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Abstract

The medieval cosmos was not a static nor neutral entity. There is evidence to suggest that the dynamism and symbolism of the cosmos lead to a multifaceted world view. This dissertation contemplates how the complex thematic geography of the period perforated the literary and aesthetic culture. Using three medieval mappaemundi as key source material, an overview of the cosmos is presented and the impact of grand religious narratives on the physical and spiritual spatial hermeneutic is considered. The great literary and aesthetic edifices of the period are then explored through the lens of this dynamic cosmos. It is suggested that the evident theme of cosmic movement is foundational to the overall meaning, themes and agency of much medieval art and literature.  In light of this apparent dynamism, the consequent eschatological, terrestrial and ideological destinations are arrived at. Despite the ostensible diversity of the medieval literary and aesthetic culture, it is concluded that the dynamic cosmos can be found as a unifying theme. 
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Fig. 1. The Ebsdorf Map, c. 1300, Ebsdorf, Kloster Ebsdorf (facsimile), Parchment, Diameter of map 357cm.
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Fig. 2. The Map Psalter, c. 1265, The British Library, Additional MS. 28681, fol.9 r, Parchment, diameter of map 9cm.
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Fig. 3. The Hereford World Map, c. 1300, Hereford, The Hereford Mappa Mundi Trustee Company Ltd, Parchment, 158 x 133 cm.

Introduction
While much of the study of the medieval period seems preoccupied with the deeds, chiefly tragic, heroic, or political, of men and women, this study aims to look at the uniquely medieval world view at the heart of the events of the period. The foundational concept of this paper is that the themes of journey and destination consistently perforate medieval art and literature. This paper will reiterate the notion that the medieval period can be considered to have a specific identity, and further, that the themes of journey and destination operated as an integral undercurrent in medieval thought. It is important to consider that, despite the ostensible diversity of such a broad period, many of the themes and concerns can be seen as a unifying force. Cook and Herzman express this notion well in their introduction to[footnoteRef:2] The Medieval World View, when they acknowledge the diversity within the period, yet suggest that there is unity in the medieval identity and that this is supported by a ‘consistent iconography’.[footnoteRef:3] This paper will attempt to establish the roots and manifestations of this iconography as being entrenched in themes born from a specific world view. It is the intention then, to establish that the underlying beliefs, from which the medieval world view, cosmology and eschatology germinated, had a corresponding impact on the literary and aesthetic narratives of the period, and more specifically to explore the metanarrative of dynamism over physical journeys. [2:  W. Cook and R. Herzman, The Medieval World View: An Introduction (Oxford: Oxford University Press, 1983) p. xix.]  [3:  Cook & Herzman, The Medieval World View, p. xxi.] 


The paper itself  will follow a journey, and that journey will follow the well-trodden path from ‘beginning’, to ‘middle’, to ‘end’. While this format may appear simple, it is intentional. Medieval narratives, in the form of the Christian arch of creation, to fall, to salvation all centre around a similar three-part form. This, in turn, follows the medieval tendency towards a trinitarian symbolism which will be further explored. The ‘beginning’ will explore medieval ideas of creation and the cosmos as a dynamic stage, saturated with meaning, upon which both artistic and literary voices are projected. The ‘middle’ will focus chiefly on the ideological journeys manifested in the culture. The ‘end’ will examine the concept of ‘home’ as the final eschatological, physical and ideological destination in the medieval narrative. The three sections together will offer a unique overview dynamicity in the medieval world view.

The medieval world view has been established, in most cases, to a certain extent retrospectively from surviving sources. Implicit within the phrase ‘surviving sources’ is the idea that not all sources did survive and that, therefore, any conclusions drawn from them are exposed to the possibility of not being fully representational of the period.  In many cases these are literary in nature and, in their use as a basis for interpreting a wider aesthetic, it is prudent to note that some of these sources will almost certainly have been shaped in the context of a specific class or political agenda: not least since literary sources were inevitably written for and by the literate upper classes. However, it is the intention of this research to employ a diversity of sources from across the temporal and physical breadth of the period in order that the foundational content of the voices is not undermined by the subjectivities of the source materials. A fine example of this is in the use of medieval maps, which, as Edson notes, unlike the writings of individuals, can tell you more about a view of the cosmos. One that transcends class related bias due to the mapmakers’ dependency on the descriptions and accepted ideas of the spiritual and physical geography of the world.[footnoteRef:4] Before embarking on a journey through the medieval imagination it is important to explore the terrain that the roads of medieval thought were built across. [4:  E. Edson, Mapping Time and Space: How Medieval Mapmakers Viewed their World (London, The British Library, 1997) p. 7.] 
















Chapter One: ‘In the Beginning’: The Construction of the Medieval Cosmos

The medieval cosmos was a dynamic world, laced with paradox and deeply imbued with meaning. This chapter will establish the function of the cosmos both as a foundation for all medieval concepts of geography but also as an image of divine order. The notion that the geography of the medieval period was simultaneously physical and spiritual will be explored. 

Critical to any discussion of world view in Western Europe during the medieval period are the biblical texts upon which the Christian faith was built. To suggest that the culture  was influenced by the Bible would be an understatement in the severest terms. The biblical texts were fundamental to every aspect of medieval life.[footnoteRef:5] Christianity was not so much the dominant religion, as it was THE religion. The Bible was the foundational ‘truth’ of the period and anything, no matter how ostensibly irrelevant of the religious, was understood through a world view constructed directly out of biblical proclamation.  [5:  Cook & Herzman, The Medieval World View, pp. 161-164.] 


‘In the beginning:’[footnoteRef:6] these are the first words of the Christian religious texts that form the Bible and, thus, the religious beliefs of the populace of medieval Western Europe. The Bible included a comprehensive description of the creation narrative which would have formed the basis of the medieval understanding of the spiritual and physical world they inhabited. The creation story follows thusly, first there was nothing and then God calls for light and light appears, then over the course of six ‘days’ God creates the world and all the life in it, he makes humans as superiors to the creatures of the earth and  he calls it good, then on the seventh day he rested.[footnoteRef:7] The important elements to draw from Genesis 1 for this paper for the medieval understanding are that God intentionally created a world with intent; he creates light and life from darkness and he calls it good. In a series of rebellions from God, the humans that he made, Adam and Eve, find themselves in a sinful world and their relationship with their creator is severed. Genesis 1 was therefore crucial in establishing the notion that God created the world and that, consequentially everything contained within it is inexorably linked back to God and therefore the Christian religion. This affected the medieval world view in many ways but most significantly in their belief in a cosmos that was not a neutral or stagnate entity as will be demonstrated through cartographic analysis. [6:  Genesis 1:1.]  [7:  Genesis 1.] 


