memori al to her acco

reminderofle r  sdcaunldd st h ed aspirations for desewal and immortality.
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Vi sions and I nteractions: Materiality ar

Alice and William de | a Pole had togeth
almshouse in 1437, adjacent to the chdfdt was originally given its license under
Henry VI, but did not start operation until twenty years after its licensure. The public role
of al mshouses was under revision during Al
Wycl i ffeds wmissionafthpesChuadh m uistinstitudtian of belief toward the
poor and the role of charitable giving. Almshouses had served the needs of the poor in
England since at least 1084The function of late medieval English almshouses had been
tetheredtoaspirt of | abor and devotion, in that tt
accommodations for poor men who had outlived their working life and were willing to
submit to a cl oi st er’mdenumbergfalmshausesin England t i o n
was slowly inceasing during the period of its founding, as a rising amount of private
donations and investments reflected a shift in public sentiment and philanthropic

interest>?

The Ewelme church, nearby hospital, and almshouse were initially built to house

and cardor the clergy and the po6tPrimarily, the original intent of almshouses was to

“GoodallGodds House@7i2t Ewel me,

50 Eric Midwinter, The Development of Social Welfare in Brit@Buckingham UK: Open
University Press, 1994).

51 Thomas Barrieteview of Godts House at Ewelme: Life, Devotion and Architecture in a
Fifteenthcentury Aimshousdy John Goodalled.lan Hayward APT Bulletin33, no. 2 (2002): 77.

2John Gomallay $i0s @f Go d @&sne bfthe strengesttstudietoe kitey e
including a rich amount of description on the physical details of the church. SeA.JahGoodall,Gods
House at Ewelme: Life, Devotipand Architecture in a Fifteertbentuy AlmshouséFarnham, UK:
Ashgate, 2001).

53 Now after nearly six hundred years of operation, both almsmen and almswomen continue to
administer the almshouse, with five people permanently residing in the almshouse cloister. For current
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provide for the poor while decreasingthe patdtoe v ot eeds ti me i n Pur ge
performance of good works and pray¢6od 6s House was founded b\
Church teachings concerning spiritual salvation and, fulfilling the chantry mission of
almshouse, residents performed daily devotions as part of the requirements for their
residency. This mission and function were
foundations established in fiteenthe nt ur y Engl and, 0 an operat:i

throughout subsequent decades.

Despite her pronounced philanthropic and politoraélsencethe differences
bet ween Alice de | a Pol ebds Hnglandareivastandand t h
significant as markers of political representations andfastfioningsAn examination
of Alicebs tomb presents unique ways to un
di scourse, a suggest i on byKathlgeh@adningwho st or y, o

noted:

[A]ll of those processes that mark the body through specific rituals and practices
punishment, torture, medicalised observations, sexuality and pléadenete

bodies that represent O¢eattoamgularnt r ol | abl
systematic mode of social organisationo
di scursively constituted subject, ¢é the
forces, but is oOinternally lived, exper
scial co®flectivity.o

informationonthest at us of the church, al mshouse and school ,

A Bri ef | rriends af Bwelme ©horchgcessed on October 31, 2018,
http://www.friendsofewelmechurch.co.uk/history/cariog-the-village-peoplefrom-the-crade-to-the-
gravel

S4Barrie,Reviewofcod 6 s Hous e,

%5 Goodall,Gods House?.

56 Kathleen CanningiThe Body as Method? Reflections on the Place of the Body in Gender
Hi st @ender &Historyll, no. 3 (2002): 498613.
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Al ice de | a Polebs tomb represents a novel

social organizational tropes and the representations of a gendered body that were

popularized prior to its creation.

Despite her extensiveegr i ence in political and ci
is atypical of the glorification of a nationalistic and militaristic state that were common
with representations of men, particularly with governmental or religious leaders such as

Archbishop HenryChichele.This combination of religious object and architecture

Vi

emblematizeKleinarchitektut i n whi ch the scul pted facets

principles of memorialization, while underscoring a distinctly gendered approach to tomb
constructionHer tomb can instead be tethered to the physicality of death and the
association of womanhood with the sensual experiences of the deyend the shared
focus on a detailed effigy and a compl ex
well as their reliace on stratifications and layers, insights can be gleaned by discussing
differences between these two tomtesticularly in relation to gendein order to better
understand the social constructions of gender and gender difference, or at least the
perfomance thereof, these constructs must be dismantled and examined through a larger
consideration of dominant cultural, theological, and political ideologies. Feminist art
historians Norma Broude and Mary Garrard suggest that current theorists should consider
the impact of the exclusion of men in depictions of wori{én.most effigies of women,

a reference to a spouse or the inclusion of a spousal effigy is common practice as a key

57 Norma Broude and Mary #&@rard, edsThe Expanding Discourse: Feminism and Art History
(Boulder, COWestview Press, 1992) Ger al dine A. Johnson, #APictures
and the Mari e dRedlainhhg Bemalé Ag&hgycHereinisbArtiHistory Afte
Postmodernismeds.NormaBroudeand Mary D. Garrar@Berkeley: University of California Press, 2005
101i 20, esp. 10R05.
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aspect of i1 dentity constructi on.eremdastoabl vy,
her husbands mi | i t a r syccesses, noaaretthersmalusions to her growing civic
accomplishmentdder political achievements are posited as an extension of her

religiosity, which is combined with occasional references to militaristitfaadier

alabaster multieredcoronetand outfit, complete with emblems of Christiaratyd

armor, denote a position of socjdheologica) and soldierlycapital.

Instead of the assortment of political leaders and heavenly strata of saints and
archang |l s featured in Henry Chichelebds tomb,
variety of plateauand serving myriad functionextending above her canopy and then
unto the ceiling of the chancery chapBlear the top of the tomb, angels are presented
in a position of prayer with their robes alternating in design across the lintel. Four
wooden figures stand atop pinnacles that rise above the canopy on each side of the tomb,
positioned in a conventional stance of praise or prayer (figure 3.8). Eachisigure
uniquely attired, with outfits ranging from feathers to cloth vestments to combinations of
the two. Their hands are held in gestures that may indicate the holding of actual
devotional objects. The position of their faces suggests that they are pabat the
remainder of the chapel would be within their line of visidtop the tomb, a series of
wooden angels with shields line the interior of the chapel. These angels have fully
enlarged wings, distinct facial features, flowing heohes covered h feathersand
gauntletsacross their arms. Along the lintels, the angetsshown from the waist
upward, with the lower half of the torso covered by a pronounced sBiedéthead, the

angels are crowned and some are adorned with additional wingstheloworsos, a
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slight suggestion that the angels may be grouped into orders such as denominations,

seraphim, or cherubir¥.

At the base of the plinths of the wooden angelic figures are a number of angels
whose gestures appear to be undulating, as thiéquosf each angel includes hand and
arm gestures that are negmmetrical or patterned. The costuming of each angel varies,
including some angels wearing armor and ot
robe, although the specific order is difficudtdetermine. These nine angels form the
border of the canopy, with eyes looking downward toward the viewer and Alice de la
Pol ebs effigy. A complex series of angel s
surround her transi. A total of eight angats positioned on either side of the tomb, their
eyes looking forward, while holding heraldic shields and wearing liturgical gowns or
armor, with some angels being crowned with simple tiaras. Their wings are some of the
most detailed on the tomb, with in@tlual feathers and mesh armor carved in relief.
Beyond the costuming of the angdis]licoseovertones are not included in the
remainder of the tomleffectively synthesizing religious and militaristic depictions as a

fundament al aspact of Aliceds memor

The final set of angels are on the pillow of the effigy and surround the transi of
the tomb. Unlike the angels on other strata, these angels are positioned with their limbs
and torsos placed in active positions, even intersecting the pillow tasddkbaic. They

wear full body amour, complete with individually gilded scales. Their wings, fully

58 Each of these varying ranks of angels, their physical descriptions, and the relegations of orders
are described iStevenChaseAngelic Spirituality: Medieval Perspectives on the Ways of Ar{Gelsta
Mesa, CA: Paulist Press, 2Q0For additional aspects the differing orders of angelsAsgeGillette,
fiThe Music of Angels in Byzantine and P@stzantine Art Beregrinations: Jarnal of Medieval Art and
Architecture6, no.4 (2018): 2678, esp. 3239.
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outstretched and surrounding their bodies, are positioned at the edges of the pillows, with
their eyes turned toward Aliceds piakckeowpak
seemingly communicating with her (figure 3
tomb, these figures appear to be accompanying and interacting with her at the point of

death and beyond. They lean toward her face, suppopilleev, and gesture upward.

This same visual device is included i n Hen
grouping of angels at his feet who gesture toward a prayerbook as other angels kneel

nearby.

The iconography and distinctions of angelic esdead been wekdvanced by the
fifth century through the writings of Pseu@onysius the Areopagite iDe Coelesti
Hierarchiaand continued to be a point of interest in the widespread writings of Saint
Thomas Aquinas? whosepublic awarenessecame proounced in the Early Modern
period. Beyond a ranking of angels, this repeated grouping of angels suggests a re
enactment of thérs Moriendi®® Written and popularized by 1450, artists and viewers
throughout Europe would have been familiar with its detasisaininated in illustrated
pamphlets, especially during the social and religious upheavals of the late fifteenth
century (figure 3.10). Contrary to the depictions ofAinge Moriendi,with demons
grappling with angels over the ensuing journey of thedecdas per sonés soul ,

of Alicebs tomb have already started on th

5 The role of angels and the variety of strata of angelic orders are well summarized in Chase
Angelic Spirituality 26i 29. For information orAquinas,seeRalph M. Mclnerny Seleced Writings of
Thomas Aquina@New York: Penguin Books, 1998), 841.

80 For more information on the role of tiées Moriendiin the Medieval period, selhn
Raymond Shinnerdfedieval Popular Religion, 1000500: A ReadefPeterborough, Canada: Broadview
Press, 1997), esp. 5P35.
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the afterlife. The host of demons has been replaced by a phalanx of angels who guide the
spirit that has been released from the decaflesh of the transi to the realm of a

celestial and heavenly plane. Accompanying angels, themselves small in stature and
slight in build, effortlessly lift the soul and the reconstituted corpus of the deceased, a
reimagination of the physicality of theatter and weight of the newly unified soul and

body. The suggestion of mobility, wedtesented through the sculpted fluttering wings

of angels and garments of angels, depicts the upward and heavenly trajectory of the soul

through a kinetic revitalizatioaf the effigy.

The inclusion of angels throughout the
Ranging from the relatively minute angels near her effigy to the sentinel angels at the top
of her tomb to the sizable angels that hover overhead holding thegnaom of Jesus
Christ, there is a pervasive presence of angelic orders. Each figure seems to be associated
with a specific tier or layer, as the design of angels on one level is not replicated in any
other. Beyond the strata that are associated with t@mgis, the angels occupy disparate
and uniqgue echelons, resembling an ascenda
Last Judgment. The use of angels as carriers for the soul is an ancient motif, but a
variation in this depiction departs from earliepresentations. In referencing popularized
woodcuts fromArs MoriendiMo s he Bar ash explains, Athe sa
usually portrayed as an angel holding a soul in the shape of a new born babe in his hand
and carryi n®inthigcateqg Méavemsoadult effigy is

soul, being ushered to heaven through ranks of attending angels, reminding the viewer of

®Moshe Barasch, AThe Departing SoaArtbuseeThe Long L
Historiae 26, no. 52 (2005): 128, at 23.
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a good death as afforded by #hies Moriendi,while also suggesting the eventuality of

salvation.

Unliketherevi al i zati on suggested by Alicebs e
of the tomb is stripped of individualized references. The transi is almost completely nude,
with one hand placed at her side and at the base of her waist (figure 3.11). No personal
indicators of gender are included, with the exception of the noticeable presence of her
breasts. Her corpse is partly encased in a shroud that is tied at the head and feet. Alice's
shriveled and desiccated transi is shown with slightly opened eyes stariagdugivthe
ceiling of her sepulcher on which two murals appear. Above her half open eyes is a mural
showing an image of the Annunciation (figure 3.12) and over her feet, JoBaiis
and Mary Magdalene hover (figure 3.13). The hues of the muragsiararily gold,
green, and red, with pronounced bl ack out!/l
of her importance and piety, both images feature prominent women in the holy story.
They are singled out visually for the viewer and for the congsé# in the repeated
gesture of the finggpoint: Gabriel interrupts the Virgin Mary from her prayerbook at the
inception of Christ, and Saidbhn theBaptistpoints to the sacrificial lamb and in Mary
Magdal ends directionl,e siimgn@Hriinsgt thsers gariivfiilc
Resurrection. The transi 6s eyes are positi

Mary (figure 3.14), as if the first i mage

The combination of both images of women segjg a trajectory that unites Alice
and her Christian foremothers as agents in the foundation of the Church and the collective
body of Christ, a gendered presentation of women awaiting the point of Resurrection.

This association between women across tieregs extends beyond a typological
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interpretation to form a visual courdaction against dominant male focused discourse,
presenting a shared gendered experience of marginalization alongside images of
empowerment and societal recognitiéi | i ¢ e Otself acts aska visual counter

action to dominant male paradigms, while also suggesting the unique path toward agency
and power that was part of Aliceds soci al
a statement to the changing concepts of theaudito the emergent possibilities of

powerful women in the Early Modern period.

Vi ewership of Alicebds Tomb in the Practic:

During the late medieval era, the corpse was conceived as being only partially

gendered, a s&a of ontological imbalance that was to be rectified during resurrection.

This fragmentation is noted by Peter Diehl, who advocates conceiving of resurrection

through the analogy of fibeasts regurgitati

againatla st J u % Gransi tombs function in this same manner, with the decaying

body associating with the vitality of the deceased through their memorial effigy. Bynum

asserts that this belief was underscored by societal fears of biological processes,

particdarly in consideration of corporeal decomposittéiThe shifting ideologies

concerning the presence of the body and function of the soul take on novel meanings in

62 For a discussion of images being used as references to longitudinal struggles for female
empowement, se&Ssonj a. K. F o s The ODinhean Bayy EGripiocweegoonsgy of Womend s
Vi s ual Wamen Canmunitating: Studies of Women's, Balk. Barbara Bate and Anita Taylor
(Norwood, N.J.: Ablex Pub. Corp., 1988),25, esp. 1820.

63 SeePeter D. Diehl, review dfragmentation and Redemption: Essays on Gender and the
Human Body in Medieval Religiphy Carolyne Walker BynunComitatus: A Journal of Renaissance
Studie22, no. 1 (1991)107 08.

64 For more information on the gendered cqtaaf the soul and the importance of corporal return,

see Caroline Walker Bynurithe Resurrection of the Body in Western Christianityy 2886(New York:
Columbia University Press, 1995).
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this era, especially in relation to gender distinctions made visible ifilertexperiencefo

death during this period was assumed to be potentially colored by gender difference, with
religious experiences among women characterized in terms of bodily and metaphysical
encounters and visiofi8 These tensions are apparent in the construction ofaffigies

and transi tomb, with variations between men and women showcasing disparate meanings

for the representation of death and remembrance.

Bynum has noted that the position of wo
period was one of heightened sealty associated with corporeality. Her observations
were linked to the experience of food and bodily fluids, particularly in relation to the
Eucharist and to Marydéds mil k, as well as t
sensuality of the female bodlyas being both a source of and susceptible to tempdation
is also parcel to the same explanation. She argues that women had been associated with
food and holy images, and assumed to under
union with God®® The functio of female genitalia, assumed to link only to reproduction
or temptation, are offset by the presentat
transi, her breasts are viewable and pronounced, but her genitals are completely obscured
by both hands ana shroud. Contrary to the transi of men, where similar poses of
concealing the genitasonly partially covered with one hand, in the case of Henry

Chichel®d wer e typical throughout the medieval |

65 See additional information about the role of the body and sémsies Medieval Period in
Bynum,Holy Feast and Holy Fas81i 47.

% bid., 6.
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illustrative of a nurturing andonsexual femal®. This depiction is reified in the case of

the Virgin Mary with her milk being offere
blood®® Both genders were depicted in tomb sculpture as reenacting the great shame of
original sin, butonlywome f eat ured pronounced withering
genitals were associated with Eve and temptation. Cultural historian Gail Hawkes has

posited that the medieval view of female genitalia was to see it as an outward sign of
anatomical and social incompdetess among females, substantiating claims that women

were morally suspect, passive, and needy of spiritual guid@nce.

This demonstrative gesture of female shame was based on the Christian guilt
associated with the Fall, as women were cast as temptressgmssessed a sexuality
that was perceived as fda direct “PDeatteat to
itself was assumed to quell these inadequacies by removing the sexualized nature of
females that were inherited from the legacy of Eve,amlalby s howi ng, as i
transi, female 6wetnessd becdDeatdghatds; i ed ou
mortalityd is also a consequence of the legacy of Eve in the first place, too. Further, as

Bynum concludes, though flesh could be seen as ondé&male, there is medieval

5See Eli zabeth Bol ma Galaktdirphasakdrthe Gui afthe \irgiCo pt i c
Mar y i n I;agesottheMothenof GoBerceptions of the Theotokos inZBptium.ed. Maria
Vassilaki (London: Ashgate Publishing, Z)013 22.
Wi Il ly Jansen and Grietje Dresen, #fFluid Matter
Things: Religion and the Question of Materialiggls.Dick Houtman and Meyer Birgit (New Yk:
Fordham University Press, 2012), 2383.

69 See Gail HawkesA Sociology of Sex and Sexua(iBuckingham, UK: Open University Press,
1996), 12.

1bid., 7; 14.

"t Sander L. GilmanSexuality: An lllustrated HistorgNew York: Wiley, 1989).
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variation as to the nature of the soul, at times in line with ancient Greek thought, in which
higher spirit is assumed to be male, while earthly body is female, while some

conceptualization of the soul as a distinctly femirenéty can be found in both liturgy

and literature by the middle of the twelfth centldyA | i ceds transi furthe
tensions, while also suggesting that the experience of death and resurrection might

continue to be gendered, with variations of a shiah@mory of the time of the Fall lying

dormant, if not for Alice in resurrection then for viewers of the tomb from the time of the

Fall continuing to affect women even after death until the Last Judgment.

I n Alice de | a Pol e 6 ghe panted nutals above lemb , as
corpse, there is also a sense of the visionary as leading the deceased in a transmigration
of the soud and the viewer to imagine tldain movement across the strata of the tomb
suggested by the multiple tiers of angelic ordleat adorn the canopypon the
resuscitation of the soul and its movement vertically up through the strata of transi, a
resurrected Alice would first encounter images of the Annunciation. A painting of
Gabri el and Mary hov e r iallypbseubed from théwewert r an s i
and acting as a vision awaiting her acknowledgment, would only be fully seen by Alice
as her soul reversed the trajectory of her
tomb suggest a literal progression, moving fromehrly confines of a grave upward
toward | evels of attentive angelic hosts.

would serve two functions: both as guides

”?See@r ol ine Wal ker Bynum, LatdrMhldle ABes:AReplyfoLedhr i st i n
St e i nReaaisgance QuarterB9, no. 3(1986): 399439.Bynum also suggests thiie
conceptualization of the female nature of the soul may simply be due to thetimglaissification of the
feminized Latin termanimaas an indicator for a human soul, regardless of the gender of the deceased
person.
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guardians for the soul itself, waiting ilusber until that final day. The addition of the
monogram of Jesus Christ completes the trajectory of the soul progressing through layers
toward immortality, returning from the grave with its decaying corporeality before being
revived with human flesh tdtimately proceed toward the DivinAs also explored in

the tomb of Archbishop Henry Chichele, the layers appear to suggest transitory
movement, with upward mobility across strata of heavenly presences. In both instances,
the visual experience of the viewand his or her ability to engage bodily with, and

imagine entering into, the complex states and spheres presented in the tomb structures is
intensified through the features of sculpture. The dimensionality and materiality of the
unpainted alabast@&rincreasing in abstraction that way if without c@ontensifies this

effect of moving to the divine sphere where neither time nor color hold sway.

The inability for a living person to fully experience or portray the act of dying or
migration of the soul deeps the visual and visceral impact of encountering transi tombs
in their full staging aKleinarchitektur Emergent beliefs about the presence of the-Anti
Christ, an upcoming Apocalypse preceding Final Judgment, and the near constant
presence of plague asgoradic natural events paved the way for universal conclusions
about the meaning of bodily death and its omnipresence folded into life, and vice versa,
regardless of gendét Signs and symbols of the imminence of decay proliferated in the
late medieval eriod, with artists attempting to showcase through tombs a suggestion of
life through an effigy and its inevitable negation through the transi. In the case of transi

tombs, Binski suggests that fthe effeigy fu

73 See Caroline Walker Bynum and Paul Freedrhast Things: Death and the Apocalypse in the
Middle AgeqPhiladelphiaUniversity of Pennsylvania Press, 2000).
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which not only replaced but powerfully erased the thing, the natural body, whose form it
suggests in perpetuity, even as the natural body engaged in a process of decafbelow.
Viewing an effigy would have prompted an imaginative association with tipseor

The tomb was only a temporary and illusory container. Complicating this contention, the
visual presence of a transi with the effigy allowed for a suggestion of daday

resurrection to occur simultaneously. We might say, then, that tomb is botacumu

and temporal fulcrum in that respect.

Ultimately, the question must be posed whether Dasttorpse functions with

any gender associated with it at all. Indeed, as Joseph Koerner has summarized:

The dead body comes to haunt the living not onlgramert object of

contempl ationé but also as an ani mated
of earthly society and mingles in [daily] affaifthe message of the Dance of
Death,Mors monia aequatDeath makes everything equal), expresses itselien t
featureless corpsé.

Although Koerner was writing about the art of Hans Baldung GfiéB84 1545)during
the Reformation in Germany, which feature a personified specter of Death, similar
conclusions can be reached about memorial sculptures throughclutainEurope. Death
became not only present in the unidentifiable visage of the transi, stripped of worldly

accouterments and individualized achievements, but in the final sojourn across corporeal

74 Binski, Medieval Death149.

“Jessica Barker, fAStone ,amddhe Bi@verén:LatifiddievalCor pse, t
Tomb SculRoetvuirsei,td nign t he Mo nume n térombFSculpturdedy. Armr s si nc e
Adams and Jessica Barker (London: The Courtauld Institute of Art, 2DILE)36.

