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Anthony Cutler

16 See N. Penny, P. Schade and H. O’Neill, The Sansovino Frame (London, 2015).
17 The damage suffered by these architectural members allows one to see how the concave wall behind them has been excavated with some sort of pick. 

Similar excision is evident on the rear wall of the cavity below the Marys at the Tomb in the Louvre’s Crucifixion plaque. Here close inspection reve-
als traces of a projection to which a relic may have been attached or even part of its depiction. Without mentioning these vestiges, D. Gaborit-Cho-
pin, Ivoires médiévaux VIe-XVe siècle (Paris, 2003), 210–12, cat. 60, suggested that the relic in question may have been a fragment of the True Cross.  

18 Ars Sacra, 135–36, cat. 9. The attachment of architectural apices to the frame is especially evident in the Journey to Bethlehem plaque in Cleveland.  
Bologna, L’enigma degli avori, 2: 430–31, cat. 69, with a better photo in The Glory of Byzantium: Art and Culture in the Middle Byzantine Period A. D. 
843–1261, exhib. cat. ed. H. C. Evans and W. D. Wixom (New York, NY, 1997), 492, cat. 327.  Here, following Bergman, the plaque is attributed to 
“the third and final phase of Amalfitan ivory carving” and dated to c. 1100–20. 

19 See Kessler’s essay below.  

segment of the celestial arc (Pl. 18), while the pretentious 
height of the Tower of Babel is conveyed by the head of 
the master-builder, who gives orders from the top of his 
folly, projecting above the upper frame (Pl. 11). Three-
dimensional in their own right, these borders sometimes 
pass in front of elements in the images, sometimes behind 
them. So it is in the case of the arc of heaven from which 
emerges the angel who gestures toward the Paralytic (Pl. 
30). At the top of the plaque the celestial segment replaces 
the frame; at the right the frame traverses the arc. Such 
modifications variously contribute to the realization of 
the iconography of the scenes below. Thus the arc that 
contains God instructing Moses to remove his shoes falls 
from behind the upper border only to advance to the 
point where, at left, it is inserted into the column that  
divides the scene from Jacob’s dream at Bethel (Pl. 16). In 
this way the arc is truly sculptural. But even here it is sur-
passed in volume by the segment weighed down by the 
Lord who commands Abraham to substitute the scape-
goat for his son (Pl. 13). God’s double gesture appears to 
inflate the arc, turning it into a container for his anthro-
pomorphic presence. And thereby an important distinc-
tion is made between segments that are uninhabited or 
indicate the luminaries (as in the drilled holes in the seg-
ment above the Paralytic) only schematically and those 
inhabited by the incarnate God.

One last, if seemingly paradoxical, function of the 
frames deserves mentions. Borders that ostensibly sepa-
rate one scene from another may also serve to connect 
them. In a later essay in this book Kessler intimates that 
the vertical juxtaposition of the Healing of the Blind Man 
and the Marys at the Tomb (Pl. 31) may be no accident.19 
For my part, I am sure this insight is correct: there is a 
meaningful affinity between the restoration of sight and 
the Women who see the truth of the Resurrection. Similar 

curtain. Even more elaborate is the motif in the Massacre 
of the Innocents (Pl. 23) of Elizabeth sheltering in the 
cave and beholding the slaughter while the infant John, 
stretching out his right arm, commands the viewer, as it 
were, to witness the event. Further noteworthy is the fact 
that the border between this scene and the shepherds 
above constitutes part of the rocky enclosure, a role for 
the frames enclosing scenes that deserves more attention 
than it has received. Fixated on figural representations, 
scholars have ignored the boundaries that contain them. 
These are not later alien borders imposed on Old Master 
paintings in the manner of the so-called Sansovino frames 
of the sixteenth century and later16 but integral parts of 
the sculptors’ original handiwork. As such they performed 
a number of important tasks. First and most obviously, 
they help to shield the images they contain. While pro-
jecting delicate components like the colonettes in the 
drum of the Holy Sepulchre (Pl. 31) could not all be pro-
tected,17 evidently figures such as the head of Christ and 
the body of the Virgin, both of which rise above the level 
of the border in the Crucifixion (Fig. 3), were shielded 
from damage when a portion of the frame had, for what-
ever reason, broken off.

More often we can detect the sculptor’s decision to 
leave fine and often undercut details attached to the 
frame. This sort of calculation is evident when, for exam-
ple, the end of Adam’s hair (Fig. 4, detail) and the billow-
ing tail of the Leper’s cloak (Fig. 5, detail) are discreetly 
engaged with the surrounding border. Particularly vul-
nerable had they not been homogeneous in this manner 
would have been the tips of foliage and the gables and 
other promontories of built structures (Pl. 22).18 But the 
frames do more than provide protection. They lend a 
sense of scale to the compositions. The skyscraping alti-
tude of Mount Sinai is denoted by its passage behind the 

Fig. 3 Crucifixion, oblique, late eleventh century, 32.5 × 11.6 cm, ivory,  
Paris, Louvre, OA 4085



13

The Fabric, Facture and Enduring Enigma of the Salerno Ivories

11 “[D]as ästetische Form sedimentierter Inhalt sei”:  T. W. Adorno, Ästetische Theorie in his Gesammelte Schriften, 20 vols., ed. R. Tiedemann et al., 
(Frankfurt, 1970) 7: 15. This concept seems akin to what neuroscientists now call “embodied content”.

12 P. Williamson, Medieval and Later Treasures from a Private Collection, exhib. cat. (London, 2005), cat. 20.  
13 Varying degrees of reflectivity are apparent when the image on p. 20 of Williamson’s catalogue is compared with that in Bologna, L’Enigma degli 

avori, 2, cat. 73.  The difference testifies to the critical role (e. g. camera angle, the extent and intensity of the artificial illumination, etc.) played by 
interventions in the reproductive process, and is ipso facto a caution against judgments made on the basis of photographs. Those who depend on 
these, especially when they are head-on, should heed Diomedes advice to the Achaeans:  Crede experto (Aeneid, book 11, line 283) where the exper-
tise consists in the direct experience of a thing or an event.  

14 On this question see H. L. Kessler, “Artistic Reciprocity between Venice and Salerno in the Thirteenth Century” in Synergies in Visual Culture/
Bildkulturen im Dialog: Festschrift für Gerhard Wolf, ed. M. De Giorgi et al. (Munich, 2013), 407–19, esp. 416 –17 and fig. 7.

15 The cross is even more prominent on the iteration of the scene in the Victoria and Albert Museum. P. Williamson, Medieval Ivory Carving: Early 
Christian to Romanesque (London, 2010), cat. 87. This plaque has generally received a bad press in comparison with its counterpart in Salerno.  R. P. 
Bergman, The Salerno Ivories: Ars Sacra from Medieval Amalfi (Cambridge, MA, 1980), 138–39, cat. 13 described it as “cruder in style and simpler in 
conception than the rest of the ivories in this group...I am inclined to attribute it to an artist less gifted than the carvers of the other plaques.”  

der of the scriptural narrative. Rather, the growing com-
plexity of the plaques represents a development less inex-
orable than that of a Fibonacci sequence but hardly less 
recognizable. This progression is in a small way evident in 
the Old Testament sequence as when a third figure – the 
punished Cain – follows the scene of his assault on Abel 
(Pl. 6). But in the Visitation (Pl. 19) the servant actively 
observes Mary and Elizabeth, pulling back a richly draped 

and the body, the differences between Christ’s legs, and 
the gestures of the Virgin and John. The total effect dem-
onstrated even more clearly than the Lord’s open eyes and 
his sagging arms, the mortality of Christ in his human 
shape. It would be hard to find a better instance of The-
odor Adorno’s recognition that aesthetic form is sedi-
mented content.11

That the modeling and nacreous luster of the corpus 
represents an individual craftsman’s decisions seems evi-
dent when the Crucifixion in the Museo Diocesano is 
compared with a plaque depicting essentially the same 
iconography (but with the addition of Longinus and 
Stephaton) on a plaque now in the collection of Paul Rud-
dock in London (Fig. 2).12 In this case the curve of the left 
side of Christ’s torso is polished, but not to the same ex-
tent.13 Except in the dark arts known as connoisseurship 
and attribution the part played by personal volition is ter-
ritory on which angelic medievalists today generally fear 
to tread. Yet in the face of such textual documentation as 
we have – addressed for the most part to either the reli-
gious motivation of a patron or his or her contractual ne-
gotiation with an artist-employee – it is a domain little 
explored in scholarship. In at least one respect the Salerno 
ivories and those said to be in their penumbra present  
features that deserve to be further explored: their incre-
mental complexity, formal, physical and intellectual, as it 
appears, for example, between the declaration that God 
created Lux and Nox (Pl. 1),14 a scene in which theology is 
limited to the epigraphic introduction of the Christus 
sign, as against the prolepsis that is the Presentation of 
Christ in the Temple (Pl. 24) in which the offering to the 
high priest is made in a setting that, marked by the cross 
on the altar cloth, is already Christian.15 A similar sign of 
prescience – the Christianizing of the site before the event 
depicted in the plaque – is the cross raised on the column 
in the Jordan and blessed by Christ in the Baptism (Pl. 25).

While the Presentation and Baptism occur, of course, 
long after the Creation scene in the Biblical narrative, 
their greater sophistication has nothing to do with the or-

Fig. 2 Crucifixion, tenth century, 21.6 × 12.4 cm, 
ivory, London, Paul Ruddock Collection
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Anthony Cutler

 6 The enduring emblematic role of undivided tusks in medieval Malian ceremony is evident from the observation of al-‘Umari (1301–49), who reports 
that the king of this realm sits on an ebony throne raised on a dais around which, “on all sides are elephant tusks one besides the other.”  For the 
Arabic text see Mamlakat Mali ind al-jughrafiyyin al-muslimin, ed. S. al-Din al-Munajid, 2 vols. (Beirut, 1963), 1: 51 with trans. by Hopkins as in  
n. 8 below, 265. 

 7 A. Shalem, The Oliphant:  Islamic Objects in Historical Context (Leiden and Boston, 2004), figs. 72, 83, 85–87. A. Shalem with M. Glaser, Die mittel-
alterlichen Olifante, Die Elfenbeinskulpturen, 2 vols. (Berlin, 2014), 1: 162, propose, mistakenly in my view, that the ivory from S. Millán de la Co-
golla shows the transport of the tusk that was later to be cut up for the arca of which the plaque was a part.

 8 Abu ‘Abd Allah Muhammad al-Zuhri, Kitab al-Djarāfiyya: Mappemonde du calife al-Ma’mūn reproduite par Fāzarī (IIIe/IXe s.) réédité et commentée 
par Zuhrī (VIe-XIIe s.), ed. M. Hadj-Sadok, Bulletin d’études orientales 21 (1968), 185 §329, 190 §314, trans. J. F. P. Hopkins in N. Levtzion and J. F. P. 
Hopkins, eds., Corpus of Early Arabic Sources for West African History (Princeton, NJ, 2000), 95. The distinction may also be implicit in a comment 
slightly later in al-Zuhri, 97 §333, trans. Hopkins 97: “The people of this city [Kawkaw] take many elephants by hunting and eat their flesh, then 
export the tusks to Egypt and Syria.” I am grateful to Jonathan Brockopp for his philological advice. On the terms ‘āj and nāb and their ancient Se-
mitic etymology see Shalem with Glaser, Die mittelalterlichen Olifante, 29.

 9 On these questions, see F. Bologna ed., L’enigma degli avori medievali da Amalfi a Salerno, exhib. cat., 2 vols. (Pozzuoli, 2007–08), 2:  398-401, cat. 57.
10 For a fuller exposition of this feature see A. Cutler, The Hand of the Master: Craftsmanship, Ivory, and Society in Byzantium (9th–11th Centuries) 

(Prince ton, NJ, 1994), 102–03.

29, reverse), and the vein of the nerve canal that emerges 
from it. That there are no traces of these processes on the 
carved side of the plaque testifies to his familiarity with 
his medium and to the nice judgment that went into the 
selection of panels that would yield the largest possible 
plaques for his further working. Generally, the subdivi-
sion of the panels to produce the plaques was performed 
with the use of a saw, an operation that raises the question 
why the reverse of the Christ at Emmaus, now in Berlin 
(Pl. 35, reverse), was effected instead with an adze. The 
question is unanswerable, but may be bound up with the 
complicated business of the plaque’s provenance and its 
problematical association with the fragments of Christ 
blessing the apostles as Bethany, now divided between 
Hamburg and Salerno.9

The thickness of these last plaques is 9 or 10 mm, 
enough to accommodate a “step” – the distance between 
the outer surface of the frame and the rear ground of the 
scene10 – of about 6 mm, but considerably less that that of 
the most dramatic examples in which dimensions of 11 or 
12 mm allowed, as in the Visitation and the Magi before 
Herod (Pl. 19), many levels of relief, and a succession of 
planes that enhanced the richness of the event depicted. If 
the latter is our response today, no less telling would be 
the effect on the medieval viewer as his or her gaze trav-
eled from one scene to its neighbor. Both the contrast be-
tween highly polished limbs, bodies and built structures 
and the pools of darkness from which they emerge, and 
the play of the resulting chiaroscuro, animated the event, 
bringing it to life in a manner scarcely comprehensible to 
the modern beholder for whom the narrative is not an ur-
gent account of providential salvation but a sequence of 
somewhat trite stories. Among the most telling examples 
is the Crucifixion (Pl. 32) where the art historian per-
ceives the undercutting and polishing of the parts of the 
corpus but where, for the medieval eye, these same tech-
niques would have emphasized the torsion of the head 

this day, huge tusks mark the portals of important African 
houses.6 And the history of European art is rich in illus-
trations of défenses, uncut, treasured and displayed at the 
site where they were presented.7 Moreover, the medieval 
Arabic texts that describe the transmission of such goods 
across the Sahara to the entrepôt of Sijilmasa for their 
journey northward carefully differentiate between ivory 
(‘āj) and tusks (nāb),8 differentiation that would not have 
been necessary were they of equal worth or addressed to 
the same end.

Nonetheless, ivory in its own right was valuable and 
evidence of the craftsman’s desire to exploit it to its maxi-
mum extent is his retention of the distal end of the pulp 
cavity on the reverse of Feeding of the Five Thousand (Pl. 

Fig. 1 Arrival of the tusk, reliquary of San Millán de la Cogolla, 
1060–80, ivory, formerly Berlin, Bode Museum, inv. no. 3008
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similarly unprofitable for the craftsman. Despite this, the 
edges of panels cut from zones close to the exterior may 
well retain portions of the husk. Given that these were not 
surfaces to be carved, the sculptor could afford to leave 
them, as is evident on the reverse of the plaque showing 
God blessing Noah and his descendants (Pl. 10). Removal 
of this portion would have reduced the surface available 
to the eborarius whose prime concern was to conserve 
precious material. 

The question of the source of this has been usefully re-
opened by Sarah Guérin who suggested that West African 
ivory, even more likely than dentin from the East African 
sub-species, was transported across the Sahara to ports on 
the Mediterranean. The model for this export, reasonably 
enough, was gold from Mali that traveled the same route.4 
In the present volume, however, she argues that the 
plaques with which we are concerned all came from a 
single immense tusk, a hypothesis that cannot be verified 
without close scrutiny of their reverses (something she 
admits she has not done). Although I, like Herbert Kessler 
and Francesca Dell’Acqua,5 have examined these “hidden” 
surfaces, we did not do so with an eye intent on assessing 
those continuities of grain and husk that would allow ad-
judication on this point. Nonetheless, it seems to me an 
improbable proposal. Certainly entire tusks were shipped 
in this manner, even as they approached their ultimate 
destination (Fig. 1). But such huge members were surely 
transported as trophies to be offered to some revered site 
or individual, rather than commodities to be divided. To 

If we wish to understand the Salerno ivories it is no use 
starting with the Word which was, as John declared at the 
start of his Gospel, in the beginning, and as the designer 
of the Salerno ivories planned his arrangement. Rather, 
our starting point must be, as Goethe and then Ludwig 
Wittgenstein grasped, the perception that “In the begin-
ning was the deed.”1 Given the absence of any contempo-
rary, external documentation the complex task of recog-
nizing how the plaques came into being is a problem 
necessarily prior to, and a condition of, understanding 
when and where they were made. In the spirit of diagno-
sis, scholars have long looked “through” the ivories in 
their attempts to answer these questions. Instead, in this 
first chapter I propose to look at these objects in all their 
three-dimensionality.

The deed with which the ivories began was of course 
the severing of the tusk from the elephant’s jaw, a mon-
strous act which alas continues to this day and leads di-
rectly to the creature’s death, if it has not already been 
killed in the course of the hunt.2 More often, particularly 
in antiquity and the medieval era, tusks could be found 
where the elephant had died of natural causes. Thereafter, 
the défense, as the French appropriately call this member, 
was divided longitudinally, a section that exposed both 
the pulp cavity and the so-called nerve canal that runs 
from approximately one fourth of the distance from the 
jaw to the tip of the tusk.3 The pulp cavity and the tip con-
sist of new material too soft to be workable, while the out-
side of the tusk is sheathed in a husk (cementum) that is 

Anthony Cutler

The Fabric, FacTure and enduring enigma  
oF The Salerno ivorieS

 1 Faust, part 1, scene 3:  “In Anfang war die That.”  Wittgenstein, Über Gewissheit, ed. G. E. M. Anscombe and G. H. von Wright (New York, NY, 1972), 
51, §402.  

 2 For an early modern image of this barbarous practice see the engraving by Jan Collaert II (1556–1625) after Giovanni Stradanus, Venationes ferarum 
aviarum (Antwerp, 1578), in Paris, BnF no. 690A; accessible via the British Museum ‹http://tinyurl.com/mir8g35› (accessed 22 Jan. 2015).

 3 For schematic diagrams and discussions see A. Cutler, The Craft of Ivory: Sources, Techniques, and Uses in the Mediterranean World A. D. 200–1400 
(Washington, DC, 1985), 1; and J. Lowden, Medieval and Later Ivories in the Courtauld Gallery: Complete Catalogue (London, 2013), 11. The latter 
includes a somewhat idealized scheme to suggest the parts of the tusk from which differing types of worked ivory were derived.