The concept that the creation was not neutral because it was imbibed with revelatory characteristics is clarified in the New Testament book of Romans. ‘Since what may be known about God is plain to them because God has made it plain to them. For since the creation of the world God’s invisible qualities—his eternal power and divine nature—have been clearly seen, being understood from what has been made, so that people are without excuse.’[footnoteRef:8] This passage explicitly states that the world was created to lead a person to a deeper knowledge of God. Its significance is twofold. First, it addresses the problem of the intangibility of an invisible deity by suggesting that God has left his creation as the visible manifestation of his divine character and, secondly, it supports the notion that divine revelation is gradual, like a journey. In this way, it is therefore critical to a supported hermeneutic of the medieval cosmos to comprehend that the medieval world view existed within an idea of the cosmos, that was both visible and invisible, physical and symbolic. [8:  Romans 1:19-20.] 


However, the Bible was not the sole source in the construction of the medieval cosmos. Many elements of medieval ‘Christian’, world view were also inherited from their classical predecessors. Albu suggests that, ‘medieval writers rarely knew those Roman histories but found their own ethical models in the Old and New Testaments.’[footnoteRef:9] While this is, to a certain extent true, as many classical resources were not made available until later in the period, classical philosophy was transmitted into medieval culture chiefly through the works of early Christian writers like Augustine.[footnoteRef:10] It has been suggested that it was the foundational to the works of Plato and Aristotle that philosophical (or divine) truth was a knowable, fixed entity[footnoteRef:11] and should not therefore, be relativised. This was compatible with the christian world view. This, in turn gave rise to late classical/early medieval notions of an intentional notion of an ordered cosmos. Macrobius, a fifth century pagan philosopher, in a commentary on classical philosophy, noted that, ‘the close observer will find that from the Supreme God even to the bottommost dregs of the universe there is one tie, binding at every link and never broken.’ [footnoteRef:12] This was mirrored in works of Pseudo-Dionysius, ‘one can extract from this passage the core of Dionysius’s thought. The created universe is a ladder that leads humans back to God… We have the traces of God through his creation; they should lead us back to God.’[footnoteRef:13] When one considers the first lines of the Gospel of John,  [9:  E. Albu, The Normans in their Histories: propaganda, myth, and subversion (Woodbridge, 2001) p. 5.]  [10:  Cook & Herzman, The Medieval World View, p. 31.]  [11:  Cook & Herzman, The Medieval World View, p.  31.]  [12:  M. Barber, The Two Cities: Medieval Europe 1050-1320 (Oxon: Routledge, 2004) p. 378.]  [13:  Cook & Herzman, The Medieval World View, p. 163.] 

‘In the beginning was the Word, and the Word was with God, and the Word was God. The same was in the beginning with God. All things were made by him; and without him was not any thing made that was made. In him was life; and the life was the light of men’[footnoteRef:14] [14:  John 1] 


 These texts demonstrate the idea of a cosmos bound and held in order by a divine being. Therefore, it is not difficult to see how early and medieval Christian writers would have found classical ideas of divine order so accommodating to Christian theology.

Otto of Freising is a perfect example of how early writers, born out of the influences of the classical school, came to have huge significance in the medieval period. The German bishop took the divine order described in the early Christian period  and retro-fitted it to the medieval cosmos.[footnoteRef:15] In his 12th century opus ‘The Two Cities’, he makes explicit reference to the divine order described by Pseudo-Dionysius, a Christian Neo-Platonist of the fifth-sixth century;[footnoteRef:16] in fact the majority of book eight of the aforementioned work consists of a commentary on Pseudo-Dionysius’ theories on divine order. Furthermore, is it clear that his premier influence in much of the form that ‘The Two Cities’ took was Augustine, a contemporary of Macrobius, whose work ‘The City of God’ contains a similar model of using the city as a unit of comparison between the material and the eternal.[footnoteRef:17] Thus were the foundations for the medieval understanding of the cosmos were formed in a trickle-down classical context. [15:  Otto I, Bishop of Freising, The Two Cities: A chronicle of universal history to the year 1146 A.D. Translated By C.C. Mierow (New York: Octagon Books, 1966) p.500.]  [16:  Cook & Herzman, The Medieval World View, p.  31]  [17:  Barber, The Two Cities, P. 2] 


A key element in the medieval understanding of the Christian narrative of the world is in the way that the past relates to the future. This can be seen in the Augustinian interpretation of the way that the Old Testament relates to the New Testament. It has been suggested that an Augustinian approach understands the value events of  the Old Testament as being weighted towards their importance as prefigurements to the events of the New Testament; while Augustine does not reject the importance that the events hold outside of the grander narrative, they do crucially point forwards, towards the teachings of the New Testament.[footnoteRef:18] Cook and Herzman suggest that this grander narrative forms a crucial element in the way that the world was viewed in The Middle Ages, ‘Since history was a part of God’s plan for salvation, it is not surprising that for Augustine the purpose of historical writing was never merely to present factual information’. [footnoteRef:19] It is plausible then that the writings of any medieval writer present a narrative with a revealed end. The same can be said of the aesthetic output of the period; a notion that will be explored later in this paper. [18:  Cook & Herzman, The Medieval World View, p.  101]  [19:  Cook & Herzman, The Medieval World View, p. 105] 


Moreover, the biblical texts were divided into two periods. The ancient texts that contained the accounts of the creation, Jewish tribes in the Levant, the law that was given to the Israelites and the wisdom texts, books of poetry and philosophy that fleshed out the meaning of the Mosaic and Levitical law of God’s people.   The religious relevance of the ancient biblical texts to the writings of the New Testament is stated explicitly in the bible when Christ says: 
18 For verily I say unto you, Till heaven and earth pass, one jot or one tittle shall in no wise pass from the law, till all be fulfilled.
19 Whosoever therefore shall break one of these least commandments, and shall teach men so, he shall be called the least in the kingdom of heaven: but whosoever shall do and teach them, the same shall be called great in the kingdom of heaven.
20 For I say unto you, That except your righteousness shall exceed the righteousness of the scribes and Pharisees, ye shall in no case enter into the kingdom of heaven.[footnoteRef:20] [20:  Matthew 5] 


This tendency to perceive strong links between the Old Testament and the New Testament is exhibited in the works of Augustine who theorised that the seven days of creation each corresponded to an epoch in the cosmological timeline. He claimed they were in the sixth epoch and that in the seventh, God would rest and would cause mankind to find rest in him. [footnoteRef:21] This not only bolstered the idea that past existed in direct relation to the present as a part of a grander narrative but would have also served to influence the medieval notions of an inevitable apocalypse. It is also a good example of the pervading influence that biblical symbolism had on unrelated entities, this can be also be observed in the trinitarian divisions of the continents in T-O maps.[footnoteRef:22] T-O maps and tripartite maps display a world divided into three parts,[footnoteRef:23] it is not to tenuous to see this as a metaphor for both the trinity and the cross, this another example of the way that religious symbolism pervaded every aspect of medieval life.[footnoteRef:24] [21:  Cook & Herzman, The Medieval World View, p. 103]  [22:  Harvey, P.D.A., The Hereford World Map: Medieval World Maps and their Context (London: The British Library, 2006) p. xix.]  [23:  Edson, Mapping Time and Space, p. 10]  [24:  J.Friedman, The Monstrous Races in Medieval Art and Thought (Cambridge, MA: Harvard University Press, 1981), p.38.] 