76 Koerner,Moment of SelPortraiture, 258.
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effigies, a journey that ends in the celestial visiongiestid and incorporated in the

memorial canopies of Henry Chichele and Alice de la Pole.

Beyond allusions to presumed dial ogue wi
presents distinct impressions and the possibility of multiple conclusions. Trawesi w
primarily constructed of stone, with accompanying elements such as funeral
achievements made of wood, metal, leather, or fibers. Variations with effigies were also
common, including differences in metal, stone, and occasionally jewels. Viewership was
also affected by the presentation of innovative materials, particularly in regard to
sculpture. As Christopher Wood explains, in the case of sculpture and winged altarpieces
the viewer responds in a more experiential, tactile manner than when confrobies by
dimensional painting’ Unlike painting or a variety of other mediums, sculpture is
materially and experientially exclusive in its demands, with the viewer able to engage a
work visually but also in a tactile and kinetic manf&The phenomenologica¢action
to sculpture is unusual in that it is fulfilling multiple functions, especially when linked to
the presentation of verisimilitude, grounded in forms that link to dimensionality,

physicality, and sensuality..

"See Christopher Wood, i GafinitedBoupdares: ®rder,nd Renai s s
Disorder, and Reorder in Early dtlern German CultureSixteenth Century Essays and Studies, 40,
ed. Max Reinhart (Kirksville, MO: Truman State Uersgity Press, 1998), 2284.

8 Both authors suggest that the experience of sculpture is grounded not only in its
multidimensional quaties but in the iconography and cultural milieu that underscore the materials of its
creation. See Baxandallimewood Sculptor27i 49, and KoernerMoment of SelPortraiture,40i 46. This
point is extended by ,B#E%IFAresp. 2032 Dee alsO Beteelent,edd,i st or i e s
Sculpture and TouctiFarnham, UK Ashgate Publishing, 2014).
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Moreover, temporality and visuality coimnle in sculpture. As Wood and Nagel note

about artists working in the fifteenth century:

An artist was now conceived for the first time as an author, an actor or founder, a
legitimate point of origin for a painting or sculpture, or even a building. These
artifacts were understood in the pr®dern period to have a double historicity: one
might know that they were fabricated in the present or in the recent past but at the
same time value them and use them as if they were very old tAings.

These findings im Wood and Nagel suggest that if we extrapolate to the case of transi
tombs, the artists who made Henry or Alice
origin was rooted in the date of its making with ancient and potentialhertamt

prototypes,ed ki ng t he ancient past as oO6origind asc
might therefore reference the tomb of Abel, the sepulcher of Jesus itself, or both. This
development suggests that history progressed not as a singular temporal construction, but
instead as a fluid conceptual stream, one in which temporality was a constantly shifting

entity that could be manipulated by the artist and invoked variously by viéers.

This process also resulted in a reconsideration of the sharp division of time and
instead included an interpretation of time as a much more malleable, if not potentially
fabricated, thing. The past was reconstituted into a new character, incorporating elements
of bygone instances into current day applications, while also suggesting possible
applications for the future. This bridge across and through time extends in implications to

the depictions of death, particularly with conflation of the dying with the living. This

Wood and Nagefjnterventions 403 32; Jacques.e Goff, Time,Work, & Culture in the
Middle Agestrans.Arthur Goldhamme(Chicago: University of Chicago &ss, 198, esp. 22627, 236

80Wood and Nagel reference Warburg in this discussion, ultimately suggesting that time is not

only a social construct that varies in the response of the viewer, but also that time can be perceived in a
nonlinear manner withot clear methods of regulation or operation.
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conclusion echoes what Bynum would suggest is a reconsideration of #reahistdy

and spiritual resurrection, reflecting her

but al &Bynumlasserts thal the late medieval period was rife with alterations of
dominant thoughts about the role of the resurrected body aunlditen over corporeal
decay. Transi tombs emblematize this juxtaposition and duality, which is only intensified

through the lens of societal responses to gender.

The tombs of Alice de la Pole and Henry Chichele established the longevity and
linearity ofmemory. Unlike later images and works about entombment, such as the
Fuggersodé relief epitaphs DeadChAstingasblwotlgto a n d
be discussed in the following chapters, transi tombs like that of Henry Chichele and Alice
de la Ble were more literal, constructing imagessimulacra of stages of the deceased
person in distinct and clear reenactment of corporeal décanysi tombs disassembled
and reconfigured these temporal distances not only in terms of life and death, but also
regarding notions of resurrection and bodily, or material, reconstitution. The connection
of transi tombs with the viewer suggested a rendering of death, while simultaneously
ushering in a hopeful expectation for new life. This folding of time is apparéoath the

tomb itself and through the act of seeing, allowing the viewer to bridge a chasm with the

deceased person and to share a collective hope for resurrection. The shared experience of

death provokes a sense of universality among multiple vieWetsn the same way that

the tombds design | essened the tempor al

81 Bynum, Christian Materiality, 181.
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the viewer was placed in a position to ponder the memory of the deceased, as well as her

or his own eventual corporal demise
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CHAPTER 4:

THE FUGGER CHAPEL AS A NEW CONCEPTUALIZATION OF TRANSI
TOMBS

Examination of Memorial Stones: The Fugger Epitaphs

The transi tombs discussed in the previous chapters were composed-of three
dimensional, multtier forms carved fully in the round. In this chaptee will consider
instead tombs of transi carved only in relief on upright stone slabs, a pictorial means of
depictionthatrequired additional imagination to complete the visual message. In Saint
Annads Church in Augsbur g,rep@phcomanenoratef our m
one of the cityds (and i ndeed,oftRedifteenthe 6s) m
and early sixteenth centurigbe Fuggers: namely, Jakob (14%925), Ulrich (1441
1510), and Georg (1453506).Carved with reliefshowing tansi corpses and biblical
narrativesve can understand these memorials as innovative variations developed from
the transi tomb conventions, replacthg usualertical structure of fully carved effigies,
transi, and heavenly apparatus. The four idemyicllaped marble stones are set upright
and curved at the top, situatasbunda nichein the apse behind the main altar of the
church (figure 4.1). The two stone relief memorials to Ulrich and Georg are in the center
of the wall and depict scenes of tonibsheir lower halved carved transi figures atop
images of sarcophaiwi t h Ul ri chés featuring the Resur
and Georgbs showing Samson striding forcef
the Philistines. These aretileed on the left by thstoneepitaph for Jakob, which depicts
a collection of Italianate armor and soldiers, heraldic symbols, and putti, and on the right
by a stonawith the family coats of arms. This area of the chukrtown aghe Fugger

Chape) was onstructed between 1510 1518 and is one of the earliest Renaissance
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style spaces north of the Alps, a style that would be important both as a marker of cultural

prestige and wealth, and one appropriate fogtoging ideologie®f the Reformation.

TheFugger epitaphs and their placement i1
earlier examples of monumental transi tomle éndifferent artistic geography, one that
was equally a key focal point of shifting religious debates and con@msnber of
themin common The rationale of studying tombs in England in conjunction with
developments in Germany and the Swiss Republic in these ensuing chapitenshg
based on shared theological and philosophical landscapliéering in political
structuresThese regions also share a long cultural and intellectual heritage, with links
among Europeds |l eading humani SAlthgughand a de
ultimately culminating in a widespread soth®ologicalchange thegrowingreformist
movement eross continental Europeas at first heavily substantiated by the work of
earlier proponents who had reached prominence in England. The reformists whose work
had taken hold in England and Scotland during the fifteeettury later had their
theologicalcritiques resurfacéo beechoed by likeminded critics in Bohemia and
Germanspeaking landswith figures such as Jan Hus and Martin Luther during the

fifteenth and early sixteenth centuries, and with even more radical voices such as those of

1See Bruno BusharBie Fuggerkapelle bei St. Anna in Augsb(kunich: Kunstver, 1994) and
Andrew Morrall, iThe Deut s c hs SkeatcH fothehSeory Wiédcreteand J°r g E
the Uses of Classici sm iDrawiddg 14a0&68ninvéntiof and innovatyon, Ger ma ny
ed. Stuart Currie (Farnham, UKshgate Publishing, 1998), 1031.

2The links between England the Germany stem to at leapetited of Saxon migration, roughly
from the sixth to the twelfth centuries. For an overview of the cultural and social impacts of this migration,
see John Hines, ed’he AngleSaxons from the Migration Period to the Eighth Century: An Ethnographic
Perspetive (London: Woodbridge Boydell Press, 2003). Additional arguments have been raised as to when
and how England became uniquely separated from this ABapon heritage. See Bryan Wdrdrkins,
AWhy Di d -$akoasNoAtn gB eoc 0 me mbhe Engl#B HistdricasRevied 15, no. 462
(2000): 51333.
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the Ulrich Zwingli (1484 1531)from Switzerland® Additionally, growing responses to

the Lollard®popularized reformist beliefa England and Germarwere mirrored in

both countries, suggesting additional commonalities and outmoissues of the

transformation ofmatter, death, salvation, and the role of imagesimpacted
conceptionsoftombs By | ooking at | ater reformists?o

and Switzerland, elements of these eaHieglishfoundations become evident.

By the early sixteenth camty in Germarspeaking lands, changes in the concept
of the soul and discourses surrounding the existence of Purgatory segued into a
reconsideration of the function of prayers, incantations, and masses for tHeTtiead.
developments were in part an end®n of efforts at reform in England dating from the
centuries prior. Both locations also saw artistic changes that were tethered to larger
theological shifts about the status of the soul after death, debates that were only amplified
by the Reformation. Bhough Augsburg declared itself as a Protestanticiiyp37 when
all Catholic rituals were forbidden, Saint
15452 Conflicting beliefs remained part of life in Augsburg even after the death and
entombment omultiple Fugger family memberasseveral had remained Catholic

during these tumultuous times when Catholicism and multiple Protestant sects vied for

3 See Heiko Augustinus Oberman and Eileen WaliegnwarzbartLuther: Man Between God
and theDevil (New Haven, CT: Yale University Press, 1990); 58 The authors assert that the precursors
bothtoMar n Lut her és rise to prominence and to the cons
be linked to earlier debates in England.

4 Craig Koslofsky,The Reformation of the Dead: Death and Ritual in Early Modern Germany
(Basingstoke, UK: Macmillan,299), 19 39.

5> See BridgeHeal, The Cult of the Virgin Mary in Early Modern Germany: Protestant and
Catholic Piety, 1501648(Cambridge, UK: Cambridge University Press, 20020 21.
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visibility and control in Augsburg. We can view the memorials of the Fuggers as

participants in these onng theological debates.

Theexecution of thé-ugger epitaph stones, attributed to Sebastian Loscher
(1482/14881551), are based upon designysAlbrecht Direr, who created charcoal
chiaroscuro drawings in 1510 (figures 4.2 and 4.3) as works done salicfiic the
Fugger chapdé Thesewere not study drawings for a larger painting, nor vikegthe
basis for an engraving or etching, anddaot gained as muctcholarlyprominence as
many of D¢rerds other dr awi ngsatalthduglither ey Ch
carvingsar e based upon D¢grerds work, the Ashall
intensity of the grieving figures or the raw power of Samson, the Old Testament hero,
who strides across the merbhesamdlackob Geor g F
emotional volatility and force could be noted in the depiction of the Resurrection, in
which the characters seem more restrained than prépatorydrawing, and the
undul ation of forms, particul @gudle#s5.around C
However, even while emotional verve and Darealligraphic flourishes are diminished
or even absent in the translation from chalk to carved stone, what is gained is a necessary

hardedged clarity that is better for viewing stone reliefsrfra distance behind the altar

5 For more on the association of the reliefs with Sebastian Losatermergent associations with
Durer, see Busharie Fuggerkapelle bei St. Anna74 98.D ¢, r eChrigtResurrected, Design for the
Epitath for Ulrich Fuggelis now lost.Samson Battling the Philistines, Design for the Epitaph of Georg
Fuggeris located athe Berlin KupferstichkabinePrints and Drawing€ollection.For suggestions on
additional extant designs related to these renderings, see Kayo Hirakemaictorialization of Direr's
Drawings in Northern Europe in the Sixteenth Cen{l@grn: Petet.ang AG, Internationaler Verlag der
Wissenschaften, 2000), 43.

" Larry Silver and Jeffrey Chips Smitleds., The Essential DurefPhiladelphia: University of
Pennsylvania Press, 201 86.
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and for keeping the memorializing function central over the individual artistic

performance of the maker.

The visual clarity of the ewatvadrawingss ar vi ng
also accentuates the linearthrus of Samsondés spear and Chri
viewer perhaps of typological links between the Old Testament figure of Samson and
Christ the Redeemer. These narrative actions as backdrop foatbkealtar are reified
with the foregrounding of #hliturgical setting, both for the performative gestures of the
priest, arms outstretched while elevating the consecrated ho$t,@and t htawnya | t ar 6 s
colors shared also by the reliefs. The result is a visual and conceptual tethering of the
two locatiorsd epitaph stones and aldabridging the celebration of the material
changes of the transubstantiated Eucharist with images of the Resurrected and altered
corporeal matter portrayed behind it. The memorial epitaphs in their content and spatial
logic,situatd behind the altar of Saint Annads a
reaffirmed a connection between material changes of the Eucharist and the Resurrection.
The marble altar in the Fugger Chapel, by Hans Daucheri(1888), is itself a
substantial mnumentdated 1522with materials originating from over 250 miles
away in the Ore Mountains of Bohemlaworks well with the Fugger epitaph reliefs to
activate the overall visual experience around themes of death, redemption, and the
transformation ofmatter in ways related to imagery that were achieved in the vertical
structure of Henry Chichel e dtaridcludeBhree e de |
insetgeometric carveganelso f s cenes f r oamda@Hbyrin-tteetobnd Passi o
sculpturalgroup of theLamentation of Chrisalso by Daucheon top of the altar itself

The altar ensembkghould be considered as integral to the viewing and understanding of
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the epitaphs, as they collectively form the foreground lens for viewing the memorial

stones.

The epitaphs of Ulrich and Georg are unique as variations in relief of transi
conventions, for they lack the portrtikeness of a full effigy of their patroésusually
the part of a tomb most closely related to the worldly construction of idérditgt are
instead comprised of the biblical narratiyv
transi corpses. The transi figures, then, are all there is to fulfill that function as personal
gualifiers for the Fugger brothers, seemingly establishing a coalityoim the shared
anonymity of death. However, what is notable in the Fugger memorials is the trace of a
profile in the corpses, as the faces seem to suggest an outline of each deceased person, a
subtle but recognizable individual likenéss.

Somecleawv ar i ati ons are notable across each
memorial stone is heraldic and Italianate in design (figure 4.6). Instead of biblical scenes
from the Old and New Testaments, details include portions of the Fugger family coat of
aimsanther al dic standards, including two att e
memorial stone for the collective Fugger family (figure 4.7). Similar to the artistic
suggestions of familial, political, or religious hierarchies and dynasties that we saw in
previously discussed tombs-the-round, the Fugger family legacy is presented as an
ongoing history that obfuscates the finitude of death. Unlike these earlier motifs,
however, popularized references to death are displayed, including an assortment of skulls

and snakes. These motifs cobble together a series of visual traditions, including emerging

80n the o6datado of the f acadfpdfie bee MariddrLehs si gnal ed i
ARenai ss an ©«ordrAa douraalBl, noy3,(2009): 34563.
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Italianate details that were being incorporated into artistic developments north of the
Alps.

The epitaph of Ulrich Fugges a novel variation of a transi tombneplete with
a focus on the importance of leaglief for portraituren sixteenth centuryombs®
Visible from near the Fuggersodé crypt at th
pews, some i mportant obser vaareiworths about Ul
considering, especially how it incorporates a transi into a larger narrative scene. Often, as
with the monumentatransitombs of Henry Chichele and Alice de la Pole, the
resurrection of the deceased is assumed through the vertical strucheeremorials,
which permits a kind of visual ascension or reanimation and restorative wholeness of the
body, as much as it dramatizes death and decay viewed in the other direction. Instead of
the usual effigy being 6s todife, hsasch@ommon t op of
format elsewhere, however, thidrich Fugger reliefttributed toLoscherdirectly
showcases a scene of the Resurrection of Christ hovering above the figure of the transi.
Additionally, the transi figure is shrouded with few fa@alphysical identifiers,
potentially representing the entombed body
decayed body, stripped to a kind of abstract or universal abjection. The visual linking of

the transi with the resurrected Christ also alludeébed ast Judgment (Ref0:1% 15) 1°

See Dani el Gal |l o, ASmal l Portraits for Great Me
Ce nt dheRijkemuseum Bullets8, no. 1 (2010): 5673. Gallo focuses on the rise of gargantuan
sculptures in Italy but also cross references important bust sculptures, including a pear wood miniature of
Jacob Fugger by Conrat Meit (c. 1516815).

1011 And | saw a great white throne, and him that sat,droin whose face the earth and the
heaven fled away; and there was found no place for them.12 And | saw the dead, small and great, stand
before God; and the books were opened: and another book was opened, which is the book of life: and the
dead were judgkout of those things which were written in the books, according to their works. 13 And the
sea gave up the dead which were in it; and death and hell delivered up the dead which were in them: and
they were judged every man according to their works. 14d&adh and hell were cast into the lake of fire.
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with Christ presiding over the dead, who will rise from their graves and become whole
again and united in ultimate salvation (Matthew 263&)*The confl ati on of
corpse with that of Ulrich Fugger has theol@djienplications affirming the concept that
all dead Christians sleep in Christ.

The epitaphs and their relation to the altar also intersect with additional
theological and liturgical debates about how one should honor thé diehdtes that
were heated ananresolved in the city of Augsburg at this tifdés both Martin Luther
and Augsburgdés own fiery and more radical
masses for the dead were anathema to the growing concepts of the Reformation, because
of the interession of priests for masses of the dead and a belief in salvation by faith, not
in good works or in prayers for the soul by others. Despite the theological and liturgical
Catholic underpinnings that are suggested
appears to serve an additional artistic and devotional function, primarily to force the

viewer into experiencing the image in a more conceptual sense in which the dead are part

This is the second death. 15 And whosoever was not found written in the book of life was cast into the lake
of fire.

1131 When the Son of man shall come in his glory, and all the holy angels with hinshtiehe
sit upon the throne of his glory: 32 And before him shall be gathered all nations: and he shall separate them
one from another, as a shepherd divideth his sheep from the goats: 33 And he shall set the sheep on his
right hand, but the goats on tledt. 34 Then shall the King say unto them on his right hand, Come, ye
blessed of my Father, inherit the kingdom prepared for you from the foundation of the world: 35 For | was
an hungred, and ye gave me meat: | was thirsty, and ye gave me drink: Itveagarsand ye took me in:
36 Naked, and ye clothed me: | was sick, and ye visited me: | was in prison, and ye came unto me.

2The contention that all Christian dead are par
resurrection was positedin Thessal oni ans 4: 14, fAFor since we beli
so, through Jesus, God will bring with him those wh

sleeping soul was not part of the Catholic lexicon, Luther directly adgsitelse principle of a shared
respite for Christians awaiting resurrection, a concept that was paralleled within the Lutheran church
teaching.

¥ Hanson ZelinskyReligious Identity in an Early Reformation Community: Augsburg, 1517 to
1555(Leiden Brill, 2008), 107 38.
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of visions of immersive sacred experiences. Christopher Wood explains how German
masters of this period, such as Albrecht Altdorfer (c.14888), heightened the
experiential sense of immediacy for the viewer with certain structural and formal

conceits, some of which we see in the Loscher reliefs after Durer, as well:

€ dr a masharteningsporatations, zooms, reverse angles, low horizons, and
R¢ckenfiguren, € refractions and revisi
designed to intensify the religious experience of the beholder. Altdorfer placed his
beholdersindirect,almst vi si onary confrontation wi
unexpected framings and croppings, the overlapping of figure and frame, call
attention to the frontier between fiction and reafty.
Wood concludes by noti ng edspieuted peimsathats wi t h
experimented with these kinds of structures, which in unexpected ways resonate closely
with the pictorial effects and embodied experiences stimulated by the Faljgier
memorial in its sharp linearity, tactility and dimensionality,niches extending the wall:
AThegyr eate the behol der as a contemporary
persuasive fictions of possi bYPElesaportalsds as
allow objects to appear in fuller dimensions througjief carving, while systematically

acting as virtual windows into the past, facilitating images that become fully experienced

through the viewerdés i maginati on.

14 See Christopher S. Wood, reviewAlbrecht Altdorfer in seiner Zeit: Religiése und profane
Themen in der Kunst um 1508y Thomas NollSehen und Erkennen: Albrecht Altdorfers religiose Bilder,
by Magdalena Busharer Wald in der Maleei und der Graphik des Donaustilsy Margit StadlobefThe
Art Bulletin89, no. 4 (2007): 8121. Christopher Wood primarily contends that the works that Noll visits
are part of a larger art historical lineage, dating at least to Albrecht Altdorfertd earlier artists,
including Rogier van der Weden. For more informatio
that Wood summarizes, see Thomas Mdibrecht Altdorfer in seiner Zeit: Religidse und profane Themen
in der Kunst um 150@Berlin: Deutscher Kunstverlag, 2005).

15Wood, fiReview of Albrecht Altdorfe 819.
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The foreshortening of figures in these panels, complete with the framing of the
visual narratres into a multipart progression, provides vignettes for the viewer to behold
the image of Christ and the Passion. The viewer is also drawn into the frame as the
foreground is shortened. In the Fugger epitaphs, we see Loscher and Durer similarly
incorporaing visual strategies that create in the viewer a means to achieve a self
awareness about the enfolding liturgical narrative. The images of the Passion present the
end of Christodés I|ife, ulti mately demonstra
imagesof memorial for the Fuggers, displaying the trajectory of the end of life and the
greater collective whole of the Church and Christian redemption. This function places the
viewer as an engaged participant with the persuasive messages of artwork, while
simultaneously suggesting participation in the unfolding dramatic narrative and shared
function of death and redemption.