 4 S. Guérin, “Forgotten Routes? Italy, Ifrīqiya and the Trans-Saharan Ivory Trade,” Al-Masaq 25 (2013): 70–91, esp. 71–72. 
 5 See Dell’Acqua’s chapter below.
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 6 A. Cutler, The Hand of the Master: Craftsmanship, Ivory and Society in Byzantium (9th–11th Centuries) (Princeton, NJ, 1994), 184–225.
 7 J. Caskey, Art and Patronage in the Medieval Mediterranean: Merchant Culture in the Region of Amalfi (Cambridge, 2004), 1–23; V. Pace, “Fra l’Islam 

e l’Occidente. Il mistero degli olifanti,” in Studi in Onore di Umberto Scerrato, ed. M. V. Fontana and B. Genito (Naples, 2003), 609–29.
 8 A. Eastmond, “Art and the Periphery,” in The Oxford Companion to Byzantine Studies, ed. E. Jeffreys et al. (Oxford, 2008), 770–76.
 9 F. Dell’Acqua, “ Introduction,” in The “Amalfi” – “Salerno” Ivories and the Medieval Mediterranean, 7–25. 
10 Eastmond, “Art and the Periphery,” 770–76.
11 E. Hoffman, “Pathways to Portability: Islamic and Christian Interchange from the Tenth to the Twelfth Century,” Art History 24.1 (2001): 17–50;  

E. Hoffman, “Translation in Ivory: Interactions across Cultures and Media in the Mediterranean during the Twelfth and Thirteenth Centuries,” in 
Siculo-Arabic Ivories and Islamic Painting 1100–1300, ed. D. Knipp (Munich, 2011), 100–19; S. Redford, “On Sāqīs and Ceramics: Systems of  
Representation in the Northeast Mediterranean,” in France and the Holy Land: Frankish Culture at the End of the Crusades, eds. D. Weiss and  
L. Mahoney (Baltimore, MD, and London, 2004), 282–312.

12 L’enigma degli avori medievali da Amalfi a Salerno, exh. cat., Salerno, Museo Diocesano, 20 Dec. 2007 – 30 Apr. 2008, ed. F. Bologna, 2 vols. (Poz

res.8 Francesca Dell’Acqua has already noted the growing 
disquiet with the notion of centers of production, and it is 
the questions raised by this that I want to pursue further 
here.9 While southern Italy is frequently portrayed as a 
melting pot of cultures in this period, it has also been tre
ated as a dustbin into which unknown, unwanted and 
problematic ivories can safely be dumped. As the Byzanti
ne attributions of Goldschmidt and Weitzmann show, the 
relationship between center and periphery contains im
plicit assumptions about the dilution of quality as work 
moves further from the center.10 The central issue that the 
Salerno ivories are linked to is the idea of a panMediter
ranean culture. This has long been discussed, most recen
tly by Eva Hoffman and others, who have promoted the 
notion of portability – the ability of similar art to have 
been made in a number of locations and to circulate 
between courts and cultures, taking on slightly different 
meanings in each location.11 It is a vision of cultural over
lap and integration. My aim is to question what we expect 
of cultural homogeneity in the eleventh and twelfth cen
turies. The way art historians have presented the evidence 
about ivory suggests a rather different conclusion: it is 
more a concatenation of differences than similarities. In
stead of an international style, we seem to find the inter
nationalism (or should that be the localization?) of many 
different styles. The model suggests the coexistence of a 
great variety of object types and styles in one place, either 
made there or imported there.

First I will set out, in brief, the evidence for ivory pro
duction in southern Italy as has been proposed in art hi
storical studies of the last two decades. My aim is simply 
to summarize the range of materials that have been ascri
bed to the region in the decades either side of 1100.

The Salerno ivories

The key group is obviously the Salerno ivories them
selves.12 This large group of Old and New Testament 

divisions have proved less enduring. Most important, An
thony Cutler has critiqued the idea of workshops, and  
replaced it with minimal clusters of works that can be identi
fied with individual hands.6 His work has also highlighted 
the mobility of such artists, given the small quantity of 
equipment, material and assistants that they required. 

However, there remain ivories that lack any easy mo
numental or other fixed comparison with which to group 
them. Many of these are now ascribed – for criteria that 
differ greatly in both form and conviction –to southern 
Italy, the realm of the Salerno ivories. This paper maps the 
diversity of these ivories, and traces the often contradicto
ry arguments applied. I will consider the potential conse
quences of attributing such ivories, effectively by default, 
to southern Italy, and the questions they make us ask 
about how we view the attribution of ivories to “homes” 
in this period. I will also examine how these ivories can 
challenge our perceptions of the taste for ivories in sou
thern Italy in the eleventh and twelfth centuries. Southern 
Italy provides a fascinating case study for ivories since, as 
many scholars have shown, it is a place where the usual 
differentiation of art history into cultural units breaks 
down.7 The standard stylistic and iconographic labels that 
art historians apply – “Romanesque,” “Byzantine,” “Islamic,” 
etc. – all depend on assumptions of some form of defina
ble and therefore reasonably static, artistic geocultural 
purity. As a crude model, each style or school becomes a 
stone dropped into the Mediterranean from the great ci
ties such as Rome, Constantinople or Cairo, which then 
sends ripples out across the sea. As they travel, these styli
stic and iconographic ripples become fainter and more 
confused, and where they overlap, the pattern of interfe
rence that is produced gives rise to the mixed styles or 
iconographies appearing on the resulting ivories. The un
derlying template is one of hybridity determined simply 
by geography. It is linked to ideas of center and periphery 
and of cultural interchange that have existed for more 
than a century and which rely on a series of fixed points, 
each with clear stylistic, iconographic and technical featu
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the late tenth and mid-twelfth century. As will be dis-
cussed further below, this is not to suggest that specific 
buildings found in the Fatimid realm are represented in 
the ivories. Rather, the architectural representations re-
flect a milieu in which Islamicizing elements could easily 
accompany Christian religious iconography. 

In this essay, we will analyze the use of space in the 
Salerno ivories from a broad perspective, taking into ac-
count how architectural elements are used to create the 
setting for the scene through the representation of a built 
environment and diverse architectural structures.3 This 
will lead to a reflection on the technique used in this se-
ries of ivories, the meaning of the architectural represen-
tations, the identification of the imaginary settings in 
which these iconographies draw their models and, finally, 
the environment from which these works of art originate. 
We will see that the function of architecture in these 
scenes is to create an illusion for the beholder, an illusion 
that is, however, meaningful in revealing the iconogra-
pher’s intentions.     (P. B.)

Scholarship on the so-called Salerno ivories has devoted 
relatively little attention to the representations of build-
ings on the plaques, limiting the discussion to the possible 
origins of their peculiar architecture.1 This contribution 
will focus precisely on these extraordinary architectural 
representations, which seem mediated by diverse Medi-
terranean traditions, and on their use in the creation of an 
imaginary built environment for most of the Old and 
New Testament scenes. Looking at these images, a Byzan-
tinist would find a mixture of details recalling the Byzan-
tine tradition to be immediately apparent – but perhaps 
filtered through a different culture. The use of architec-
ture to qualify the space as an interior or exterior and the 
abundance of walled cities recall a Byzantine context.2 Yet 
at the same time, the presence of decorative patterns and 
architectural elements derived from diverse traditions re-
quires a search for possible models from various areas of 
the Mediterranean. Indeed, a scholar trained in the his-
tory of Islamic art would see the architectural backdrops 
as evocative of the architecture of Fatimid Egypt between 
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ARCHITECTURAL ILLUSIONS AND ARCHITECTURAL 
REPRESENTATIONS:  
BUILDINGS AND SPACE IN THE SALERNO IVORIES

 1 The architectural backdrops have mostly been interpreted as either a reproduction of the architecture of Salerno (A. Schiavo, “L’architettura 
degli avori di Salerno e ipotesi sulle loro origini,” Rassegna Storica Salernitana 19.4 [1958]: 75–86; A. Braca, Gli avori medievali del museo diocesano 
di Salerno [Salerno, 1994], 153–60), or a copy of the architectural representations in the so-called Grado chair (R. P. Bergman, The Salerno Ivo-
ries. Ars Sacra from Medieval Amalfi [Cambridge, MA, 1980], 79). However, the majority of scholars emphasize Islamic elements (A. Gold- 
schmidt, Die Elfenbeinskulpturen aus der romanischen Zeit: XI.–XIII. Jahrhundert, Denkmäler der deutschen Kunst, 4 vols. [Berlin, 1926], 4: 2–4;  
P. Toesca, Storia dell’Arte Italiana 3. Il Medioevo (Turin, 1927), 1.2: 1129; L. Becherucci, “Gli avori di Salerno,” Rassegna Storica Salernitana 2.1 
[1938]: 62–85; M. Estella, “Esculturas de marfil medievales in España,” Archivo español de arte 222 [1983]: 91–92), coexisting with Western influen-
ces (F. Bologna, “Avori medievali da Amalfi a Salerno, senza enigmi,” in L’enigma degli avori medievali da Amalfi a Salerno, exh. cat., Salerno, Museo 
Diocesano, 20 Dec. 2007 – 30 Apr. 2008, ed. F. Bologna, 2 vols. [Pozzuoli, 2007–08], 1: 21–97, esp. 71–80, 85–87). For a recent study that rules out 
a direct influence of real architecture on the ivories, but points to similarities with Romanesque sculpture: F. Cervini, “Costruire il racconto 
negli avori ‘di Salerno’. Il rapporto con la scultura architettonica,” in The “Amalfi” - “Salerno” Ivories and the Medieval Mediterranean, conference 
proceedings, Amalfi, 10–13 Dec. 2009, Quaderni del Centro di Cultura e Storia Amalfitana 5, ed. F. Dell’Acqua (Amalfi, 2011), 62–63.

 2 For example, in the fourteenth-century mosaics of the Chora Monastery (Kariye Camii, Istanbul), the setting for the stories of Christ’s life is 
rendered by using single architectural elements or views of walled cities in the background. Furthermore, walled cities were a frequent theme 
in the decoration of late antique mosaic floors, particularly in the area of Palestine and Jordan.

 3 For the use of the space of the plaque, see Anthony Cutler’s contribution in this volume.
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schools on the same lines as manuscripts, with the “Ada,” 
“Liuthard,” and “Metz” groups, each located in a different 
center,3 and for the Byzantine period, into the three major 
workshops that Goldschmidt and Weitzmann identified 
on the basis of stylistic affinities. They attributed all three 
of these workshops to Constantinople because of their 
high quality of execution, which allowed them to consign 
other, lower quality ivories to the provinces.4

In some cases scholars have based their geographical 
associations on comparisons with monumental carving, 
which provide a fixed location for relief carvings with si
milar motifs or styles. However, this raises methodological 
issues about the appropriateness of such comparisons: how 
reliable, for example, are comparisons to monumental car
ving? The technical training is different for work in wood 
or marble, and the craftsmen who carved them were mo
bile. The differing hardness of materials, and the different 
scale involved also affected the work being produced, as did 
the ultimate treatment of each work: was it designed to be 
seen from close or afar? Was it to be installed inside or 
outside in bright sunlight? Were its elements intended to 
be accentuated with paint and gilding or left unadorned?5

While the broad classifications of ivories in Gold
schmidt’s work have maintained a tenacious hold on 
scholars’ imaginations over the decades, some of his sub

Introduction

Medieval ivories are enigmatic objects, at times frustrat
ingly so. Too many of them lack evidence about their pro
duction, date, and provenance, and this has left them dis
placed from broader histories of art. Consequently, the 
study of medieval ivories has been dominated by attempts 
to establish provenances for them, in order to be able to 
incorporate them in narratives of the Middle Ages. This de
sire for categorization was the aim of the great corpus pro
ject established by Adolph Goldschmidt in the 1920s.1 The 
six volumes he compiled of Carolingian, Ottonian, Roman
esque and Byzantine ivories sought to classify their objects 
and attribute them to individuals, workshops and schools, 
largely through classifications based on style, iconography 
or technique.2 This model of scholarship was imported 
from the nineteenthcentury study of Renaissance art, with 
its particular interest in the development of individual art
ists and workshops, whose careers and practices could be 
tracked to show the evolution of their styles and interests. 

In the absence of named artists, or evidence about wor
kshops, the form of attribution applied to ivories has be
come dominated by geography. Ivories are generally 
grouped in ways that tie them to particular locations. 
Thus for the Carolingian period, ivories were divided into 

Antony Eastmond

ON DIVERSITY IN SOUTHERN ITALY *

 * This is a revised version of a paper published in draft form in The “Amalfi” – “Salerno” Ivories and the Medieval Mediterranean, conference procee
dings, Amalfi, 10–13 Dec. 2009, Quaderni del Centro di Cultura e Storia Amalfitana 5, ed. F. Dell’Acqua (Amalfi, 2011), 105–19. The research was 
undertaken with the assistance of an AHRC grant in 2006.

 1 A. Goldschmidt et al., Die Elfenbeinskulpturen: Aus der Zeit d er Karolingischen und Sächsischen Kaiser, VIII.–XI. Jahrhundert, 2 vols. (Berlin, 
1914–16); A. Goldschmidt, Die Elfenbeinskulpturen aus der Romanischen Zeit, XI.-XIII. Jahrhundert, 2 vols. (Berlin, 1923–26); A. Goldschmidt and 
K. Weitzmann, Die byzantinischen Elfenbeinskulpturen des X. - XIII. Jahrhunderts, 2 vols. (Berlin, 1930–34).

 2 Goldschmidt’s plan to publish Islamic ivories was inherited but only partially completed by Kühnel in 1971; the volume on oliphants has now been 
published, although too late for consideration in this chapter: A. Shalem with M. Glaser, Die mittelalterlichen Olifante, Die Elfenbeinskulpturen, 2 vols. 
(Berlin, 2014). 

 3 Goldschmidt et al., Elfenbeinskulpturen, 1. See now R. Kahsnitz, “Die Elfenbeinskulpturen der Adagruppe: Hundert Jahre nach Adolph Goldschmidt: 
Versuch einer Bilanz der Forschung zu den Elfenbeinen Goldschmidt I, 1–39,” Zeitschrift des Deutschen Vereins für Kunstwissenschaft 64 (2010): 
9–172.

 4 Goldschmidt and Weitzmann, Die byzantinischen Elfenbeinskulpturen, 2: 20–21.
 5 On this final question see C. Connor, The Color of Ivory. Polychromy on Byzantine Ivories (Princeton, NJ, 1998).
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 4 Only the tower of Babel, Noah’s Ark, and the Tabernacle (Pls. 8c–d, 9d, 11c, 14a) – all part of the Old Testament group – are carved in verlow 
relief compared to the rest of the images.

 5 Late antique and Byzantine architectural representations often show several views of a building in the same image; however, side views prevail 
in the overall composition: R. Krautheimer, “Introduction to an Iconography of Medieval Architecture,” Journal of the Warburg and Courtauld 
Institutes 5 (1942): 1–33; P. Lampl, “Schemes of Architectural Representation in Early Medieval Art,” Marsyas 9 (1960–61): 6–13; Architecture as Icon: 
Perception and Representation of Architecture in Byzantine Art, exh. cat., Thessaloniki, Museum of Byzantine Culture, 6 Nov. 2009 – 31 Jan. 2010 and 
Princeton University Art Museum, 6  Mar. – 6 Jun. 2010, eds. S. Ćurčić and E. Hadjitriphonos (New Haven, CT, 2010), 144–45. For the Chronikon 
Skylitzes in relation to the Western and Byzantine traditions: V. Tsamakda, The Illustrated Chronicle of Ioannes Skylitzes in Madrid (Leiden, 2002), 
337–51. For late Byzantium: T. Velmans, “Le rôle du décor architectural et la représentation de l’espace dans la peinture des Paléologues,” Cahiers 
Archéologiques 14 (1964): 183–216.

 6 In Norman art buildings are represented by including frontal views and side views within the same image, as seen, for instance, in the mosaics 
of the Palatine Chapel at Palermo. The same applies to the architectural representations in the mosaics of the Cathedral of Monreale.

 7 On the use of columns to separate neighboring scenes in other media, such as manuscript illumination and mosaic: K. Weitzmann, Illustrations in 
Roll and Codex. A Study of the Origin and Method of Text Illustration (Princeton, NJ, 1947), 73, 87–91, 103–04, 129–33; and A. Monciatti, “Le parti-
ture architettoniche nei mosaici della cupola del San Giovanni a Firenze: tipologie e tradizione in relazione allo sviluppo del ciclo,” Arte Medievale 
ser. 2, 12–13 (1998–99): 153–71.

different one from the other, they contain many of the 
same elements, arranged in various ways and creating a 
certain variety and movement in the succession of plaques. 
Among these elements, there are columns, domed build-
ings, and canopies.

In the Old Testament scenes, columns are instrumental 
elements of the composition rather than of the narrative, 
as on each plaque one column carved in the center creates 
two areas occupied by scenes in a narrative sequence.7 

The use of architectural representations  
in the Salerno ivories

In the Salerno ivories architectural imagery is found in 
the majority of the New Testament scenes. Among the 
thirty-nine extant New Testament scenes, twenty-one in-
clude architectural backdrops. Among the thirty-four Old 
Testament scenes only nine do, as the majority of the Old 
Testament plaques display large empty areas in the back-
ground. These plaques were certainly a finished product, 
rather than work left incomplete. Thus, the architectural 
representations were purposely included in the New Tes-
tament plaques to add meaning to the represented scenes. 
In these ivories, the architectural images are usually 
carved in very high relief.4 This technical aspect was per-
haps aimed at emphasizing the presence of the architec-
ture within the scenes so that, in this way, the construc-
tions do not appear as mere fillers of empty spaces. 
Especially urban views are carved to create an almost 
three-dimensional appearance: projecting out from the 
background while representing specific locations with an 
abundance of detail, they attract the beholder’s attention 
to the significance of space and setting in the narrative. 
Thus, in the New Testament plaques, the iconographer 
created a setting for Christ’s story by using detailed and 
prominent architectural representations. The latter, in 
turn, helped the beholder locate the scenes from Christ’s 
life in specific architectural settings.

The architectural representations are usually shown in 
a view from below or at eye level, so that the front sides of 
the buildings, often decorated with portals or pediments, 
can be seen. Side views are extremely rare in the Salerno 
ivories, a fact that removes these architectural representa-
tions from late antique antecedents, as well from the Byz-
antine tradition,5 and Norman art.6 Even though the ar-
chitectural images carved on the Salerno ivories are 

Fig. 1 God Commands Noah to Build the Ark / Construction 
of the Ark, eleventh–twelfth century, ivory, detail of the 

column, Salerno, Museo Diocesano



113

Architectural Illusions and Architectural Representations:  Buildings and Space in the Salerno Ivories

 8 According to Bologna, “Avori medievali,” 62–63, this may suggest the work of two different carvers.
 9 See, for instance, an ivory plaque with the Crucifixion and the Entombment (New York, Metropolitan Museum, inv. no. 17.190.43) (c. 1100) 

or a late eleventh-century chess piece now in Paris (Bibliothèque nationale de France, Cabinet des Médailles, inv. no. 55-305).
10 For the association of the ivory frames with the Ascension plaque, see Hempel’s reconstruction in: Bologna, “Avori medievali,” 146–47, and 

Braca, Gli avori medievali, 217. Braca notes that, alternatively, the colonnettes may have framed the Crucifixion plaque (Braca, Gli avori medie-
vali, 137). For an earlier reconstruction, see also: A. Carucci, Gli avori salernitani del secolo XII (Salerno, 1972), 317–24.