Furthermore, Cook and Herzman, note that this imagery would suggest that the medieval believed they were living in an ‘old world’, the time before the end.[footnoteRef:25] This would have had a significant impact on a society very much in movement, to have their daily movements underpinned by the notion that they were coming to the end of their cosmological journey. It is for these reasons that the Old Testament is not just foundational to the medieval world view in terms of its description of the creation but also in terms of the ultimate message of the New Testament. This is crucial to the because it meant that their understanding of the cosmos contained a pre-fitted beginning, a pre-fitted end, and, between the two, a narrative and philosophy that acted as a perfect link. [25:  Cook & Herzman, The Medieval World View, p.  104] 


Medieval maps make it clear that the existence and placement of biblical location was important in the medieval view. The world was viewed as a miraculous, physical world and vehicle for the works of God, in the same way that the body was a vehicle for the works of God.[footnoteRef:26] ‘Medieval spatiality is dead,’[footnoteRef:27] so claims Kupfer, highlighting the foreignness of the medieval hermeneutic of space, while this may be a bold statement, it does become evident that the medieval people viewed their world as possessing a dynamicity that would be foreign to the a modern observer.  [26:  Edson, Mapping Time and Space, p. 9.]  [27:  M.Kupfer, ‘Mappaemundi: image, artefact, social practise’  in Harvey, P.D.A., The Hereford World Map: Medieval World Maps and their Context (London: The British Library, 2006), p. 253. ] 


Even the recognisably geographic delineations in the maps were indicative of more than topographical borders. For example, in the case of T-O maps, the three divisions may potentially relate to the story where Noah gives Europe to Japheth, Asia to Shem and Africa to Ham.[footnoteRef:28] The macrobian zone map is more theoretical and perpetuates the idea of the peripheries being places of extremity and therefore having an effect on the qualities of a lifestyle. It was seen as being wilder, more extreme, further from the will, and, consequently, love of god, as described in Macrobius’ construction of the medieval world.[footnoteRef:29] This symbolism was practically functional in that it served to signpost the values and purpose of the journeys of both the individual and society. Edson suggests that although there are different types of maps a cohesive value can be ‘charted’ through;[footnoteRef:30] this echoes the ‘consistent iconography’ described by Cook and Hertzman in the Introduction. [28:  Ibid. p. 39]  [29:  Ibid.]  [30:  Edson, Mapping Time and Space, p. 9] 


While many depictions of the world take the form of simple, almost diagram-like, T-O maps. However, it is the mappaemundi of the thirteenth century that offer the broadest view of the medieval cosmos. Kupfer highlights the difference between the T-O and tripartite maps, and the mappaemundi in relation to their ‘unifying ecumenical purpose’.[footnoteRef:31] Freidman notes the deeply religious nature of these maps, ‘it can be no accident that of the three most elaborate ones surviving into the modern period, one is found in a psalter, one once hung in the school room of a nunnery and one hangs today in an English cathedral.’[footnoteRef:32] Suggested that these three maps as key primary sources: The Ebsdorf Map (Fig. 1), The Map Psalter (Fig. 2) and The Hereford World Map (Fig. 3), illustrate the most prevailing themes of the cosmos in the medieval imagination. The Ebsdorf Map shows a cosmos that explicitly expresses the centrality of God to the world. The Map Psalter demonstrates the synthesis of Christian and Classical world view. The Hereford World Map reveals the centrality of the Christian grand narrative to the medieval imagination, subsequently analysed. [31:  Kupfer, Mappaemundi, p. 258 ]  [32:  Freidman, The Monstrous Races p. 38.] 



The Ebsdorf Map
Created circa 1300 the Ebsdorf map was the largest surviving world map until its destruction during the bombing of Germany in 1943.[footnoteRef:33] It illustrates the notion of God as the entity that holds the fabric of the cosmos together. Kupfer notes that while the Hereford and Psalter maps reflect the place of God in terms of his transcendence ‘outside and above the world,’[footnoteRef:34] the Ebsdorf map focuses on God’s humanity in the incarnation of Christ. This concept is most significantly illustrated in the link between the biblical prophesies regarding Christ of the Old Testament and in the New Testament statements regarding the purpose of the crucifixion. [33:  P.Barber ‘ Medieval maps of the world’, in Harvey, P.D.A., The Hereford World Map: Medieval World Maps and their Context (London: The British Library, 2006) p. 24]  [34:  Kupfer, Mappaemundi, p. 260] 


The most significant theological reference in the map is its depiction of the vision of Isaiah, which was interpreted as a prophecy; 
 ‘In the year that king Uzziah died I saw also the Lord sitting upon a throne, high and lifted up, and his train filled the temple.
2 Above it stood the seraphims: each one had six wings; with twain he covered his face, and with twain he covered his feet, and with twain he did fly.
3 And one cried unto another, and said, Holy, holy, holy, is the Lord of hosts: the whole earth is full of his glory.’[footnoteRef:35] [35:  Isaiah 6] 


It has been suggested that this passage is referencing the fact that the mappaemundi can be viewed more as a ‘cosmological statement’[footnoteRef:36] where the Christ ‘holds in his arms and spans with his body the microcosm and macrocosm’. In this way Christ literally becomes the world;[footnoteRef:37] this could be further interpreted as being symbolic of the crucifixion, an act that is described as Christ intentionally dying in lieu of the sins of the world in Galatians 1, ‘our Lord Jesus Christ, who gave himself for our sins, that he might deliver us from this present evil world’[footnoteRef:38] and further reiterated in 1 John .[footnoteRef:39] In this way it is evident that the world maps may have been a vehicle for the conveyance of, not just creational theology but of salvation theology as an apologia of sorts in the Christian narrative arch. [36:  Freidman, The Monstrous Races p. 46]  [37:  Ibid. p.  4]  [38:  Galations 1 3-4]  [39:  1 John 2:2 ] 