These visual strategies and blatantly artistic novelties suggest a growing
importance during the Reformation period of the image as amt agensifying a
personal religious as well as aesthetic experiéhthe creation of an image as a
continuation of a larger visual narrative was suggested by David Freedberg as one
strategy an artist might use during this period to convey a new visuegt, one that
challenged the boundaries between historical narrative and contemporary exgéiience.
particular, Freedberg harkens to Platods e

serving in much the same f whot iaocr®Theaa ker. da

16 See Carl C. Christensefrt and the Reformation in Germarpol. 2 (Columbus, OH: Ohio
University Press, 1979)

1 David Freedberglhe Power of Images: Studies in the Higtand Theory of Response
(Chicago: University of Chicago Press, 1989).

181bid., 162 92; 475.
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recreation of a religious vision in the mind of the viewer straddles the line between icon
and conceptualization. While this pivot toward conceptual visuality seems antithetical to
the experiences of Catholic orthodoxy that would Haaen celebrated by the Fugger

family, Augsburg itself was a longstanding contested territory between Catholic and
Protestant theologies, as the different confessions coexisted uneasily, more than with
many cities of the Holy Roman Empit2A resultant sHt during the Reformation from

the literality suggested in the verisimilitude and corporeal presence of sculpture to a
conceptualization of religious images is suggested in the Fugger epitaphs, which as relief
carvings hover between the sculptural andgpiat. Such a shift was part of a

development that would continue throughout the early sixteenth century and culminate in
another transition of the concept to a new medasnye shall see in the ensuing chapter
inHansHo | bei ndés r end e stinoilgpaird, feprésamgchéngesoh Chr i

public perceptions of memorgal

Suchshifts in the concept of memory were driven by a reconsideration of how the
dead are recalled and how to best characterize, define, or perform memory, a growing
conundrum acrodsoth the European continent and in Engl&hid. addition, the
Reformation took on these debates about desdttied practices in liturgy. Depictions of
a deceased person as a visual prompt for the prayers of the living surfaced in the Fugger

memorials,aéit he dead were not praying to or for

P Robertk r e gse,Ronfan Catholic Reception of the Augsburg Confessiiite Sixteenth
Century Journalll, no. 3 (1980Q)115 28, esp. 11617.

21bid., 47 51.
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where they made supplicat i o*hAmongth@Befdithfult he s
to the papacy, the growing reformist concept that masses and prayers were ineffective in
securing a promise of a heavenly afterlife was against the core principles of Church
orthodoxy, beliefs ardently upheld by the Fuggers and incorporated into their collective
memorials. As Jonathan Finch effectively summarized, within the late medieval perio

Athe | iving were not encouraged to remembe
d e a?@within reformist thought, however, the rituals and injunctions that were offered

for the dead by the gracious prayers of the living were under as much attacktinh e r 6 s
sermons as indulgences wétd@his shift in the public performance of memory was not

unigue to Reformation and Counfeeformation movements. Peter Sherlock concludes

that:

Every society reconstructs the past in the present. In early modepe:-tirese
reconstructions were directed toward the future and the afterlife as much as

toward the past. The reformation of memory was most pronounced in the
changing relationship of the Iliving and
the afterlife was &y much a memortheater, arranged to aid the penitent

Christian in his or her devotions on behalf of the dead and in the preparation for
death itself. €& Early modern Europe was
memories and invented commemorations, dexigas responses to the

Reformation with its attendant loss of an established narrative for the past and to

the beginnings of the disenchantment of the weld.

21 peter MarshallBeliefs and the Dead in Reformation Engldfxkford: Oxford University Press,
2002).

2Jonathan Finch, #AA Reformation of Meaning: Com
the Parish Church, 1450 6 4 0 The Arahaeology of Refoation 1480 158Q eds. David Gaimster and
Roberta Gilchrist (Leeds: Maney, 200837 49, at442.

23 Koslofsky, Reformation of the Dea®1i 114.
%peter Sherlock, fAThe Refor mat i oMemanf Histbgemyor y i n
Theories, Debategds. Susannah Radstone and Bill Schwidew York: Fordham University Press,

2010), 3040.
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The memorials at the Fugger Chapel operated as mechanisms within this trajectory. They
posited loth the devout and orthodox theological beliefs of the Fugger family,

particularly in relation to the changing physicality of the soul and the vital importance of
the Eucharist, and sealed their public and ideological legacy in an increasingly reformist

location.

The Fugger Chapel represents these ongoing theological and liturgical debates in
a unique fashion, combining the ongoing religious debates with the visual drama of the
memorials and prominently displayed altathe foregroundThe near lifesizestatues
on the altar in the forefront of the chapel featurelthmentation of Chriswith the
body of Christ held aloft by an angel and flanked by his mother and Saint John the
Baptist(figure 4.8). Along with the impressive rendering of Christ argddtiendants,
Hans Daucher also sculpted a series of playful putti, possibly designed by Hans
Burgkmair(1473 1531) that decorate the nearby altar bannistére.r i st 6 s ar ms |
relaxed position, his head, slack jaw, and body seetuibg lithe withsleep or newly
dead, still in the process of being deposed from the Cross, instead of an outright depiction
of a rigid corpse. He remains crowned with
the edge of the altar, seemingly breaking the fourth whaillevalso slightly hovering
above the space where the Euchérighd within Catholic doctrine, transubstantiaéion
will occur. Christds blood would conceptua
directly into the pr iseaihcudedinthesaulptsiraldrquphal i c
but Christds pose, with his wupright but sl

three attendants, echoes the form of the Cross as a reminder for the viewer. Similar to the
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completion of negative space thapisssible in basrelief, the lack of a cross prompts

the viewer to complete the image in his or her own imagination.

Thepanels on thé&ont of the altar include three larelief designs (figure 4.8),
depicting three episodes from the Passtdn.the irst relief panel, Christ carries the
Cross, and looks outward toward the sdohning Veronica as four soldiers beat and
taunt him. Nearby, crowds have gathered, with Mary standing in the background, held up
under her arms as if she is abouswmon, suf er i ng pain at Jesus Chr
instead of at his birti® itself a miraculous and mystical occurrence, similar to the
transubstantiation of the Eucharist enacted upon the accompanying lataecond
relief depicts Chaoss. HerepGhristieshoweas trucifiedom t he C
complete with a crowd of onlookers and the two thieves writhing still in pain on their
crosses. The foreground includes the now dead Christ, being taken from the Cross by
Joseph of Arimathea and Nicodemus. Maryl&ed in the bottom right side of the relief,
overcome with grief. The third panel shows the Harrowing of Hell, a concept that was of
considerable debate during the Reformation, especially considering its notable absence in
the Bible?’ In this panel, Chrisappears in Hell as the personified souls of the $oon
beredeemed dead stand near him. Christ stands alongside hisomosd staff, his leg
bent at the knee as he approaches a river of entangled human bodies to elevate a newly

redeemed soul. Overheieoutlines of arches and buildings are suggested in carved relief,

25The panels were renovated in 1921 to 1922. See BugharEuggerkapelle52.

26 SeeMary E.Fissell,iThe Politics of Reproduction in tlEnglishRe f or mat i on, 0
Representationso. 87 (Summer, 2004): 481, esp. 53; 55.

’Tarald Rasmussen, fiHel | Di sarmed? THNemeBuncti on
56, no. 2 (2009): 3664.
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their facades covered with a commgling of halfhude human forms and occasional
demons with ragged wings and tortured faces. The three panels are part of a tripartite
narrative, a contimous loop or circle that is formed visually with the liturgical function of
the altar, creating a performative act that synthesized the life, Passion, and Resurrection

of Jesus Christ with the Fugger family and the larger Church community

Memorials in bagrelief like the Fugger epitaphs and the altar panels that
incorporate aspects of negative space ekietmajectory that began with sculpted
effigies. Througtbase-relief, thesculptos Loscher and Daucher created works that
facilitated a visual arc irhe mind of viewer, synthesizing images with active
interpretation and conceptual participati®elief sculpture invites the viewer to envision
a predominantly flat object as a fully developed, thteensional image. Functioning
on theborder between stpture and paintingyase-relief incorporates aspects of both
mediums, while also recasting the role of the viewer and the image into a new
perspective. Different than the tombs of Henry Chichele and Alice de la Pole, the
epitaphs areonceptualization®rcing the viewer tamagine the unfolding scenes and
any realityenhancing features like paint or gilding. Shades and hues are accentuated by
the variations in the natural material and lightifgchaelBaxandall referenced this
phenomenoim describing dimewood altarpiece by Tilman Riemenschneider (c. 1460
1531), explaining that variations in light and perception of the different depths of carving

changed the function of the work and the v
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brightness to shadovw& This same process is displayed on the Fugger memorial and

Daucherdés altar panel <carvings.

We gain a better understanding of how the Fugger epitaphs functioned as tomb
memorials and dynamicvisioningof transi tombs if we take into consideration the
spatal logic of the memaorial stones within the chapel, as well as the context of Saint
Annads Chur c h-century AugsburgsThexBavaream dityhof Augsburg owed
its rising prominence to its status as the
to its mercantilism, with the Fugger family at the center of those civic identities as one of
its most eminent patrician families. Theological debates revolving around various
reformist beliefs divided Augsburg and were particularly complex as they phayeéal
the cityduringthe first decades of the sixteenth centiifjhese debates and tensions
were persisterdasreligiousspaces in Augsburg were contested for longer than in many

other cities, such as Nuremberg and Basel.

The function of religiousawas si mi |l arly disputed. Lut h
posted in the year prior to his arrival in Augsbirrd518and hisinitial stance toward
religious images was relatively benign, with him and his followers viewing religious
images as secondary to the Word asstill having a useful place within Christian
teaching, i f ci |aternespensertoiinbaged emergdd infa prenoudced

way, as Afirst and foremost came indul genc

®%See Michael Ann Hol | y, The Maantha@yArtRrinceton: t he Shadow
Princeton University Press, 2013),i'83, esp. 86.

29 SeeWande| Eucharist in the Reformatiod6 93.
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mi suse of S\owekes, heordcogaized thadthe problem was not in the

existence of images themselves, but rather in the viewer who misunderstood or

misperceived real presence in maitém the paint or wood or carved stone. As Jeffrey
Chipps Smith expbegast fAcehocmasmét asi scul p
images were destroyed starting in 1522, with both horrific and psychologically

compl i c at Religious@amages were so efigrained in the lives and rituals -of pre
Reformation society, so linked with one&ationship with the Catholic church, that for

many i conocl as ni'Dmeesapnitt el iLbuetrhaetriéosn .mor e moder
the practice, Andreas Karlstadt (c.148641), Gabriel Zwilling (c. 1487.558), and

Ulrich Zwingli led the charge of icomtasm with growing factions adopting their

beliefs32 Subsequently, locations such as Zurich were emptied and destroyed of religious

art, and Basel, the eventual residence of Hans Holbein the Younger, incurred occasional

attacks®

The economic prowess andfluence of the Fuggeexempified these ongoing
disputes, througtheir efforts to curtail reformist ideology and safeguard Catholic
orthodoxy. To that avail, three independent foundations were established in Augsburg

through the beneficence of the Fugfgemily in a 1521 deed: the memorial chaipel

30 Sergiusz MichalskiChristianity and Society in the Modern World: Reformation and the Visual
Arts, The Protestant Image Question in Wiestnd Eastern Europ@.ondon: Routledge, 2013), 2.

31 Jeffrey Chipps SmithGerman Sculpture of the Later Renaissance c. 1580 (Princeton:
Princeton Wiversity Press, 1994), 1772.

32 See Michael P. CarrolMadonnas that Maim: Popular Catholicisim Italy since the Fifteenth
Century(Baltimore: Johns Hopkins University Press, 1992).

33 Carlos M. N. EireWar Against the Idols: The Reformation of Worship from Erasmus to Calvin
(Cambridge UK: Cambridge University Press, 1986).
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Saint Annads Church, the Fuggerei housing
Moritz.3* Three particular chapels are often associated with the Fugger family patronage.

The first is a small chapel dedicdt® Saint Mark located inside the entrance to the

Fuggerei, founded in 1516 as a place of worship within one of the oldedbdaith (i.e.,

Catholic) residential communities in Europe still in existefiGghis small chapel was

likely used only by the s#dents of the Fuggerei and includegedical stone slab

featuring an enshrouded transi of Ulrich Fugger (figure 4.9). Additiorellgpitaplwas
installed for Georg Fugger near Saint Geor
of Saints Afra ad Ulrich, with the final chapel being in the most pronounced locdtie

Fugger Chapeli®ai nt Annads Chur ch, mambrialstenest hey ded

Saint Annads Church (fi gurbaespatetdafGthe occup
other more promindrbuildings that dominate the city skyline, such as the Perlach Tower
and the spires of the Augsburg Cathedral. It is not only smaller, but also relatively
removed from the major thoroughfares of Augsburg. Artistically, it emblematized the
impact of the Fggersthroughemerging Renaissance styles north of the Alps,
particularly as it became credited as the first architectural construction of the German

Renaissanc®Mi xi ng | ocal desi gn wdlsthnd tstey l6ae1,e widt |\

34 See Firstlich un@raflich Fuggersche Stiftungsd mi ni st r ati on, iThe Fugger
Anna: Representation to Honor the Deceased, 0 access
http://www.fugger.de/en/singleview/article/representatimonourthe-deceased/1.html

35 A historical overviav of the Fuggerei and its function is provided in Marféetz-Strodel,Die
Fuggerei in Augsburg: Studien zur Entwicklung des sozialen Stiftungsbaus im 15. dadribh@ndert
(TUbingen, Germany: Mohr SiebedQ82).

36 For a review of the increasing radé the Fuggers and the chapels that were created as part of
their growing societal i mpact, see Wolfram Koeppe,
Designed by Hans Daucher for t heMdropolitahMuSurapel i n th
Journal 37 (2002): 4162.
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originally createdas an extension of a nearby monastery, whose Carmelite friars in 1518

had played an active role in housing Luther following the Diet of Augsburg, but whose

ideals as a monastic order mirrored the beliefs of the steadfastly Catholic Jakob Fugger.

As art hstorian Andrew Morrall explains, the Italian Renaissance style become

increasingly identified with the societal rise of the Fugger family, associagtsgh

style with economic and social distinction, compared to the localieetschor

Germanic artistitraditions®’ Baxandall suggests that some of the difficulty in

ascertaining the identity of the artists responsible for the creation and decoration of the

Fugger chapel is rooted in the confluence of myriad cultural styles, ranging from an
extensionof&er man and I talian motifs into a par!
Venetian tradition$® This complex integration and unsteady synthesis of styles

continued in the artwork within the chapel and in its overall architectural design,

particularly in relatio to thetension betweentieui | di ngdés | ate Gothic
overall ltaliarateforms. The Renaissance style also has implications for the Reformation,
too, as an artistic element that further d
church spacethat signals allegory or artific€Di f f er ent f r o mcemtutye ci ty

cathedral built near Byzantreer a r emnant s, Saint Annads Chu

37 For information on the role of the Fuggers and these emergent sedesndrew Morrall Jorg
Breu the Elder: Art, Culture, and Belief in Reformation AugsbHiigtories of Vision(Burlington, VT:
Ashgate, 2001)Both styles aréurther explainedidMo r r al | , fiThe De,utd%3¢.h and t he

38 Baxandall,Limewood Sculptorg,33. In particular, Baxandall suggests that figures suggest an
Ulmish tradition in the crafting of their heads, to an overall German tradition in titeopivg) of Christ,
and a distinctly Lombardi inspiration in the drapery of Saint John and with the angel situated directly
behind Christ. He also suggests that Venetian experience in the crafting of drapery and in the cutting of the
limestone altar reliet

39 Morrall, Jorg Breu the Elder22Q 26. For additional information, se&shleyWest,Review of

AJorg Breu the Elder: Art, CulpCAAReviewsRecanbeBE | i ef i n R
2002: 1i 3.
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times with different sides of this religious divide, resulting in variations in artiste s
and in a decorative scheme that would come to sustain different audiences and

expectations for images.

The entrance to the church is near the doorway into the South Chapel, with
visitors first encountering a series of monastic cloisters and varieasorial plaques.
The interior of the church is primarily white, having been plastered during the rise of the
Lut heran movement, with the notable except
1420%° The South Chapél later to become the Fugger Chapek the oldest part of the
church. It dates to the early fourteenth century and was originally attached to the
Carmelite monastery itself. The pronounced nave is flanked by two aisles, with a side
corridor that runs along the western side of the church. TogdfiChapel occupies a
substantial open space in what is often considered to be the central focus point of the
church. The chapel Awas originally intende
daily masses members of the Fugger family buried intheopct b e ne at Jakob he al |
Fugger s name is the most pronounced on th
of the altar (figure 4.11), which also houses the remains of his brothers Georg and Ulrich,
as well as his nephews Raymund (14B885) ancHieronymus (14901523). The
original design of the chapel was contested, and the construction of the altar itself was
hotly debated: fithe chapel 6s Carmelite set

acknowledged because the intense negotiations bethvedmnars and the powerful

40 Sankt Anna Augsbuflg A u g s b u r (erlagv2D1B)n36.r

“Norbert Jopek, nDie Fugg e,rtheaBuringtoneMadazné36St . Anna
no. 1101 (1994): 84617, at 846.
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merchants have been c*Complicatingethe sdenarioever er e s t i

more are the original plans for the altar, whose designs have beéh lost.

The church is a locus of innovative designs in Northern Renaissanaadrt
featured works after D¢rer and Augsburgods
and Jorg Breu the Elder and the sculptors Hans Daucher and Sebastian t*dsatieer.
additions by Lucas Cranach and his workshop may have been included, likghaof
the Fugger 6s massi v éTheeisull enpactiaralisense bf ndvelty t her
around the Fugger Chapel was substantial,
of its patron, Jakob Fugger, the international banker and the HohaR Empire's
wealthiest patrician [with] the first truly Renaissaistgle funerary chapel in

Ge r méahivchasl Baxandall summarized that:

In 1509 Ulrich and Jakob Fugger had made an agreement with the Prior of the
Carmelite house of St. Anne in Augsbuo build in his church a large sepulchral

chapel for themselves and their dead brother Georg, quite exceptionally it is not a
side chapel but a grandiose extension o
retrospect it is clear that Fugger Chapel marksmioment when the Augsburg

sculptor was directed into a new line of development, carving usually in stone and
usually in a positive relation to what was known of Italian Renaissance art. But
something had happened also which went beyond simple importéiofew

ltalian patterns, tastes, and pretensins.

2Christa Gardner Von Teuffel il550fTheSeBar mel i t e Al
Identification of an Order Mitteilungen Des Kunsthistorischen Institutes in Floréidzno. 1 (2015):12
41.

43 Bruno BushartDie Fuggerkapellg18 20; note 55.

44 bid., 12.

45 Michael North and David Ormrodijarkets for Art, 14001800(New York: Routledge, 1999),
90.

46 Smith, German Sculptureg35.

47 Baxandall,Limewood Sculptors32 134 35.
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The Fugger Chapel ostensibly represents an amalgamation of international Renaissance
and local styles, combining motifs associated with Northern artists with a
reconceptualization of popularized Italiaorks as an expression of artistic collaboration

across medid?®
The Growing Position of Augsburg and the Fuggers within the Reformation

By the time of the chaeptablis@dgshemseesdsi on, t
one of the most powerful economicdes in Europé? They were prominent financiers
for far-ranging economic initiatives, bankrolled Emperor Maximilian | with their copper
mines in Central Europe, and used their wealth, too, for commissioning art, architecture,
growing a collection, and buildg even a menagerté Pierre Cositl provides an
appropriate historical overview of their w

known unprecedented prosperity, the luxury of a merchant who benefited artists,

48 For more on how the Fugger Chapel straddles the line between Italian Renaissance and German
Gothic, see Norbert Nussbau@®erman Gothic Church Architectu(dlew Haven, CTYale Universiy
Press, 2000), 1223.

4 They have been credited as the inspiration for modern day capitalism; see Edmund Laskine,
Revued'Histoire Economique et SociaR0, no. 3 (1932): 4324. Also, for example, see Conrad
Peutinger 6s own c o rimethogsatrisal50gSerchenésecangivaleso T h é heugger s 6
economic prowess was so immense that Jakob Fugger h
lived, 0 a title only bar el yThebRiclhest Man WhyFver Livedi The. See C
Life and Times of Jacob Fuggé@ew York: Simon & Schuster, 2015). For a consideration of the
appropriateness of Steinmetzd nomeolsd hdawolke Fwggedraca
t he Renai s s aTheNew Yok Timedulyi 3&,20150The pronounced position of the Fuggers
in creating economic changes throughout Europe has been noted extensively. Beyond suggestions that the
Fuggers spearheaded modern capitalism, other authors assert that their efforts came to emblematize the
Protest work ethic for centuries. See Sam Whimdistax Weber and the Spirit of Modern Capitalism
100 Years Om Max Weber Studi€s.2,no. 6.1(July 2005/January 2006): 1i7g3.

50 See Mark Haberleinthe Fuggers of Augsburg, Pursuing Wealth and Honor iraRsance
Germany(Charlottesville, VA: The University of Virginia Press, 2018)2 ber | ei n6s wor k tr ace
the Fuggers to a growing presence of networks and advancements in social systems. In terms of artistic
impacts, heffectivdy asserts thadlthough the Fuggers may not have been as prominent art patrons as the
Medici family with whom they are regularly compared, their cultural and artistic influence was still quite
vast.
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scientists, and humanists, and accessitgges of nobility, including titles, lands, and

al | i &dheie memorials reflected both their economic success and substantial

presence throughout the Holy Roman Empire. But the Fuggers and their wealth cannot

be divested from the changing religgand cultural maelstrom that was happening

throughout Europe in the early sixteenth century. Rightly assumed to have played a major
role in the investment and banking infrast
were also active in both the Refation and Counter Reformation in Augsburg. For
example, it was on the Fuggersodo estate tha
recant his theses, and was ordered to submit to the pope after his stay with the Carmelite
friars who administered fant Annads Church. The Fugger f¢
both Protestant and Catholic followers, and funding for both movements was part of their

banking industry, one that only grew as Augsburg continued to flourish and prosper.