11 See, for instance, the plaques representing the episodes of the Supper at Emmaus, the Samaritan Woman at the Well, the Entry into Jerusalem, 
the Magi before Herod, the Flight into Egypt, the Raising of the Widow’s Son, the Journey to Bethlehem, the Healing of the Dropsical, the Blind 
and the Lame, Christ at Bethany, and Joseph’s Second Dream (Pls. 35a, 28a, 19a, 22a, 26a, 21a, 27a, 35d).

12 In the Dumbarton Oaks plaque the finials of the buildings on the top left show some repairs: J. Hanson, “16. Ivory plaque of the Nativity,” in 
Architecture as Icon: Perception and Representation of Architecture in Byzantine Art, 188, cat. 16.

with acanthus leaves decorating particularly prestigious 
interiors or – in the Presentation – the prominent build-
ing of the Temple of Jerusalem. Capitals and columns are 
extremely elaborate in two elongated ivory frames that 
scholars usually have associated with the sides of the As-
cension plaque (Pl. 62).10 Here, their  complex  form – 
which  features  capitals  with a  double row  of  acanthus  
leaves  and double spiral columns on high sinuous bases 
– seems aimed at emphasizing the Ascension of Christ. 
Just as in the Old Testament scenes, spiral fluted columns 
are used as framing devices for the most important scenes 
in Genesis; here they frame one of the most significant 
scenes of the Christological cycle.

The buildings shown in the Salerno New Testament 
plaques are examples of domed architecture. In this group 
of ivories, domes and cupolas dominate urban views and 
single buildings, becoming the most distinctive feature of 
the architectural representations.11 Although the Salerno 
Nativity displays striking similarities with a plaque dated 
between the seventh and eighth centuries now at Dumbar-
ton Oaks (Fig. 2) for its general iconography and the ty-
pology of buildings represented, hinting at a communal 
model, the Salerno Nativity shows substantial variations.12  

(M. C. C.)

These columns contribute to the spatial and narrative 
structure of each plaque. Though their capitals and bases 
are similar, there are two different types of columns: one 
that has a spirally fluted shaft and another that has a 
smooth, plain shaft.8

Similar columns and capitals – but in a more stylized 
form – are to be found on the lid of the so-called Farfa 
casket and on other ivories variously attributed to Amalfi, 
Salerno, or generally to southern Italy (Fig. 1).9 However, 
in the Salerno group the relief of the carving is extremely 
high and this differentiates it from contemporary ivories: 
thus, for these elements, the carver likely adopted models 
which had already entered the tradition of eleventh- and 
twelfth-century ivory carving. The same kind of columns 
and capitals appear both in the Old Testament plaques – 
where they are used as central elements, separating two 
scenes, as well as details of cityscapes – and in the New 
Testament ivories where, however, the same kind of capi-
tals appear on single, double or triple columns. Although 
the dimensions of the capitals are different from one 
plaque to the other, they are variations of the same type.

In the New Testament cycle, the plaques with the Visi-
tation, the Magi before Herod, and the Presentation of the 
Child in the Temple (Pls. 19a, 19e–f, 24a) display capitals 

Fig. 2 Nativity, seventh–eighth century, ivory, Washington, DC, Dumbarton Oaks Museum, 
inv. no. BZ. 1951.30
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14 Chap. 51:  “Dicto hoc, rursus ille residens, velut revocans illos, dicat antiphonam: Venite et videte locum. Haec vero dicens, surgat et erigat velum 
ostendatque eis locum, cruce nudatum sed tantum linteamina posita quibus crux inuoluta erat; quo viso deponant turibula quae gestaverant in eo-
dem sepulcro, sumantque linteum et extendant contra clerum ac, veluti ostendentes quod surrexerit Dominus et iam non sit illo inuolutus, hanc 
canant antiphonam: Surrexit Dominus de sepulcro, superponantque linteum altari.”

15 R. Deshman, “Servants of the Mother of God in Byzantine and Medieval Art,” Word & Image 5 (1989): 33–70, repr. in Eye and Mind. Collected Essays 
in Anglo-Saxon and Early Medieval Art by Robert Deshman, ed. A. S. Cohen (Kalamazoo, MI, 2010), 220–41.

16 Braca, Gli avori medievali, 129.

The New Testament cycle is, then, about seeing Christ’s 
earthly life as the biblical witnesses purportedly did – for 
example, the servant in the Visitation scene (Pl. 19) which, 
as Robert Deshman has demonstrated, picks up on Sarah’s 
watching while Abraham entertained the three messen-
gers (as the Evangelist Luke himself had), to suggest the 
witnessing aspect of the ancilla Dei.15 As she draws back 
the curtain at the top of a flight of steps, her sleeveless 
shirt revealing breasts beneath and a long tie, the maid 
struggles to look intently at Mary and Elizabeth embrac-
ing, simultaneously suggesting the reality of the event and 
the function of the carved image that renders the history. 
The series abounds with such surrogates for the viewer: 
the midwife at the Nativity who attests to Mary’s virginity 
(Pl. 22), the star of Bethlehem personified as an angel who 
points out the Madonna and Child to the Magi and to us 
as Joseph also looks on (Pl. 20), Hannah in the Presenta-
tion (Pl. 24), Moses and Elijah in the Transfiguration (Pl. 
25), the two angels worshiping Christ (Pl. 26), Mary and 
John at the Crucifixion (Pl. 32), and the apostles in nu-
merous scenes and the disciples in the post-Resurrection 
episodes. Realism not only confirms belief in the actuality 
of Christ’s life on earth, but also brings the viewer into the 
scene as a witness, cuing proper reaction: consternation 
in the soldiers serving Herod (Pl. 23), wonder in the Magi 
approaching Christ (Pl. 37), and humble acquiescence 
when Christ blesses the Apostles (Pl. 37).

The incorporation of realia and the tropes of seeing 
closely related to it are particularly intense in the extend-
ed series of scenes devoted to Christ’s post-Crucifixion 
appearances in which the truth of what was seen was a 
matter of particular importance. The cycle includes not 
only the Marys confirming that Christ was no longer in 
the tomb (Pl. 31), but also Christ’s Appearance to them 
(Pl. 33) and their report of it to the Apostles (Pl. 34), not 
only the Commission of the Apostles (Pl. 35), but also the 
Appearance to them (Pl. 37), as well as Christ at the Sea of 
Tiberias (Pl. 34), the Supper at Emmaus (Pl. 35), and, of 
course, the Incredulity of Thomas (Pl. 33). As Bergman 
and Braca have shown, the latter scene has close icono-
graphic cognates in Sant’Angelo in Formis and the Troia 
Exultet Roll of 1132, which even pictures the strong door 
lock;16 however, the painted versions fail to underscore 
the miraculous nature of Christ’s appearance “behind 

also be noted that his argument in De ornatu ends with a 
vision of St. Benedict seated “super eburneam cathedram 
totum humilitatis ornamentum.”)  

The depiction of the Marys at the Tomb demonstrates 
how the realism operates (Pl. 31). So finely carved that the 
sepulcher’s deeply undercut colonnade is now mostly bro-
ken away, the ivory elaborates the traditional iconography 
by depicting Christ’s sarcophagus in the Early Christian 
strigilated form found also in the frescoes of Sant’Angelo 
in Formis and known from an actual tomb in the atrium 
of the Salerno Cathedral. The censers are particularly de-
tailed; shown swinging on three chains, the foremost 
opens just a crack to emit its perfume. As Natalia Teteriat-
nikov argues in her contribution to this volume, this 
plaque has a rich liturgical context; I add only that the 
impressively rendered objects connect the biblical ac-
count depicted on it to the Quem quaeritis, a liturgical 
drama known in central Italy as early as the tenth century, 
which (in the Regularis Concordia version of ca. 970) cul-
minates:

When this has been sung he that is seated, as though 
calling them back, shall say the antiphon Come and 
see the place, and then, rising and lifting up the veil, he 
shall show them the place void of the Cross and with 
only the linen in which the Cross had been wrapped. 
Seeing this, the three shall lay down their thuribles in 
that same “sepulchre” and, taking the linen, shall hold 
it up before the clergy; and, as though showing that 
the Lord was risen and was no longer wrapped in it, 
they shall sing this antiphon The Lord has risen from 
the tomb. They shall then lay the linen on the altar.14

This “showing them the place void of the cross” and “mak-
ing known that the Lord had risen” are visualized on the 
ivory by the opening up of the tomb through a kind of 
perspective so that the viewer is led to peer into a relic-like 
box in which the sudarium, rising miraculously, confirms 
Christ’s absence.  It may not be mere chance that the Marys 
at the Tomb share a plaque with Christ Healing the Blind 
Man (in which the restored sight is rendered by the return 
of glass paste pupils) (Pl. 31). Making the historical events 
visible and present is, after all, a purpose of both liturgical 
drama and art; and in both liturgy and art, objects create 
the effect – veils, crosses, cloths, thuribles, and altars. 
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13 In a few instances buildings of this kind also show a door. According to Bologna, the buildings represented on the oliphant now in Zaragoza 
(Museo de la Sacristia de la Basilica del Pilar: so-called Oliphant of Gastón IV de Bearn) recall the Salerno ivories: Bologna, “Avori medievali,” 
87. However, their shape and the very low relief of carving dissociate them from the latter.

14 These have recently been dated to the seventh-eighth centuries: G. Bühl, “Ivories of the So-Called Grado Chair,” in Byzantium and Islam: Age of 
Transition, 7th– 9th Century, exh. cat., New York, The Metropolitan Museum of Art, 14 Mar. – 8 Jul. 2012, ed. H. C. Evans with B. Ratliff (New York, 

few instances, the cornice at the springing of the dome 
forms a platform on which the dome itself rests (Figs. 
3–4).13 Similar domes appear on the so-called Grado ivo-
ries, but within city walls that are quite different.14 Beside 
this recurrent type, the Salerno ivories feature a great va-

One type of domed building recurs in the Salerno ivories: 
a central structure with a round dome, characterized by a 
cornice at its base and a trapezoidal or circular finial at its 
apex. This form seems to reproduce the view of three sides 
of a hexagonal or octagonal building with a dome. In a 

Fig. 3 The Raising of the Widow’s Son, eleventh–twelfth 
century, ivory, detail of the city, Salerno, 

Museo Diocesano

Fig. 5 Palermo, Martorana, 1143, exterior

Fig. 6 Palermo, San Cataldo, 1154, exterior Fig. 4 The Samaritan Woman at the Well, eleventh–twelfth 
century, ivory, detail of the architectural backdrop, Salerno, 

Museo Diocesano
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“Veteris Testamenti typos evangelicae veritati profecisse monstravimus”

10 Gli avori medievali, 129.
11 H. L. Kessler, “‘Byzantine Art and the West:’ Forty Years after the Athens Exhibition and Dumbarton Oaks Symposium,” in Medioevo Mediterraneo:  

l’Occidente, Bisanzio e l’Islam, conference proceedings, Parma, 21–25 Sept. 2004, I convegni di Parma 7, ed. A. C. Quintavalle (Milan, 2007), 57–72; 
L’enigma degli avori medievali da Amalfi a Salerno, fig. 38; Byzantium and Islam: Age of Transition, 7th – 9th Century, exh. cat., New York, The Metro-
politan Museum of Art, 14 Mar. – 8 Jul. 2012, ed. H. C. Evans with B. Ratliff (New York, NY, and New Haven, CT, 2012), fig. 38.

12 Bruno Astensis, De laudibus ecclesiae, II, 12 (PL 165:941):  “Quando autem fidei incrementum apparet, tunc mirabile videas, daemoni fugere, mor-
tuos sugere, caecos illuminari, paralyticos curare, leprosos mundari, aliaque miracula fieri, quae ab his, qui eodem fidei ornamento vestiiti non sunt, 
impossibilia esse creduntur”; see H. L. Kessler, “A Gregorian Reform Theory of Art?,” in Roma e la Riforma gregoriana. Tradizioni e innovazioni ar-
tistiche (XI-XII secolo), Études lausannoises d’histoire de l’art 5, eds. S. Romano and J. Enckell Julliard (Rome, 2007), 25–48, and L. Hamilton, A 
Sacred City. Consecrating Churches and Reforming Society in Eleventh-Century Italy (Manchester, 2010), 163–79.

13 Müller, “Old and New,” 22–23.

anatomies are more rudimentary, the action is invigorat-
ed and the wine casks are rendered in much more asser-
tive three dimensions.

The attention and craftsmanship attest to the impor-
tance of the episodes depicted, and the realia convince the 
viewer of the fact of Christ’s life and of his power to cure, 
save, and transform humankind. In this, they parallel 
Bruno of Segni’s argument for artistic effect in the section 
of his De laudibus ecclesiae devoted to Where, that is in 
Which Things, the Church is Adorned: “then you may see 
something wonderful:  demons flee, the dead rise, the 
blind see, paralytics are cured, lepers are cleansed, and 
other miracles happen, which those that are not covered 
in the same ornament of faith believed to be impossible.”12 
Bruno of Segni was a monk of Montecassino during the 
first decades of the twelfth century, and Müller adduced 
his Expositio in Pentateuchum to account for certain theo-
logical concepts she perceives in the ivories.13 (It should 

hinge that recalls the mechanism fitted to the ancient 
doors of the Sancta Sanctorum in Rome, probably during 
the reign of Innocent III (r. 1198–1216) (Fig. 2). One can 
see and feel how the lock works (even if, as Braca sug-
gested, it was transmitted through a drawing);10 the view-
er can easily imagine how the key would release the upper 
horizontal bar which would then pivot out so that the 
door’s left valve could be collapsed onto the right one and 
the two folded in. The same intensification of natural ele-
ments is evident in a comparison of the scene of the Mir-
acle at Cana (Pl. 24) with its counterpart (and probable 
model) among the Grado ivories (London, Victoria and 
Albert Museum, inv. no. A.1-1921) (Fig. 3).11 While the 

Fig. 2 Rome, Lateran Palace, Sancta Sanctorum, bronze doors, 
early thirteenth century?

Fig. 3 Miracle at Cana, seventh century, 11.3 × 9.2 cm, ivory, 
London, Victoria and Albert Museum, inv. no. A.1-1921.
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NY, and New Haven, CT, 2012), 45–50, cats. 24 A-N; see also Tasso’s contribution in this volume. On architectural representations in the Grado 
ivories: K. Weitzmann, “The Ivories of the So-Called Grado Chair,” Dumbarton Oaks Papers 26 (1972): 55–58.

15 In two cases, the Entry into Jerusalem and The Healing of the Dropsical, the Blind and the Lame, a building features a kind of lobed dome (Pls. 
28a, 27a). In Christ Blesses the Apostles at Bethany and Joseph’s Second Dream (Pls. 35d, 21a) the domes are spheroidal, feature a roundel in 
the center and walls decorated with various patterns, perhaps based on a specific cityscape.

16 For an interpretation of the architectural backdrops as views of Salerno: Schiavo, “L’architettura degli avori.” Braca notices similarities with the 
cupolas on the tenth- and twelfth-century coinage of Salerno and Amalfi and the architecture of Salerno Cathedral: Braca, Gli avori medieva-
li, 153–60. Still, such cupolas are similar to some of the ivories’ domes only in their round shape and no decorative element of  Salerno Cathedral 
is accurately copied in the plaques. Scholars should be cautious about interpreting horseshoe arches and other features as peculiar to the architectu-
re of Amalfi and Salerno, as they were widespread architectural features throughout the Mediterranean world during the Middle Ages (The “Amalfi”-
“Salerno” Ivories, 118–19).

17 The dome of the Martorana arises from a polygonal drum that displays two decorative bands at the top. Similarly, the kind of dome recurrent 
in the plaques – which can be seen in the scenes with the Drunkenness of Noah, God blessing a Patriarch, the Samaritan Woman at the Well  
(Pls. 11e, 15f, 26a) – presents a base with horizontal bands recalling a polygonal platform decorated with longitudinal elements.

18 The dome of the palace of La Zisa is now hidden under later structures. For elongated domes, see the episodes of the Magi before Herod, the 
Nativity, the Flight into Egypt, the Supper at Emmaus, the Healing of the Dropsical, the Blind and the Lame, the Raising of the Widow’s Son, the 
Pious Women at the Sepulcher (Pls. 19f, 22a, 35a, 27a, 26a, 31a). A variation on the same kind of dome, which does not appear to rise from a 
platform, can be seen on the plaques with Joseph’s Second Dream, the Visitation, Christ at Bethany, the Healing of the Blind Man, the Entry 
into Jerusalem, and the Healing of the Dropsical, the Blind and the Lame (Pls. 21f, 19f, 35d, 31e, 28f, 27a).

19 B. Brenk, “L’importanza e la funzione della Cappella Palatina di Palermo nella storia dell’arte,” in La Cappella Palatina in Palermo, ed. idem, 4 vols. 
(Modena, 2010), 2: 44–48.

20 On Fatimid architecture in Cairo:  D. Behrens-Abouseif, Islamic Architecture in Cairo: An Introduction (Leiden, 1989), 58–77; J. Bloom, “The 
Mosque of al-Hakim in Cairo,” Muqarnas 1 (1983): 15–36; C. Williams, “The Cult of the ‘Alid Saints in the Fatimid Monuments of Cairo. Part 1: The 

Norman architectures along with forms from the wider 
eastern Mediterranean, particularly the Fatimid realm. 
The elongated domes of the plaques, in fact, are cinched at 
the bottom, a detail that, as will be seen below, makes for 
a closer connection to Fatimid domes than to the elon-
gated domes of Norman Palermo.

The widespread use of domed architecture in the Saler-
no ivories, which was clearly inspired by models that were 
not part of the Western or Byzantine traditions, reveals 
the iconographer’s interest in iconographies that incorpo-
rate elements linked to southern Mediterranean architec-
ture. While these architectural representations echo 
buildings depicted in the so-called Grado group, they also 
show substantial variations on that model. At first sight, 
they present an oriental or Islamicizing look that evokes 
Fatimid examples of elongated domes, especially in the 
monuments of Cairo built after the Fatimid conquest of 
Egypt in 969, without reproducing these examples in de-
tail.20 This illusion of exotic central buildings, which find 
their closest models in the Fatimid period, shows the ico-
nographer’s ability to create such an illusion, an inspira-
tion taken from such architectural models, or a combina-
tion of these two elements. 

(P. B.)