The Map Psalter
Most likely created in 1265, it has been suggested by Barber that The Map Psalter was a copy of a map created from Henry III in the 1230s.[footnoteRef:40] Though exponentially smaller than the Ebsdorf Map (see Fig. 1 & 2), it has been suggested that the Psalter world map was born of the influence of the same Hugh of Saint-Victor whose world map was potentially the standard  for a few surviving mappaemundi.[footnoteRef:41] Similarly to the Ebsdorf map, it is possible to see the positioning of Christ as an explicit reference to Isaiah 6, but it is clear that there are other influences at play in this particular representation of the cosmos.  [40:  Barber, Medieval Maps of the World, p. 19]  [41:  Ibid. p. 18] 


Furthermore, Barber perceives the style as being similar way to that  of another world map, the Anglo Saxon world map,[footnoteRef:42] which was most likely influenced by Roman sources.[footnoteRef:43] This is significant because it serves as a continuation of the idea that one of the chief influences on the medieval cosmos were the classical models of the universe as disseminated into the medieval imagination by early Christian writers.[footnoteRef:44]The Medieval-Hellenistic understanding of the shape of the earth as depicted in the maps comes from Macrobius’s Commentary on the Dream of Scipio and Martianus Capella’s Marriage of Philology and Mercury,[footnoteRef:45] and prevails in a diversity of maps across the period. It reinforces the notion that the dynamism exhibited in the medieval world view was not purely a biblical inheritance and thus this map is representational of much more than an itinerary of the significant places in the physical geography of the world.  [42:  Ibid.]  [43:  Ibid.]  [44:  Kupfer, Mappaemundi, p. 254]  [45:  Ibid.] 


As with the Ebsdorf and Hereford world maps the creator of the map chose to situate a series of monstrous creatures at the edges of the map. At these peripheries, monstrous creatures can be seen to inhabit a function that is greater than the purely decorative. Isidore of Seville suggests that different temperate regions of the world are what form the national/regional identities of its inhabitants.[footnoteRef:46] Consequently, the geographical placement of monsters, and therefore humanness, was proximally relative to the spiritual epicentre, in Jerusalem. In The Map Psalter the comprehensive nature of the medieval cosmos can be observed.  It has been suggested that this notion that physical location was affected by terrestrial forces which in turn gave rise to the theory that health or disease came about through the imbalance of the humours, which in turn could be affected by climate. [footnoteRef:47] This further supports the idea that the medieval cosmos was not a neutral entity. [46:  Freidman, The Monstrous Races p.  42]  [47:  Ibid. p. 51] 


The Ebsdorf world map was created, though religious, for a more ‘secular’ purpose due to its situation as a public object however, the Psalter mappaemundi is intrinsically devotional due to its situation in a Psalter. The manuscript is small and portable[footnoteRef:48] thus indicating it’s intended purpose as an object of personal devotion, as psalters so often wer.[footnoteRef:49] As the name would suggest, they are a book that contains the Old Testament text, the Book of Psalms, a selection of poems and prayers that, during the Middle Ages, was chiefly attributed to King David.[footnoteRef:50] Wright suggests that despite their Old Testament context, the Book of Psalms was ‘interpreted by the early Church in a Christological sense in which the psalms were regarded as ‘both the prayers of Christ himself, and as prayers addressed to him.’[footnoteRef:51] This means that maps like the Map Psalter gives credence to the notion of the interconnectivity of the medieval cosmos in terms of the Christian narrative. Additionally, the lineage of David in relation to Jesus was often portrayed in psalters in Tree of Jesse illustrations,[footnoteRef:52] therefore implicit with the context of the psalter is the concept Christ’s royal lineage, rendering the map part of a wider symbol for Christ’s position in history. The notion that the map is a part of a broader medieval hermeneutic of time is bolstered by the inclusion of a calendar in the pages that immediately proceed the map. [48:  Barber, Medieval Maps of the World p.15]  [49:  M. LaPorte, A Tale of Two Mappai Mundi: The Map Psalter and its Mixed Media Maps (Unpublished masters' thesis) University of Guelph, Ontario, 2012 p. 44]  [50:  B. Cassidy and R.M. Wright,(eds) Studies in the Illustration of the Psalter (Oxford: The Alden Group, 2000) p. 1.]  [51:  Ibid.]  [52:  Ibid. p. 7.] 


A previously alluded to, the positioning of the map in the Psalter is significant., as it is placed at the beginning. Preceded by scenes of the life of Christ, otherwise called prefatory miniatures, which were typical attributes of the Psalter,[footnoteRef:53] it has been suggested that these images (including the mappaemundi itself) intentionally accompany the text as a visualisation of the literary content ‘in concrete, factual terms [that] reinforced the authority of biblical text and stress the notion that the words of the Bible were literally true.’[footnoteRef:54] Furthermore the specific use of the these images is given further depth when considered with the accompanying text. The first psalm is particularly relevant, [53:  Ibid. p. 6.]  [54:  K.Horst, W. Noel, and W. Wustefeld, The Utrecht Psalter in Medieval Art (Tuurdijk: HES, 1996) p. 55.] 

‘1 Blessed is the man that walketh not in the counsel of the ungodly, nor standeth in the way of sinners, nor sitteth in the seat of the scornful.2 But his delight is in the law of the Lord; and in his law doth he meditate day and night.3 And he shall be like a tree planted by the rivers of water, that bringeth forth his fruit in his season; his leaf also shall not wither; and whatsoever he doeth shall prosper.4 The ungodly are not so: but are like the chaff which the wind driveth away.5 Therefore the ungodly shall not stand in the judgment, nor sinners in the congregation of the righteous.6 For the Lord knoweth the way of the righteous: but the way of the ungodly shall perish.’[footnoteRef:55] [55:  Psalm 1] 

This makes it clear that ‘man’ is on a journey with a destination; the first verse describes humanity as being in movement and the last two suggest that the destination is judgement. It is usually elaborately emphasised with an historiated B (for Beatus, the first word of Psalm 1), the Map Psalter is no exception to this decorative trope.[footnoteRef:56] Illustrated with an image of King David playing the harp, enclosed by a ‘B’, the Beatus page of the Map Psalter demonstrates way that the dynamic cosmos, the Christian narrative arch and the devotional imagination of the Middle Ages are inexorably linked. [56:  Cassidy & Wright, Studies in the Illustration of the Psalter, p. 5.] 