Despite Augsburg pasgj a decree against iconoclasm in 1524, social and
religious tensions were high, and the city had its own occasional iconoclastic outbursts
and rioting.>? Augsburg emerged, however, as a theological nexus for scores of preachers
of reformist confessions wahfrequented the city to sermonize. The ensuing sermons,
combined with a series of attacks against the papacy, took as their subjects a number of
ongoing and even contradictory reformist proposals, including those of Ulrich Zwingli,

who made particularlyadical critiques of Marian veneration and avidly preached against

5%1See Pierre Cositl, fiLe MeammesmadRenklssaneBnnb.4t es des
(1939): 20 40.

52 See TlustyAugsburg During thé&keformationy/.
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the use of religious imagé&%in addition, lesseknown preachers such as Johannes

Schilling rose to prominence in Augsburg, especially during the early 253@%illing

was a follower of #ingli in his radical denial of the place of images in religious practice
and played a complex and fierce role in Augsburg, having been banished by Augsburg
magistrates, an act resulting in an uprising of over 1,800 residents, many of them lower or

working class, the collective social and economic antithesis of the Fugger family.

The Eucharist and its ecumenical funct.i
legacy. The eventual severing of the Eucharist with memorial masses fortified a growing
wall within reformist ideologyetween thdiving and the dead through the
denouncement of commemoration practidesthese attacks continued to increase
throughout the Reformation, fithe Requiem M
world and beyond, becamearut ocr acy in the e&%ssemedtb t he n
be a connective and communicative tool between Christians and the Divine, and a
mainstay of the Fugger family, the Requiem Mass becdergified asa misguided
belief, according to Schilling and Hisllowers. Owing to the pronounced focus that
Luther had on the Eucharist as a central tenet retained in the Reformation (albeit

understood as a symbolic enactment), sacraments for the dead became understood as

53 Bridget Heal,The Cult of the Virgin Mary in Early Modern Germany: Protestant and Catholic
Piety, 15001648, Past and Present Publicatiof@@ambridge, UK: Cambridgégniversity Press, 2007).
See also James M. StayAnabaptists and the SwofNlew York: Wipf and Stock Publishers, 1976).

55 Thomas A. BradyGerman Histories in the Age of Reformations, 14®8%0(Cambridge, UK:
Cambridge University Press, 2009), 163.

Vol ker Leppin, #@APrepar i g Mdriendito Delathenan Fulichak L at e

S er mo Rreparing far Death, Remembering the Deads. Jon Oygarden Flaeten and Tarald
RasmussefiGottingen Germany Vandenhoeck & Ruprecht, 2015),24, esp 13.
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against the mission of the reformist movemerPeter Marshall addressed this shift and

noted the profound impacts that the Reformation posed to the laity and clergy alike:
AWherever it took hold, the Reformation ch
d e a ¥ As.thé Reformation moved throughout tt@mmunicative social fabric of

Augsburg, theologians advocated for varying positions about the Eucharist, death, and
ostentatious public displays of images from a number of locations throughout the city.

Shifting mentalities about public life, heavy ornamation and display, and personal

aggrandizement became parcel to theological debate. As Ulinka Rublack writes:

Renaissance cultural arguments explored and sometimes challenged ways in

which appearances articulated boundaries between an inner and bbuter se

appearance and reality, nature and artifice, the sacred and profane, the rich and the
ragged. What emerges is a world of colours and laws that sought to curtail too

many extravagances, but also of changes of perception and values, for example in
thecwr se of the Reformation when 6ol d | ux
of the Catholic church’

Against this tense back dexwgssivdtdianatenstyle,Annaod s
became a showplace for changes within the Reformation and the endlginfthe

Fugger family.

Similarly, the growing presence of Schilling and his sermons left an undeniable
i mpact on his audiences at Saint Annab6s. A

came from the Gospel of Luke, especially the first three emngpwhich focus on the

5" Robert C. Croken,utheits First Front: The Eucharist as Sacrifi¢®ttawa: University of
Ottawa Press, 1990).

®peter Marshall, fAAfter Purgatory: Death and Re
Preparing for Death, Remembering the Deads Jon Oygarden Flaeten and Tarald Rasmussen
(Gottingen, Germany: Vandenhoeck & Ruprecht, 2015)435esp. 25.

59 Ulinka Rublack Dressing Up: Cultural Identity in Renaissance Eurg@ford: Oxford
University Press, 2010), 260.
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humanity of Jesus Christ. Beyond actively arguing with the Augsburg City Council,

Schilling also preached sermons up to three times a week and during all holy days. He
emphasized not only the comity that Christ had establishedheéthoor (Luke 1: 51

53), but also noted his poveitgden background and humility (Luke 2i22). Each of

these points were cornerstones of the emerging Reformation and positioned Schilling in

direct contrast with the life and ideology of prosperity tieed been promoted by the

Fuggers for their public identities, as displayed not only in expensive patronage of spaces

|l i ke the Fugger Chapel, but also in its us
Moreover, Schilling based his retortsagaindste Ci ty Counci | heavily
depiction of John the Baptistodés reaction t
altering their selserving behaviors. Assistance for the poor was one of the vital

components of this expectation, a pointseeds t hr ough John the Bapt
t hat became a b as idshafitypnotasSgodd iwdrkds buhfgr éheir osne r mo n
sake of servic’Ul t i mat el y, however thwStedashewasngods pr
accused of creating social unrest, legdim his expulsion from Augsburg in 1524The

Fugger family and other patricians of Augsburg were likely to have been pleased to see

him go.

Schillingés | iturgical i mpact was prono
Eucharist. Beyond being known for ngaling the sacrament in his sermons as a kind of

idolatry, he was also apt to enrage clergy members by engaging in behavior that they

80 For more informatiomn Schl | ingdés i mpact on Augsburg and
Reformation, see Joel Van AmbeAyReal Presence: Studies in the History of Christian Traditions
(Leiden: Brill, 2011), 5960.

61 Haberlein, The Fuggers of Augsburg82.
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believed blasphemous. In particular, Schilling held a ceremony upon a balcony as a

makeshift altar in which he held a catlish aloft and suggested that it could well be

believed to be a consecrated f8st.or al | of his blistering pr
message became most associated with a reconsideration of the importance of the poor

within an ecumenical ministry, agasage that was compoundedtiy establishment of

institutions, such as almshouses and, in the case of the Fuggers, the Fuggerei, an early
example of faithbased public housingnd service facility® Although his questioning of

the nature of the Eucharists the foundation of his visioanda fundamental aspect of

the Reformationphis denouncement of the wealthy and their habits of paying for

charitable good works for their salvation and personal glorification may havdainder

his acrimony with the Fuger family.

Subsequently, events surrounding the uprising of 1524 over the expulsion of
Schilling affected the Fuggers and their involvements with ecclesiastical affairs. Seeing
how the revolt had affected daily life in Augsburg, Jakob Fugger bridflyhie city soon
after the start of the uprising for his mayoral estate in Biberbach in the northern part of
the District of Augsburg. The emerging rift between Jakob Fugger and reformist
movements in Augsburg continued, however, and enveloped the Faggbrfbr
decades and across family | inesJakobearing f
Fugger asserted that Luther himself had been responsible for social unrest, writing that

Luther was Athe initiator andandploodsimediny caus

62wilhelmVogt,i Johann Sc hi | Monochgunddder AufsBaadrinfAugstairg r
i m J a h rzitsdhist2ies historischen Vereins fur SchwabenN@gburss (1879): 132, esp. 3031.

63 SeeTietz-Strodel,Die Fuggerei in Augsburd,982.

113



t he Ger mé&wltinmely, the Fuggérs realized that their family would be
embroiled within the controversies of the Reformation, and Jakob Fugger saw to it that
the family chapel that he hel pasdocitedwitht e i n

the reformist movement during his lifetime.

Al t hough a great amount of the Fugger f
Catholic Church, a significant portion of Augsburg became supporters of the growing
Reformatior?® The positonoSai nt Annaés Church and the Fu
became entangled in public discussion and, ultimately, the design of the chapel itself was
not fully realized, as the city of Augsburg became entrenched in the blossoming reformist
movement. The acrimonis relationship between the emerging evangelical movement
and allegiances to the papacy surrounded not only the publishing of the Augsburg
Confessionin 153fbut al so the public position and
institutions, Catholic and refoiist alike, before 1537 when the city council made an
official decision on the matter by banning all Catholic rites and praidesias not
until 1555 with the adoption of The Peace of Augsburg that a more cogent and controlled

solution would be found fahe designation of both faith traditions across the Holy

64 Steinmetz Richest Man204.

55Sean F. Dunwoodyj Ci vi ¢ and Confessional Memory in Conf
Ce nt unrMgmody béfore Modernity: Practices of Memory in Early Modern Europe Kegipers
Erika, Pollmann Judith, Muller Johannes, and Van Der SteenrJaspgen: Brill, 2013), 7792, esp. 80
81.

66 Charles PArand, James A. Nestingen, and Robert Kolth& Augsburg Confessipnin Thie
Lutheran Confessions: History and Theology of The Book of Con@drtio6 (Minneapolis: Augsburg
Fortress, Publisher2012), 91.

57 Haberlein, The Fuggers of Augsburgj87i 88.
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Roman Empire, according t he&Inkomewaystief each

|l iturgical and eccl esiasti caloscitlatdnef of Sai n
steady or shifting coexishce between Catholic and Protestant beliefs. Although the

church would vacillate between Catholic and reformist control to ultimately fall under the
auspices of the burgeoning Protestant movement, it became a complex site for the
Reformation as well as ¢hpublic memory and social history of the Catholic Fugger

family.®®

A Reconceptualization of Death and the Implications of the Fugger Chapel within
the Reformation

Changes in memorial design present innovative ways of picturing death and
remembrance, an pprtunity aptly presented in the memorial to the Fugger family. By
seeing the contributions of the Fuggers through their relief epitaphs, we explore the
intersection between liturgical functions in shifting late medievaéformistmentalities
and the rsultant art associated with the commemoration of the dead. Koerner argues that
much of the art that emerged during the Reformation showcases negative, or at least
intangible, space as important features of changing theol8glesthat includes
negative pace forces the viewer to consider images that are not readily viewable but only

conceivabl e, what Koerner notes succinctly

%8St ev en Oaistgand Politids in the German Reformatidhe Age of Reform, 1250
1550: An Intellectual and Religious History of Late Medieval and Reformation EL24p89 (New
Haven,CT: Yale University Press, 193259 60.

69 A short overview of the longitudinal impact of the Fuggers and the political and cultural
landscape of Europe is provided in Richard Olivievjew ofMemoria an der Zeitenwende: Die Stiftungen
Jakob Fuggers deReichen vor und wahrend der Reformation (ca. 18855)by Benjamin Scheller
Annales. Histoire, Sciences Socia&sno. 2 (2008): 41616.

70 Koerner,Reformation of the Imag&72 75.
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i t s’éTorhbs function as visceral images of negative spaNegative space invites

visions of completion, as space is crafted as being neither concrete noP fimiteead,

connections with the viewer across negative space exist in a conceptual manner, an
experience paralleled with religious visua
imagination to fill in that void. This filling of space is exacerbated in the carved reliefs of

the Fugger memorials, in which the viewer musintallycomplete the paucity of forms

that are only partially suggestedthe panels.

Theological discussits about the illusory nature of death and the fate of the soul
reach a poignant and powerful interconnection in these memorials, especially when
considering images of the Dead and Resurrected Christ. Prominent sermons of the time,
particularly those of Scaling, Luther, and Johannes Oecolampadius (14831),
shaped pervasive mentalities on death and memorial, as well as on the relative value of
physical and holy matter. Luther and his contemporaries mentioned death and the process
of resurrection directlyFor example, Justus Jonas (14BE55) eulogized Luther in
terms that parallel the performative natur
flesh and blood, notwithstanding, they that had been eaten by worms had rotten and

decayedinthegiond shall again come “Thigeulbgy and ri se

1bid., 19.

2 For information on the function of negative spand its association with the collective memory
of the dead, see James¥Young, The Texture of MemoryHolocaust Memorials and Meanir{jlew
Haven: Yale University Press, 199331 48.

7 1bid., 44i 46.

74 As quoted inJustus Jonas and Michael Caeliliwo Funeral Sermons on the Death of Dr.
Martin Luther: Delivered at Eisleben, February 19th and 20th, 1546, by Justus Jonas and Michael Celius
(Lancaster, PA.: Junior Missionary Society of the Church of the Holy Trinity,)1883See Martin
Luther,fiDesD. Justus Jonas Leichenpredigt Luthers zu Eisleben. 19. Febr. 1686 Martin Luther
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suggests that a connection to the corporeal world was only predicated on a realization of

the impending inevitability of the reconstituted self in the moment of salvation at Last
Judgment.Reactions toward corpses are grounded in similar theological principles of
mortality and with notions of materiality
Zi mmer man adroitly summari zes, Al T] he Refo
of idolatrywas symptomatic of its preoccupation with the dangers implicit in materiality

and its properties: the materiality of the image or idol, the materiality of the body, and

at the most profound and ordinary levél he mat er i al PPaytofbi§ t he c ol
contention is connected to changing concepts of matter, complete with altering

perceptions of the Eucharist and corporeality.

Theological shifts concerning the changing nature of matter were promulgated in
the ongoing debates about transubstantiaigacerbated by depictions of matter
undergoing dramatic transformations, as in images in the Fugger epitaphs of decaying
corpses and resurrected souls. These concl
considerations of the Euchab#sitself a fundametally integral aspect of the experience
of the Fugger epitapBs seeing differences between a spiritual, or symbolic, instead of a
corporeal presence of Christ in the hblgst./® Luther posited that the soul does not alter

in matter, or progress to Purgatar to an immediate afterlife, one filled with the

Smmitliche Schriften. Neue rev. stereotypausepite Thigled. Johaitseorg WalcHSt. Louis: Concordia
Publishing Housel904), 43550.

“Susan Zi mmer man, fABody I maging andTheREidyi gi ous R
Modern Wrpse and Shakespeare's Thedidinburgh:Edinburgh University Press, 20024 89, esp. 24.

76 Amy Nelson BurnettKarlstadt and the Origins of the Eucharistic Controversy: A Study in the

Circulation of IdeasOxford Studies in Historical Theolog@xford: Oxford University Pres€011), 21
22.
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potential hierarchies of saints or angelic orders of Church beliefs, as we saw pictured in

the tomb canopies of Henry Chichele and Alice de la Pole. Instead he perceived the soul

as relegated to a seriepostmortal visions awaiting final Judgment. As Luther

summari zed, AA man tired with his daily | a
awake. It experiences visions &#nafutheane di sc
suggested thisvarat i on from orthodox Church teachin
judgeth that the dead are asleep, and feel nothing at all. For the dead lie there accepting
neither days nor years, but when are awaked, they shall seem to have slept scarce one

mi n u’tSemilady, thoughts concerning the thinness of temporal boundaries were

suggested by other prominent theologians, including JamiHase example as a

forerunner of reformist ecclesiastical thought had an impact on leading theologians
throughout Europe a centuter, including Martin LutheThi s concept of a

soul 6 that operates outside of chronologic

T As quoted inDave ArmstrongMartin Luther: Catholic Critical Analysis and Praig&aleigh,
NC: Lulu.com Book&arnes and Noble, 2008)10. See Martin LuthefiLectures on Genesis, Chapters
21-250 liuther'sWorks,vol. 4, eds.Jaroslav Jan PelikaandWalter A Hansentrans.George Victor
Schick(SaintLouis: Concordia Publishing House, 1963813

8 See Martin LutherAn Exposition of Salomdr Booke, called Ecclesiastes or the Preacher,
1553 folio 151v.

®Hus6 death was noted extensively in LUtheros f
1558) , including references to chronological anachr
recognize Godds grace and savakened foras thmosigh hiwSpiritthlka n k  Go d
dear Dr. Martin Luther é only one hundred years aft
the sake of the truth in the year 1415), just as John Hus himself prophesied before his death about a future
swan. Hus means "goose" in the Bohemian | anguage. 6
God will awaken a swan whom you wil/| not burn or ro
he could not answer , hundresl yeprp lovdl andwelyyous Heihak donétihat t er o ne
uprightly through our dear father, Dr. Luther, and has begun it precisely in tHeiodeedandfirst year.
Bugenhagendéds sermon is entitled AA Chri gableBrn ser mon

Martin Luther, preached by Mr. Johann Bugenhagen Pomeranus, doctor and pastor of the churches in
Wi ttenber g. 0 Saé&bkanneuBudenh&gen: $tkeated Wilitizvgss. 1 and ZAugsburg:
Augsburg Fortress Publishe015, 111. See alsblansMartin Barth,The Theology of Martin Luther: A
Critical Assessmer{Minneapolis: Fortress Press, 2013), esp.i 287
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immediate realm of an afterlife was anathema to widespread Church beliefs, resulting in

condemnat i oteachm@$® Lut her 6s

Relatingto images and other aspects of death, it was not until decades after
posting his theses at Wittenberg that Luther would broach the topic in his sermons and
letters, only then detailing his thoughts on the process of dying and iatityoiThis
exploration became heavily pronounced in the later years of his ministry, including after
the death of his second daughter Magdalena (1B22)8! followed soon by the death
of his close friend George Spalatin (148845)% These events dovetae d wi t h Lut h
changing attitudes toward death as he reconsidered the casting off of the material body,
the propriety of masses for the dead, and the ethos of the soul on its eternal§oarney.
pronounced amount of L ut hhesdailsandcao aiterldent i on s

were written as he was grieving his daught

Then, [Luther] address[ed] her AMy | it
not be with me, will you be happy witho
andsoft y answered: AYes, dear father, as G
coffin. é fAAh! Sweet Lenchen, o he says,
like a star, yes, like the sun! | am happy in the spirit, but my earthly form is very

sad. 0 é[ ] duwtatseJtonas: @Al believe the

dearest daughter Magdal ena has been reb

80 Armstrong,Martin Luther,105.
81 Magdalena was prdeceased by her sister Elizabeth (I5528), who did not survive infancy.

82 Georg(e) Spalatin was the pseudo name of Georg Burkhardt. He emerged as a leading leader of
the Reformation and was heavily involved with associations and conversations with churches and
educational institutions throughout Saxony. His pseudo name ignézkd variation of SpaiSpalatimey
his birthplace near Nurember§eeHenry Eystedacobsii Sp a | a t i,0in LuthérancCycippedigNew
York: Scribner, 189§ 450.

83 See David V. N. Bagchlutherts Earliest Opponents: Catholic Controversialist§1& 1525
(Minneapolis: Fortress Press, 2009).
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force of our natural love is so great that we are unable to do this without crying
and grieving in our hearts,erven wi t hout exper$encing di

The effect of Magdal enads death over whel me
writing the epitaph for his child, whom he
Magdal ena, Lut her 0 sithalé¢ha saints,/And liedr/nfy ueeeapd s o f t |
rest./ Now I am our Godds guest./ 1 was a ch
seed./ Now | live and am rich i #ThGuseaf/ Thank
an epitaph in which the deceased persmaks directly to the living trope also

incorporated in the tomb of Henry ChichelMgsa wellestablished literary device by the

sixteenth centur§® Luther also referenced reactions to death in starkly visual terms,

suggesting the conflicting responsesmages that arose throughout the Reformation. In

his sermons, he specifically notes the importance of considering iniitgks)(of dying,

sin, and hell as in his serm@m Preparing to Dig1519):

Death looms so large and is terrifying because oaolish and fainthearted nature

has etched its image too vividly within itself and constantly fixes its gaze on it.
Moreover, the devil presses man to look closely at the gruesome mien and image

of death to add to his worry, timidity, and despair. Indeed;dnjures up before
manbés eyes all the kinds of sudden and
man.You must look at death while you are alive and see sin in the light of grace

and hell in the light of heaven, permitting nothing to divert you ftioat view 8’

84 See Scott H. Hendrizlartin Luther: A Very Short IntroductiofOxford: Oxford University
Press, 2010), 76.

85 Dormio cum sanctis hic Magdalena, Lutheri/Filia et hoc strato tecta quiesco meo./Filia mortis
e am, peccati semine nata,/ Sanguine sed vivo, Chri
Life after Death i n MaActh Canveritus Nebatim Bpsalidnsast Prooeedingse gi e s, 0
of theFourteenth International Congress oéblLatin Studiesyols. 1 and ZUppsala 2009)ed.Astrid
SteinerWeber (Leiden: Brill, 2012), 104959, at 1052.

%Bradley DePew, fdAWordsworth on BHT9%mpih: Languag
(2012): 96388, esp. 967; Vogler, Bernardittitudesdevantla Mortet Cérémonies Funébreansles
Eglises Protestantes Rhénawess 1600 Archivesde Sciences Socialdes Religion®0, no. 39
(1975): 13946, esp. 1340,

8%See Martin Luther, AO6Ei n Ser nidienspaimiitaltediche Ber ei t
ArsMo r i e hulherjalébiuch48 (1981): 97114, at 97
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The confluence between mortality and resurrection suggests that Luther posited that

death was ultimately containalsfeHis later sermons appeared to introduce a
confrontation with Death, a poi ntdedtohat Chr
mock the f i ni t%THreughotfe Reserradtidm, thie hasuee larfd fudction of

death and the soul changed, a point recast

These debates were both conceptualized and visually presented ireshauch
as Saint Annads, with memorial epitaphs be
theological divides and growing rifts about death. By comparing the foundations of
Lutheran thought with dominant church beliefs, we find differing theologmatepts
about images of death and the afterlife, and their resonance for the Fuggers and viewers
of their relief epitaphs in Saint Annads C
about memorial and remembrance were pervasive in the Early Modeod, @iwere
public reactionsoand consi derations of death and dyi
of the word memory revolved arounThis he r el
associatiodd and the examples of full transi tombs or epitaphs thrathes corpse motif,
as with the Fugg e rosfordgechtheSianienta consisdenhgsorsxerCh ur c h
own imminent demise and reflected a larger connection with the experiences of all of the

dead. Christds deat h, p atydeathly legay beyondtme r el a

88 See Christine Helmefi God from EterniGyTtonEtarinaffhgUntdet
Harvard Theological Revie®6, no. 2(Apr., 2003): 12746.

8 bid., 134.