Canopies and pediments

The use of canopies and pediments in the architectural 
backdrops of the Salerno ivories appears related to the vi-
sualization of majesty and royalty. In the Magi before 
Herod, the king is seated on a throne under an elaborate 

riety of domes: bulbous, pointed, or elongated, with dif-
ferent cornices, tufts, or dots at the apex.15 The abundance 
of domes, present in almost all the architectural represen-
tations, and the variety of architectural backdrops in the 
New Testament plaques, allows us to rule out the notion 
that these images reproduce the cityscape of Salerno or 
Amalfi – cities to which the plaques are connected by his-
toriography.16 In fact, the existing records of medieval  
architecture in these cities, such as extant buildings and 
archive drawings representing single structures and city-
scapes, do not show any significant resemblance with the 
architectural representations of the plaques. However, the 
Norman architecture of Palermo in the early days of Roger 
II’s reign (1130‒54) may offer substantial comparisons. 
The contours of the dome of the Martorana, the church 
built in Palermo in 1143 by George of Antioch, the high-
est-ranking officer of the Norman king Roger II, come 
closest to those of the dome recurring on the Salerno ivo-
ries (Figs. 4–5).17 On the other hand, the elongated domes 
of the plaques may recall the ones typical of Arabo-Nor-
man architecture, an early example of which is the church 
of San Giovanni  dei Lebbrosi, founded in 1071 by Robert 
Guiscard (r. 1059‒85), and which become far more fre-
quent during the reign of William I (1154‒66), son and 
successor of Roger II – see, for instance, the church of San 
Cataldo in Palermo (1154) and the original dome of La 
Zisa palace (1165‒80) (Figs. 3, 6).18 These elongated domes 
appear very close in proportions and dimensions to those 
linked to Fatimid architecture. To be sure, Islamic archi-
tecture also influenced earlier traditions in Sicily, as part 
of the larger Mediterranean visual culture.19 The  Salerno 
ivories, in turn, may evoke elements of Norman and Arabo-
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 6 See H. L. Kessler, “Salerno and Palermo,” in The “Amalfi” - “Salerno” Ivories and the Medieval Mediterranean, conference proceedings, Amalfi, 10–13 
Dec. 2009, Quaderni del Centro di Cultura e Storia Amalfitana 5, ed. F. Dell’Acqua (Amalfi, 2011), 47–54.

 7 O. Demus, The Mosaics of Norman Sicily (London, 1949), 245.
 8 See P. C. Claussen, Die Kirchen der Stadt Rom im Mittelalter 1050–1300, vol. 2,  S. Giovanni in Laterano, Forschungen zur Kunstgeschichte und 

christlichen Archäologie 21 (Stuttgart, 2008), 2: 130–37.
 9 K. Müller, “Old and New. Divine Revelation in the Salerno Ivories,” Mitteilungen des Kunsthistorischen Institutes in Florenz 54 (2010–12): 1–30.

tion of meaning remains an essential consideration, and 
one that opens up other important questions.  

Inspired by the fine paper delivered at the Amalfi meet-
ing in which Kathrin Müller exposed new theological un-
derpinnings for the ivories primarily from a careful anal-
ysis of the carvings themselves,9 I would like here to try to 
combine the two issues I have been thinking about during 
the past several years I have been engaged in this project 
initiated by Francesca Dell’Acqua and to explore the ways 
in which the rendering of realia, in fact, inflects deeper 
meaning in the reliefs.  

I begin with the realism I noted in several scenes of the 
New Testament cycle. Whereas other factors may well 
have played roles – different carvers, for instance, and the 
impact of models – the insistence on verity in the render-
ing of the Samaritan well, the Galilean ship rigging, and 
the depiction of abdominal dropsy and crippled limbs 
distinguishes New Testament subjects from those based 
on Hebrew Scripture, just as the difference of horizontal 
and vertical formats does. Certain Old Testament scenes, 
to be sure, include naturalistic details. Individual species 
are easily identified among the animals God creates on 
the sixth day: a ram, ox, horse, dog, deer and hare; and the 
men building the ark are pictured wielding saw, adze, 
plane, hammer, and drill with the conviction of knowl-
edge. Even the most detailed of the Old Testament epi-
sodes, however, pales in its treatment of particulars com-
pared to even the most abstract ones from the Gospels. 
For instance, the depiction of the hinged door of Noah’s 
ark is strikingly schematic next to the gate of Jerusalem in 
the Incredulity of Thomas (Pl. 33). The one does its basic 
job of evoking narrative action; the other actually enhanc-
es Scripture’s words “although the doors were shut, Jesus 
came and stood among them” (John: 20.19–29) by pictur-
ing a key plate fastened to one valve and a sturdy iron 

Such a lively discussion followed my paper about the 
meaning of the Old Testament narrative, however, that I 
became persuaded of the need to return to the subject of 
iconographic interpretation.6 Led by Beat Brenk, the de-
bate focused on my questioning of Otto Demus’ assertion 
(concerning the related cycles in Sicily) that the depic-
tions from Hebrew Scripture “are to be taken at their face 
value and not as embodying typological or allegorical 
ideas.”7 The evidence I had mustered against Demus’ gen-
eralization was the foregrounding in the scene of the Cre-
ation of the Animals of a lion and serpent bowing down at 
the Lord’s feet, and a griffin and basilisk, which I, con-
tended, was meant to evoke the four creatures mentioned 
in Psalm 91:13 that God subdues to protect his chosen 
people, made popular in such images of Christ Trampling 
the Beasts as that on the papal throne in the Lateran,8 
which also pictures the “aspis” with ears and with its body 
forming a double loop, the lion with head lowered, and 
the basilisk with a rooster’s upper body, wings, and a sin-
gle-looped snake’s tail (Fig. 1). Only the griffin differs, at 
least in the lower part. Even if Demus’ assertion is “un 
malinteso” (a misunderstanding), as Brenk put it, it does 
get us to the heart of the issue of the Salerno Old Testa-
ment series, namely, that, at first glance, the sequence ap-
pears to be a literal rendering of the story of Genesis and 
Exodus and yields its true message only when the depic-
tions are penetrated with the mind’s eye. This would not 
be surprising, of course; as Brenk pointed out at the time, 
for Christians, the Old Testament was important only in-
sofar as it speaks of Jesus Christ. Indeed, Jerome made 
this very claim succinctly in his letter to Pammacham 
(Epist. 48) that I have used as the title of this paper, “the 
types of the Old Testament establish the truth of the Gos-
pel.” Often submerged in the quest of iconographic sourc-
es for the Salerno ivories, dating, and function, the ques-

Fig. 1 Asp, Lion, Dragon, Basilisk, Papal throne, marble base, Rome, San Giovanni 
in Laterano
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Mosque of al-Aqmar,” Muqarnas 1 (1983): 37–52; C. Williams, “The Cult of the ‘Alid Saints in the Fatimid Monuments of Cairo. Part 2: The Mau-
solea,” Muqarnas 3 (1985): 39–60; D. Behrens-Abouseif, “The Façade of the Aqmar Mosque in the Context of Fatimid Ceremonial,” Muqarnas 9 
(1992): 29–38.

21 Flavius Cresconius Corippus, In laudem Iustini Augusti Minoris. Libri IV, ed. A. Cameron (London, 1976), 187–88 (commentary); R. Teja, “Il ceri-
moniale imperiale,” Storia di Roma, 7 vols., III L’età tardoantica. 2 I luoghi e le culture, ed.  A. Carandini et al. (Turin, 1993), III.2: 623–24; A. Carile, 
“La prossemica del potere,” in Uomo e spazio nell‘Alto Medioevo, conference proceedings, Spoleto, 4–8 Apr. 2002, Settimane di Studio del Centro 
Italiano di Studi sull‘Alto Medioevo 50 (Spoleto, 2003), 602–19; M. Featherstone, “ΔΙ’ΕΝΔΕΙΞΙΝ: Display in Court Ceremonial (De Cerimoniis II, 
15),” in The Material and the Ideal. Essays in Medieval Art and Archaeology in Honour of Jean-Michel Spieser, ed. A. Cutler and A. Papaconstantinou 
(Leiden, 2007), 75–112; W. Tronzo, The Cultures of his Kingdom: Roger II and the Cappella Palatina in Palermo (Princeton, NJ, 1997), 100–02, 
109–10; P. Sanders, Ritual, Politics, and the City in Fatimid Cairo, SUNY Series in Medieval Middle East History (Albany, NY, 1994), 22, 34, 71–75.

22 Nevertheless, in these scenes the throne forms a kind of niche around the body of the king, indicating his status in the context of the narrative.
23 The cosmic symbolism and ceremonial use of the canopy at imperial receptions is clarified in a sixth-century poem written by the court poet 

Corippus in praise of Emperor Justin II (Flavius Cresconius Corippus, ed. Cameron, 187–88).
24 See Natalia Teteriatnikov’s contribution to this volume.
25 See, for instance, the plaques representing the episodes of the Healing of the Paralytic at Bethesda, the Healing of the Dropsical, the Blind 

and the Lame, and Joseph’s Second Dream (Pls. 30a, 27a, 21f).
26 For the symbolic value and cosmic implications of the architectural forms derived from the circle: K. Lehmann, “The Dome of Heaven,” Art Bulletin 

27 (1945): 1–27; E. Baldwin Smith, The Dome. A Study in the History of Ideas (Princeton, NJ, 1950); idem, Architectural Symbolism of Imperial Rome 
and the Middle Ages (Princeton, NJ, 1956), 70–73, 130–151, 176–207; although outdated, see also: L. Hautecoeur, Mystique et architecture. Symbo-
lisme du cercle et de la cupole (Paris, 1954), 169–75, 214–45; on Islamic architecture: O. Grabar, “The Islamic Dome, Some Considerations,” Journal 
of the Society of Architectural Historians 22 (1963): 191–98; idem, “From Dome of Heaven to Pleasure Dome,” Journal of the Society of Architectural 
Historians 49.1 (1990): 15–21.

forms a canopy of sorts above their heads, conveying the 
Virgin and Child’s status of majesty and supreme power 
(Pl. 20a). Thus, the ceremonial use of the canopy – and of 
curtains at imperial receptions – was well known to the 
designer of this scene. The same concept is expressed in 
the elaborate acanthus leaf cornice surrounding Christ in  
the Adoration of Christ by the Angels (Pl. 26a). It frames 
Christ’s figure, so as to emphasize the value of the scene as 
the celebration of Christ’s majesty and supreme kingship. 
This example leads us to consider the use of canopy-like 
structures within buildings or cities. As Natalia Teteriat-
nikov has shown, the Holy Sepulcher is presented with 
baldachin- and canopy-like structures, which convey the 
holiness of the sepulcher itself.24 In the other architectural 
representations canopies appear as single elements (Fig.  4), 
as elements of interiors (Fig. 7), or as elements of city-
scapes or groups of buildings. They are often used as 
monumental frames for domed structures.25 The cano-
pies’ elaborate forms and high relief carving attract the 
attention of the beholder, indicating the importance of 
the architecture within each scene. The symbolic impor-
tance of the canopy – and by extension, of the architec-
tural elements derived from the circle, such as domes, and 
cupolas26 – in the Salerno ivories points to the culturally 
mixed milieu in which they were designed and produced. 

(M. C. C.)

Cities and places

The representations of walled cities show a great variety in 
shape and appearance. Surely these cities represent par-
ticular places – Haran and Bethlehem, among others – yet 

canopy that conveys the idea of an apse conch. Court cer-
emonial in Byzantium, as well as in Norman Sicily and the 
Fatimid caliphate, required curtains hanging from the 
canopy to be drawn aside when the ruler appeared in maj-
esty.21 In other scenes, namely in the Massacre of Inno-
cents and in Sarah and Abimelech King of Gerar (also 
interpreted as the Pharaoh Gives Sarah back to Abraham) 
(Pls. 23a, 12a), where the king is not represented during 
an official reception, there is no canopy above the throne.22 

The reception of the three Magi, however, entailed the use 
of architectural structures such as the canopy with cur-
tains appropriate to the ceremonial of the imperial recep-
tion.23 Similarly, in the Adoration of the Magi the Virgin 
and the Child are seated on a throne, the back of which 

Fig. 7 The Visitation, eleventh–twelfth century, ivory, details of 
the canopies, Salerno, Museo Diocesano
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looped around the stern post. These betray the same sen-
sibility, interest, and skill. Such details suggest another 
sort of connection to the wood objects displayed together 
with the ivories in the Salerno exhibition of 2007–08, such 
as the doors of Santa Maria in Cellis of 11324 or the wood-
en doors from San Pietro in Albe in Celano,5 and may in-
dicate that the carvers also worked in materials other than 
ivory.  

Whether or not the carvers also worked in wood, how-
ever, their interest in manufactured objects is part of a 
more general realism that pervades the Salerno reliefs, es-
pecially those based on the Gospels. Thus, the crippled 
man’s crutch in the scene below the Calling of Peter and 
Andrew (Pl. 27) also reveals an interest in how things ac-
tually function, its handle and precisely-carved knee sup-
port setting up a contrast to the man’s outward-turned 
soles, that is, to tools that no longer work properly. And 
the realistic rendering of the instruments is paralleled by 
the distended abdomen of the dropsical man and the eyes 
of the blind man, whose inability to see is rendered by the 
absence of paste insets that illuminate the seeing eyes of 
the other figures. So intrigued was I by these and other 
details that, perhaps a bit impetuously, I announced that, 
at the 2012 meeting in Florence, I would make carving my 
subject, specifically, the rendering of realia. 

In 2009, when Antonio Braca accorded me the unusual 
privilege of examining the Salerno Ivories outside their 
protective vitrines, nothing impressed me more than the 
remarkable carving itself or, rather, the impressive range 
of carving.1 This may have been because, until then, I had 
focused my attention largely on the plaques depicting 
subjects from Hebrew Scripture with their generally sche-
matic, planar reliefs.2 The distilled narratives, paratactic 
compositions, and flattened surfaces of the Old Testament 
scenes are mostly devoid of detail; for instance, in the  
depictions of God Closing Noah and His Family in the 
Ark and Noah Retrieving the Olive Branch (Pl. 8), the 
dove’s wings, the doors, and the Patriarch’s outstretched 
arm are all reduced to their basic features and plastered 
against the backgrounds. Studying the ivories up close six 
years ago, however, I was struck particularly by the ex-
traordinary rendering of the windlass in the scene of 
Christ and the Samaritan woman (Pl. 28), with its under-
cut drum dowels, mortised axles, and naturally looped 
cable which seemed to me to betray the knowledge and 
attention of a skilled instrument maker.3 These character-
istics were evident also in the handing of the oarlock in 
the scene of Christ Calling Peter and Andrew (Pl. 27), 
with its correctly detailed pin and anatomically correct 
sail spar, tethered to the mast crotch with its halyard 
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  * Jerome, Letter 48.20; (PL 22:232). 
 1 See A. Carucci, Gli avori salernitani del secolo XII (Salerno, 1972); R. P. Bergman, The Salerno Ivories. Ars Sacra from Medieval Amalfi (Cambridge, 
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 5 Curzi, Arredi, 15–45.
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of Egypt. In line with tenth- and eleventh-century Byzantine iconography, the woman of the Salerno plaque outstretches her veiled hands 
toward the Holy Family as an act of reverence. However, here she does not wear a crown, a detail that would have unquestionably identified 
her as a personification – as we see in the mosaics of the Cappella Palatina at Palermo; G. Schiller, Iconography of Christian Art, 2 vols. (London, 
1971), 1: 119–20; G. Wolf and M. De Giorgi, “Dalla Fuga all’ingresso. La parete meridionale della Cappella Palatina,” in La Cappella Palatina in 
Palermo, 127.

34 Because the mausolea lack dated inscriptions, this assessment relies on a stylistic comparison with similar structures in Cairo: K. A. C. 
Creswell, The Muslim Architecture of Egypt, 2 vols. (New York, NY, 19782), 1: 136–38.

Hence, it is impossible to tell to what extent the back-
drops were chosen to specifically represent Egypt, or 
whether they were part of a pervasive shared culture 
across the Mediterranean at that time, involving the Nor-
man, Byzantine, and Fatimid courts, as Oleg Grabar de-
scribed it.30 The transfer of such motifs could take several 
routes, often by way of objects through gift exchange and 
trade.31 These transfers took shape in different media, in-
cluding woodcarvings, paintings, ceramic, and – most 
prominently – textiles.32 The difficulty in assessing the ex-
act mode of transfer in the case of the Salerno ivories is 
the scarcity, in Fatimid art, of architectural representa-
tions. Hence, it may be possible that the artist in question 
had visited Egypt, or seen drawings of the city of Cairo, 
although records of this have not come down to us.

In the Flight into Egypt (Pl. 22a), we see two different 
architectural images: in the foreground a city where the 
angel leads the Holy Family, and at the top, in a more dis-
tant background, a small representation of three build-
ings. The urban view is carved in very high relief as if to 
underline the significance of this city in the context of the 
scene. The vegetal element emerging from an oculus in the 
cityscape enhances the illusion of depth, while at the same 
time suggesting a flourishing exotic city, at least to the eye 
of the modern beholder. In this case, the urban scene does 
not stand for a particular city but rather for Egypt in gen-
eral, whose personification – or, simply, an inhabitant of 
the city33 – welcomes the Holy Family. Still, in this image, 
which seems absolutely fantastic at first sight, we may 
identify some adherence to eleventh-century Fatimid ar-
chitecture. This is particularly evident in the representa-
tion of the central building at the bottom, whose terrace-
like structure and elongated cupola seems a simplification 
of a mausoleum, such as a group of mausolea in Aswan 
(Fig. 8), that may date to the late eleventh or early twelfth 
century.34 Mausolea in Cairo with similar domes, such as 

the cityscapes do not seem to reproduce buildings that 
ever existed in those locations. Rather, they evoke features 
like crenelated walls and city gates that would have been 
plausible in those places at the time the Salerno ivories 
were produced. A comparison with cities represented ad-
jacent to a scene – specifically Jerusalem, Nain, and an 
Egyptian city (Pls. 28f, 26a, 22a) – shows that the carvers 
of the ivories aimed to carefully differentiate the locations 
by creating diverse urban views, albeit ones that are dom-
inated by similar elements. The high relief of the carving, 
with the cityscapes projecting from the surface of the 
plaques, makes them essential elements within the narra-
tive, because they emphasize the specific place and space 
within which a scene is situated. This confirms that the 
architectural representations were, indeed, created in or-
der to evoke specific locations.

In the Flight into Egypt (Pl. 22a), Cairo may have been 
evoked as a background to stand for the region as a whole. 
From 969 until 1171, the city was the capital of the Fatim-
id dynasty that had founded al-Qahira as a palatial exten-
sion of the earlier Islamic settlements in the area. The ar-
chitectural backdrops in the Salerno ivories seem to evoke 
the architecture of Cairo. However, today’s concentration 
of Fatimid architecture in Egypt is deceiving to some ex-
tent, as it creates the impression that the style originated 
in Cairo. Fatimid presence was not limited to Egypt: the 
dynasty started out in North Africa and at times spread as 
far as northern Syria. Of al-Mahdiya, the Fatimids’ sec-
ond capital founded in 921 between Sfax and Susa (in to-
day’s Tunisia), just a few traces remain.27 Only the Great 
Mosque still stands on the site, although as a reconstruc-
tion completed in the 1960s.28 In Syria  and  Palestine,  
Fatimid  presence  was  more  ephemeral,  yet  overall  the  
architectural presence of the dynasty must have been 
quite distinctive around the eastern Mediterranean, as the 
monuments of Norman Sicily confirm.29
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61 Among others, Abbot Daniel visited it as early as 1106–07 and provided a detailed account of the site; see J. Wilkinson et al., Jerusalem Pilgri-
mage 1099–1185 (London, 1988), 134. A few decades later, the site underwent substantial modifications and, by 1138, it was incorporated into 
a Benedictine convent (Pringle, Churches of the Crusader Kingdom, 1: 122–37). Because of the popularity of the cult of Lazarus in the twelfth 
century, the church of Autun was modeled after the complex at Bethany: L. Seidel, Legends in Limestone. Lazarus, Gislebertus, and the Cathedral 
of Autun (Chicago, IL, 1999), 33–62.

pression of particularly exotic places by including Islami-
cizing domes. More important, the choice of an architec-
ture derived from the circle, as exemplified by the wealth 
of domes, cupolas, and canopy structures, suggests that 
particularly monumental and sacred spaces were depicted. 
Meanwhile, the subtle use of high or low relief reveals the 
centrality of the architectural imagery within the scenes, 
as this was imbued with meaning transcending its func-
tion of providing a setting for the Biblical stories.