The Hereford World Map
This is the largest surviving mappaemundi,[footnoteRef:57] created around 1300 as a copy of a similar world map at Lincoln Cathedral.[footnoteRef:58] Its prevailing theme is Christian narrative arch. Barber describes it as ‘the contrast between divine timeless and infinity, and with the transient time and limited space of man.’[footnoteRef:59] Like the Map Psalter, and to a lesser extent the Ebsdorf map; the features of the Hereford map are, to a certain extent, crowned by a depiction of the garden of Eden.  This is significant in that it possibly charts a journey through the Christian narrative moving westward down the map.[footnoteRef:60] The Garden of Eden acts as a beginning for multiple strands of medieval narrative; it is the beginning of time, the beginning of humanity, the beginning of death and, after the fall, it is there that the first reference to Christ is uttered.[footnoteRef:61] With this in mind, it is not difficult to see how this placement echoes Pseudo-Dionysius, when he states,  “they are all alike turned toward the beginning that is above all beginnings and to the beginning that itself creates the beginning.”[footnoteRef:62] As well as presenting a clear statement about ‘the beginning’, the map is also explicit in regards to ‘the end’. At the top of the map, outside of the map but either side of the Garden of Eden, the saved and the damned are depicted (Fig.3).[footnoteRef:63] The implicit message of this is that death and judgement bring the Christian narrative, full circle, back to paradise. The situation of Christ at the apex of the map suggests that this is in keeping with God’s mandated plan for the Christian narrative arch, as exemplified in Revelation 1, ’ I am Alpha and Omega, the beginning and the ending, saith the Lord, which is, and which was, and which is to come,’[footnoteRef:64] Furthermore, the letters M O R S are positioned around the map in the shape of the cross, indicating the centrality of the crucifixion to and the universality of death. [57:  Barber, Medieval Maps of the World p.27]  [58:  Ibid.]  [59:  Ibid.]  [60:  S. McKenzie, ‘The Westward Progression of History on Medieval Mappaemundi’ in Harvey, P.D.A., The Hereford World Map: Medieval World Maps and their Context (London: The British Library, 2006) p. 335.]  [61:  Genesis 3:15 In God’s speech to the serpent he suggests that from a woman shall the serpents head be bruised. This can interpreted as an allusion to Mary and therefore a foreshadowing of the resurrection.]  [62:  Mierow, The Two Cities p. 504]  [63:  Barber, Medieval Maps of the World p.27]  [64:  Revelation 1:8] 


Otto of Freising wrote, in his Prologue to the Two Cities that  ‘all human power or learning had its origin in the East, but is coming to an end in the West, thereby the transitoriness and decay of all things may be displayed’.[footnoteRef:65] Kupfer’s interpretation of the Hereford map is that key locations, plotted down the map from east to west are demonstrative of the progression of key events in the Christian narrative, charting a progression from creation to death.[footnoteRef:66] This is reiterated in LaPorte’s suggestion that ‘these maps could have functioned as mnemonic devices, used to stimulate memory’.[footnoteRef:67] Therefore the field of vision in mappaemundi is internal, almost allegorical, Kupfer supports this notion and suggests; [65:  Mierow, The Two Cities p 95]  [66:  Kupfer, Mappaemundi, p. 260]  [67:  LaPorte, A Tale of Two Mappai Mundi, p. 46] 

 ‘Mappaemundi represents that which can only be thought and never actually seen, for the totality of a global space is unavailable to the human eye. They are a function, therefore, not the visible order of the corporeal world, but rather of the invisible order of the intellect. The map’s first order referent is not the world ‘out there’, but a mental image that exists in the mind, or imaginatio.’[footnoteRef:68]  [68:  Kupfer, Mappaemundi, p. 261] 


This might imply that space and journey was for the medieval, as much a mental exercise as a physical reality or a theological lesson; for in the words of Kupfer, ‘The image of the world[…] never stood alone.’[footnoteRef:69] [69:  Kupfer, Mappaemundi, p.  254 ] 


Chapter Two:  Journey – Life on the road
In the previous chapter the dynamicity of the cosmos was explored as a key theme in the classical and biblical texts and images that articulated the medieval world view and the consequent construction of their cosmos. This chapter will explore how this dynamicity was manifested in the literary and aesthetic expressions of the period. ‘Everyone was on the roads,’[footnoteRef:70] or so claims Bishop, regarding the high mobility of the period, enforcing the notion that the lifestyle, much like the cosmos, was a dynamic affair. [70:  M. Bishop, The Middle Ages (New York: Mariner Books, 2001) p. 200.] 


‘In the beginning’[footnoteRef:71], the very first words of Genesis; the phrase may seem  overworked to contemporary readership yet it contains a significant aspect of the medieval cosmology; in that it was something that began. Existing alongside this concept of beginning was an end that comes in the form of a judgement, a final destination. It is therefore evident that the physical cosmos existed in a narrative that was multi-faceted and steeped in symbolism.  [71:  Genesis 1:1] 


The transience of cartographic portrayals of the world after Kupfer indicate an instability in medieval ideas of the cosmos,[footnoteRef:72] Edson affirms this notion, asserting that ‘so constant and so automatic is this expansion and contraction of the field of perceived reality that it goes un-noted and unreconciled by medieval writers.’[footnoteRef:73] It has been posited that a dual spectatorship is manifested in the three maps; there exists a human audience and the celestial audience in all of the maps.[footnoteRef:74] Although executed differently in each map, all of the maps feature God at the top looking down on the cosmos. This would have enabled the medieval viewer to see the world they inhabited through the divine eyes of the creator, thus facilitating an explicit invitation to view themselves in the context of the grand narrative of Christianity. ‘The mapped world is the theatre wherein transpire the drama of redemption: The Incarnation, Passion and Resurrection,’[footnoteRef:75] in this way maps existed not merely as geographical space but as a dynamic and interactive symbol of the intentions of God.  [72:  Kupfer, Mappaemundi, p.  260]  [73: Erikson, The Medieval Vision, p. 6.]  [74:  Kupfer, Mappaemundi, p.  261]  [75:  Ibid. ] 


Otto of Freising was clearly concerned with the chaotic dynamicity of the world when he wrote, 
‘Accordingly, since things are changeable and can never be at rest, what man in his right mind will deny that the wise man ought, as I have said, to depart from them to that city which stays at rest and abides to all eternity? This is the City of God, the heavenly Jerusalem, for which the children of god sigh while they are set in this land of sojourn, oppressed by the turmoil of the things of time as if they were oppressed by Babylonian captivity.’[footnoteRef:76] [76:  Mierow, The Two Cities p. 93.] 


 This passage highlights the final element of the medieval cosmos left to consider, the centrality of Jerusalem. Jerusalem is the central feature of all the world maps, existing as a fixed point about which all other movements take place; this is due to the biblical association of Jerusalem with the biblical heaven. This consistently expressed in the book of Revelation.
‘Him that overcometh will I make a pillar in the temple of my God, and he shall go no more out: and I will write upon him the name of my God, and the name of the city of my God, which is new Jerusalem, which cometh down out of heaven from my God: and I will write upon him my new name… And I John saw the holy city, new Jerusalem, coming down from God out of heaven, 
tool for understanding their own prepared as a bride adorned for her husband.’[footnoteRef:77] [77:  Revelation 3:12, Revelation 21:2] 


Despite the broad scope of this paper, there are themes and subjects, whilst foundationally significant in the wider discussion of the implications of the dynamic medieval imagination; namely the physical journeys of pilgrimage. The spiritual, temporal or allegorical journey, is brought to the foreground of the analysis of medieval world view through the less tangible elements of medieval movement. To reiterate the fact that the intention of this paper is to explore the metanarrative of dynamism and journey. 