90 Sherlock Reformation of Memong1.
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promise of the Resurrection, links humans and God in the same shared experience. The
Resurrection, especially in relation to the Last Judgment, was considered a promise of
immortality of the soul post mortem. The shared amidef confine of mortality was

believed to be one, however, that must be experienced first. Images of the earthly demise

of humankinddbés collective mort al coi l synt
dead. The implications of this finding andatsplication to the concept of the divine will

be explored in the subsequent chapter.
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CHAPTER 5:
RECONSIDERING HANSHOL BEI N6 S T HERISEHRTHE C®MB AS
TRANSI, EFFIGY, AND RESURRECTION

Explication and Analysis of The Dead Christand its Impact

Hans Holbein the Younger paint&tie Dead Christ in the Tomib oil on
limewood between 1521 and 152Phe current frame is a later addition to the work,
most likely added in the nineteenth century. At roughly eighty inches long and only
twelve inches wid, the narrow panel dimensions compare well with the cramped
dimensions of an actual tomb, into which we see a privileged view, as if through a

cutaway of one side panel (figure 5.1). The painting itself remains-aaroative

unf |l i nchi n gssufferimgkconzayed Griough afortbright image of his corpse.
Jonathan Jones summari zes contemporary Vi
of mortality, one that, in confronting death so directly, has been seemingly shared for
centuriessinceth wor kés creati on:

't is difficultéto think of the object

that lies at eye level in a recess in the museum wall. And yet even as you admire

Holbein's skill in painting it, you respond to the corpse not as agokfigure at

all 7 but as a dead body. The painting is wide and low, the height and length of a

coffin, and this is crucial to its disturbing effe€he painted tomb serves purely
to hold the body and display its shocking details: dark blood caked onradw

made by a spear; the ridged hollowness of the ribcage; those small, unseeing eyes.

There is nothing Christlike about this body, nothing to set it apart. It is anyone's
corpse. Holbein presents it as naturally and clinically as a pathologist showing

1 The Basel Kunstmuseum utilizes these completion dates in its description and catalog. The
variation is notable only in that the painting itself includes the year 1521. Earlier research did indicate a

completion date of 1528aseduponX ay fi ndings. See Hans Reinhardt,

Chri stus von HZeisshriftfior Sdheeizeriscliie.Arctiiolagié und Kunstgeschithteo.
1(1960): 41.
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you an accident victim on a hospital mortuary slab. Few artists have ever exposed
our fate more ruthlessh.

This fate is all the more shocking if the modern viewer believes that Resurrection is not
possible A consideration of thB®ead Christin relation tothe longer transi tomb

phenomenon with which the presumed viewers would have been faimili@everjeads

to a novel interpretation of Hol beitrueds pai
death andimultaneously am the process of Resurtemn. The image of Christ as a

corpse suggests interpretations of the divine that, echoing the words of Erwin Panofsky,

ar e At r anacusiagreahty) intgthephhairomenorfappearance), seem[ing] to

reduce the divine to a mere subject matter fordaum c¢ o n s c®Bycallghgan this . 0

tomb traditonHo | bei ndés painting confl ates Christéo
resurrected body into one centralized image, expanding upon the depiction of the divine
while also suggesting unique reconstruatiof appearances and physical matter
reflectingcontemporary reforrst attitudes about death and the bodlgis problemis
furthercompounded byhe shift fromits original location as thidoss of context ands

placement iramuseum further isolateésfrom considerations of mortuary tradition

TheDead Christis believed to have been commissioned by the Basgdkr,
Bonifacius Amerbach (1493562), and came into the collection of his 8asilius

Amerbach (153B81591) a humanist and professorjofisprudence at the University of

2 Jonathan Jone&, H o | @& RedChrist Delivers a Shqclbhe Guardian,Junel8, 2009.

3JeffJ. AGatral |, fBet ween |l conoclasm and Silence: F
Do st o e@omparaiive Loteraturé&3, no. 3 (2001): 2182, at 217.
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Basel* Both men were avid collectors efigravings, coins, and various antiquifidhe

p ai n townerg dosot appear to have publicly displayed it in a family chapel, for

example, due to the increasingly hostile seatita about religious images in Basel and

fears of i1 conoclasm. Rather, Kundtkabenetf 6 s p a i
Basilius® 1t was first inventoried in 1587 as fa
wood wi t h7Acsimdll mago Inoarl s .coo mouentitulo lesesaNdzareniis rex
Jludaeorum] 6 referring to Hol beinds painted ins
titulus Crucis the piece of wood nailed at the top of the Cross mocking the name of

Christ as King of the Jewsd inscribed in Hebrew, Greek, and Latin.

For its narrow form, th®ead Christhas been interpreted as having been intended
originally as part of an altarpiegenamely, as the predella, 8arg similar to the same
section of Mat t hiilss IseGrein AllnpiacEl816)swhdrelhéd 7 0

instead features a joint Lamentation and Entombment scene (figufeghile the

41bid., 216

SMei l an Solly, fRets®e aagfc hRa sedebsdtamilr 2B|.ca e
https://www.smithsonianmag.com/smadws/researchetslock-secretsdaselpapyrusnow-identified
late-antiquitymedicaldocumertl 80969625/

6 Giulia BartrumReview ofHans Holbein der Jiingere: Die Jahre in &4 15151532 (Basel,
Kunstmuseum, 1 Apii2 July, 2006y Christian Miller Renaissance Studi4, no. 2 (2007): 26&0.

"The entry from Basil i uisEiAmetrobdat cend sbiilndv eHnt oHoyl bree
olfarben cum titilo lesus NazarenusXb SeeArthur Bensley Chamberlaitjans Holbein the Younger,
vol. 1 (New York: Dodd, Mead and Company, 1913), 62.1

STranslated as fAwith the titulus Jesus of Nazar e
evolution of the titulusseeMitchellMe r b a ¢ k , ARecognitions: Theme and Me
the Elder's 6Santa Cr dledrtBuletingeno. B $£2811)e26@318; Davdf 1504, 0
Areford, AMul tipl yi nC@entiaryhWoodBuaas ReprbductidnhSairrofatef t e ent h
S mu | aS$tudiesnn thle History of AR5 (2009): 11853, esp. 13638.

9 See Oskar Batschmann and Pascal Gri¢teens Holbein(Cologne: DuMo, 2012)89.
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subject of the Entombment was common for p
al so had taken hi m tadicularyaswhe EdegHoleemavbsd 6 s wor
commissioned to complete a series of paintings for hospitals in Isenheim by 1517, when
Holbein the Younger was still part of his workshép.h e r agged depi cti on
wounds, especially those of his feet and hasdggests additional commonalities

between thdead Christand Gr ¢ newal dés wor k. The positi

especially his legs and feet, further shows distinct similarities between the two paintings.

Scholars have proposed a series of other plesskplanations concerning the odd
narrow format of the piece and its original purptisguggestions have ranged from it
being a replacement for a stone figure within an Easter sepulcher, or as a work for display
within the town hall of Basel, functionires both an altarpiece and as a municipal
showcase work of att.Additional suggestions include the possibility of it being a cover
for a tomb, a conclusion likely tethered to the strong similarity in dimensions between the
painting and the lid of a coffitf Many of these findings suggest that researchers

interpreted the work to heart ofamoreexpansive design, a conclusion that was

10 Barbara Butts, Lee Hendrix, and Scott C. Wolf, with The John Paul Getty Museum and St.
Louis Art MuseumPainting on Light: Drawings and Stained Glass in the Age of Direr and Ho{Bgin
Louis, MO: St. Louis Art Museum, 200Q)89.

"These suggestions are adr oi t I6the Beadhristinitheed i n B
Tomb, 6 Ha reYotlhger: Hhe Basel Yeat$15 1532 eds. Christian Miller, Stephan
Kemperdick and Maryan W. Ainswor{fMunich: Prestel, 2006), 2539.

2 In relation to the possiblity of an Easter refereneees Wal t er | ber wasker , i Ha
Christus in deGrabnisclk , Z8itschrift fir schweizerische Archéologie und Kunstgeschich{@958):
187 88. The liturgical and municipal intepretations are exploredmi nz K| ot &eichndnHo | bei ns
Christi im Grabe&p Offentliche Kunstsammluri8gsel(Basel: Jahrdserichte 19641966)1101 32.

BSee Tat'iana Kasatkina, #AAfter Seed®dyofjthet he Ori g

Dead Chr i s tintherStructhreof Dostoats@®/ddiot,d Russian Studies in Literature: A
Journal of Translationgd7,no.3 (2011): 7897, esp. 80.
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countered by later research such as that of Herbert von Einem, who advanced the finding

that the panel was done solely asradependent work, complete in its&lfChristian

Mdller, curator at the Basel Kunstmuseum, has argued that the painting was first
commissioned by Amerbach but originally designed for private use within the Basel
Charterhouse of the Carthusian Monastelyar i at i ons bet ween the p
origin and its eventual installation add to this conundruichodts seerpossiblethat the

painting was expected to be displayed in the Carthusian Monastery, but vessiesl

by the rise of the Reformation in 8zl and the emergence of iconoclastic outbdtSs.

instead, it became part of the privienstkabinetbf Basilius with numerous other

works by Holbein, which would form a significant portion of the Basel Kunstmuseum

when the city purchased the collectiin 1661’

As previously mentionedhé physical elements of the painting are stark. The
body is positioned within a closely cropped border and up close to the picture plane, such
that little space exists between the edges of the frame and the emgphdetween the
viewer and the corpse. The close quarters of the cramped painted space are seemingly
broken in two ways, as Christodos doeated and s
ffourth wallo and approach the viewer directly. The crypt intockhChrist has been

placed is a flat surface, completely covered in a flowing white veil, the same material of

YHer bert von Einem, i HaKuristehronilkd3, toClb (19682981s i m Gr ab

5 Christian MillerHo | bei ns Gem2 1| de 7 Der ounddicGrabkapelleChr i st i
der Familie Amerbach in der Basler Kartaug&irich: Karl Schwegler AG, 2001).

16 See Bernhard Mendes Buirgi and Bodo Brinkmadwipein. Cranach. Griinewalid
Masterpieces from the Kunstmuse{Basel: Kuntsmusem Basel, 2016), 6.

17 David J. RoxburghThe Persian Album, 1460600: From Dispersal to Coll¢ion (New Haven:
Yale University Press, 2005), 325.
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whi ch surr oundsd fetapseterentisghaiined sheoedtbélomging to
Joseph of Arimathea. The shroud slightly bunches at hisvellbith more distinct folds
emerging near his hands and feet. Unlike the results e¥dhadson his hands, feet, and

si de, t he wounds around Christds head ar e

Radiography suggests a slightly different oradiwork visible in the
underdrawing, one replicated in a silverpoint sketch most likely completed by an
apprentice in Holbeinbs studio a¥ the ti me
Al t hough the ¢l aw o fopefcd eyessandimguddhappeat inthen d hi s
silverpoint sketch, the representation of the corpse does not rise to the same level of
verisimilitude afforded by the coloration with oil paiit.the paintingHolbein adds to
his underdrawing conception by building out through paaetcomposition of color,
light, and anatomical details. Tension across a furrowed brow becomes more salient
through theuseofo i | s . Hol bein sl ackens Christds | a
and gums to an elongated mouth. By slightly altering theepmi foreshorten the limbs
and direction of Christods flowing hair, Ho
connecting the unfolding drama with the viewer maresubstantial manner. Similarly,
the movement of light that accompanies therejaven on of Chri st 6s bod)
final work is not irdicatedin the underdrawingl'he depth and complexity of the human
body, wonderfully mastereid paintby Holbein who highlights the persuasive
dimensionality and modeling of the body even intheidétes of t he tautness

sinews and desiccated muscles and flesh, are lacking in the silverpoint sketch.

8 For more information on the silverpoint drawing and its origin, see Winnipeg Art Gallery,
iHans Hbhe Dead Ohrjstinthe Tomd; . 1521, 6 accessed November 1,
http://wag.ca/art/collectionsorks-on-paper/display,collection/48391.
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Theanatomically suggestivendering odeathinChr i st 6s f ace, hand
are startling and disconcerting focal points for the paigtiag pr of ound vi sual
the viewer (figure 5.4). Christods eyes are
pupil being visible, as if the eyes have rolled backwards into his head. The cheeks are
sunken and clearly desiccated, which in comioamawith the slack jawline pulls the
mouth open, showing the ridges of the teeth and gums. The combination of tbpdmalf
eyes and mouth creates an image of Christ being irbnaigth or in pronounced rigor
mortis, as almost in a state of perpetualgsph at i on. Chri st 6s hands
rendered, with the fingers either splayed in a{posttem claw or as grasping at the cloth
bet ween i1it. Parts of the tomb?osvirdistoner i or a

signalingin painted colotheend of the circulation of blood.

Unli ke the remainder of the body, Chris
green and gangrenous hue near his wounds. Comparatively, the seemingly washed side
wound is far less pronounced and is surrounded byhabigising with a slight stream of
bl ood near it. The blood on Christdés hands
ridge along the boundaries of the wound (figure 5.5). The coagulation of blood is
intensified by the condensed flakes of paint. Thkelzed redness of the blood stands in
stark contrast to the green back and fingers of the hand, and the blanched pink of the
interior of Christdéds mouth. His cheeks and
shade, with his neck muscles being noti¢gafore relaxed than his taught cheeks and
jaw. Christds abdomen shows | ittle signs o
the muscles of his chest, thighs, and upper calves are full and textured, with his calves

andtriceps being particularly wietlefined. The muscles near his collarbone and ribs are
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noticeably distinct, as is his navel, although it is positioned slightly lower than what

would be anatomically correct, emphasizing the stretcuggbosition of the corpse. The
outstretched finger dhrist is foreshortened and extends af the picture plane. This

same technique is suggested in Christods ri
slightly at the heel. The feet are flush with the bottom of the tomb, where Holbein has

inscribed tle completion date of the painting and his initials.

The interior of a closed coffin would obviously be completely darkened, but
Holbein cleverly has included distinct references to light. For example, the interior side
of Christods f e edaredliminatéddfigueer5.6)eThd sansernentralized
beam of | i ght pr osgationssglayisg angiuraldight acress ldiss mi d
abdomen. The light maintains roughly a thifitye to forty-degree angle from the base of
t he t omb a tohichim, with méreslight ap@earing at the base of the coffin.
The suggestion of movement of the |l ight | e
neck adds to the unfolding drama. The divi
evident and ieates a particularly jarring effect. As Lorne Campbell notes, the
demarcation of | ight at Chr i dotséparadtheaw cr eat
body even more by bifurcating the treatment of the head from the remainder of the
body®Holbeinhas ncl uded no outward signs of decay
hands, face, or feet wherever the |l ight to

paintngdr aws f ocus to the parts of Christds bo

9 Lorne Campbell, review dflolbein: The Paintings of Hans Holbein the Younger, Complete
Edition, by John Rowland®urlington Magazind 28, no. 5 (1986): 14%1.
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Passion, with théess notable treatment of the wound at his side and only slight

suggestion of abrasions from a crown of thorns.

Vi ewer s 0 DeadGhristcrystallize along specific spectra. First, the
sheer mortality and blunt depiction of death are tied tdahjgr test of faith by creating
doubt in the I|Iikelihood or possibility of
this ongoing view as both an afoted crisis of faith and as a direct exploration of
Christbés humanity, nguish, cogpassibntheneamotiorssamlt i on s
temptations of whi c?Mor€ thania setlectibhiomtheerriotal par t oo
decay of Chri st és b oislestablishathetvecemdhe viewarand c onn e

subject, positioning Christ as not omhemento mri, but also as empathic prototype.

Holbein and Navigating Death through the Reformation

Ho | b ©ead Ghsisthematizes novel interpretations of death that illustrate the
triumph of painting and emergent theologies within the Northern Renaissance and
Reformation. His career spaasross the first half of the sixteenth century, employed the
use ofdisparate media artdok place in significant reforfmocations in western Europe
and may have served as a bridge across artistic traditions to accompany steftsng
audiences. Hol beinbés career usually is des
development, each situated along specific geographical locations: his artistic formation in
Augsburg (1497 or 1498519), training and working under his fattaad brother, also

formidable painters; his activities in Basel when he painte®#s& Christ(1519 1526);

220l ga Meer son, il v ehrgtRigen esnChristiNof ib s é'me,Skavid and
East European Journd9, no. 2 (1995): 20Q.3.
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his first English period and subsequent return to Basel (1%32); and his second

English period (15321543), when he left Basel in iconocladticoes for a more stable

and promising career back in England, where he finally earned a position at the English
court?Hi st ori ographically, Hol beinds wor ks ha
Netherlandish and Germanic artistic traditions, ontwared, and as rudimentary

digestions of Italian ones, on the otfer.

Pierre Coulanjon has argued that Hol bei
only a strong break from his father and br
synthesis of earlieeligious and secular traditions, all culminating in a novel humanist
approach to painting characteristic of the Northern Renais8aHoe.l bei nés wor k i
underscored by a focus on mimesis and naturalism, prompting his contemporaries to
remar k: it séqd pcturesvnatpérfectly resemble life? Behold this work by
Hol bei nés #mhoskradaion lofdumnisin, naturalism, and portraidure
Hol bei nds s pe ciddarmmarks Holbeiaas @ catlyst far thg ahanging s

ideological and soctartistic patterns that were sweeping across Europe in the early

21 Campbell Paintings of Hans Holbei 49 51.

2The trajectory of Holbeinoés work ®ihelan extensi

Pinder , fAJdydreaad das Edde der altdeutschen Kunst, vom Wesen und Werden deustcher

F o r mé&easchithtliche Betrachtungef@ologne: E. A. Seeman, 19518 30.Ho | bei nds hi stori c
connection to Italy is describénl Jean RousseaHlians HolbeinParis:Lbr ar i e do6Art, ,Jul es R
70.

BSee Pierre Co uleuaGahiersre la Feidtod? me. 183 (19851985): 1012.

“fACernere vis, hospes, simulacra similFlomma vi vi
Nicolas Bourbon (1503154950) French poet and member of King Henry VIII, quoted in Alfred
WoltmannAi Hi st ori arum veteris t es,0 ahhulbentund sein@eit fLapzigg ad vi vu
E. A. Seemann, 1846), 1.7Phe phrase iganslatedwith its historyin Stephanie Buc , iHans Hol bei n:
Portraitist ofHahstHelbeR thenYounges a7td®43,6ds.iStephanie Buck and
Jochen Sander (Zwolle, Netherlands: Royal Cabinet of Paintifteysritshuis/Waanders Publishers, 2003)
117 36, at33.
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sixteenth centurfAs Larry Silver summari zes, Hol bei
experiences distinguish him from his German contemporaries and positioned him in a
uniguely entrepreneial position?Ov er al | , Hol beinds prolific
styles, and scale, with highly regarded paintings, prints, drawings, and miniatures all

being par of his eclectic artistic trajectory. By leaving Basel largely to escape the limits

on his caeer posed by radical reformers and iconoclasts, and by practicing as a

successful artist in England and Germany, two locations also deeply affected by reformist
thought, Holbein provides a unique opportunity to analyze and reconsider how he created
worksthat could sustain interpretations from viewers on both sides of the religious

divide, includingThe Dead Christ

Hol beinds relationship with the Refor ma
situated along a shared axis of growing theological debatesunding the Reformation.
Additionally, his career was underscored by changing sadioral and theological
contemplations about the role of the artist in religious contexts. Beyond a conceptual
consideration, Hol bei n @rsof apovotdd shitfromo st akes
sculpture and relief to painting as the medium best suited for the creation of convincingly
absorptive and mental images, especially of topics that are illusory like depictions of the
afterlife or interior of a buried coffin. Thdevelopment is particularly significant, as the

medium of paint not only became dominant throughout Europe during this period that

25 Holbein was partiularly affected by shifts toward Renaissance humanism from earlier portrait
traditions in Europe, which did not prioritize visu
CounterPor trait in Hol bein's @&ThHeAtBElatimd7|ng. 3 (@005)A84 Thomas
506.

26 Larry Silver, review ofAlbrecht Altdorfer in seiner Zeit: Religiose und profane Themen in der
Kunst um 150@y Thomas NolThe Sixteenth Century Jourr@f, no. 4 (2006): 115658
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also witnessed the conceptual dissolution or dismantling of the altarpiece, but also
represented new implications in th@ging image debates, including the more radical

activities of iconoclasm of the sorts that took place in Basel in 1528 and likely
necessitated Hol beinds departure to find m

additional work in the realm of printrking.>

This transition is specifically relevan
to representation, readily explored by Jeanne Nuechterlein. She posits that Holbein opted
to represent images in a séshioned manner, positioning himself asithentor of the
image, as opposed to his religious imagery or portraiture in which he created a
simulacrun?® This dichotomy between authorial style versus passive description or
replicationis suggestedy Nuechterlairas a hallmark of the categorical dimons
between the artistic invention of images compared to the reconstitution of a particular
vision, that is, of things seen in the world. Moreover, this praxis suggests a means to
understanding how Holbein wrestled with the details of affective veligide, while
al so considering the implications of the a
the ongoing debate about the function of t
suggests that Holbein consciously employed them [inventionassezsonstruction of

images] either in isolation or combination, to comment on the nature of the visible world

2’Chri stopher 3. Pwocohde,r faMidc tahee Fat e of the Altar
Resl5 (Spring 1988): 89104; Amy PowellDepositions: Scenes from the Late Medieval Church and the
Modern MuseuniCambridge. MA°  Zone Books, 2012); and Marandh H. Loh
Technologies of the New in Early Modern It@inNovitaddas 6 Neued i n ,TheorienKunst um
Mythen, Pratikeneds. Ulrich Pfisterer and Gabriele Wimbdakunich: Diaphanes, 2011), 2681.

28 Jeanne Nuechterleifiranslating Nature into ArtHolbein, the Reformation, and Renaissance
Rhetoric(University Park PA: Pennsylvania State University Press, 2011)) 547
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A

and the artistodos rol eHiohbeomdsni ¢ dtei wg st Ipir

epicenter of these theological and artistic quagmires

Similarly, Hol bfamagepreblemthat woalchbeamd o t he
iconoclasmmay have been inflected by his contacts with the humanist Erasmus of
Rotterdam, of whom he painted multiple portraits, works that were completed in the
throes of debate alt the function of images within civic and religious ff&.he very
function of painting caused Erasmus distress as he found it to be problematically aligned
with the principles of Christianity, namely that images may distract viewers from the
meanings bscripture®l n t hat regard, J¢grgen Ml Ll er sur
[Erasmus] spoke of the dangers that painting holds for the trusting believer: it is the
worship of saints and religious relics that leads to confusing a representation with an
archetp e and causes Christians to &@Ehasemusd a

position suggests the particularly problematic dangers of verisimilitude in paint, and also

22 Susanne Meurereview of Translating Nature into Art: Holbein, the Reformation, and
Renaissance Rhetorioy Jeanne Nuechteite Renaissance Quarterfs, no. 2 Summer2012): 55152.