All these observations suggest that the designer was a 
learned person who had probably travelled the Medi-
terranean and been exposed to its different cultures. Ref-
erences to court ceremonial and diverse architectural  
traditions may point either to a particular political era, 
when, for instance, the Holy Sepulcher was of major con-
cern – such as the years immediately preceding or following 
the Latin conquest of Jerusalem in 1099 – or to exegetical 
questions. The apparent familiarity with Fatimid architec-
ture as well as with late antique and Byzantine iconogra-
phy points to a rich and eclectic cultural milieu, perhaps 
akin to the one that fostered the flourishing of the arts in 
southern Italy during the reign of Roger II.

Although our discussion here has touched only on a 
few major aspects of the architectural representations in 
the  Salerno ivories, clearly this extraordinary architec-
tural imagery is charged with a strong evocative power, 
suggesting that it originated from a learned cultural mi-
lieu capable of creating multiple levels of meaning beyond 
the mere illusion of a backdrop for Sacred Scripture. 

(M. C. C.)

Furthermore, the meaning of roundels and dots on cu-
polas  as referring to particularly venerated places of pil-
grimage of the Holy Land – Jerusalem, Bethlehem, and 
especially Bethany – may suggest a link between the Sa-
lerno ivories and those places. Though not one of the triad 
of caves mentioned by Eusebius, yet a major site in the 
Holy Land visited by pilgrims – especially in the period 
following the Latin conquest of Jerusalem in 1099 – ,61 

Bethany may have had a particular significance for the pa-
tron for whom the plaques were created.

In conclusion, the architectural representations of the 
Salerno plaques show conflicting forms, compositional 
schemes and uses of perspective of Eastern and Western 
art. In spite of their apparent Islamic look, their models 
defy identification and seem inspired by the Mediterra-
nean context at large, evoking at times Byzantine, Islamic 
(Fatimid), Romanesque and Norman architecture. Small 
details may reveal a source of inspiration in the so-called 
Amalfi ivory carving school or in the Grado chair models. 
At the same time, the designer operates in an extremely 
eclectic way, never simply borrowing elements from dif-
ferent yet contiguous traditions, but rather always reinter-
preting them. In this way, the iconographer was able to 
create architectural images with Byzantine, Western, and 
Islamicizing elements that were recognizable for observ-
ers of different cultural traditions.

Thus, while creating the illusion that the architecture, 
with its great variety of forms, simply represents different 
places of Biblical history, the designer also creates the im-
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35 Williams, “The Cult of the ‘Alid Saints,” 40–52.
36 Bloom, “The Mosque of al-Hakim,” 15–17.

ations, we may see in the representation of Egypt in the 
Salerno ivories a reference to eleventh-century monuments 
linked to the ruling dynasty of Egypt, the Fatimids. Should 
this hypothesis prove to be true, it would constitute a ter-
minus post quem for the production of our ivories.

Furthermore, it would allow some speculation about 
the iconographer’s or carver’s background and perhaps 
even about the place of manufacture. In fact, the repre-
sentation of Fatimid architecture may have been a con-
scious attempt on the part of a designer or carver, who 
knew these monuments first-hand or had access to imag-
es of them, to characterize Egypt based on the peculiar 
features of its most recent artistic developments – even 
though no architectural representation from the Fatimid 
period has survived. If the designer knew Fatimid archi-
tecture by personal experience, he probably created an 
evocative but inaccurate image on purpose, in order to 
diminish the overall Fatimid effect in the architectural 
representations. If the designer had seen reproductions of 

the Mausoleum of Muhammad al-Ja‘fari and Sayyida ‘Ati-
ka (c. 1122), were particularly frequent  in the first  half of 
the twelfth century, even though only few extant examples 
are securely dated.35 In the Flight into Egypt, the arch and 
the elongated tower seem to recall the eleventh-century 
monuments of Cairo in their major components: this is 
particularly true for the tower, whose relative dimensions 
and top are similar to those of the minaret of the Al-Hakim 
mosque, which was completed in 1013, especially when 
looking at the latter from a distance (Fig. 9).36 On the in-
terior side of the Bab al-Futuh, one of the Fatimid gates on 
the northern wall of Cairo, an arch is decorated with a 
similar zigzag pattern (Fig. 10). Based on these consider-

Fig. 8 Aswan, Fatimid Mausolea, late eleventh–early twelfth century

Fig. 9 Cairo, Al-Hakim Mosque, completed in 1013, 
view of minaret

Fig. 10 Cairo, Bab al-Futuh, c. 1080, arch over doorway 
on the inner face of gate
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37 Similarly, in the fifth century, the ecclesia mater of Tabarka was represented as a compound of interiors and exteriors, which included the front 
of the church, the inner colonnade and the presbytery; Image in Stone. Tunisia in Mosaic, ed. A. Ben Abed-Ben Khader et al. (Paris, 2003), 537, 
cat. 373 (mosaic floor now at the Bardo Museum, Tunis). For late antique and Byzantine representations of churches in the Mediterranean: 
N. Duval, “Le rappresentazioni architettoniche,” in Umm Al-Rasas Mayfa‘ah I. Gli scavi del complesso di Santo Stefano, eds. M. Piccirillo and E. Al-
liata (Jerusalem, 1994), 165–207; N. Duval, “Note additionnelle,” Antiquité Tardive 7 (1999): 394–400  (with reference to his many contributions 
to research on this subject); M. C. Carile, “Memories of Buildings? Messages in Late Antique Architectural Representations,” in Images of the 
Byzantine World: Visions, Messages and Meanings. Studies presented to Leslie Brubaker, ed. A. Lymberopoulou (Aldershot, 2011), 15–34.

38 The absence of a cross on these buildings does not necessarily invalidate their identification as different parts of a basilica, as in the Salerno 
ivories no building shows a cross, and medieval architectural representations of churches, in the East as in the West, did not always bear crosses.

39 A. Ovadiah, Corpus of the Byzantine Churches in the Holy Land, Theophaneia 22 (Bonn, 1970), 33–37; D. Pringle, Churches of the Crusader Kingdom 
of Jerusalem. A Corpus,  4 vols. (Cambridge, 1993), 1: 137–57; B. Kühnel, “The Holy Land as a Factor in Christian Art,” in Christians and Christia-
nity in the Holy Land. From the Origins to the Latin Kingdoms, eds. O. Limor and G. Stroumsa (Turnhout, 2006), 466–93.

40 This analysis of the vegetal elements does not contradict Maria Evangelatou’s interpretation in this volume. Rather, the complex character of 
the ivories’ iconography opens up several layers of meanings. Here, we intend to highlight the perfect balance of architectural and vegetal 
elements that concur in expressing the narrative of the scene.

41 H. L. Kessler, “Le storie nella navata,” in La Cappella Palatina in Palermo, 116–18.
42 The Romance of Barlaam and Josaphat, Athos, Iviron, Ms. 463, fol. 25r: The Treasures of Mount Athos: Illuminated Manuscripts. Miniatures-He-

adpieces-Initial Letters, ed. S. M. Pelekanidis et al., 2 vols. (Athens, 1975), 2: 306–22; for the manuscript and its recent dating to the eleventh cen-

ate between places. Yet in both architectural images, the 
group at the top and the city on the side, the allusion to 
distinct places is a subliminal message of sorts that does 
not distract the beholder’s attention from the protago-
nists, the Holy Family. In the Salerno series the intention 
to differentiate locations does not result in the representa-
tion of realistic urban views. The single architectural units 
forming the cityscapes are similar yet vary from plaque to 
plaque to create diverse urban settings. In this way, the 
iconographer was able to create an illusion of realism for 
the viewer, although one that has no counterpart in the 
medieval reality of those cities, not even one combined 
with the Islamic architecture that these unique urban ico-
nographies seem to evoke. 

(P. B.)

Noah’s Ark

Among the Old Testament ivories, Noah’s Ark  appears  in  
four scenes, either as a trapezoidal box – when the ark is 
under construction – or as a cubic structure with a vault-
ed roof (Pls. 7a, 7e, 8a, 9a). It lacks the boat with double 
bows that supports the Ark in Northern European and 
Norman iconography.41 Nevertheless, we may find some 
similarities between the Ark under construction of the 
Salerno ivories and that in the Norman mosaics of Mon-
reale, for both have a very compact trapezoidal shape. The 
representation of Noah’s Ark in the Salerno ivories, how-
ever, is much closer to that found in the thirteenth-centu-
ry mosaics of the atrium of St. Mark in Venice, where it is 
again trapezoidal and floats in the waters without being 
supported by a boat. In an eleventh-century manuscript 
from Mount Athos we find a similar structure,42 a big box 
floating on the waves, albeit one that is still lacking the 
vaulted roof. The latter comes from an earlier tradition 

Fatimid architecture, we may assume, rather, that he re-
produced an image of those places or a model or, indeed, 
based his representation on the memories of someone 
who had actually seen Fatimid architecture.

The representation of Egypt is extremely revealing in 
the context of the Flight into Egypt itself. If we compare 
the urban view with the buildings in the background, the 
latter appear to belong to a different tradition. The pedi-
ment structure and the colonnade are in fact among the 
basic features of classical basilicas; they are represented 
next to one another as two separated buildings, perhaps 
to create the impression of a densely built environment. 
At the same time, this display of adjacent structures may 
serve to characterize the architectural representation in 
the background based on the major elements of the most 
typical expression of classical religious architecture, the 
basilica.37

The centralized building on the side, in the same scene, 
may represent either the basilica apse, or a baptistery.38 In 
fact, this is most likely a concise representation of Pales-
tine, whose architecture during the Middle Ages was still 
characterized by basilicas built at holy sites, such as in 
Bethlehem and Nazareth. It could even be interpreted as a 
representation of Bethlehem, which the Holy Family left 
to escape to Egypt. Its most famous building for a Chris-
tian was the Nativity Basilica whose major components 
were, indeed, a façade with pediment, an interior colon-
nade and a central building over the Nativity cave.39 The 
vegetal elements in this scene are consistent with this in-
terpretation: the vines at the top may represent Palestine, 
well known in the Biblical narrative and ancient tradition 
for its wine, while the vegetal element coming out of an 
oculus in the depiction of the elongated cityscape associ-
ates the latter with features evoking a faraway land.40

This image may be the most telling of the Salerno ivo-
ries, as it clearly shows how the plaques aim to differenti-
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55 In the plaque representing the Journey to Bethlehem the roundel adorns a gate of sorts and is shown in a more elaborate form, encircled by 
four more dots. In this way, the designer marks the city with a distinctive feature, the roundel, while at the same time creating the illusion that 
this is the decoration of a city gate. The roundel thus becomes a sign indicating the city where one of the most important events of Chris-
tianity takes place.

56 For the complex of Bethany, which underwent substantial modifications in the twelfth century: D. Pringle, “The Planning of Some Pilgrimage 
Churches in Crusader Palestine,” World Archaeology 18.3 (1987): 354–57; Pringle, Churches of the Crusader Kingdom, 1: 122–37; B. Kühnel, Crusa-
der Art of the Twelfth Century. A Geographical, an Historical, or an Art-Historical Notion? (Berlin, 1994), 23–29.

57 In early Christianity, concentric circles and dots had a protective function and an apotropaic meaning. As such, they were found on building 
entrances and everyday objects, such as mirrors and combs; E. Dauterman Maguire, Art and Holy Powers in the Early Christian House (Urbana, 
and Chicago, IL, 1989), 5–7. In the  Salerno ivories, concentric circles are also found on doors in the plaques depicting the Visitation and the 
Doubting Thomas, two episodes where Christ’s divine presence is revealed (Pls. 19a, 33a). Hence, the concentric circles in these scenes 
obviously do not indicate caves and may be merely decorative elements with a protective function on doors, though linked to closed spaces 
where Christ’s divinity was revealed.

58 The appearance of the Anastasis in the eleventh century is a subject of debate: Ousterhout, “Architecture as Relic.” For the archaeology and 
history of the building: V. Corbo, Il Santo Sepolcro di Gerusalemme. Aspetti archeologici dalle origini al periodo crociato (Jerusalem, 1982); R. Ou-
sterhout, “Rebuilding the Temple: Constantine Monomachus and the Holy Sepulchre,” Journal of the Society of Architectural Historians 48 (1989): 
66–78; M. Biddle, The Tomb of Christ (Stroud, 1994).

59 The city here may represent the place where, most likely, the dream happened, Bethlehem (according to Matt 1:20–23) or Nazareth (according 
to Luke 2:4, where there is no mention, however, of the dream).

60 For the plan and reconstruction of Constantine Monomachos’ building: Ousterhout, “Rebuilding the Temple,” fig. 7; idem, “Architecture as 
Relic,” fig. 7.

notion of the location for the dream, Bethlehem; but  pos-
sibly also an evocation of the Holy Sepulcher as the prefig-
ured end of Christ’s life, which would culminate in the 
Crucifixion and the Ascension, two major themes within 
the Salerno ivories.

This interpretation of the cityscape in Joseph’s Second 
Dream may also provide a key to the scene of the first 
dream. In Joseph’s First Dream (Pl. 20a), the central struc-
tures between the two colonnades at the sides defy easy 
deciphering. Following the Biblical episode, the cityscape 
could be interpreted as Bethlehem or Nazareth, but, in 
fact, the group of buildings does not really allow for iden-
tification with a particular city at all.59 However, its indi-
vidual elements may be interpreted as different views of 
the main components of the Holy Sepulcher. The triple 
arcade may represent the propylaeum; the vaulted fantas-
tic building may reflect either the silhouette of the Holy 
Sepulcher as viewed from afar or a plan of the eleventh-
century building.60 The roundel may refer to the cave of 
the Anastasis, as in the other cases, and the double arcade 
to the double colonnade of the Anastasis Rotunda. Al-
though this is just a hypothesis, a reference to the Sepul-
cher in both of Joseph’s dreams may indicate once again 
an inherent logic of the ivories which are designed to cul-
minate in Christ’s sacrifice on the cross to save humanity, 
and in his Ascension. The hidden allusion to the Holy 
Sepulcher could provide the connection between the 
plaques of Christ’s childhood and the other scenes. Due to 
the prominence of the Crucifixion and the Ascension, 
which are the only scenes to completely or almost com-
pletely cover the surface of the plaque, it may be assumed 
that these scenes had a central location on the object orig-
inally decorated with the Salerno ivories.

depictions of Bethlehem in the Journey to Bethlehem and 
in Joseph’s Second Dream (Pl. 21a) are certainly different 
because of their changing significance in the narrative. In 
the former, Bethlehem is a distant walled city, a final  des-
tination  as  Christ’s  birth approaches;  in  the  latter,  it  is  
the location of a dream announcing a far more perilous 
journey, the Flight into Egypt, and the threat to the child’s 
life. However, the roundel marks it as a distinctive fea-
ture.55 In the plaque representing Joseph’s Second Dream, 
the sole domed building on the left may indicate the place 
where the dream happened, Bethlehem, while the group 
on the right may evoke the Holy Sepulcher itself (Pl. 21f), 
also marked by a roundel referring to the Anastasis cave. 
In the group of structures on the right, the arch over an-
other central building outside the cave may refer to the 
Golgotha chapel, located within the complex of the Holy 
Sepulcher, but outside the Anastasis Rotunda. Here, the 
large dome on the right shows a roundel and the one  
on the left a single dot, just as the buildings of Bethany  
(Pl. 35d). Both places featured a venerated rock and a ven-
erated cave: in Jerusalem, the Anastasis cave and the rock 
of the Cavalry, in Bethany the cave of Lazarus’ tomb and 
the rock where Mary met Jesus.56 

In the Salerno ivories concentric circles and dots ap-
pear to be more than simple decorations.57 Taking this 
argument a step further, the big dome over the aedicule, 
with its pointed shape without finial (Pl. 21f), may also 
evoke the conical roof of the Holy Sepulcher, as it was re-
built by Constantine Monomachos following the monu-
ment’s destruction by the Fatimids in 1010, with an oculus 
in the roundel, which here may be based on memory.58

Thus we find several levels of meaning in Joseph’s Sec-
ond Dream: the dream of a fantastic cityscape, Egypt; the 
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tury based on paleography: B. Crostini, “Spiritual ‘Encyclopedias’ in Eleventh-century Byzantium? Miscellaneous Evidence for an Encyclopedic 
Outlook,” in Encyclopedic Trends in Byzantium?, conference proceedings, Leuven, 6–8 May 2009, eds. P. van Deun and C. Macé (Leuven, Paris, 
Malpole, MA, 2011), 226–27, with references.

43 Paris, Bibliothèque nationale de France, Nouv. Acq. Lat. 2334, fol. 9r; for eleventh- and twelfth-century manuscripts from Constantinople:  
K. Weitzmann and M. Bernabò, The Byzantine Octateuchs, The Illustrations in the Manuscripts of the Septuagint 2, 2 vols. (Princeton, NJ, 1999),   
2: figs. 135–42.

44 H. L. Kessler, “Salerno and Palermo,” in The “Amalfi”-“Salerno” Ivories, 48–49; and Kessler, “Le storie nella navata,” in La Cappella Palatina in Paler-
mo, with further reflections on a possible ancient model from Egypt and its effect on the Salerno ivories.

45 On the iconography of the Presentation of the Child in the Temple: D. Shorr, “The Iconographic Development of the Presentation to the Temple,” 
Art Bulletin 28.1 (1946): 17–32; H. Maguire, “The Iconography of Symeon with the Christ Child in Byzantine Art,” Dumbarton Oaks Papers 34 
(1980): 261–69.