The other element that must be considered in this chapter on journey, is that the journey itself was in some respect irrelevant in comparison with the cosmological landscape and eschatological destination. That is to say that the direction from whence and the direction whereto, appear to take a greater precedence than the medium of movement. This chapter will suggest that it is the monolithic nature of the Christian narrative that enables this beginning-and-destination orientated dynamicity. 

The importance of the grand narrative, though it has already been described in the first chapter, was a prevailing theme in medieval art. It is a biblical concept that is probably best summarised in the Gospel of Matthew, where Christ makes it clear he is part of a larger story when he states during the Sermon on the Mount, ‘Do not think that I have come to set aside the law and the prophets; I have not come to set them aside, but to bring them to perfection.’[footnoteRef:78] Cook and Herzman suggest that the Christian narrative can be seen as a single entity, despite its great breadth,  [78:  Cook & Herzman, The Medieval World View, p.  13] 

‘Insofar as the events in the Old Testament are similar to the events that they prefigure, the history of salvation can be seen as a timeless whole; what is to come is in some sense present in what has been. Insofar as these events are different from what they prefigure, however, they show that the events of salvation history are in linear progression from the Old Testament to the New, from the creation to the last judgement.’[footnoteRef:79]  [79:  Ibid, p.101] 


This ‘timeless whole’ can be seen as illustrated in the illuminations of manuscripts which often depict old testament figures alongside testament text and even early saints, an excellent example of this can be seen in the historiated initial of the Beatus page in the Winchester Bible.[footnoteRef:80] Other forms of aesthetic and literary expression follow a similar theme. ‘The Divine Comedy’, doubtlessly inspired by works of ecclesiastical art was to tell the same story, painting a picture of a dynamic and ordered cosmos. Medieval play cycles follow the same relationship of creation to judgement,[footnoteRef:81] with Cook and Herzman suggesting that, ‘each play can be seen both as part of a linear progression and as microcosm of the whole of salvation history.’[footnoteRef:82]  [80:  Ibid, p. 103]  [81:  Ibid.]  [82:  Ibid.] 


Journey is a popular motif in biblical texts. After the creation, the Old Testament narrative is dominated by the journey of the Israelites through the desert towards their promised land. The home that God had promised them after escaping their slavery in Israel.[footnoteRef:83] Throughout the Old Testament the idea that God had lead the Israelites out of bondage is reiterated so consistently that it exists as a thread from Exodus to Judges. [83:  Deuteronomy 6:3] 

‘I am the Lord thy God, which have brought thee out of the land of Egypt, out of the house of bondage.’[footnoteRef:84] [84:  Exodus 20:2] 

‘I am the Lord thy God, which brought thee out of the land of Egypt, from the house of bondage.’[footnoteRef:85] [85:  Deuteronomy 5:6] 

‘And that prophet, or that dreamer of dreams, shall be put to death; because he hath spoken to turn you away from the Lord your God, which brought you out of the land of Egypt, and redeemed you out of the house of bondage, to thrust thee out of the way which the Lord thy God commanded thee to walk in.’[footnoteRef:86] [86:  Deuteronomy 13:5] 

‘For the Lord our God, he it is that brought us up and our fathers out of the land of Egypt, from the house of bondage, and which did those great signs in our sight, and preserved us in all the way wherein we went, and among all the people through whom we passed’[footnoteRef:87] [87:  Joshua 24:17] 

‘Thus saith the Lord God of Israel, I brought you up from Egypt, and brought you forth out of the house of bondage’[footnoteRef:88] [88:  Judges 6:8] 


It is perhaps these Old Testament notions of place that impact the way that the medieval culture understood the importance of physical place, and the concept of home that will be discussed in the third chapter.

In the Gospels, the key journeys take place within a processional context. It could be suggested that these processional journeys take place in situations of transition, in the case of Jesus’ Palm Sunday procession into Jerusalem: it is Jesus fulfilling the Isaiaic prophecies about his kingship, and in his procession to the cross ,it is his journey to his death as the sacrifice as prophesised in the Old Testament.[footnoteRef:89] This is significant because, although procession and pageantry was exhibited in many areas of medieval practices, coronations and funerals were among the highest status processions. In the New Testament other journey are ones of revelation. In the journey on the road to Emmaus, Christ offers an entire biblical exegesis to the couple returning confused from the Jerusalem;[footnoteRef:90] and the apostle Paul’s narrative reaches a climactic epiphany when he experiences a dramatic revelation in his conversion in the road to Damascus.[footnoteRef:91] [89:  Isaiah 53:3]  [90:  Luke 24:13-35]  [91:  Acts 9] 


The three types of biblical journey can be summarised, as journeys of home, journeys of transition and journeys of revelation. Each of these types of journey can be seen to be  reflected in the art and literature of the Middle Ages. This next chapter will explain the ways in which the dynamicity of both the medieval cosmos and the medieval theology perforated medieval aesthetic and literary culture.

Malcolm Barber has suggested that, in addition to being places of worship and administration, cathedrals served as an extended metaphor for the cosmos, demonstrating from micro to macro, the fully integrated a totality of Christianity.[footnoteRef:92] ‘The whole structure is arranged into what Panofsky calls homologous, that is the parts are interrelated but at the same time retain their separate identity.’[footnoteRef:93] Barber expresses scepticism of Panofsky’s ‘seductive’ arguments, citing Robert Branner’s suggestion that the symbolic interpretations were constructed after the event and, therefore, one has no way of knowing the intentions of the patrons, architects nor artists.[footnoteRef:94]  This argument could be applied to any historical interpretation, and is not entirely accurate as the visual statements of the cathedral are echoed in other aforementioned literary and aesthetic enterprises. However, there may be some merit to the notion that Panofsky’s evidences may be a little tenuous. ‘As modern scholars such as Emile Male, (The Gothic Image) have shown, most of the sculpture, stained glass, and painting of the Middle Age was an examination and interpretation of biblical narrative.’[footnoteRef:95] Frayling cites the elaborate tympanum at Vezelay as a grand cosmic statement, and goes on to suggest that the function of this statement was as a visual context for the journeys of the pilgrims who would have visited the church.[footnoteRef:96] In this way a link can be drawn between  the dynamic cosmos depicted in much medieval art from maps to cathedrals, and the impact on the meaning ascribed to physical movements of the medieval populace. However, regardless of any discussion describing the interpreted symbolism of cathedrals and churches there was indubitably explicit symbolism exhibited by these edifices. The basic architectural message of cathedrals was threefold: firstly they were typically cruciform, a symbol of the crucifixion and the breadth of the love of Christ, secondly, they were orientated eastwards towards Jerusalem, a symbol of the spiritual and physical pilgrimage towards the proximity of Christ and finally, towards heaven; with towers and spires that lifted the gaze toward heaven, the ultimate medieval destination. Positing then that medieval ecclesiastical buildings can be understood as places that demonstrate the beginning and the end, unrelentingly, as a constant reminder that the medieval people were inexorably on a journey between creation and judgement.[footnoteRef:97] [92:  Barber, The Two Cities, P. 430]  [93:  Ibid.]  [94:  Ibid.]  [95:  Cook & Herzman, The Medieval World View, p. 82]  [96:  C. Frayling, Strange Landscapes: A Journey Through the Middle Ages (London: BBC Books, 1995) p. 45.]  [97:  Ibid. p. 44.] 