30 This relationship between Holbein and Erasmus is explore@dnsReinhardtfi £Er as me er son
Portraitist Hans Holbein le Jeupén L 6 Hu ma ni s me Al 1540mel X\dllemg Cbllo@ui@®
Internationale de Tour®aris: Vrin, 1979 53750. Hol bei nés association with
his 1ife, with hi s Praidehnd&dlyomplated when HolbeinwasEeveneanwrs 6
eighteen years old. See Erika Michddlhe Legacyo f Hol bei n' s 6dGetdrs hldbeimr ei cht ur
Paintings, Prints and ReceptidrStudies in the History of Ar€Center for Advanced Study in the Visual
Arts Symposium Papers XXXWls. Mark RoskilandJohn Oliver HangWashington D. C.: National
Gallery of Art, 2001):226/ 46.

Sl'Er win Panofsky, @ Er a3umnalsofteeWdrburgramed Couitaalld al Art s, o
Institutes32 (1969): 20027.

2J¢rgen Ml ler, AThe Eye of t hireHa#sHoldein:it : Hans Ho
Paintings, Prints andReceptiod Studies in the History of Ar€Center for Advanced Study in the Visual
Arts Symposium Papers XXXMls. Mark RoskilandJohn Oliver HangWashington D. C.: National
Gallery of Art, 2001) 140/ 53.
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is a statement concerning the function and visuality of appearakesmsiffrom Bild and
ontology, a concept further explored by Hans Belting and Thomas Dunlap who noted
differences between the appearance and reception of the image versus the elements of its

actual content®

Print®d a medium wholly unconducive to verisimilitudleyaveHolbein a
relatively safe outlet to explore these issues about the problem of representation and the
role of images, if not religious ones, in public and civic life, key artistic issues at stake
during the Reformation. Namely, his woodcut cycl@mftures of Death designed by
1526 but not published until 1538, plegtwith theTotentanzor Deat hés Dance,
tradition3* As Kathi MeyerBaere x p | a i skeleton is Thé leader andimended to
represent death.... The figure is usually leading his pagtnetly very seldom is he in
lively action, almost never is he dancingfighting with his partnet® Images ofa
peacefuldeath and reactions to it underscored the ideologies of the Reformation, with a
host of Basebased artists exploring the connectibRor exampleThe Ship of Foolby
Sebastian Branpublished in Basel in 1494, had already been exploring pervasive

characteristics in the depiction of Death that emblematized the skeletal presence and

33 See Hans Belting and Thomas Dunlags.,An Anthropology of Images: Picture, Medium,
Body(Princeton: Princeton University Press, 2011), esp884

3 Ho | b eicturds 8f Deatlis cataloged akes Simulachres ez Historiees Faces de la Mor,
aurantv elegammen! pourtraictes, que arztficiellermaginees, A Lyon: Soubz I'escu de Coloigne.
Excudebant Lugduni Melchior et Gaspar Trechsel Fratres, 1538, B ivV C ir, C iV, Bi@xpont Morgan
Library.)

35 Kathi Meyer-Baer,Music of the Spheres and the Dance of Death: Studies in Musical Iconology
(Princeton: Princeton University Press, 197209

36 For an exploration of exploration between public perceptions of death and the Reformation and

how the two are explored through Basel based artists, see Alfred Ber&i@tdd,t | 6 Eur ope: Une H
Culturelle (LausanneSwitzerland:Payot, 1990).
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costuming® In fact, one could argue thatthefoand i on f or Hol bei nés o
elaborations on death and his characterization of its role within the Reformation was

likely established well before the publishing of hismdted depictions of Death in

Pictures of Deathin working through his designerfthePictures of Deatlin the early

1520s, Hol beinbés characterization of death

broad and anonymous audience, around the time dd¢hd Chrisb s cr eat i on. As

Parshall summarizes:

[Holbein] matured in golitical and religious climate that by 1525, when the

designs for the Pictures of Death were probably completed, lay on the threshold of
what the historian Donald Kelley has te
Kelley means a Europe driven by patad beliefs and rapidly moving beyond a

point of conciliation or the reasonable exchange of opinion. Basel's liberal

humanist community centered around its active, internationally connected

printing industry, which had already begun to serve Lutherandsts by 1528

This conclusion positions Holbein not only as being fundamentally affected by
Reformation debates and divisions, but also as working in the very nexus of disparate
theological and political thoughts in Basel, a situation that was mirconeag his earlier

time in Augsburg prior to 1513.

SFor more information on the proliferation of i
ongoing legacy, se€hristianeHertel,fiDis/Continuities in Dresd€r Dances of Death®he Art Bulletin
82, no. 1 (R00): 83116

Peter Par shafbsl ,6Pitkaus eHlanodobebdrePaintihgs, ®rints,rand
Receptiod Studies in the History of Ar€Center for Advanced Study in the Visual Arts Symposium Papers
XXXVII, ed Mark RoskilandJohn Oliver Had (Washington D. C.: National Gallery of Art, 20082 95,
at 83

®Katharine Baetjer, @A PBulletmoathetDettiyinstiutelobAsts n t h e
57, no. 1 (1979); 229, esp. 24
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Ho | b ®icturgs of Deatlyarnered attentiothroughout Europbeyond the public

response toward tHeead Christ!® Death is portrayed as culling souls regardless of

social station, effortlessly thwamg powerful regimes (figure 5.7) or assisting mortals

with their final labors (figure 5.8). Though in a completely different way fronDied

Christt Ho | RicturesiodpBeatwvoodcut s make room for the v
to complete the meaningd the work? By positioning Death as perpetually extant and
omnipresent while moving across a wide swath of people, Holbein invited the viewer to

see death as a constant presence in |ife,
ideology that teteredthe Resurrection to that certaint3/Although Holbein incorporated

several of these same themes of representation into his earlier woilReath€hrist

exemplifies a complex shift in execution and more demands on the viewer to contemplate
mortality Hol bei n6és work resonates anew if we co
painted extension of the transi phenomenon
verifiable new form of transi has not yet been considered, nor has its links to Basel as a

center for iconoclastic concerns about matter and medium

40 For information regarding the public reactiontoH bei nds Pictures of Death
D a v iHslhein'$iPictures of Death and the Reformation at LydBiidies in the Renaissan@€1956)
97i 130, esp. 10407.

41 1bid, 85 86.For a summary of the extensive literature on the series, see Seephak,
Al nternational Exchange: Hol bei n &ansHolben Crossroads
Paintings, Prints, and ReceptidrStudies in the History of Art: Center for Advanced Study in the Visual
Arts Symposium Papers XXX\ts. Mark Roskiland John Oliver Hand (Washington D. C.: National
Gallery of Art, 2001)p4i 71, esp. 54.

2K. J. Wilson, f@dMore and HdhelSigtéenth Cefturyeloutrigha gi nat i
no. 1 (1976)51i 58.
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The Ontological Turn of The Dead Christ and its Legacy

One might well envision Hol beinds work w
renderingnot only of Christ and an anonymous corpse, but also geetlenification of
Death within a | arger theological trajecto
conventions of Renaissance portraiture at this time, in a desire for visual likeness and
descriptive detail, introduces new perspectives, ones that as Semeyer has
suggested, fAdoédsocial work, 6 and that 1in
the portrait O0gives order and est &As i shes
the Reformation continued to take hold throughout Europe, asielavation of
memorials and tombs also occurred. The alterations in graves and their purpose within
the larger sphere of sacred spaces was noted by Paul Binski, who differentiated between
the construction of tombs and their larger theological functioteasests of sacred
spacé*Bi nski 6s work suggests that tomb constr
underscored by a belief in an ongoing dialogue of mutual and transactional obligation
between the living and the dead. A series of religious and-sattiral elements events

were heralds for this growing art historical movement.

Holbeinhas beetypically regarded as one of the leading portraitists of the
Northern Renaissand® both his contemporaries and current day schadansaster in

the handling of ib paint to achieve naturalistic effecfhe naturalism ohis Dead

43 Nancy S. Struevergviewof Translating Naturerito Art; Holbein, the Reformation, and
Renaissance Rhetory Jeanne NuechterleiRhetorica: A Journal of the History of Rheto80, no. 1
(2012): 10204, esp. 102.

44 Binski, Medieval Death14i 22; 70 122.

45 Buck, Hans Holbein 5, 11.
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Christhas been characterized in deeply personal tdpetsils of bodily internal

hemorrhaging and decay are immediately evident upon viewing it, and the effect is

jarring. A link to eatier stylesof artistic representatiomas been suggested in other works

by Holbein, particularly in situating himself in direct artistic lineage with early

Net herl andish painting, namely in Van Eyck
by a master of oil paint and erasure of traces of the hand in the form of brushstfokes.

In particular, thedead Christhas been referred to as an audacious transformation of the

theme of Entombmerff The pai nt i n ggasitsugoests the intdriorofg e r

claustrophobic coffin with the jarring and all too evident effects of death.

Wi t h Ch ropeneddnsuthhaakkw eyes, and facial expressions, Holbein
creates a complex visage of individual and universal experience. As Jeanette Kohl and
Dominic Olatuproposei [ T] he bel i ef -makingathaverlepsnttend | mag
face. The face as a higlensity system of physically operating sensory signals and their
finely tuned choreography represents the person more than anything else. Often enough
we thinko f a f a c e*®Thisfacial theanirtghoweyer,ds beyond mere
recognitonout i s instead, as Maria A. Loh concl

into data through significance and subijectification. These faces reterritorialise the bodies

46 For an explaation of other works that parallel the incorporation of a Van Eyckian tradition,
particularly in consideration of Holbeinbés 6é6Sol ot hu
L o n d 8urlingbon Magazine 49, no. 1246 (2007): 581.

47 0n aspects of ptnaying the Entombmentese Jochen Sander, fAThe Dar mst
theGe nesi s o PanHeoll bfeoirn 8Jsa k o b NemgyHvolbeinuhsYodrayer 24071%543] n
eds. Stephanie B4and Jochen Sander (Zwolle, Netherlands: Royal Cabinet of Paintings
Mauritshuis/Waanders Publishers, 20@%,4 5. For reacti ons TheBoddofthd ei nbds wi
Dead Christinthe Tomp 152 1) in particular, consult the seminal
Melancholic Imaginary new formation8 (Winter, 1987)5i 18, esp. 5 and 124.

48 Jeanette Kohl and Dominic OlariEin Face Seven Essays on the Human Face, Special Issue of
Kritische BerichtgMarburg, Germany: Jonas, 2012), 3.
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attack d t o them €& which in turn naturalises t
s i mi | af The ecummarscal and liturgical functionldfo | bei ndmnbeai nt i ng
considered by positioning the body of Christ not as a simultaneous effigy and aatransi

cadaver not of stone but of paint, caught in limbo between death and resurrection,

between individual identity and universal experience.

Chri st 6s mo rthreughithte gepictisn ofshis tortused bealyd seems
impossible to overcome. The pnase of the lifeaffirming blood of Jesus Christ, so
readily provided to humankind as a saving balm in myriad artistic depicisomese
coagulated and festered, an apparently all too lifeless thing. The decaying body that had
been suggested through tsasculptures instead bore a verisimilitude that méudine
rot of septic and decomposing flesh. The contradictodmepresentations of corpsegh

earlier depictions of the dead are pronounced. Contrary to the vibrant images painted

abovethetran@f Al i ce de | a Pole, Holbein opted t
the hues of gangrenous rigor mortis. The
and the curves of pristine alabaster in Al

response fnm the viewer, mollifying the shock of death. Polychromy and gilding act in
Henry Chichel ebs t omb aslimensiona epresentationod u g me n
the human body and its costuming. The dur a
epitaphs an also be contrasted with the cerebral and illusory images afforded by oil

paint, a medium which itself is built up slowly in translucent layers.Oédwd Christis

jarring in its removal of these discreet suggestions of visual euphemisms, a viewing made

®Loh, fARenaissance Faciality, o 349.
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only more powerful by its subject matter. The intense reception that is afforded by oill
paint is not apparent in these earlier examples, and the odious experience of sensing

rottenness is nasfully envisioned in the other examples of death.

The visualexperience is also kinetically different when a viedver  lemcidches
memorial stones or a tomb, all the while noting unique images at each turn. In both Henry
Chichele and Alice de | a Polebds tombs, t
familial or clerical power, attended by realms of saints and angels sculpted alongside the
effigy. Similarly, the viewer experiences the &asliefs of the Fugger memorial stones
from different angles, facilitating a conceptual completion of the carved images a6 pa
the nearby celebration of the l&firming Eucharist. In the case of tBead Christ
Holbein forces the viewer tmentallycomplete the horrific image of the emaciated body
of the Divine in a roughly hewn coffin, solitary in its demonstrationotigh the twe
di mensional surface of Hol beinds work, t
of Christds wounds while also imagining
the presentation by Holbein of Christ still within a narrow sarcophbgars additional

implications about the moment we are witnessing of an utterly dead corpse dncased

h e

he

t h

stone And yet, as we shall see, that moment

i magination, freeing and cl| eamestboomg Chri sto

As Joseph Koerner explainsTime Reformation of the Imagetymologically
linked to the Germanic ter®arg or coffin, the sarcophagus of a tomb can be interpreted

as an extension of the altar, a work made of stone since at least the time of

142



Charlemagné?’Chi chel eds t oeprésentatioh & & sarsophagus, aldng with

the stratification of heavenly figures and allusions to death, and the combination of

sculpture and polychrome entice the viewer through a suggestion of kinetic @ed tact
sensati ons . -Bartdaieof 1IBQH oelrbdesi nSoesl fpai nti ng and t
solicitsmay be seeasentombmenportraits, having implications for theology,

representation, the status of a work of art, and larger questions of ontology. The

underlying and historical premise of art and its creatiamies with it distinct

ramifications and conclusions about a state of being, including suppositions related to the
experience of the hermeneutic aesthetic. As philosopher Hans George Gadames,explain

art invites a unique language as a form of communication and conversation, one based on

a historical dialogue that is only reified through painting:

[T]he work of art is handed on in the same sense as our literary sources are. At
any rate, it speaks honly as remnants of the past speak to the historical
investigator or as do historical documents that render something permanent. What
we are calling the language of the work of art, for the sake of which the work is
preserved and handed on, is the laigguide work of art itself speaks, whether it

is linguistic in nature or not. The work of art says something to the historian: it
says something to each person as if it were said especially to him, as something
present and contemporaneous. Thus, our taskuederstand the meaning of

what it says and to make it clear to ourselves and others.

The conversation that art initiates suggests a manifestation of language, with

communication being able to be manipulated through linguistic nteé@hs dialogue

50 See KoernerReformation of the Imag&83.

lSeeHansseor g Gadamer , i Aest m@heCaninentanAdsthetiesr maneut i c
Reader2nd al., ed. Clive Cazeaux (New York: Routledge, 2011),i8%l at 184.

2A critigue of Gadamer 6s work i s tandimmagdse f ocuse
with very little regard to the association between the two in anyEuwapean cultural tradition. The
tenuous relationship between language and meaning, as well as between image and representation, is not
confined solely to western art, delspg s ever al of Gadamer 6s examples and
explanation of the link between language and meaning in contemporary Eastern art, see Bing Xu, Joseph
Thompson, Jesse Robert Coffino, Delissa Handoko, Paulette Wein, Xuan Sheng, andudagsach
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bemmes complex and potentially problematic within the confines of religious orthodoxy,
permitting variations of responses or ideas to contemplate that may be antithetical to the
established I exicon of perDReadChristeatidiphtesol ogi ¢

in that debate.

Hol beindéds simultaneous invocation of th
thispaintingi t s dwual function as an appeal to hu
while simultaneously suggesting corporeal décagllapses theichotomy between the
destruction and redemption of the collective human body. In this way, Holbein showcases
the destruction of corporeality alongsi de
entombment and its function within the milieu of Christia@oldgy, representing one of
the more complicated wor ks ,faclitatadduringgpf Hol be
tenuous and shifting ideological and ontological landscdpge Herklotz summarized
events leading into thi#fteenth centuryas emblematiof this recategorization of the
association between the living and the dead, conclupan®fthe larger discussion
about the role of the liturgy and clertfE x t e ndi ng Bi nski 6s c¢cl ai m,
graves into churches, the rise in monastic pronsior the dead, the privatization of
funerary liturgy, and the prolific amount of effigies and portraits of the dead during the
early sixteenth century all suggest a reconceptualization of death and the Resurrection in

the late medieval pericd

Museum of Contemporary ArKu Bing: PhoeniXNorth Adams, MA: Massachusetts Museum of
Contemporary Art, 2015).

53 Ingo Herklotz, review ofMedieval Death: Ritual and Representatitny Paul BinskiSpeculum
73, no. 3 (1998): 8a4.1.

54 Binski, Medieval Death142.

144



By representing a deceased person as occupying multiple conceptual and
theological spaces, artigtspresentethe soul as possessing uniquely active properties
that actively and effectively crossed temporal boundaries and dimensions. Fred Paxton
reiterates this@nt about death and remembrance by suggesting that corporeality, in
particular the presentation of a corpse, is an illusory representation of theSeeing
the representation of the corpse as a sign or invitation for dialogue, Paxton and Binski
suggesthat medieval tombs invited discussions about selfhood while simultaneously
positioning the soul as ambivalently related to both the living and the dead in an intricate
balance. This point is furthered by visual theorist Griselda Pollock, who notéxythat
creating a corpse, fAHol bf@rmhnameayshe poasibiiiyge d t o
of meaning anddeathi the erasure or end of meaning, Am#ingi by means of the
di smal palett®WhehhasHdéepkeonéd. ¢ sticant i ng, t
therefore be interpreted as suspended between representing the decay of the human body

and its revitalization, a similar fate that was believed to befall the soul itself.

Brian Repsher encapsul ates this movemen
reordering of the fisensitive bo°lThedanbi es bet
was instrumental in representing and evoking a dialogue with a deceased person. The

liturgy and prayers played a vital role in the potential collective agency of the

%5 Fred Paxtonteviewof Medieval Death: Ritual and RepresentationPaul Binskj The
Catholic Historical Review4, no. 1 (1998): 156.

%Gr i sel da Pvissimgwi(Wness:iMbritoeFascinanceand theUnguardedntimacy
of BeingDe a dloumal of Visual Art Practic&6,no.3 (2017) 265 96; emphasis in original.

57 Binski, Medieval Death12.
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coomemor ation of the dead, a point advanced
findings®l n particul ar, she contends that Binsk
living and the dead substantiates the importance of seeing tombs as serving a vital
communicative and instrumental role, one that should be considered at a similar, if not
greater, |l evel to that of the aesthetic va
about the role of beneficent saints serving to intercede for both ihg &md dead is
suggestedhrough the presentation of vivacity in the effigy and the desiccating features

of decay through the tranSimilarly, tombs underscore a fundamental shift in the

perception of individuality versus collective responses to destimemory.

What happens i f w®&ead@hdsevithsrthawisdal whdrddlofb e i n 6 s
sixteenthcentury viewers trained in viewing transi tombs and understanding the blurred
demarcations between individual and collective responses to dying, betieeasspf
life and death? Any resultant separation between the seemingly contradictory spheres of
|l ife and death is contested, a conclusi on
Temporal boundaries are dissolved as the affirmation of an immouabstside the
earthly decay of the corpse is presented as being malleable. Simply, the line between
mortal corporeality and i mmortality is ten
impending resurrection. The grossly discolored skin tones dfahds and feet embody
lifelessness, a finding augmented through the powerful verisimilitude of painting.
Simultaneously, however, Hol beinds incorpo

of light across the body suggests the possibility of a revitaizaf life within the dead

58 See Janet Burtomeviewof Medieval Death: Ritual and RepresentationPaul Binski,The
English Historical Revievt13, no. 451 (298): 420 21.
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materiality of the corpse. The soul 6s pres
temporality of death is being reconsidered, contested, and potentially suspended. The
fleshy hues on portions of the body suggest that biglafinitely and fully a mere

corpse, but the lifelessness of the image creates a vision of finality.

Contrary to many earlier depictions of the Dead Christ, Holbein does not include
any references to t he innndi¢catorfomite painsassaciatedChr i s
with his death. For example, there are no physical indications of a crown of thorns, nails,
or spear. Instead, Holbein has removed any indicator of metaphysical mysticism and
physical torture, as well as narrative. Sociologist Jodrhte summarizes this depiction
as one based on agony, with the torture and corporeal destruction associated with the
Passio®®Lecht e notes that Hol beinds rendering
of the Resurrection has been nullified. This iptetationreiterates the claim thdhe
Dead Christis incontrovertibly an image of a corpse, the promise of immortality seeming
so distant and unlikel§?.The viewer of the painting is forced to consider death as a
fundamentally nihilistic, if not omniprest, force. As Oskar Batschmann and Pascal
Griener obserPctardsoiDeathipt ppéendsal ogue bet wee
as it is staged in the traditionbbtentanzas been modified. The image is instead

intended for the reader and the beholdd must reckon with the unexpected

®Lechteds position is on the use of graphic vio
conceptualization of being. He also posits that art is tethered to theological experiences, stemming at least
to the Byzantine erd heseintersectionare explained in John Lechté@Beyond theOntology of the
Ima g eERher/And (2013)accessed on January 22, 2019. http://hdl.handle.net/1959.14/281184.

0John Lechte, AKristeva arBdtishdauind ef Aastheticornb.i st o f
4 (1990): 34250, esp.342.
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interruption of De a*tWhileiDeath oPicturesaf Deatle ver yday
primarily overtakes his forthcoming victims with a personal touch, he is instead made all
the more powerful in thBead Christby beingpresent without being visible, forcing a

dialogue in novel directions and directly confronting the viefter.