46 In the sixth century, this iconography spread from manuscript illumination (Rabbula Gospels: Florence, Biblioteca Laurenziana, Ms. Plut. 
I cod. 56, fol. 13r), to relic boxes (sixth-century painted lid of a reliquary: Vatican City, Vatican Museum) to pilgrim souvenirs (Holy Land ampullae: 
A. Grabar, Ampoules de Terre Sainte [Paris, 1958], 20–26, 29, 34–36, 39–40, Monza inv. nos. 3, 5, 9, 13, Bobbio inv. nos. 3, 4, 5, 6, 7, 15; M. C. 
Ross, Catalogue of the Byzantine and Early Mediaeval Antiquities in the Dumbarton Oaks Collection, 3 vols., Metalwork, Ceramics, Glass, Glyptics, 
Painting, Dumbarton Oaks Catalogues [Washington, DC, 1962], 1: cat. 87; Dumbarton Oaks, Byzantine Collection, inv. no. 1948.18). On the  
late antique iconography of the Holy Sepulcher: Krautheimer, “Introduction to an Iconography”; K. Weitzmann, “Loca Sancta and the Represen-
tational Arts of Palestine,” Dumbarton Oaks Papers 28 (1974): 35–43; B. Kühnel, From the Earthly to the Heavenly Jerusalem. Representations of the 
Holy City in Christian Art of the First Millennium (Rome, Freiburg and Vienna, 1987), 97–111; R. Ousterhout, “The Temple, the Sepulchre and the 
Martyrion of the Savior,” Gesta 29.1 (1990): 44–50; idem, “Architecture as Relic and the Construction of Sanctity: The Stones of the Holy Sepulchre,” 
Journal of the Society of Architectural Historians 62 (2003): 4–23.

47 Towers occur in images of the Temple of Jerusalem in and after the fourth century, but until the tenth century rarely in scenes of the Presenta-
tion: Shorr, “The Iconographic Development”; C. H. Krinsky, “Representations of the Temple of Jerusalem before 1500,” Journal of the Warburg and 
Courtauld Institutes 33 (1970): 1–19; C. Gòmez de Silva, “The Temple in the Iconography of Early Christian Art,” Assaph 2 (1996): 59–82. On the 
central role of the Temple and the Sepulcher for twelfth-century pilgrims: O. Limor, “‘Holy Journey’: Pilgrimage and Christian Sacred Landscape,” 
in Christians and Christianity in the Holy Land. From the Origins to the Latin Kingdoms, eds. O. Limor and G. Stroumsa (Turnhout, 2006), 321–53.

48 See, for instance, a late eleventh-century ivory plaque attributed to Amalfi or Salerno now in London (London, Victoria and Albert Museum, 
inv. no. 238-1867): P. Williamson, Medieval Ivory Carvings: Early Christian to Romanesque (London, 2010): 242–43, cat. 87.

49 In the Salerno group, this kind of roof is found only in these images. The lantern, however, is already visible on an early fifth-century ivory 
depicting the Ascension (Munich, Bayerisches Nationalmuseum, inv. no. MA 157, see W. F. Volbach, Elfenbeinarbeiten der Spätantike und des 
frühen Mittelalters [Mainz, 19763], cat. 110).

50 For the buildings in Joseph’s Second Dream as a prefiguration of Egypt in the Cappella Palatina: Wolf and De Giorgi, “Dalla Fuga all’ingresso,” 126.

and the Rotunda –, while the Temple of the Salerno ivo-
ries is made up of the same elements and inserted into a 
circular court (Fig. 12 and Pl. 24a). The only different fea-
ture are the towers at the sides, which can be seen in West-
ern images of the Sepulcher and appear in the Cappella 
Palatina at Palermo.47 The cross on the altar is peculiar to 
Byzantine representations of the Temple, which were, 
however, absorbed into the tradition of ivory carving  
generally attributed to Amalfi.48 Remarkably, in the Saler-
no ivories both the Temple and the Sepulcher feature the 
same tile-like decoration on the roof, in both cases sur-
mounted by a lantern (Pl. 31f).49 By representing the Tem-
ple as Christ’s Sepulcher, the idea of sacrifice already in-
herent in the Presentation of the Child in the Temple is 
amplified.

An evocation of the Holy Sepulcher may be present in 
other plaques. As a hypothesis, in the absence of clear 
comparisons, we would like to propose an interpretative 
key for two architectural motifs that appear to be abstract, 
rather than images of specific sites: those in the scenes 
representing Joseph’s first and second dream. In Joseph’s 
Second Dream (Pl. 21a) we may see either a representa-
tion of Bethlehem – where Joseph had the dream – or a 
prefiguration of Egypt, as in the twelfth-century mosaics 
of the Palatine Chapel and in Monreale.50 However, the 

that merged with the Salerno ivories. In the late sixth-
century Ashburnham Pentateuch, as well as in the elev-
enth- and twelfth-century Octateuchs from Constanti-
nople, the roof of the Ark is also vaulted.43

Leaving aside the issue of a possible influence of the 
Cotton Genesis on the  Salerno ivories,44 the images of 
Noah’s Ark indicate that the designer of the ivories may 
have drawn on an ancient, possibly late antique tradition 
or on a Byzantine prototype.

Temple and Sepulcher

The depiction of the Temple (Pl. 24a) is extremely telling 
with regard to both the possible antecedents for this ico-
nography and the meaning of the scene itself. It distances 
the Temple from both the Byzantine and the Norman tra-
dition, where it is represented as a canopy structure over 
an altar.45 Indeed, the Temple of the Salerno ivories bears 
a striking resemblance to the late antique iconography of 
the Holy Sepulcher (Fig. 11).46 As in late antiquity, the 
Sepulcher was usually depicted as a building with col-
umns and a sloping roof, often placed under a dome or a 
vault – representing the aedicula over the Anastasis rock 

121

Architectural Illusions and Architectural Representations:  Buildings and Space in the Salerno Ivories

51 The similarities between the Nativity of the Salerno ivories and the above-cited plaque from Dumbarton Oaks (Pl. 22a and Fig. 2) suggest that 
the former could be a copy of an already established iconography, thus ruling out that the buildings on it are intended to specifically characte-
rize the city of Bethlehem. Moreover, the architectural representations are all different, as if to distinguish the various moments of Biblical 
history, while at the same time creating a certain variety and animation on the object, which the ivory plaques originally decorated.

52 Apart from these examples, in the Salerno group roundels are also used as decorations of doors: see the scenes of Noah Leaves the Ark, the 
Visitation and the Doubting Thomas (Pls. 9a, 19a, 33a).

53 Eusebius, Vita Constantini, III.41–43, ed. F. Winkelmann (Berlin, 1975), 102, and commentary in Eusebius, Life of Constantine, trans. and 
comm. by A. Cameron and S. G. Hall (Oxford, 1999), 283–84, 291–24. Eusebius mentions three “mystic caves” over which Constantine and 
Helena built major sanctuaries: the Nativity cave, the Ascension cave on Mount of Olives and the Anastasis cave. For the meaning of these 
caves in Eusebius and in Byzantium: P. W. L. Walker, Holy City, Holy Places? Christian Attitudes to Jerusalem and the Holy Land in the Fourth Cen-
tury, Oxford Early Christian Studies (Oxford, 1990), 188–94; S. Ćurčić, “Cave and Church. An Eastern Christian Hierotopical Synthesis,” in Hiero-
topy: Creation of Sacred Spaces in Byzantium and Medieval Russia, ed. A. Lidov (Moscow, 2006), 217–36.

54 Itinerarium Egeriae, 29.3-6, ed. P. Maraval (Paris, 1982), 268–71. At the end of the fourth century, in his commentary on Eusebius, Jerome men-
tions a basilica on the site of Lazarus’ cave-tomb; Eusebius, Onomasticon: on the Place-Names of Divine Scripture, including the Latin edition of 
Jerome, 58.15/289, Jewish and Christians Perspectives Series 9, eds. R. S. Notley and N. Safrai (Boston, MA, and Leiden, 2005), 59.

– as in the Journey to Bethlehem and the Nativity.51 In this 
image, the big dome covers a central building with a coni-
cal roof, a feature found neither in the Salerno group nor 
in actual architecture. As we have seen, this was the late 
antique iconography for the aedicula over the rock of the 
Anastasis and the Rotunda above it, the Holy Sepulcher. 
Indeed, here the group with the central building covered 
by an enormous dome may be a reinterpretation of the 
Anastasis Rotunda iconography.

Furthermore, the enormous dome features a roundel. 
In the Salerno ivories such roundels are rare on domes 
and appear only in the representations of Bethany and 
Bethlehem (Pls. 21a, 35d).52 Since the fourth century, Beth-
lehem and Bethany were places of veneration of holy 
caves, around which major sanctuaries arose: a basilica 
ending in a central building built by Constantine and Hel-
ena over the Nativity cave in Bethlehem;53 a basilica cen-
tering on the rock where Lazarus’s sister Mary met Jesus 
and built next to the cave tomb of Lazarus in Bethany, as 
Egeria reports at the end of the fourth century.54 In the 
Salerno ivories the roundels on the domes may mark holy 
caves that were the object of particular veneration. The 

architectural setting of the scene is formed by a building 
on the left that is clearly separated from the group on the 
right. The latter are particularly difficult to interpret. They 
are very different from the depiction of Egypt in the Flight 
into Egypt. Nor do they seem to represent the city of 
Bethlehem, which shows different features in other scenes 

Fig. 11 The Presentation in the Temple, eleventh–twelfth 
century, ivory, detail of the Temple, Salerno, 

Museo Diocesano 

Fig. 12 Anastasis rock and the Rotunda, lead ampulla,Washington, DC, 
Dumbarton Oaks Museum, inv. no. BZ.1948.18
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tury based on paleography: B. Crostini, “Spiritual ‘Encyclopedias’ in Eleventh-century Byzantium? Miscellaneous Evidence for an Encyclopedic 
Outlook,” in Encyclopedic Trends in Byzantium?, conference proceedings, Leuven, 6–8 May 2009, eds. P. van Deun and C. Macé (Leuven, Paris, 
Malpole, MA, 2011), 226–27, with references.

43 Paris, Bibliothèque nationale de France, Nouv. Acq. Lat. 2334, fol. 9r; for eleventh- and twelfth-century manuscripts from Constantinople:  
K. Weitzmann and M. Bernabò, The Byzantine Octateuchs, The Illustrations in the Manuscripts of the Septuagint 2, 2 vols. (Princeton, NJ, 1999),   
2: figs. 135–42.

44 H. L. Kessler, “Salerno and Palermo,” in The “Amalfi”-“Salerno” Ivories, 48–49; and Kessler, “Le storie nella navata,” in La Cappella Palatina in Paler-
mo, with further reflections on a possible ancient model from Egypt and its effect on the Salerno ivories.

45 On the iconography of the Presentation of the Child in the Temple: D. Shorr, “The Iconographic Development of the Presentation to the Temple,” 
Art Bulletin 28.1 (1946): 17–32; H. Maguire, “The Iconography of Symeon with the Christ Child in Byzantine Art,” Dumbarton Oaks Papers 34 
(1980): 261–69.

46 In the sixth century, this iconography spread from manuscript illumination (Rabbula Gospels: Florence, Biblioteca Laurenziana, Ms. Plut. 
I cod. 56, fol. 13r), to relic boxes (sixth-century painted lid of a reliquary: Vatican City, Vatican Museum) to pilgrim souvenirs (Holy Land ampullae: 
A. Grabar, Ampoules de Terre Sainte [Paris, 1958], 20–26, 29, 34–36, 39–40, Monza inv. nos. 3, 5, 9, 13, Bobbio inv. nos. 3, 4, 5, 6, 7, 15; M. C. 
Ross, Catalogue of the Byzantine and Early Mediaeval Antiquities in the Dumbarton Oaks Collection, 3 vols., Metalwork, Ceramics, Glass, Glyptics, 
Painting, Dumbarton Oaks Catalogues [Washington, DC, 1962], 1: cat. 87; Dumbarton Oaks, Byzantine Collection, inv. no. 1948.18). On the  
late antique iconography of the Holy Sepulcher: Krautheimer, “Introduction to an Iconography”; K. Weitzmann, “Loca Sancta and the Represen-
tational Arts of Palestine,” Dumbarton Oaks Papers 28 (1974): 35–43; B. Kühnel, From the Earthly to the Heavenly Jerusalem. Representations of the 
Holy City in Christian Art of the First Millennium (Rome, Freiburg and Vienna, 1987), 97–111; R. Ousterhout, “The Temple, the Sepulchre and the 
Martyrion of the Savior,” Gesta 29.1 (1990): 44–50; idem, “Architecture as Relic and the Construction of Sanctity: The Stones of the Holy Sepulchre,” 
Journal of the Society of Architectural Historians 62 (2003): 4–23.

47 Towers occur in images of the Temple of Jerusalem in and after the fourth century, but until the tenth century rarely in scenes of the Presenta-
tion: Shorr, “The Iconographic Development”; C. H. Krinsky, “Representations of the Temple of Jerusalem before 1500,” Journal of the Warburg and 
Courtauld Institutes 33 (1970): 1–19; C. Gòmez de Silva, “The Temple in the Iconography of Early Christian Art,” Assaph 2 (1996): 59–82. On the 
central role of the Temple and the Sepulcher for twelfth-century pilgrims: O. Limor, “‘Holy Journey’: Pilgrimage and Christian Sacred Landscape,” 
in Christians and Christianity in the Holy Land. From the Origins to the Latin Kingdoms, eds. O. Limor and G. Stroumsa (Turnhout, 2006), 321–53.

48 See, for instance, a late eleventh-century ivory plaque attributed to Amalfi or Salerno now in London (London, Victoria and Albert Museum, 
inv. no. 238-1867): P. Williamson, Medieval Ivory Carvings: Early Christian to Romanesque (London, 2010): 242–43, cat. 87.

49 In the Salerno group, this kind of roof is found only in these images. The lantern, however, is already visible on an early fifth-century ivory 
depicting the Ascension (Munich, Bayerisches Nationalmuseum, inv. no. MA 157, see W. F. Volbach, Elfenbeinarbeiten der Spätantike und des 
frühen Mittelalters [Mainz, 19763], cat. 110).

50 For the buildings in Joseph’s Second Dream as a prefiguration of Egypt in the Cappella Palatina: Wolf and De Giorgi, “Dalla Fuga all’ingresso,” 126.

and the Rotunda –, while the Temple of the Salerno ivo-
ries is made up of the same elements and inserted into a 
circular court (Fig. 12 and Pl. 24a). The only different fea-
ture are the towers at the sides, which can be seen in West-
ern images of the Sepulcher and appear in the Cappella 
Palatina at Palermo.47 The cross on the altar is peculiar to 
Byzantine representations of the Temple, which were, 
however, absorbed into the tradition of ivory carving  
generally attributed to Amalfi.48 Remarkably, in the Saler-
no ivories both the Temple and the Sepulcher feature the 
same tile-like decoration on the roof, in both cases sur-
mounted by a lantern (Pl. 31f).49 By representing the Tem-
ple as Christ’s Sepulcher, the idea of sacrifice already in-
herent in the Presentation of the Child in the Temple is 
amplified.

An evocation of the Holy Sepulcher may be present in 
other plaques. As a hypothesis, in the absence of clear 
comparisons, we would like to propose an interpretative 
key for two architectural motifs that appear to be abstract, 
rather than images of specific sites: those in the scenes 
representing Joseph’s first and second dream. In Joseph’s 
Second Dream (Pl. 21a) we may see either a representa-
tion of Bethlehem – where Joseph had the dream – or a 
prefiguration of Egypt, as in the twelfth-century mosaics 
of the Palatine Chapel and in Monreale.50 However, the 

that merged with the Salerno ivories. In the late sixth-
century Ashburnham Pentateuch, as well as in the elev-
enth- and twelfth-century Octateuchs from Constanti-
nople, the roof of the Ark is also vaulted.43

Leaving aside the issue of a possible influence of the 
Cotton Genesis on the  Salerno ivories,44 the images of 
Noah’s Ark indicate that the designer of the ivories may 
have drawn on an ancient, possibly late antique tradition 
or on a Byzantine prototype.

Temple and Sepulcher

The depiction of the Temple (Pl. 24a) is extremely telling 
with regard to both the possible antecedents for this ico-
nography and the meaning of the scene itself. It distances 
the Temple from both the Byzantine and the Norman tra-
dition, where it is represented as a canopy structure over 
an altar.45 Indeed, the Temple of the Salerno ivories bears 
a striking resemblance to the late antique iconography of 
the Holy Sepulcher (Fig. 11).46 As in late antiquity, the 
Sepulcher was usually depicted as a building with col-
umns and a sloping roof, often placed under a dome or a 
vault – representing the aedicula over the Anastasis rock 
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51 The similarities between the Nativity of the Salerno ivories and the above-cited plaque from Dumbarton Oaks (Pl. 22a and Fig. 2) suggest that 
the former could be a copy of an already established iconography, thus ruling out that the buildings on it are intended to specifically characte-
rize the city of Bethlehem. Moreover, the architectural representations are all different, as if to distinguish the various moments of Biblical 
history, while at the same time creating a certain variety and animation on the object, which the ivory plaques originally decorated.

52 Apart from these examples, in the Salerno group roundels are also used as decorations of doors: see the scenes of Noah Leaves the Ark, the 
Visitation and the Doubting Thomas (Pls. 9a, 19a, 33a).

53 Eusebius, Vita Constantini, III.41–43, ed. F. Winkelmann (Berlin, 1975), 102, and commentary in Eusebius, Life of Constantine, trans. and 
comm. by A. Cameron and S. G. Hall (Oxford, 1999), 283–84, 291–24. Eusebius mentions three “mystic caves” over which Constantine and 
Helena built major sanctuaries: the Nativity cave, the Ascension cave on Mount of Olives and the Anastasis cave. For the meaning of these 
caves in Eusebius and in Byzantium: P. W. L. Walker, Holy City, Holy Places? Christian Attitudes to Jerusalem and the Holy Land in the Fourth Cen-
tury, Oxford Early Christian Studies (Oxford, 1990), 188–94; S. Ćurčić, “Cave and Church. An Eastern Christian Hierotopical Synthesis,” in Hiero-
topy: Creation of Sacred Spaces in Byzantium and Medieval Russia, ed. A. Lidov (Moscow, 2006), 217–36.

54 Itinerarium Egeriae, 29.3-6, ed. P. Maraval (Paris, 1982), 268–71. At the end of the fourth century, in his commentary on Eusebius, Jerome men-
tions a basilica on the site of Lazarus’ cave-tomb; Eusebius, Onomasticon: on the Place-Names of Divine Scripture, including the Latin edition of 
Jerome, 58.15/289, Jewish and Christians Perspectives Series 9, eds. R. S. Notley and N. Safrai (Boston, MA, and Leiden, 2005), 59.

– as in the Journey to Bethlehem and the Nativity.51 In this 
image, the big dome covers a central building with a coni-
cal roof, a feature found neither in the Salerno group nor 
in actual architecture. As we have seen, this was the late 
antique iconography for the aedicula over the rock of the 
Anastasis and the Rotunda above it, the Holy Sepulcher. 
Indeed, here the group with the central building covered 
by an enormous dome may be a reinterpretation of the 
Anastasis Rotunda iconography.