It is clear that an undercurrent in medieval though was dedicated to virtue of dynamism,  movements towards the city of god, Jerusalem. ‘Remove from the fittest body the aid of the feet; it does not proceed under its own power, but either crawls shamefully, uselessly and offensively on its hands or else is moved with the assistance of brute animals.’[footnoteRef:98] While the intention of this passage from John of Salisbury’s Policraticus is more to highlight the importance of the welfare of the peasantry, it is to also reinforce the notion that a great value was put on mobility. This concept is buttressed by the fact that many of the monsters set at the edge of the map (see p. 21) and therefore those furthest from the love of God[footnoteRef:99] are often afflicted with foot related mutations. Augustine goes on to place movement in the realm of the virtuous in The City of God, suggesting that ‘Scripture tells us that Cain founded a city, whereas Abel, as a pilgrim, did not find one.’[footnoteRef:100] He goes on to place this virtue within the aforementioned Christian narrative by suggesting that the reason for being in movement is the devout’s terrestrial homelessness, ‘For the City of the saints is up above, although it produces citizens here below, and in their persons the City is on pilgrimage until the time of its kingdom comes.’[footnoteRef:101] Two things are therefore apparent, firstly that movement is a virtue and secondly that it is directly related to the Christian grand narrative. [98:  John of Salisbury, Policraticus. Of the Frivolities of Courtiers and the Footprints of Philosophers. Translated by C.J. Nederman (Cambridge: Cambridge Univeristy Press, 1990, p. 7.]  [99:  Freidman, The Monstrous Races p. 30]  [100:  Augustine, Concerning the City of God Against the Pagans, trans. Henry Bettenson (Baltimore: Penguin, 1972), p. 596]  [101:  Ibid.] 


Metaphorical, allegorical and non-physical journeys can be found across the period. As important as physical pilgrimage was in medieval values in terms of the seeking of stability and safety through a physical association with eternity,[footnoteRef:102] it is also evident that the journeys of the mind were just as significant. Athanasius, an early Egyptian writer, suggested that ‘there is no need for us to go abroad on account of the Kingdom of Heaven, nor to cross the sea for virtue. For the Lord has told us before, the Kingdom of God is within you.[footnoteRef:103] Goldie, contemplates the nature of spiritual versus physical travel, citing itineraries as a way of marking out a journey without having to go on one. [102:  R.W. Southern, Western Society and the Church in the Middle Ages (London: Penguin Books, 1988) p. 30]  [103:  Athanasius, The Life of Antony and the Letter to Marcellinus in The Classics of Western Spirituality Translated by Robert C. Gregg,  (New York: Paulist Press, 1980) p. 46] 

 ‘A subset of this kind of travel is the pilgrimage, which is obviously goal-oriented, but the penitential structure of the journey is segmented and intended to be meditative. One might for instance be walking or riding towards Santiago, Rome, or Jerusalem, but along the way the traveller is intent on encountering each local shrine and sight. This experience could occur even in the absence of actual physical travel. Consider, for example, the thirteenth-century cloistered monks at St Albans, who were probably the initial audience for Matthew Paris’s itinerary maps and histories in his Chronica majora and Historia Anglorum.  Their “imagined pilgrimage” toward Rome and Jerusalem had a deeply meditative quality, one that called on them to engage in a kinetic as well as spiritual manner with the itineraries and iconography routes and places that Paris provided.[footnoteRef:104] [104:  M.B. Goldie, ‘An Early English Rutter: The Sea and Spatial Hermeneutics in the Fourteenth and Fifteenth Centuries’, Speculum, Vol. 19 (2015), pp. 725-6] 


This is significant as it highlights, that despite the penitential significance of physically going on pilgrimage, there may have been a considerable value placed on taking a journey in the mind.

Much of Dante’s great journey through the three eschatological destinations of the medieval imagination is framed within the language of light and darkness. In the opening lines of both the Inferno and Pergatorio Dante finds himself in a state of dismay but finds hope in the glimpses of light that can be found above in the heavens: 
‘I looked up, and saw the edges of its outline/ Already glowing with the  rays of the planet/ Which shows us the right way on any road./ Then my fear was put a little at rest.’[footnoteRef:105] [105:  Dante Alighieri,  The Divine Comedy. Translated by C H Sisson  (Oxford: Oxford University Press, 1980)
Inferno, canto I, 16-18, p. 47] 

‘Right to the very edge of the first circle,/ Restored to my eyes the touch of pleasure,/… The lovely planet which gives comfort in love.’[footnoteRef:106] [106:  Ibid. Purgatorio, canto I, 15-19, p. 199] 


Dante then travels through hell and purgatory, bearing witness to the divine consequence of earthly actions. ‘No room for hope, when you enter this place’[footnoteRef:107] claim the gates of Hell. This is a journey that begins with darkness, death and despair. However, upon arrival in Heaven (the Paradiso), Dante is greeted with a paradise that he immediately defines in terms of its light, [107:  Ibid. Inferno, canto III,  9, p. 56] 

‘The glory of him who moves everything/ Penetrates the universe and shines/ In one part more and, in another, less./ I have been in the heaven which takes most of his light/… And suddenly, it seemed that, to full daylight/ Full daylight had been added, as if he/ Who can had put another sun in the sky.’[footnoteRef:108]  [108:  Ibid. Paradiso, Canto I, 1-4, 61-3, pp. 351-2] 