Similarly, the presentation of the body suggests a study in a monattrom
rendering of death. Walter Uberwasser found that the coloration bbthg particularly
when compared with other similar works by Grinewald and by¢ho | bei nds f at he
lacks coloration and expressiveness, surmising that the palate of hues and bodily
expression was more limitédlUberwasser also concluded that the distogiof the
head, feet, and hands further a late medieval approach, perhaps a deliberate stylistic
anachronism to heighten the emotive effects and impact of viewing. While other images
of the dead Christ suggest thbéeimési dalpi lct
|l eaves the viewer without a herpansdendént r esol u
mortal e%Ppleiiempglei.®ati on of Chri stds appar e
not only suggests an alternative interpretation or orient&ditime promise of the

Resurrecti on, but al so to the foundation o

61 Batschmann and Griendiplbein Revised and Expande8l7. See this ideechoed by Parshall,
iHans ®&oloPaicrt ur e §950f Death, 60 82

52t is also possible to interpret Death as a guide or even an amicable assiBianirés of

Deathas noted iDeath and the Plowman whi ch features a farmer tilling
helpful hand.
BWal ter ! berwasser, f@Hol b®Stuenzar®instdes Ohesheinsn der

Festschrift fir Werner NoadiCongance and Freiburg: Rombach, 195825 30.

64| echte,Kristeva and Holbein342.
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A Novel Memento Mori Re-Reading the Dead Christ as a Transi Figure

A potenti al i nt eDeadrCaristas tsimuwtaneouosty effiypdnd e i n 6 s
transi raises plalsophical and theological questions about the relationship of the body to
the soul.Thomas Aquinasl@25 1274, had tried to resolve that question by arguing that
the body and the soul were inherently dichotomous, distinct entities, with the body
understod to encasethesollHi s vi ew represents an altern;
of hylomorphism, which predated Christianity but nonetheless had enduring implications
for Christian ideas about the body as a physical extension of the sestdnce
hylomorphismi s Ain terms of its matter, understo
under st ood as & Arstotle deceloged és cantentian fihyloynorghism
not in relation to human beings specifically, but rather to the form and daratti
materiality in total, seeing a common experience within all living orgarfis&s.i st ot | e 6 s
and Aquinaso0 views were not resolved, as ¢
because of reéwrt ends 0eplanaidnandefisn & as a form
that predates a particular material construction and that exists outside of, but also

through, a materialized natuieSome sixteenteentury viewerd including one of the

For more on Aquinasdé explanation of materialit
hylomorphismin his bookDe Animasee Jeffrey E. BroweAquinas's Ontologgf the Material World:
Change, Hylomorphism, and Material ObjefBxford: Oxford University Press, 2014).

%Mar k Johnst on, Thé BbyrhabofiRhitogophi08 no, 12 (2006): 65P98, at
658.

67 Aristotle presented his contentions on hylomasphin a series of writings, but a helpful
synthesis is presented in William Jaworsiiructure and the Metaphysics of Mind: How Hylomorphism
Solves the Mindbody Problenm{Oxford: Oxford University Press, 2016).

8Siyi Chen, AThe Piisooitl goAr @oine EioSa.déHAI omor ph
(2016): 42143, esp. 421.
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presumed primary viewers, the humanist Basilius Amei®anhy have uderstood the

Dead Christas participating in ongoing debates about how the constitution of matter
intersected with the ephemeral, particular
presents some of these concerns and unresolved debates by pgsitierbindy of Christ

as emblematic of humanityds mortality with

death.

Through hylomorphism, the physicality of the body is seen as an extension of the
soul, with the form of the soul being synonymous withthedby 6 s mat t er i n t h
that wax and its form are congruéhtThe split between the body and the soul, an oft
noted consideration of tranwimbs, isvisuallyr@r i ent ed i n t Deadcase o
Christ®*Ho |l bei nds wor k s udaigqhefiniages &thensowmotlasa nt er pr
small homunculus, nor as the pristine and undefiled bodies of saints elevated to heavenly
realms, both of which stand in stark contrast to the degeneration emblematized by transi
t ombs. Il nstead, H the ilnage ofi tbessoulaadrbkdy into ond form,e s
with the promise of the Resurrection and the grisly pall of death occurring
simultaneousl y. By assuming that the corps
indeed have been understood by some viewers a®mbngphic presentation of the soul,

the dialogue between the dead and the living, or even between the soul in Purgatory and

59The wax and its form analogy has been partial to the explanation of hylomorphism since its
creation, with allusion occurring cbSedkéndallA Ari stotl e
Fisher,iThomas Aquinas oRlylomorphism and thén-actPrinciple, British Journal for the History of
Philosophy25, no.6 (2017):1053 72, esp. 105854.

O For a consideration of the tranisinb as a display of decay and the immutabditynatter, see
Binski, Medieval Death149.
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Eternity, emerges in a new light. States of being are conflated and subsequently open

guestions about the death of the body as aneidn of the soul.

Ideas about the foundation and constitution of matter, including attributes of the
body, underwent dramatic shifts during Hol
lectures of Swiss medical doctor and professor Theophrastus vonhéatme commonly
known as Paracelsus (1493 or 149841). Paracelsus posited both anatomical and
theological conclusions about the constitution of the body and nature of tBersaurly
that physical mass is separated into the planes of material versumkpxistence, with
humans being a combination of both elements, effectively augmenting Aristotelian matter
theory’* Paracelsus theorized that the body and the remainder of the natural world were
comprised of four basic ontological components includnegalemental, sidereal,
immortal bodies, and the soldlThese constructs, often recast as corporeal body, spirit,

and divine soul, equated with the nature of the Triune God, a preternatufatdege

present throughout the worléiThis presence was perpea | as nall matter
degree of this Trinitarian |ife forceé fro

“"Wal ter Pagel, fAThe PAnibix0e(1961x 11¥35;randMbssifcaluigic el s u s,
Bi anchi, AThe Vi:Firmime Ad td etmlye tAdaneRiyanc @Herissryuirsthed i n

Sixteenth and Semteenth Centuriegds. Piyo Rattansi and Antonio Clericuzio (Dordreblgtherlands
Kluwer, 1994), 1750.

2See Daniel Dane Thoi,Par acel sus on Baptism and the Acquir
ParacelsianMoments: Science, Medicine, and Astrologfarly Modern Europeeds. Gerhild Scholz
Williams and Charles D. Gunnoe, Jr. (Kirksville, MO: Sixteenth Century Journal Publishers, Inc., 2002),
116 34.

SeeH.C.ErikMi del fort. #AThe Anthropol ogio&redtiur Root s of

und Kosnos: Internationale Beitrdge zur ParacelsusforschuedjRosemarie Dilg-rank(New York:
Gustav Fischer Verlag, 19867 77.
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a n g é*He podted that all matter was a combination of these disparate elements that
merely shifted in ratio across time, but that wdveags imbued with the manifested
presence of the Divine, extending debates about the corporeality of the body and the
composition of the souf These conclusions posited that the body was imbued with

formed by multiple and comingling attributes, existingn interpolated manner.

While Aquinas, Aristotle, and Paracelsus were apt to suggest that the body and
soul were conjoined and mutually bounded through shared space, Holbein extends that
premise by synthesizing a living soul with inert corporeal mattbile also suggesting
that the Resurrection is a vital component
represents an interpolation of vivacity, a rotting corpse, and an eternal soul into one
singular entity as with the stratification of atransitomthbe pr ogr essi on of C
reconstitution is an inherent element of this depiction. As the light painted at the base of
Christbés feet progresses from his tortuous
visage, reanimation and Resurrection awaits irb#iance. This lifdbearing light
emanates from outside the tomb but is supernatural light, because its presence is a
physical impossibility in a lightlefying crypt or in the complete darkness of encased soil.
Holbein effectively eliminates these stricsras light appears to emanate from both
above and through Christdés body, suggestin
becoming healed and the body reanimated through both external and internal means. The

decay and fallibility of flesh, previouslytsstically signified by a decomposing transi and

74 Katherine EggertDisknowledge: Literature, Alchemy, and the End of Humanism in
Renaissance Englan(@®hiladelphia: Universitpf Pennsylvania Press, 2016y .

“Dane Thor Daniel, fdAlnvisithl EGomoeps: oReBhdnkamd
Ambix53, no. 2 (2006): 12042.
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lifelike effigy, would reanimate not through a progression of stratified tiers but
simultaneously as a unified phenomenon, conjoining soul, body, and Resurrection

together.

Holbein represented the salvatioivedemption and the mortality of flesh
concurrently in one body and image, as if a kind of conflation or compression of the
separate strata previously designated to a transi tomb. Holbein can be seen extending the
ethos of transi tombs and translatihghto another medium, with the living body of the
portrait effigy, the rotting corpse of the transi, and the unviewable bodily remains
becoming synthesized into one image. What had been a depiction of the dead through a
threedimensional sculpture was nawmatter of an optic and conceptual image of the
interior of a sealed tondbreally an impossible viedv a view only achieved through the
illusory qualities of paint. Expanding beyond the physicality of sculpture, be that of a
life-size effigy, as with HenrZhichele and Alice de la Pole, or through the narrow
depths of a basrelief, as with the Loscher epitaphs for the Fuggers, it is worth
considering the experiential role of painting within the Reformation. Echoing the points
of Joseph Koerner, the commuatiwe function of art shifted during this period, as the
preferred medium changed from stone to pai
makes visible what in preaching is audible.... taken at another level, the medial shift from
saying to showing, ..ttie shift from] word to image articulates the difference between
any medium of transmi ssi ofiThias magectdryhseeven nf or ma

more apparent in relation to portrayals of death.
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Moreover, the repr esentaaigniofesufferingiby Chr i st 0
evoking the ephemeral, presenting evocations of the frailty of life by offsetting feelings
of melancholia and increasing its beauty, even though the image is of a human corpse.
The portrayal of a corpse and sixteen#émtury reactios to it would have been grounded
in viewer responses to the executed body, a point that suggests a different
phenomenological reaction to the corpse of a criminal or the dathimddguingly,
however , Hol ragcreaté arorgizng redponsggrticularly in making the
vi ewer consider Christds human exip®@&atioi ences
Christi. Similarly, Olga Meerson suggests that the painting is not a visual manifesto
against divinity, but rather is instead a guide forre ct ed human behavi or
implicate the reader [i.e., viewer] in the tempting experience of such purely human
emotions as anguish, compassion, and passionate doubts about the possibility of Christ's
resurrectiod the emotions and temptationsofiwk h  Chr i st HiThesel f par
DeadChriss er ves a dwualistic purpose in that nf

best in us and in the world against violence, and, at the same time, an attempt to

6 Koerner,Reformation of the Imagé87.Also,seeBr adl ey James Cavall o, iMa
Immortality: Oil Paintings on Stone and Metal in the 16th and 17th Cengurie$® h D (Teimpls s
University, 2017.

"The perception of the body of Christ as being an extension of the depiction of corpses of an
executed person is noteidonn AtevumadeandBuRegov@EYeicn
Idiot,® The Slavic and East European Jourbdl 2 (2010): 2567 1. Si mi |l arly, Dostoevsk:
and contemporary Leo Tolstoy (182810) explored a shared conclusion about societal reactions to a
crimi nal 8s corpse. See ThemRag&ei Pei sipe dGi@MANgVioni amn f
113,n0.3 (1998): 43648. The implication of the body of the executed and the treatment of the criminal is
also discussed effectively in Michel Foucalliscipline and Punish: The Birth of the Prisdrans.Alan
Sheridan(New York: Pantheon Books, 19738 31. See also Mitchell B. Merbackhe Thief, the Cross,
and the Wheel: Pain and the Spectacle of Punishment in Medieval and RenaissancdGhioaum
University of Chicago Press, 1999)li 40.

8 Meerson/volgin and Holbein 1995.
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authenticate the primacy of the sei$-avisand agai iBdl me ihreds . depi ci
acts as a recollection of loss and suffering, while simultaneously evoking a brief moment

of suspended time toward the portal of death. Holbein depicts Christ as an amalgamation

of different ontological spheres,ibg both living and dead, as well as being

simultaneously in the process of resurrection and decay. This confluence forces the

viewer to consider how death and the Resurrection are not separate moments, existing

instead in a state of chronological limtwo outside TimeBy synthesizing images of

melancholia and exaltation, as well as humanity and divinity, Holbein posits the death

and Resurrection of Jesus Christ as variables that defy the silos of easy temporal
categorizations and definitions. The progies across art forms provoked changing

conclusions about the role of death in quantifying the experience of existence.

Holbein gives Death a characterization that is devotti@fisual artistic motifs,
an object of veneration and reflection, presentesbirow and hope simultaneouiyt
is, in essence, a modern work of art that also marks the death of sculpture. Maria Loh
notes that the medium of sculpture began to give way to an innovative means of
sustaining modern imaginatiofisSuccinctly, shepypwor t s t hat Atradi ti on
theory could have scul pture; b%Goupkdwth e mpor

a shift away from the dimensionality and spaceupying status afforded by sculpture

Al exander Spektor, AFrom Vi ol e dlteldiotimSla@d | enc e :
Review72, no.3 (2013): 55272.

8%Mar tin Bi dbEngulfing Storfmd an@eas of Darkness: ByrémLoveDeath
Epi phani es i n Kterdisiplieavyd iterarg Studied& . 2 @011): 9725.

81loh,iDeat h of ©R44¢ohbdddd onuhecodtentions of Marshal McLuhan, the
forerunner of mediated determinis See Marshall McLuhaiThe Gutenberg Galaxy: The Making of
Typographic Mar{(Toronto: University of Toronto Press; reissued by Routledge & Kegan Paul, 1962).
82 |bid., 245.
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into the illusory qualities imbued through piain n g , Hol beinds work cr e
in the mind of the viewer while also suggesting a division between late medieval and
early modern thought. Concurrently, Hol bei
squarely in each era, with the final determima of its meaning resting upon the

theological and philosophical leanings of the viewer. This conclusion supports the

suggestion that Holbednas also his patron Basilius Amerbactvas caught in the throes

of reformist thought. He represented the body lofi€E as both a corpse composed of

merely inanimate matter, thus cordoning himself from attacks of iconoclasm, while he
simultaneously suggested that Christodéds cor
paralleling a belief in transubstantiation. Comesidg the shifting exigencies of the 1520s

in Basel, both appr oachebeadCGhusfadd ultineately u st ai n
illustrate an innovative means of encapsulating and representing the tenuous positions of

a finite death, eternal life, and thescarious position of the viewer.
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CHAPTER 6:
CONCLUSIONS AND IMPL ICATIONS

Throughout the late medieval and early modern eras, fignses anceffigies
thematized deathy situating vivacity alongside eminent decayd forged a dynamic
depicton of time through images of death. These depictions captured and explored the
state of death and the dead body, encapsulated by stone arndintieasional figures.

Relief sculpture was an outlet as another medium for translating the transi figure,
suggeting dimensionality through degrees of depth, but without offering fuillzen

round experience or lifsize elements of sculpture. These artistic facets of verisimilitude
were more developed and became more nuanced through paintiregdead bodyeven
while repurposinghe kind of bodily engagement the viewer had with a tomb monument.
Where the images that the artist had previously considered wesezkfand lifelike
sculptures that occupied physical space, painting allowed the viewer to formulate
individualized meaningsarmdonceptual i zation, with the
completing dimensionality and detailhroughout eacdevelopment of artistic
techniquesr medium anovelconsideration of death, the body, and matter emerged,
interacting, angbarticipating with ongoing theological debates in various moments of
reformist periods in England in the fifteenth century and Gerspaaking lands in the
early Reformation years of the sixteenth centBoth of these locations underwent
cultural and i@ological shifts resultant from the emergence of reformist beliefs.

Ho | b ®ead Ghsistextended these debatghile also framing a reconceptualization

of the public tomb and private contemplation of death
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My study investigates how images of the baakgiconnect with changing
concepts of time, memory, theology, and viewership duringRéfermation and
Northern Renaissand¢bBroughconsideationofhow tr ansi tombs acti va
experience of death by eliding a sense of temporal and spateakdifesSuch
monuments raise questions about assumptions concerning the process of living and dying
by recategorizingime and exposing its complex and Aorear nature. Transi tombs did
not merely reflect contemporary notions about dying and resumnettut actively
shapedgerceptiongbout death, matter, and memorial. Conclusions about these issues are
not resolved through transi tombs. Instead, they initiate contemplation about these

matters, acting as agents @#experiencesewer soé i nd

Transi tombs may represent a flattening of time, one in which the viewer may
enter into the artistic narrative or staged drama at any reference or visual point. The
viewer may contemplate the inted remains, the decomposing representatiothe
vitality of an effigysingly orsimultaneously. The glory of the Divine and immortality is
presented alongside messages about the repugnant demise and putrefaction of human
flesh. The reorganization of time that is suggested by transi tombs esrfiatpromise
of an afterlife with that of earthly existence. The viewer may reorient the ensuing artistic
conversation in myriad fashions. A visual entry may follow the literal steps suggested by
the varying strai@& downward from effigy to transi to intesd remaind or the viewer
may visualize the tomb in reverse, moving upward through the vertical layers, as the soul
proceeds through its journey in a less linear fashion. The options for potential directions
or the progression of the pathway of the deaasp er sonédés soul fluctua

the experiences and beliefs of the viewer. As Diédiodfthal explainsthe Mass can be
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interpreted as a dramatic narrative, complete with liturgical roles and themes. Tombs
would have augmented teasuing storylinewhile also serving as a visual rejoinder for

participating audiences

A similar deduction about varying entry poitsd malleable narrativésr a
visual work was suggested also by Marshall McLuhan, who noted that any medium could
be understood by acgsing it at different entreésde positions information not as a
linear construct, but instead as a series of clusters best understood as an evolving and
everchanging setof mosaiédMc Luhanés i deas, originally ar
technologies such adrfi or broadcasting;an also be seen sthare deeper commonalities

with other media, including forms of sculpture, relief carving, and painting in oil.

Through transi tombs, the viewer is able to fold time and history, as suggested by
the tomb and canopyf Archbishop Henry Chichele. Beyond the similarly suggested
strata of progression in the tomb of Alice
of historical and contemporary figures. Statues that were placed around the columns of
Chi c h el eepsmatilyamdpresentation of the political and theological hierarchies
and genealogies of England and the Church. Their positioning, however, also suggests
the | ayers of saints that would be encount

sou.More than the tomb of Alice de | a Pol e,

I Wolfthal, Early Netherlandish Carved Altarpiece®}1.

2See SergioRoncalDbow and Carlos A. Scolari, #fAMarshall M
Readinghi s Not i on Phibsopfliest hounf2096): 14152.

3 These ideas on the ndinearity of communication and human experiences as a whole are
addressed iMcLuhan,Guttenkerg Galaxy 282 87. McLuhan posited that human expression was not
typically confined to mere linear progression, especially in an electronic age as part eGateodterg
digitally mediated era.
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assortment of characters. They are arranged not in a chronological trajectory with a

singular point of temporal origin, but instead as figures scattered throughout different

peiods of history. Engl andds kings and mil it
ancient biblical heroes, the viewing of which echoes the disparate points of entrée

suggested by McLuhanés contentions.

Simultaneously, each of these tombs suggest natsticafiamilial, and self
fashioning themes that i{illustrate how the
memorialized, but also displayed in space. References to immutability of the Crown and
the nation state are most aaselybydinkihg i n Henr
Alice de | a Poleds |l egacy to the al mshouse
families, the viewer is able to ascertain a daily life that is both memorable and inherently
linked to the foundations of the church in which sh@aémorialized. Through stone life
size carvings, the viewer is able to clearly envision the deceased as still extant and even
occupying shared space, with the promise of their immortality and earthly legacy intact

and firmly constructed.

Similarly, the relef sculptures of the Fugger chapel serve much of the same
function. The central panels of the Fugger
and resurrection of the body, while the outside panels showing heraldic devices represent
both the Fugger famjland the ongoing presence of their financial empire. In a different
fashioning from the promise of immortality in transi tombs, the epitaphs associate the
Resurrected Christ with a practically anonymous transi, which could be a Fugger family
member or Chst. The depiction of death changed as the Reformation took hold, with

artistic responses consisting of capturing images and familial legacies in a more illusory
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or conceptual manner. The Fugger lineage is suggested by the incorporation of a family
coat ofarms in a similar fashion as the inclusion of the heraldic shields and denotations
of historical and familial heritage in transi tombs. Rather than being depicted practically
nude, the Fugger transi reliefs are portrayed as almost entirely wrappedudsslao
presentation of the body partially used by Holbein that obfuscates the material aspects of
the body and yet emphasizes its corporeal nature simultaneously by directly referencing
burial rituals. Unlike earlier depictions, flesh and cloth equallyg bive body to the

materiality of fibers and earth. The verisimilitude of stone cadavers is tethered to a
suggestion of the finite materiality of flesh and cloth, with hopeful resurrection eclipsing

the confines of death.

The Fugger epitaphs extended tleeelopments made in earlier fully sculptural
depictions of death, advancements that would further be explored through painting. At
the front of the Fugger Chapel and serving as backdrop for the altar, the relief showing
Christ Resurrectedlesigned afterpr er , i s one of the three |
epitaph. The largest field is dominated by the body of the resurrected Christ, surrounded
by angels and putti in an umbra of light. Christ hovers above his broken tomb.
Immediately below this depiction &slongpronounced line separating the scenes into
clear divisions, effectively fashioning a center section for a sarcophagus. The
i ncorporation of the transi here on Ulrich
are, however, distinctive featwe of t he rel i efs that do not
studies. These shifting images capture the meaning of memorialization and present an

understanding of the soci al construction o
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Augsburg itself was negotiat its own reformist positions about masses for the dead,
resurrection, and the nature of mattdre it the corpse or the holy hdst.

Hol bei n 0exterpsathesentalogical inquires beyondrariatiors of the
life and death binary. Instead, Holbeimdanes earlier traditions of transi and effigy
tombs into a work supporting new interpretations. By condensing time and space,
Holbein presented a painting that is at its crux ateamporal work, suggesting that death
is not tethered to a specific chroagical continuum, morer less confined to a simple
linear binary. Thédead Christis a work that reconfigures the physical confines of time
as it combines different states of being, effectively blending depictions of death,
decomposition, and immortalityto one image. This conflation establishes the
movement of time in an innovative direction, one in which chronology is assumed not
only to move in a linear fashion but also pivots across a variety of temporal planes, all
suspended within a single depictedment. In taking aecentcue from Gerhard Wolf,
works such as transi tombs allow the viewe
connotation of an §FEhisobservationisnggestaareadinrgefr of t
death not as the end of a chrorgal trajectory, but instead as a mixture of temporal
possibilities, and it does so visually in a wapmpted through the horizontal strata of

depictions.