Furthermore, the enormous dome features a roundel. 
In the Salerno ivories such roundels are rare on domes 
and appear only in the representations of Bethany and 
Bethlehem (Pls. 21a, 35d).52 Since the fourth century, Beth-
lehem and Bethany were places of veneration of holy 
caves, around which major sanctuaries arose: a basilica 
ending in a central building built by Constantine and Hel-
ena over the Nativity cave in Bethlehem;53 a basilica cen-
tering on the rock where Lazarus’s sister Mary met Jesus 
and built next to the cave tomb of Lazarus in Bethany, as 
Egeria reports at the end of the fourth century.54 In the 
Salerno ivories the roundels on the domes may mark holy 
caves that were the object of particular veneration. The 

architectural setting of the scene is formed by a building 
on the left that is clearly separated from the group on the 
right. The latter are particularly difficult to interpret. They 
are very different from the depiction of Egypt in the Flight 
into Egypt. Nor do they seem to represent the city of 
Bethlehem, which shows different features in other scenes 
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37 Similarly, in the fifth century, the ecclesia mater of Tabarka was represented as a compound of interiors and exteriors, which included the front 
of the church, the inner colonnade and the presbytery; Image in Stone. Tunisia in Mosaic, ed. A. Ben Abed-Ben Khader et al. (Paris, 2003), 537, 
cat. 373 (mosaic floor now at the Bardo Museum, Tunis). For late antique and Byzantine representations of churches in the Mediterranean: 
N. Duval, “Le rappresentazioni architettoniche,” in Umm Al-Rasas Mayfa‘ah I. Gli scavi del complesso di Santo Stefano, eds. M. Piccirillo and E. Al-
liata (Jerusalem, 1994), 165–207; N. Duval, “Note additionnelle,” Antiquité Tardive 7 (1999): 394–400  (with reference to his many contributions 
to research on this subject); M. C. Carile, “Memories of Buildings? Messages in Late Antique Architectural Representations,” in Images of the 
Byzantine World: Visions, Messages and Meanings. Studies presented to Leslie Brubaker, ed. A. Lymberopoulou (Aldershot, 2011), 15–34.

38 The absence of a cross on these buildings does not necessarily invalidate their identification as different parts of a basilica, as in the Salerno 
ivories no building shows a cross, and medieval architectural representations of churches, in the East as in the West, did not always bear crosses.

39 A. Ovadiah, Corpus of the Byzantine Churches in the Holy Land, Theophaneia 22 (Bonn, 1970), 33–37; D. Pringle, Churches of the Crusader Kingdom 
of Jerusalem. A Corpus,  4 vols. (Cambridge, 1993), 1: 137–57; B. Kühnel, “The Holy Land as a Factor in Christian Art,” in Christians and Christia-
nity in the Holy Land. From the Origins to the Latin Kingdoms, eds. O. Limor and G. Stroumsa (Turnhout, 2006), 466–93.

40 This analysis of the vegetal elements does not contradict Maria Evangelatou’s interpretation in this volume. Rather, the complex character of 
the ivories’ iconography opens up several layers of meanings. Here, we intend to highlight the perfect balance of architectural and vegetal 
elements that concur in expressing the narrative of the scene.

41 H. L. Kessler, “Le storie nella navata,” in La Cappella Palatina in Palermo, 116–18.
42 The Romance of Barlaam and Josaphat, Athos, Iviron, Ms. 463, fol. 25r: The Treasures of Mount Athos: Illuminated Manuscripts. Miniatures-He-

adpieces-Initial Letters, ed. S. M. Pelekanidis et al., 2 vols. (Athens, 1975), 2: 306–22; for the manuscript and its recent dating to the eleventh cen-

ate between places. Yet in both architectural images, the 
group at the top and the city on the side, the allusion to 
distinct places is a subliminal message of sorts that does 
not distract the beholder’s attention from the protago-
nists, the Holy Family. In the Salerno series the intention 
to differentiate locations does not result in the representa-
tion of realistic urban views. The single architectural units 
forming the cityscapes are similar yet vary from plaque to 
plaque to create diverse urban settings. In this way, the 
iconographer was able to create an illusion of realism for 
the viewer, although one that has no counterpart in the 
medieval reality of those cities, not even one combined 
with the Islamic architecture that these unique urban ico-
nographies seem to evoke. 

(P. B.)

Noah’s Ark

Among the Old Testament ivories, Noah’s Ark  appears  in  
four scenes, either as a trapezoidal box – when the ark is 
under construction – or as a cubic structure with a vault-
ed roof (Pls. 7a, 7e, 8a, 9a). It lacks the boat with double 
bows that supports the Ark in Northern European and 
Norman iconography.41 Nevertheless, we may find some 
similarities between the Ark under construction of the 
Salerno ivories and that in the Norman mosaics of Mon-
reale, for both have a very compact trapezoidal shape. The 
representation of Noah’s Ark in the Salerno ivories, how-
ever, is much closer to that found in the thirteenth-centu-
ry mosaics of the atrium of St. Mark in Venice, where it is 
again trapezoidal and floats in the waters without being 
supported by a boat. In an eleventh-century manuscript 
from Mount Athos we find a similar structure,42 a big box 
floating on the waves, albeit one that is still lacking the 
vaulted roof. The latter comes from an earlier tradition 

Fatimid architecture, we may assume, rather, that he re-
produced an image of those places or a model or, indeed, 
based his representation on the memories of someone 
who had actually seen Fatimid architecture.

The representation of Egypt is extremely revealing in 
the context of the Flight into Egypt itself. If we compare 
the urban view with the buildings in the background, the 
latter appear to belong to a different tradition. The pedi-
ment structure and the colonnade are in fact among the 
basic features of classical basilicas; they are represented 
next to one another as two separated buildings, perhaps 
to create the impression of a densely built environment. 
At the same time, this display of adjacent structures may 
serve to characterize the architectural representation in 
the background based on the major elements of the most 
typical expression of classical religious architecture, the 
basilica.37

The centralized building on the side, in the same scene, 
may represent either the basilica apse, or a baptistery.38 In 
fact, this is most likely a concise representation of Pales-
tine, whose architecture during the Middle Ages was still 
characterized by basilicas built at holy sites, such as in 
Bethlehem and Nazareth. It could even be interpreted as a 
representation of Bethlehem, which the Holy Family left 
to escape to Egypt. Its most famous building for a Chris-
tian was the Nativity Basilica whose major components 
were, indeed, a façade with pediment, an interior colon-
nade and a central building over the Nativity cave.39 The 
vegetal elements in this scene are consistent with this in-
terpretation: the vines at the top may represent Palestine, 
well known in the Biblical narrative and ancient tradition 
for its wine, while the vegetal element coming out of an 
oculus in the depiction of the elongated cityscape associ-
ates the latter with features evoking a faraway land.40

This image may be the most telling of the Salerno ivo-
ries, as it clearly shows how the plaques aim to differenti-
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55 In the plaque representing the Journey to Bethlehem the roundel adorns a gate of sorts and is shown in a more elaborate form, encircled by 
four more dots. In this way, the designer marks the city with a distinctive feature, the roundel, while at the same time creating the illusion that 
this is the decoration of a city gate. The roundel thus becomes a sign indicating the city where one of the most important events of Chris-
tianity takes place.

56 For the complex of Bethany, which underwent substantial modifications in the twelfth century: D. Pringle, “The Planning of Some Pilgrimage 
Churches in Crusader Palestine,” World Archaeology 18.3 (1987): 354–57; Pringle, Churches of the Crusader Kingdom, 1: 122–37; B. Kühnel, Crusa-
der Art of the Twelfth Century. A Geographical, an Historical, or an Art-Historical Notion? (Berlin, 1994), 23–29.

57 In early Christianity, concentric circles and dots had a protective function and an apotropaic meaning. As such, they were found on building 
entrances and everyday objects, such as mirrors and combs; E. Dauterman Maguire, Art and Holy Powers in the Early Christian House (Urbana, 
and Chicago, IL, 1989), 5–7. In the  Salerno ivories, concentric circles are also found on doors in the plaques depicting the Visitation and the 
Doubting Thomas, two episodes where Christ’s divine presence is revealed (Pls. 19a, 33a). Hence, the concentric circles in these scenes 
obviously do not indicate caves and may be merely decorative elements with a protective function on doors, though linked to closed spaces 
where Christ’s divinity was revealed.

58 The appearance of the Anastasis in the eleventh century is a subject of debate: Ousterhout, “Architecture as Relic.” For the archaeology and 
history of the building: V. Corbo, Il Santo Sepolcro di Gerusalemme. Aspetti archeologici dalle origini al periodo crociato (Jerusalem, 1982); R. Ou-
sterhout, “Rebuilding the Temple: Constantine Monomachus and the Holy Sepulchre,” Journal of the Society of Architectural Historians 48 (1989): 
66–78; M. Biddle, The Tomb of Christ (Stroud, 1994).

59 The city here may represent the place where, most likely, the dream happened, Bethlehem (according to Matt 1:20–23) or Nazareth (according 
to Luke 2:4, where there is no mention, however, of the dream).

60 For the plan and reconstruction of Constantine Monomachos’ building: Ousterhout, “Rebuilding the Temple,” fig. 7; idem, “Architecture as 
Relic,” fig. 7.

notion of the location for the dream, Bethlehem; but  pos-
sibly also an evocation of the Holy Sepulcher as the prefig-
ured end of Christ’s life, which would culminate in the 
Crucifixion and the Ascension, two major themes within 
the Salerno ivories.

This interpretation of the cityscape in Joseph’s Second 
Dream may also provide a key to the scene of the first 
dream. In Joseph’s First Dream (Pl. 20a), the central struc-
tures between the two colonnades at the sides defy easy 
deciphering. Following the Biblical episode, the cityscape 
could be interpreted as Bethlehem or Nazareth, but, in 
fact, the group of buildings does not really allow for iden-
tification with a particular city at all.59 However, its indi-
vidual elements may be interpreted as different views of 
the main components of the Holy Sepulcher. The triple 
arcade may represent the propylaeum; the vaulted fantas-
tic building may reflect either the silhouette of the Holy 
Sepulcher as viewed from afar or a plan of the eleventh-
century building.60 The roundel may refer to the cave of 
the Anastasis, as in the other cases, and the double arcade 
to the double colonnade of the Anastasis Rotunda. Al-
though this is just a hypothesis, a reference to the Sepul-
cher in both of Joseph’s dreams may indicate once again 
an inherent logic of the ivories which are designed to cul-
minate in Christ’s sacrifice on the cross to save humanity, 
and in his Ascension. The hidden allusion to the Holy 
Sepulcher could provide the connection between the 
plaques of Christ’s childhood and the other scenes. Due to 
the prominence of the Crucifixion and the Ascension, 
which are the only scenes to completely or almost com-
pletely cover the surface of the plaque, it may be assumed 
that these scenes had a central location on the object orig-
inally decorated with the Salerno ivories.

depictions of Bethlehem in the Journey to Bethlehem and 
in Joseph’s Second Dream (Pl. 21a) are certainly different 
because of their changing significance in the narrative. In 
the former, Bethlehem is a distant walled city, a final  des-
tination  as  Christ’s  birth approaches;  in  the  latter,  it  is  
the location of a dream announcing a far more perilous 
journey, the Flight into Egypt, and the threat to the child’s 
life. However, the roundel marks it as a distinctive fea-
ture.55 In the plaque representing Joseph’s Second Dream, 
the sole domed building on the left may indicate the place 
where the dream happened, Bethlehem, while the group 
on the right may evoke the Holy Sepulcher itself (Pl. 21f), 
also marked by a roundel referring to the Anastasis cave. 
In the group of structures on the right, the arch over an-
other central building outside the cave may refer to the 
Golgotha chapel, located within the complex of the Holy 
Sepulcher, but outside the Anastasis Rotunda. Here, the 
large dome on the right shows a roundel and the one  
on the left a single dot, just as the buildings of Bethany  
(Pl. 35d). Both places featured a venerated rock and a ven-
erated cave: in Jerusalem, the Anastasis cave and the rock 
of the Cavalry, in Bethany the cave of Lazarus’ tomb and 
the rock where Mary met Jesus.56 

In the Salerno ivories concentric circles and dots ap-
pear to be more than simple decorations.57 Taking this 
argument a step further, the big dome over the aedicule, 
with its pointed shape without finial (Pl. 21f), may also 
evoke the conical roof of the Holy Sepulcher, as it was re-
built by Constantine Monomachos following the monu-
ment’s destruction by the Fatimids in 1010, with an oculus 
in the roundel, which here may be based on memory.58

Thus we find several levels of meaning in Joseph’s Sec-
ond Dream: the dream of a fantastic cityscape, Egypt; the 
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61 Among others, Abbot Daniel visited it as early as 1106–07 and provided a detailed account of the site; see J. Wilkinson et al., Jerusalem Pilgri-
mage 1099–1185 (London, 1988), 134. A few decades later, the site underwent substantial modifications and, by 1138, it was incorporated into 
a Benedictine convent (Pringle, Churches of the Crusader Kingdom, 1: 122–37). Because of the popularity of the cult of Lazarus in the twelfth 
century, the church of Autun was modeled after the complex at Bethany: L. Seidel, Legends in Limestone. Lazarus, Gislebertus, and the Cathedral 
of Autun (Chicago, IL, 1999), 33–62.

pression of particularly exotic places by including Islami-
cizing domes. More important, the choice of an architec-
ture derived from the circle, as exemplified by the wealth 
of domes, cupolas, and canopy structures, suggests that 
particularly monumental and sacred spaces were depicted. 
Meanwhile, the subtle use of high or low relief reveals the 
centrality of the architectural imagery within the scenes, 
as this was imbued with meaning transcending its func-
tion of providing a setting for the Biblical stories.

All these observations suggest that the designer was a 
learned person who had probably travelled the Medi-
terranean and been exposed to its different cultures. Ref-
erences to court ceremonial and diverse architectural  
traditions may point either to a particular political era, 
when, for instance, the Holy Sepulcher was of major con-
cern – such as the years immediately preceding or following 
the Latin conquest of Jerusalem in 1099 – or to exegetical 
questions. The apparent familiarity with Fatimid architec-
ture as well as with late antique and Byzantine iconogra-
phy points to a rich and eclectic cultural milieu, perhaps 
akin to the one that fostered the flourishing of the arts in 
southern Italy during the reign of Roger II.

Although our discussion here has touched only on a 
few major aspects of the architectural representations in 
the  Salerno ivories, clearly this extraordinary architec-
tural imagery is charged with a strong evocative power, 
suggesting that it originated from a learned cultural mi-
lieu capable of creating multiple levels of meaning beyond 
the mere illusion of a backdrop for Sacred Scripture. 

(M. C. C.)

Furthermore, the meaning of roundels and dots on cu-
polas  as referring to particularly venerated places of pil-
grimage of the Holy Land – Jerusalem, Bethlehem, and 
especially Bethany – may suggest a link between the Sa-
lerno ivories and those places. Though not one of the triad 
of caves mentioned by Eusebius, yet a major site in the 
Holy Land visited by pilgrims – especially in the period 
following the Latin conquest of Jerusalem in 1099 – ,61 

Bethany may have had a particular significance for the pa-
tron for whom the plaques were created.

In conclusion, the architectural representations of the 
Salerno plaques show conflicting forms, compositional 
schemes and uses of perspective of Eastern and Western 
art. In spite of their apparent Islamic look, their models 
defy identification and seem inspired by the Mediterra-
nean context at large, evoking at times Byzantine, Islamic 
(Fatimid), Romanesque and Norman architecture. Small 
details may reveal a source of inspiration in the so-called 
Amalfi ivory carving school or in the Grado chair models. 
At the same time, the designer operates in an extremely 
eclectic way, never simply borrowing elements from dif-
ferent yet contiguous traditions, but rather always reinter-
preting them. In this way, the iconographer was able to 
create architectural images with Byzantine, Western, and 
Islamicizing elements that were recognizable for observ-
ers of different cultural traditions.

Thus, while creating the illusion that the architecture, 
with its great variety of forms, simply represents different 
places of Biblical history, the designer also creates the im-

118

Maria Cristina Carile and Patricia Blessing

35 Williams, “The Cult of the ‘Alid Saints,” 40–52.
36 Bloom, “The Mosque of al-Hakim,” 15–17.

ations, we may see in the representation of Egypt in the 
Salerno ivories a reference to eleventh-century monuments 
linked to the ruling dynasty of Egypt, the Fatimids. Should 
this hypothesis prove to be true, it would constitute a ter-
minus post quem for the production of our ivories.

Furthermore, it would allow some speculation about 
the iconographer’s or carver’s background and perhaps 
even about the place of manufacture. In fact, the repre-
sentation of Fatimid architecture may have been a con-
scious attempt on the part of a designer or carver, who 
knew these monuments first-hand or had access to imag-
es of them, to characterize Egypt based on the peculiar 
features of its most recent artistic developments – even 
though no architectural representation from the Fatimid 
period has survived. If the designer knew Fatimid archi-
tecture by personal experience, he probably created an 
evocative but inaccurate image on purpose, in order to 
diminish the overall Fatimid effect in the architectural 
representations. If the designer had seen reproductions of 

the Mausoleum of Muhammad al-Ja‘fari and Sayyida ‘Ati-
ka (c. 1122), were particularly frequent  in the first  half of 
the twelfth century, even though only few extant examples 
are securely dated.35 In the Flight into Egypt, the arch and 
the elongated tower seem to recall the eleventh-century 
monuments of Cairo in their major components: this is 
particularly true for the tower, whose relative dimensions 
and top are similar to those of the minaret of the Al-Hakim 
mosque, which was completed in 1013, especially when 
looking at the latter from a distance (Fig. 9).36 On the in-
terior side of the Bab al-Futuh, one of the Fatimid gates on 
the northern wall of Cairo, an arch is decorated with a 
similar zigzag pattern (Fig. 10). Based on these consider-

Fig. 8 Aswan, Fatimid Mausolea, late eleventh–early twelfth century

Fig. 9 Cairo, Al-Hakim Mosque, completed in 1013, 
view of minaret

Fig. 10 Cairo, Bab al-Futuh, c. 1080, arch over doorway 
on the inner face of gate



Advanced Study in the Visual Arts at the National Gallery 
of Art in Washington, DC. Cutler was named a Fellow of 
the John Simon Guggenheim Memorial Foundation for 
2002–03 and was elected a Fellow of the Medieval Acade-
my of America in 2005. In 2011–12 he was the Slade Pro-
fessor of Fine Art at Oxford University. He is currently 
working on a book, The Empire of Things: Gifts and Gift 
Exchange between Byzantium, the Islamic World, and Be-
yond. 