As noted bylacques Derridat its coredeath poses an ontological difficufty.

Rather than seejndeath as a horizon that must be crossed, what Heidegger refers to as

4The concept of social construction of realities, palaidy through language, can be found in
John ShotterConversational Realities: Constructing Life through Langudgmdon: Sage, 1993).

5 Gerhard Wolfreviewof Anachronic Renaissancly Alexander Nagel and Christopher S.
Wo o drhedArt Bulletind4, na 1 (2012): 13541.
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Aithe possibility of Dadeig tahbesroel ubtee nignip 00s sDebrir
t hat nddyi n gponaaheimposdibdity df eimg dead, the impossibility of

livingor r at her 0 e x i’&dr Denrigad deathnpeefents adperfarmativeo
contradiction: Aif death turns out to enta
experience the cessation of experience, then, strictly speaking, my death does not happen

to nfedod bei n Deadpflaistyoss edeyond Hei dPagegramdés not i
allows the viewer to contemplate, if not experience, the state of the impossibility of

deat h. Hol beinds incorporation of ethe tier
argued, represents the experience of death without the cessation of being. The

i mplications of Derridaés finding suggest
viewer. They effectively and visually bridge the gap between the incomplete

contempétion of death and the manifestation and experience afforded to the dying of the

Other.

Realizing the inherently difficult means of contemplating and creating images that
depict norexistence is a challenging task, one fraught with ontological quagfmives.

receptionthat is suggested hifie work is also commonly noted throughout the modern

6 While Derrida focuses on death as an ontological quagmire, he also refutes the distinct
delineations and demarcations of the experience of
various problematic closures or border at Hei degger sets wup in his atten
d y i reigentlich sterbenfrom perishing Yerendef, demising Ableben, and dying $terben. For
Derrida, there is only perishing, demising, and what he calls the death of theTiber.rather than
viewing death as a problem, one that depicts death as a border, Derrida proposes thinking of death as

aporia, whose apposite image would therefore not be
nonpassable border, thatis,demte a nonpassage. i Qu oReatldas impossibie u | Nada
Possibility: Notes on Derridadés CritiquenMarth Hei degg

12, 2017 https://belate.wordpress.com/2012/01/06/derratzoria-death/
" Derrida, Aporias 73.

8 lain ThomsonfiCan | Die? Derrida on Heidegger on Deafhilosophy Today3, no. 1 (1999):
29 42, at33.
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era and in myriad field=or example, Swiss poet and theologian Johann Kaspar Lavater
wrote in 1791 that 1t is fAi mposswhbld e to be
work | acking in taste, | ove, and senti ment
Goethe® An assumption is also made that the painting is parcel to a much more Gothic,

that is to say medieval, tradition than that of a later more modern atitoind8Even

more, the contemplation of death itself may, to echo the words of Carl Jung, be a

showi ng of @not KiCongersdy)dungtomtended that kythpandt . o

religion celebrated the possibility of a novel direction for living and ultingattging,

seeing death not as an end, but as a‘'gddlis reflection was part of what Jung

considered to be a novel application of #&re Moriendi,particularly in relation to the

imitation of Christ®® Jung posited that a death that paralleled the un&ggeof the

demi se of Jesus Chri st il lustrates what i s

°See Friedrich Karl Mat hys, AfiHol beins toter Chri
s a g tSermtagspost: Wochend i che Beilage zum ALandbot®™Mnond Taghbl
13 (1958): 1.

0 The placement of Holbein as a bridge between various art historical periods has been considered
throughout research, particularly in relation to whata Kristevavo ul d ref er to as the AG
of par ox Berlulia KristpvaBlack Soin: Depression and Melanchalidew York: Cdumbia
University Press, 1989%sp.136 37. For more information on the associations between these periods as
explicatedth ough Hol beindés oeuvre, see Karma Lochrie, AET
Privil ege thM&geey Kémpeagasd Tanslations of the Fl¢Bhiladelphia: University of
Pennsylvania Press, 1991), 1802.

I Carl G. Jung and Aniela Jaff&jenories, Dreams, Reflectionsans.Clara Winston and
Richard Winstor{New York: Vintage, 1989), 306.

12C. G. JungAlchemical Studies, Collected Works of C.G. Jwog13. trans.Gerhard Adlerand
R. F.C. Hull (Princeton Princeton University Press, 88), 46. Jung was forthright in his conviction that
beliefs in immortality and myths that suggested elements of it are inherently important aspects of the life
cycle, particularly in later life. He argued that a discussion of the possibility of immortalitythrough
the lens of religion or myth, a fundamentally important aspect of understanding an impending death.

13 For a general overview of thirs Boni Moriendi see David William AtkinsoriThe English Ars
Moriendi (New York Peter Lang, 1992).
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wi t hout d¥Wisfindingguggestsea.tethering between the experience of death
among all mortals and their connection with the humanity of Jeltist.In furthering

Julia Kristev® s ¢ o n Pobonktsumonarizes:

Then, there is the violence of compositionally enclosing the anguished dead body
in the chilling confinement of the narrow, horizontal tomb closed by the painted
slab so close to thaody. This insistent horizontality incites in viewers both the
terror of imagining ourselves locked in the interior of the airless tomb while at the
same time that chill condition so physically evoked serves as a displaced sign for
psychic pain: the livingleathliness of profound depression as a modern condition
as well as a psychic afflictiof.

This interpretation echoes the perception of Dostoevsky, who found the painting to be
simultaneously posing the hopelessness and denial of the foundation aaGityigself.
It also proposes the likelihood that the viewer sees the painting as the representation of a

lifeless corpse, potentially their inevitable own.

This conclusion is shared by others. Olga Meersonextermdls t o ev s ky 6 s

noteworthy perspectivehtat fit hi s i s only the corpse of
suffering even before the crossé indeed, t
would | ook | i ke t KFContempararywntars hawe revewpostulatede i s .

that theDead Christpresets a deeply disturbing theological conundrum concerning
Christbés own mort al ¥Theyintexpnethtiod &f theopaiptiogasan g b o d

corpse instead of as a O0resurrectabledé bod

1 Can G. JungPsychology and Religion: West and East, Collected Wwedks11, eds. Herbert
Read and Gerhard Adlerans.R. F.C. Hull(Princeton: Princeton University Press, 1970), 483.

15 Pollock, The Missing Wit(h)nes282.
16 1hid., 201.
17 The impat of this quagmire was also noted in regard to personal and public reactions to suicide,

a point nicely articulated in Irina Paperr®yicide as a Cultural Institution in DostoevékjRussidlthaca
NY: Cornell University Press, 1997)4i 17.
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Bush, who forthrightlyno# t hat t he painting Asymboli zes
fi nal it y¥Thatfthe idhaga appears to be the unflinching rendering of a corpse is
attested by unsubstantiated anecdotes from the seventeenth century positing that Holbein

based his painting aa body that had been recovered fromRine Rivert®

Recalling Derridads contention that the
envision, the cessation of the vieweros |
to visualize or representahexperience in a work of &ftindeed, Dostoyevsky was
rumored to have questioned the very basis of Christian faith while obséreibgad
Christ noting Alt is strange to | ook on this
Saviour, and to puhts question to oneself... How could they have gazed upon the

dreadful sight and yet hawS8imlrdadtheeved t hat

®RobertLBuschifiDost oevski s Major Novel s d&usdiant he Eur op
Language Jour nddno./136f137 f(1888)574.w L r €

®The discussion about the accuracy of the accou
Rhine as a modebf his study has been contested. As Holbein was increasingly drawn to painting in a
naturalistic and realistic tradition, the account clearly has a place in an interpretation of this work. Having
noted, | am not advocating that Holbein intended or ultimateated an anatomical study, despite the
depiction of great detail and verisimilitude that is parcel to his painting. For more information on this
anecdote that Holbein procured a corpse from the Rhin®&éec s, fAHol bei nés 6Dead Chr
and the Radi cTad HuiaribnoHistoracdl Review; New Series of Acta Historica Academiae
Scientiarum Hungarica& (2013) 68i 84. Additionally, research has focused on the potential for the corpse
tospedii cally that of a Jewish person, resulting in coc
potential interpretations of cultural identity. See Gatiditween Iconoclasm and Silen2é4 32; and
Jefferson J. A. Gatralllhe Real and the Sacred: Pidiug Jesus In Nineteer@entury Fiction(Ann
Arbor, MI: University of Michigan Press, 2014), esp. 182.

20 Derrida specifically questioned the ability of a person to conceive of his or her own death by
positing: Ails my deat h quessor?CanlaWselC@ose it2wen | allontkcto st and
talk about my death? What does the syntagm O0my deat
necessarily mine; it is an expression that anybody can appropriate; it can circulate from one example to
anot her . 0 Fr o mApdras:tgns.eThomasedutoi (Scrdoyd, CA: Stanford University Press,

1993), 2122.

2! Fyodor DostoyevskyThe Idiot(New York: Brentanos, 18873t 285. Formore explanations of

the i mpact of Hol b elyrséeDskprd8atstitmanm gnd Bascallboddediso y e v S
Holbein, Revised and Expandémd ed(London: Reaktion Books, 2014)38.
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construction of effigies and transi tomb figures like the ones examined in Henry Chichele
and Al i ce mnmbs, theDead Blristseigyests & libsized subject, but one that

forces the viewer to consider death in a new manmesponses articulated also by

Dostoevsky anduliaKristeva. Sensing the role of the unobtainable experience of death,
Kristeva asserted & the viewer contemplates and negotiates a personal response to their
own experience of melancho®/She also concludes that art may assuage these concerns:
AArtistic creation combines and consumes t
lessdestrct i ve, more pleasurabl e r eXHotliboenisn owsi t t
work forces the viewer to consider how the collective death of the Other is related to the
deat h of t h éeaf Efridtcan thdrefbrdbe interprated as claiming gobu

at the intersection of Derridab6s observat:i

as a response to mortality. While earlier fully sculpted transi tombs stage an easily

deci pherable visual 6di agrambé ocay,ahdama abo
resurrection of the body, Hol beinds wor k t
experience.

Kr i s taeéditiend@findings on the rhetorical interpretation of thead Christ
similarly incorporates an Aristotelian approach but departs fisrooncept of
hylomorphismas described previouslinstead, Kristeva takes a linguistic turn to her
interpretation, focusing primarily on the representation of the melanéh8lie

i ncorporates Nietzscheds cont gthdargommenton t he

22 Kristeva,On the Melancholic Imaginary,.
2 |bid., 17.
24 Kristeva,Black Surll1G 24.
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that Holbein positions depictions of grief and despair in his painting so that it they
resonate within that interpretation. As Sa
analysis of théead Christturns on the ways in which this image ofeeancé 6 God i s

d e & dedders the severance of representation (the challenge to the aesthetic) in artistic
forKroi steva adroitly summarizes #Thiss i mpac
severance, complete with allusions of grieving and loss gimatlarger discussion of

melancholy, loss, and remembrance. Coming from a psychoanalytic background,

Kristeva positions thBead Chrisss a rupture from the tradit
suffering and death. SpecingsideadiChlisfian she f oc
tradition associated with representing an eroticized image of pain and suffering. Counter
posed to the cathartic power of the Resurrection, the dead Christ in Holbein's work offers

an imaginary reenactment of the void that is depiiess n  a n & Thiseeenattmeat

is an amalgamation of Christds and the vie
personification of total despair, a concep

investigation of melancholy.

Through theDead Christmelantioly may be interpreted as a part of a
contentious debate about Christodés descent

prompted Richard Bl och and Michael du Pl es

25 Sara Beardswortldulia Kristeva:Psychoanalysis and Modernigglbany, NY: State University
of New York Press, 2004177 78.

%Quoted in Stephen J. Fountain, fAAshes to Ashes
Byattds Possessi on dliteraturd andTheDloggBanm 2 (1994)1163%08. Ro o d ,

2"Lawrence D. KritzmaniMe | anchol i a Becomes the Subject: Kri
Making of Culture Baragraphl4, no. 2 (1991):; 14¢50.
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suggesting that Holsbaetiinodns opfaitrhtei nsgo uil sd sn dti n
as a presentation of damnati on. By referen
t hfermidabilis abysisnto which Christ has been thrust at the hour of his death,

descending to the depthsofsindné | | . 6 I n ot her words, the J
at |l east of Hol bei n, #Thss interprétatienesuggestsdreadof hi s
and apprehension about the promise of salywv

the temporalityad space of Christds presentation: |

viewed as a potentially resurrectable corpse that is entombed in earth.

As John Lechte summar i zI[eadChrisflevokesthee va' s
idea that life as such is a tenmpoy overcoming of death: this can be its meaning, the
source of its beauty i s i t%Thesenseohhowthel f or
corpse functions as a reminder of the brief ability to overcome death presumes that
images of the living are evolg a period between two larger states of-ea&istence.

That is, life is bookended by two states of ndxeing. The negative space of the-pre
object and the ultimate demise and decay of life remind the viewer of the brief interlude

in which a lost and umlown thing takes form.

The resultant foreboding sense of melancholy that emerges while viewing the
Dead Christis linked to what Jacques Lacan and Kristeva would refer to asabjeet

that can never be fully recovered and whose origin lies beyonahagidiuman

28 Richard Block and Michael Du Plessi# Treacherous Subject: Antroductionp CR: The
New Centennial Revie®2, no. 3 (2012):1115, esp. 9.

®John Lechte, @AKristeva' sCuituBabCrigquell8(1991l):970 and Pos
121.
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understandin@ Kristeva suggests that Holbein is thus giving a substantiated form to
negative space, depicting a viable existence to a physiological state that cannot be overtly
defined. If viewed as a visual exploration and representatitdreafothingness of death,

Athe painting gi v e®eprdsentable, uaderdtood ot ae erotic o t h e
profusion but conceived as the eclipse of the means of representation on the brink of their
extinct i 8Byrepmsertirgdhe tieadoasrigeboth extant and viable, as well as
devoid of positive space in its claustrophobic rendering, Holbein straddles the fields of
viewership and loss, a hallmark of what Kristeva notes is a primary function of the

painting?

Images of death, as seen in éxamples from this analysis, present an
intersection of ontology, theology, and art. Tombs and depictions of the dead created
meaning through participating in changing theological and philosophical contentions that
were under pressure during this extengedod in England and Germapeaking lands.
Throughout the Reformation, the presence of tombs forced viewers to confront and
consider altering definitions of immortality, the link between the living and the dead, the
material body and the soul. These bmalso posed pronounced questions about the
changing nature of the self and selfhood, and the role of art to represent the unknowable

ethos of death. In the same way that the dead progressed through variable stages of

30 The identity and definition of the piabject are summarized in Perry Meibel990.i Sadne s s
Starts Early: Review of Black Sun, Depression and Melancholia by Julia Kristeva, Translated by Leon S.
R o u d iTkeNewYork TimeBgbruary 26, 1990.

3Ti mothy &urirayArdaadia Videod: Poussdn the | mag

Kuntzeld MLN 112 no. 3 (1997): 43153.

2Hel en We st -hauis Dafiidisa cogluiae sMort De Joseph Baradé: A
Myt hs and Mo dRamagrapia® not 3a(k996§ 28350
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corporeality, decay, and reconstiartj transi tombs reimagined and reformed death and
redemption. Through the promotion of painting, the allusive image and meaning of death
t ook atypi calDedd&hristrsified ddrdeintiores abow ®ortality and

affirmed beliefs about the colleeé state of humankind. Transi tombs further

reconstituted public memorial and personal recollections of the dead, a trajectory that
ultimately resulted in a reconsideration of the collective body of Christianity and the
corporeality of Jesus Christ. By dgpng these tenuous definitions and operations of

time, these tombs created an altogether innovative method of experiencing the mutable

strata of life, death, and resurrection.
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APPENDIX

FIGURES

Figurel.l Tomb of Archbishop Henry Chichele of Canterbury Cathe@dral443),
Canterbury Cathedral, Canterbury, Keemgland
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Figurel.2 Tomb of Archbishop Henry Chichele of Canterbury Cathednatble, effigy
detail, Canterbury Cathedral, Canterbury, Keengland
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Figurel.3 Tomb of Archbishop Henry ChicheléCanterbury Cathedraimarble, transi
detail Canterbury Cathedral, Canterbury, KelBhgland
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Figurel.4: Church of Saint Mary the Virgin Church (c. 1439440), Ewelme,
Oxfordshire, England
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Figurel.5 Tomb of Alice de la Pole, Duchess of SuftdlkL475) alabastereffigy
detail, Eweine Parish Church, Oxfordshire, England
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Figurel.6: Tomb of Alice de la Pole, Duchess of Suf(dlld475) alabastertran
detail Ewelme Parish Church, Oxfordshire, England
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Figurel.7: FuggerkapelleMemorial plaque of Ulrich Fugger, d. 1513600- 1512)
mar bl e, Saint Annads .Church, Augsburg, Ger
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Figuredl.& Hans Holbein the Youngefhe Body of the Dead Christ in the Tofab
1521) oil on wood, 12 x 79 in., Kunstmuseum, Basel, Switzerland
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Figure2.1 Chichele Gategutsidetomb of Archbishop Henry Chichdle 1424)
Canterbury Cathedral, Canterbury, England
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Figure2.2 Modern chair of the Archbishop of Canterbuvigw fromthe tomb of
Archbishop Henry Chichele. 1424), Canterbury Cathedral, Canterbunggiand
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Figure2.3 Tomb of Archbishop Henry Chichdle 1424), side view, Canterbury
Cathedral, Canterbury, England
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Figure2.4 Tomb of Archbishop Henry Chichdle 1424), marble, upper tier canopy
detail Canterbury Cathedral, Canterburygtand
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Figure2.5 Tomb of Archbishop Henry Chichdle 1424), marble, Bosom of Abraham
detail Canterbury Cathedral, Canterbury, England
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Figure2.6. Tomb of Archbishop Henry Chichdle 1424), marble, Virgin Margetail
Canterbury CathedraCanterbury, England
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Figure2.7: Tomb of Archbishop Henry Chichdle 1424) marble and gilt, effigy with
angelsdetail Canterbury Cathedral, Canterbury, England
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Figure2.8: Tomb of Archbishop Henry Chichdle 1424), marble, transi bodigail,
Canterbury Cathedral, Canterbury, England
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Figure2.9: Tomb of Archbishop Henry Chichdle 1424), marble, transi facketail
Canterbury Cathedral, Canterbury, England
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Figure3.L Sai nt Mar yods Ch(a 44857 1440), Eweling @xfotdshixe,
England
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Figure3.2 Tomb of Alice de la PolE. 1475)a | a
Mar y 6 s HEwhklme; @xfordshire, England
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Figure3.3 MonogramofSai nt J o h(a ¥35 1@40ppplgchrome and gilt,
Saint Mary s  C lewetme,fOxfordshire, England
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Figure3.4 Tomb of Alice de la Polg. 1475)alabasterSa i nt Ma r, Ewelsne, Chur c h
Oxfordshire, England
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Figure3.5 Memorial Plaques of Thom&haucer and Matilda Chaucer (née
Burghersh (c. 1438)bras,Sai nt Ma r, Fwelme, Oxfoudshaey England
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Figure3.6: Tomb of Thomas Chaucer and Matilda Chau@erl438)Sai nt Mar y 6 s
Church,marble,Ewelme, Oxfordshire, Englan&welme, Oxfordshire, England
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Figure3.7: Effigy of Alice de la Poléc. 1475), alabastegai nt Mar Ewelsne,Chur c h
Oxfordshire, England

220



Ly e ,'_-‘._ - — b > ‘ ~ "‘

Figure3.8 Tomb of Alice de la PolE. 1475) wood,angels at top of canomletail,
Sai nt Mar gwelsne, Oxfondshaeh England
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Figure3.9 Effigy of Alice de la P@(c. 1475) alabaster and gilt, angels and pillow
detai,Sai nt Mar Ewelsne, Oxfoudshaeh England
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3.10:Master E. S.Ars Moriend (c. 1450)engraving3.58x 2.71 in, Ashmolean
Museum of Art and Archaeology, Oxford, England
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Figure3.11 Effigy andtransi of Alice de la Poléc. 1475) alabasterSai nt Mar y o6 s
Church,Ewelme, Oxfordshire, England
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Figue3.1 Tomb of Alice de la Polé',h nnunctiort,rsi tomb paintingc. 1475
Sai nt Mar Ewlsme, Otiodshoeh England
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Figure3.13 Tomb of Alice de la Poldphn theBaptistand Mary Magdalendc. 1475),
polychromeSai nt Ma r Ewelsme, Oxfoudshaeh) England
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Figure3.14 Tomb of Alice de la Poldhe Annuniation, polychrome, transi tomb detalil
(c.1475)S ai nt Ma r Ewelsne, Oxfoudshaeh England
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Figure 4.1:Sebastian LoschgfFugger chapel with epitaphmar bl e, Sai nt Anna
(c. 1525) Augsburg, Germany

228



Figure 4.2: Albrecht Direr, Design for the Fugger Chapeh Augsburg, Christ
ResurrectedUlrich Fugger epitaph sketch510, pen, charcoal, and chalk on paper, 12.63
X 6.14 in., Albertina, Vienna, Austria
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Figure 4.3 Albrecht Direr Samson Slaying the Philistineskethfor the Georg Fugger
epitaph 1510, pen, charcoal, and chalk on paper, 12.63 x 6.14 in., Kupferstichkabinett,

Staatliche Museen zu Berlin
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Figure 4.4:Attrib. to Sebastian LoscheEpitaph for Georg Fuggedic. 1525), marble,
Sai nt AnnAusturgG&enmany h
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Figure 4.5:Attrib. to Sebastian LoscheEpitaph for Ulrich Fugger(c. 1525, marble,
Sai nt AnnAugsburgCGeunrarty h
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Figure 4.6:Attrib. to Sebastian LoscheEpitaph for Jakob Fuggdc. 1525) marble,
SaintArnads Augdburg Germany
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