Francesca DELL’ACqUA was educated in art history, ar-
chaeology, and medieval studies at the universities of Flor-
ence and East Anglia, then earned the PhD degree in art 
history at the Scuola Normale Superiore di Pisa (2001). 
She has been research assistant and project collaborator 
(exhibition Mandylion: intorno al Sacro Volto, Genova, 
2004) of Gerhard Wolf, Director at the Kunsthistorisches 
Institut in Florenz – Max-Planck-Institut (2003–05), and 
has taught History of Medieval Art at the university of 
Salerno (2005–15). She received the Hanno and Ilse Hahn 
Prize (2006). She is currently Marie Curie Fellow at the 
Centre for Byzantine, Ottoman and Modern Greek Studies, 
University of Birmingham (2015–17), where she investi-
gates the Western response to Byzantine iconoclasm. Her 
work has appeared as a monograph (Illuminando colorat, 
Spoleto, 2003), and in numerous book chapters and arti-
cles in the Dumbarton Oaks Papers, RES–Anthropology and 
Aesthetics, Cahiers de civilisation médiévale, Studi Medie-
vali, Convivium. 

Antony EASTMOND is the AG Leventis Reader in the 
History of Byzantine Art at the Courtauld Institute of Art, 
University of London. He studied history at Oxford Uni-
versity and then moved to the Courtauld Institute for the 
PhD degree on the art of medieval Georgia. His research 
has three main strands: art and culture at the edges of the 
Byzantine world, the visual qualities of inscriptions, and 
Byzantine ivories. He is currently completing a study of 
women and cross-cultural exchange between Christianity 
and Islam in eastern Anatolia and the Caucasus on the eve 
of the Mongol invasions, and running a Getty Connecting 
Art Histories Project entitled Crossing Frontiers: Chris-
tians and Muslims and their art in Eastern Anatolia and the 
Caucasus. He is editor of Viewing Inscriptions in the Late 
Antique and Medieval World (Cambridge, 2015) and has 
an article on the court culture of Byzantine ivories forth-
coming in the Dumbarton Oaks Papers.

Maria EVANGELATOU is Associate Professor in the De-
partment of History of Art and Visual Culture at the Uni-
versity of California, Santa Cruz. Her publications focus 
on various aspects of Byzantine visual culture, with special 
emphasis on manuscript illumination, the role of typology 
in visual texts, and Marian iconography. Her work has ap-
peared in the Dumbarton Oaks Papers, Gesta, and Word & 
Image. Her recent research interests include textile sym-
bolism and gender construction in the Kokkinobaphos 
homiliaries, botanical exegesis in Byzantine and Western 
medieval art, and the investigation of painters’ self-percep-
tion and self-presentation from Byzantium to El Greco.

Giovanni GASBARRI is a post-doctoral fellow in the His-
tory of Medieval Art at the Università “La Sapienza” in 
Rome. He has worked extensively on Byzantine illumi-
nated manuscripts and sumptuary arts, as well as on Nor-
man art in southern Italy. Some of his most recent studies 
concentrate on collecting, fakes and forgeries, and art his-
toriography. In additon to these projects, he is currently 
working on the French scholar Aubin-Louis Millin de 
Grandmaison (1759–1818) and collection of drawings 
preserved in the Bibliothéque nationale de France in Paris.

Giovanni GUARDIA earned a diploma from the Accade-
mia di Belle Arti of Rome and, in 1982, received a BA in 
Humanities/Modern Letters with a major in art history at 
the Università “La Sapienza”. Since 1983 he has been editor-
in-chief of scientific journals among which the Annali 
Storici di Principato Citra. From 1990 until 2015 he worked 
as a conservator and restorer at the Soprintendenza ai 
Beni Storici, Artistici ed Etnoantropologici for the provin-
ces of Salerno and Avellino.

Sarah  M. GUÉRIN is Assistant Professor of History of 
Medieval Art at the University of Montreal. Her work in-
vestigates medieval ivory carving from a number of differ-
ent angles, including the trade routes that brought ele-
phant tusks to European shores, the artists and their 
methods of work, and the theological interpretations in 
devotional and liturgical use. Her work has appeared in 
the Burlington Magazine, the Journal of Medieval History, 
and  The Art Bulletin; and she is currently preparing a 
monograph on ivories of the Gothic period.

Herbert L. KESSLER is Professor Emeritus of Johns Hop-
kins University (Baltimore) and Invited Professor at the 

The contributors

365356

Anthony Cutler
Fig. 1: © Staatliche Museen zu Berlin, Skulpturensammlung 
und Museum für Byzantinische Kunst; Fig. 2: Anthony Cutler; 
Fig. 3: Brynne McBryde; Figs. 4–8:  Kelema Moses; Fig. 9: 
Brynne McBryde; Figs. 10–11: Heather Hoge.  

sarah Guérin
Fig. 1: © Staatliche Museen zu Berlin, Skulpturensammlung 
und Museum für Byzantinische Kunst; Fig. 2: © Moore Family 
and the Smithsonian Archive Centre; Fig. 3: Nicholas Herman; 
Fig. 4: Matilde Grimaldi.

Pietro Baraldi, Paolo Bensi, Andrea rossi,  
and Paolo Zannini
Figs. 1–2: Pietro Baraldi; Fig. 3: © Archivio Capitolare di 
Modena; Figs. 4–9: Pietro Baraldi; Figs. 15–20: Pietro Baraldi.

Francesca Tasso
Figs. 1–10: © Milano, Saporetti Immagini d’arte. 

Antonio Milone
Fig. 1: A. M. Bandini, In antiquam tabulam eburneam 
sacra quaedam D. N. Iesu Christi mysteria anaglypho opere 
exhibentem observationes (Firenze, 1746); Fig. 2: © London, 
Victoria and Albert Museum; Fig. 3: P. Williamson, Medieval 
Ivory Carvings. Early Christian to Romanesque (London, 2010).

Fabrizio Crivello
Fig. 1: © New York, The Metropolitan Museum of Art; Fig. 
2: Valentino Pace; Fig. 3: © Soprintendenza BSAE di Salerno 
e Avellino; Fig. 4: © Braunschweig, Herzog Anton Ulrich-
Museum; Figs. 5–6: Fabrizio Crivello; Fig. 7: © Torino, 
Biblioteca Nazionale Universitaria; Fig. 8, 10: Roberto 
Sigismondi © Kunsthistorisches Institut in Florenz – Max-
Planck-Institut; Fig. 9: Antje Voigt © Skulpturensammlung 
und Museum für Byzantinische Kunst der Staatlichen 
Museen zu Berlin – Preußischer Kulturbesitz; Fig. 11: © Paris, 
Bibliothèque nationale de France; Fig. 12: © London, Victoria 
and Albert Museum. 

Giovanni Guardia
Fig. 1: Giovanni Guardia; Figs. 2–19: © Soprintendenza BSAE 
di Salerno e Avellino.

Gabriella Bernardi and Giovanni Gasbarri
Fig. 1: © Bologna, Museo Civico Medievale; Fig. 2: © Bologna, 
Biblioteca Universitaria; Figs. 3–5, 7–10, 14, 16: © Bologna, 
Museo Civico Medievale; Fig. 6: © Bologna, MAMbo;  
Fig. 11: A. F. Gori, Thesaurus veterum diptychorum (Firenze, 
1759); Fig. 12: J.-B. Seroux d’Agincourt, Histoire de l’art par les 
monumens (Paris, 1811–23); Fig. 13: C. Rohault de Fleury, La 
Sainte Vierge. Études archéologiques et iconographiques (Paris, 
1878); Fig. 15: © Soprintendenza BSAE di Salerno e Avellino; 

CREDITS

Fig. 17: © RMN-Grand Palais, Musée de Cluny-Musée National 
du Moyen Age – Gérard Blot; Fig. 18: © München, Bayerisches 
Nationalmuseum – Walter Haberland, D 76104; Fig. 19: 
P. Williamson, Medieval Ivory Carvings. Early Christian to 
Romanesque (London, 2010); Fig. 20: © Opera di Religione 
della Diocesi di Ravenna; Fig. 21: A. Cutler, J. Nesbitt, L’arte 
bizantina e il suo pubblico (Torino, 1986); Fig. 22 a–b: © Rouen, 
Musée Départemental des Antiquités – Yohann Deslandes, 
cg76; Fig. 23: © Baltimore, Walters Art Museum; Fig. 24: 
Sacred Gifts and Worldly Treasures: Medieval Masterworks from 
the Cleveland Museum of Art, exh. cat., Los Angeles, J. Paul 
Getty Museum, 30 Oct. 2007 – 20 Jan. 2008, ed. H. A. Klein 
(New York, NY, 2007); Fig. 25: P. Williamson, Medieval Ivory 
Carvings. Early Christian to Romanesque (London, 2010);  
Fig. 26: Vivere il Medioevo: Parma al tempo della cattedrale, 
cat. mostra, Parma, Palazzo della Pilotta, 8 Oct. 2006 – 14 Jan. 
2007, ed. G. Damiani (Parma, 2007).

Antony eastmond
Figs. 1, 6, 9: © New York, The Metropolitan Museum of Art; 
Fig. 2: © Soprintendenza BSAE di Salerno e Avellino; Fig. 3:  
© Museum of Fine Arts, Boston, 2014; Fig. 4: © Paris, 
Bibliothèque nationale de France; Fig. 5: © National Museums 
Scotland; Figs. 7, 10: © London, Victoria and Albert Museum; 
Figs. 8, 11: Antony Eastmond. 

Maria Cristina Carile and Patricia Blessing
Figs. 1, 4, 11: © Kunsthistorisches Institut in Florenz – Max-
Planck-Institut, Roberto Sigismondi; Fig. 2, 12: © Washington, 
DC, Dumbarton Oaks, Byzantine Collection; Figs. 3, 5–7, 9: 
Maria Cristina Carile; Fig. 8: Walter Borghini.

Herbert L. Kessler
Figs. 1–2: P. C. Claussen, Die Kirchen der Stadt Rom im 
Mittelalter 1050–1300, vol. 2, S. Giovanni in Laterano, 
Forschungen zur Kunstgeschichte und christlichen Archäologie 
21 (Stuttgart, 2008); Fig. 3: © London, Victoria and Albert 
Museum; Fig. 4: Beat Brenk.

Maria evangelatou
Figs. 1–4, 9:  © Kunsthistorisches Institut in Florenz – Max-
Planck-Institut, Roberto Sigismondi; Figs. 5–8, 10: © Foto 
Marburg / New York, Art Resource; Fig. 11: © Erich Lessing / 
New York, Art Resource.

natalia Teteriatnikov
Fig. 1:  © Kunsthistorisches Institut in Florenz – Max-Planck-
Institut, Roberto Sigismondi; Fig. 2: © London, Victoria and  
Albert Museum; Fig. 3: © Genevra Kornbluth; Fig. 4: Maria 
Cristina Carile; Fig. 5: Natalia Teteriatnikov; Fig. 6: © New 
York, The Metropolitan Museum of Art; Figs. 7–8: © St. Gallen, 
Stiftsbibliothek; Fig. 9: Francesca Dell’Acqua; Fig. 10: Jean-Gil-
les Berizzi © Paris, Musée du Louvre; Fig. 11: Wolfgang Sauber; 



Pietro BARALDI is an Associate Professor of Physical 
Chemistry in the Department of Chemical and Geological 
Sciences of the University of Modena and Reggio Emilia. 
He has been working on cultural heritage materials for 
twenty years and has used spectroscopic methods for the 
identification of pigments, dyes, inks, and media in Re-
naissance paintings (Lotto, Tiepolo), illuminated manu-
scripts (Bible of Borso d’Este, Vienna Dioscurides), Ro-
man mural paintings (Pompeii, Herculaneum), poly-
chromed statues (Medici Venus), wallpapers and other 
painted materials. 

Gabriella BERNARDI is a curator at the Istituzione Bo-
logna Musei, Area Arte Antica – Museo Civico Medievale 
and the custodian of the church of the twelfth-century 
Madonna del Monte in Villa Aldini, Bologna. Among her 
fields of research are manuscript illumination, medieval 
and Renaissance Bolognese sculpture, and Byzantine and 
French Gothic ivories, on which she has published several 
contributions, including I mosaici della basilica eufrasiana 
di Parenzo: nuovi documenti per la storia dei restauri 
(1862–1916) (Rovigno-Trieste, 2005). Bernardi lectures at 
Italian and foreign cultural institutions and Italian univer-
sities and has been awarded two scholarships to study 
Byzantine frescoes and mosaics in Cyprus. 

Patricia BLESSING (Stanford University) completed the 
PhD in the Department of Art and Archaeology at Prince-
ton University in 2012. Her book, Rebuilding Anatolia after 
the Mongol Conquest: Islamic Architecture in the Lands of 
Rūm, 1240–1330 (Farnham, 2014) investigates the rela-
tionship between patronage, politics, and architectural 
style after the Mongol conquest. Blessing’s current research 
focuses on architecture and material culture in the fifteenth-
century Ottoman Empire, as well as on the relationship 
between textiles and monumental decoration in medieval 
Spain. In addition to her experience as an art historian, 
Blessing has excavated in Syria, Uzbekistan, and Turkey 
and worked as an intern in museum collections.

Maria Cristina CARILE is a specialist in Byzantine art his-
tory and archaeology. Her doctoral dissertation, published 
as The Vision of the Imperial Palace of the Byzantine Em-
perors as a Heavenly Jerusalem  (Spoleto, 2012), explores 
the role of the imperial residence as a reflection of God’s 
heavenly abode in the conceptualization of imperial im- 
agery and palatine architecture during late Antiquity and 

early Byzantium. She currently holds the position of Re-
search Fellow and teaches History of Byzantine Art at the 
University of Bologna. 

Jill CASKEY is Associate Professor of  History of Medieval 
Art at the University of Toronto. Her publications include 
Art and Patronage in the Medieval Mediterranean: Mer-
chant Culture in the Region of Amalfi (Cambridge, 2004) 
and articles and reviews in the Journal of the Society of Ar-
chitectural Historians, Speculum, and Medieval Encounters. 
She co-authored Confronting the Borders of Medieval Art 
(Brill, 2011) with Adam S. Cohen and Linda Safran. Cas-
key has received research awards and fellowships from the 
Getty Foundation, Kress Foundation, Fulbright Commis-
sion, Social Science and Research Council of Canada, and 
American Academy in Rome. Her current research fo-
cuses on patronage, pilgrimage, and cultural exchange in 
southern Italy around the year 1300.

Fabrizio CRIVELLO is Associate Professor of History of 
Medieval Art at the Università degli Studi di Torino. His 
research concentrates on artistic exchanges between Italy 
and Northern Europe, the legacy of late antique art and 
the western reception of Byzantine and Mediterranean 
models. He has published many articles and books on the 
arts of the early Middle Ages, especially on Carolingian 
and Ottonian book illumination and minor arts, including 
La miniatura a Bobbio tra IX e X secolo e i suoi modelli 
carolingi (Turin, London, and Venice, 2001); Le “Omelie 
sui Vangeli” di Gregorio Magno a Vercelli. Le miniature del 
ms. CXLVIII/8 della Biblioteca Capitolare (Florence, 2005); 
and Das Godescalc-Evangelistar. Eine Prachthandschrift für 
Karl den Großen (Gütersloh, Munich, and Darmstadt, 
2011).

Anthony CUTLER, author of numerous books and arti-
cles, is the Evan Pugh Professor of Art History at Penn 
State University. He is an international expert on ivory 
carving with such works as The Hand of the Master: Crafts-
manship, Ivory, and Society in Byzantium (Princeton, 1994). 
His most recent book is Byzantium, Italy and the North: 
Papers on Cultural Relations (London, 2000). He has been 
a member of the Institute for Advanced Study at Princeton 
and a resident in art history at the American Academy in 
Rome. He has held four fellowships at the Dumbarton 
Oaks Center for Byzantine Studies – Harvard University, 
and has been the Paul Mellon Fellow at the Center for  

THE CONTRIBUTORS

364 357

Credits

Fig. 12: D. Dalla Barba Brusin and G. Lorenzoni, L’arte del pa-
triarcato di Aquileia dal secolo IX al secolo XIII (Padova, 1968); 
Fig. 13: G. Orofino, I codici decorati dell’Archivio di Montecassino, 
4 vols. (Rome, 2000), II/2: pl. XLVIII; Fig. 14: G. Schlumberger, 
Sigillographie de l’orient latin (Paris, 1943), p. 74, plate I, fig. 8.

Jill Caskey
Fig. 1: Jill Caskey; Figs. 2–6: © Kunsthistorisches Institut in 
Florenz – Max-Planck-Institut, Roberto Sigismondi; Fig. 7:  
A. Carucci, La Cattedrale di Salerno (Marigliano, 1986).

ruggero Longo and elisabetta scirocco
Figs. 1–2: © Luciano Pedicini, Archivio dell’Arte; Fig. 3:  
A. Carucci, L’iconostasi nel Duomo di Salerno (Salerno, 1971); 
Figs. 4, 8 a, 10, 13, 17 b: Elisabetta Scirocco; Figs. 5–7, 9, 11–12, 
15, 18: Ruggero Longo; Figs. 8 b, 16 a–b: G. Bergamo, Costru-
zioni e ricostruzioni nell’archidiocesi di Salerno, III, Il Duomo di 
Salerno, 5 vols. (Battipaglia, 1972); Figs. 14 a, 14 c: © Napoli, 
Archivio Fotografico Soprintendenza BAPSAE; Figs. 14 b, 14 d, 
17 a: M. De Angelis, Il duomo di Salerno nella sua storia, nelle 
sue vicende e nei suoi monumenti. Notizie documentarie sui 
restauri e sulle modifiche subite dall’edificio (Salerno, 1936).  

Francesca Dell’Acqua
Figs. 1, 5: R. P. Bergman, The Salerno Ivories. Ars Sacra from 
Medieval Amalfi (Cambridge, MA, 1980); Fig. 2: Ch. Rohault 
de Fleury, La messe. Études archéologiques sur ses monuments 
(Paris, 1883–89); Fig. 3: A. Braca, Gli avori medievali del Museo 
Diocesano di Salerno (Salerno, 1994); Fig. 4: A. Carucci, Gli 
avori salernitani del secolo XII (Salerno, 1972); Figs. 6–7: Mario 
Bonotto © 2015 Foto Scala, Firenze; Fig. 8: © Luciano Pedicini, 
Archivio dell’Arte; Figs. 9–15, 17, 18–23: Francesca Dell’Acqua; 
Fig. 16: © London, Victoria and Albert Museum; Fig. 24:  
© Kunsthistorisches Institut in Florenz – Max-Planck-Institut.

Credits for the Plates
Pls.: 1–2, 4–5, 7–13, 15–34, 36–60: © Kunsthistorisches Institut 
in Florenz – Max-Planck-Institut, Roberto Sigismondi; Pl. 3, 
Creation of Birds and Fish: © Budapest, Iparmüvészeti 
Múzeum; Pl. 3, Creation of Animals: © The Metropolitan 
Museum, New York; Pl. 6: Francesca Dell’Acqua; Pls. 14, 35, 
Supper at Emmaus: © 2015. Foto Scala, Firenze/bpk, 
Bildagentur für Kunst, Kultur und Geschichte, Berlin; Pl. 35, 
Apostles: © Hamburg, Museum für Kunst und Gewerbe. 