Thus it is clear that ‘The Divine Comedy’ uses the darkness to light narrative as a metaphor for the hope to fulfilment narrative that is the Christian grand narrative. The final line adds a final layer of symbolism as it ties the narrative of darkness to light with the love of Christ and the power of God, ‘The love which moves the sun and the other stars.’[footnoteRef:109] The fact that his journey was hinged on the trinitarian form of his triplets only adds further credence to the idea that his narrative is grounded in the same dynamic and symbolic cosmology that this paper is endeavouring to describe.[footnoteRef:110] Dante’s light and dark approach has a biblical precedent. The Gospel of John spells out the significance of Christ to the Christian narrative arch when he states ‘4 In him was life; and the life was the light of men. 5 And the light shineth in darkness; and the darkness comprehended it not.’[footnoteRef:111] This New Testament excerpt is describing a light and darkness metaphor that is inexorably linked to the Genesis creation story, where the world is darkness and God makes light and calls it good.[footnoteRef:112] Cook and Herzman suggest that this theology of darkness to light can be seen in many aspects of medieval aesthetic and literary culture; it  can be seen in cathedrals, illuminations and stained-glass windows.[footnoteRef:113]  [109:  Ibid. Paradiso, canto xxxiii, 145, p. 499]  [110:  Frayling, Strange Landscapes p. 159]  [111:  John 1:4-5 ]  [112:  Genesis 1]  [113:  Cook & Herzman, The Medieval World View, p.  164] 


However, much of the movements and journeys displayed in the symbolism and imagery of the period are very much created in reference to death. The popular aesthetic motif of the ‘Dance of Death’ in a fine example of this. The depictions were usually large tableau style paintings or sculpture that showed a cross section of society: men and women, young and old, clergy, nobility and peasantry, all being lead by a decaying anthropomorphised death towards their final judgement.[footnoteRef:114] The purpose of the ‘Dance’ was to evoke the necessity of repentance before death.[footnoteRef:115] Gertsman suggests the fact that ‘the Dance of Death, without fail, takes the form of a directed procession in the foreground further underscores the concept of inherent active movement.’ The processional nature of death is further highlighted in the phenomena of Eleanor Crosses. In the late thirteenth century, Eleanor of Castille, the wife of Edward III died in The Midlands.[footnoteRef:116] As her body was processed back towards her burial in Westminster Abbey, a stone cross was erected to chart the journey of her body towards her final burial rites.[footnoteRef:117] This evokes both the royal procession of Christ into Jerusalem and also the procession of Christ with the cross towards death, burial and, importantly, resurrection. Goldie attests that, as in the case of mappaemundi, Eleanor Crosses and other physical markers of temporal journeys; demonstrating,  [114:  E. Gertsman, ‘Pleyinge and Peyntinge: Performing the Dance of Death’, Studies in Iconography, Vol.27 (2006), p. 1]  [115:  Ibid.]  [116:  Binski 110]  [117:  Ibid.] 

‘topographic ways of representing space in terms of memory formation and retrieval, and movement and narrative, are also more closely tied to everyday practices rather than being only scholastic or even rhetorical exercises, as is often typical of mnemonic techniques.’[footnoteRef:118]  [118:  Goldie, An early English rutter, p. 723.] 


That is to say that the marking out of a specific physical journey may alsohave served a more imaginative purpose. The influence of the destination focused dynamicity of the period can be seen in less explicit instances across the period. The linear almost processional narrative of the Bayeux tapestry could be interpreted as a fine example of what might be the subtle influence of an all-pervading undercurrent of movement. In literature, the influence may be found in Jeune de Meune’s great allegory of the ‘Romance of the Rose’ where the protagonist enters a dreamlike state in order to move into a deeper understanding of his destination.[footnoteRef:119] [119:  C. S. Lewis, The Allegory of Love (London: Oxford University Press, 1973)
p. 112] 






Chapter Three: Destination: The Heavenly City and the Home on Earth
The final chapter will explore where the concepts of a dynamic and intentional cosmos discussed in chapter one and the consequential journeys they prompted in medieval culture ultimately lead. The previously established notion in that the medieval cosmos was a linear narrative structure with a mandated beginning and a mandated end, delivers to the medieval cosmos that it was a journey with a celestially ordained destination from the start. This chapter is devoted to disentangling the multi-faceted destinations of the medieval imagination; the eschatological destination, the earthly destination and the ideological destination. 

The destination in the medieval world view was ultimately eschatological. Augustine makes this clear when he describes heaven so explicitly as the ultimate intended home:
 ‘Suppose we were wanderers who could not live in blessedness except at home, miserable in our wandering and desiring to end it and return to our native country. We would need vehicles for land and sea which could be used to help us reach our homeland, which is to be enjoyed. But if the amenities of the journey and the motion of the vehicle delighted us, and we should not wish to end our journey quickly, and entangled in a perverse sweetness, we should be alienated from our country, whose sweetness would make us blessed. Thus in this mortal life, wandering from God, if we should wish to return to our native country where we can be blessed we should use this world and not enjoy it, so that the “invisible things” of God “being understood from things that are made.”[footnoteRef:120]  [120:  Augustine, On Christian Doctrine, trans. D.W. Robertson, Jr. (Indianapolis: Bobbs-Merrill, 1958), pp 9-10] 


It could be suggested that in death the final pilgrimage was completed. Many pilgrimages on earth were destined towards Jerusalem and the final heavenly pilgrimage mirrored this, with the Book of Revelation describing heaven as a new Jerusalem, ‘And he carried me away in the spirit to a great and high mountain, and shewed me that great city, the holy Jerusalem, descending out of heaven from God.’[footnoteRef:121] Cook and Herzman describe the relationship thusly, ‘the description of heaven as the new Jerusalem (in Revelation) and the concept that all men are pilgrims seeking to end their journey in eternal rest as citizens of that city are governing metaphors in medieval literature and theology.’[footnoteRef:122] This was clearly seen in the centrality of Jerusalem in the maps described in chapter one. In this way death and the afterlife is represented as a vehicle for ‘home’ in medieval art and literature.  This is further supported by the fact that many medieval tombs were constructed to look like houses in order to demonstrate the finality of death and the arrival home.[footnoteRef:123] However, it is not just the ‘homeness’ of the afterlife that made it so appealing to the imaginations of medieval Western Europe but a delivery to judgement. Freidman suggests that the role of much cosmological art was ‘to attract attention to [the] timeless message… that Jerusalem and the cross are the focal point of a world dominated by death and the day of judgment.’[footnoteRef:124] While dramatic depictions of the theme of the Last Judgement may have arguably been used to incite fear and obedience in the masses, the medieval understanding of it was not one based entirely on dread.  Giotto hangs usurers in his fresco of the last judgement in the Scrovegni Chapel despite his patron being a usurer so bad that Dante put him in hell.[footnoteRef:125] [121:  Revelation 21:10]  [122:  Cook & Herzman, The Medieval World View, p.  28]  [123:  C. Daniell, Death and Burial in Medieval England 1066-1550 (London: Routledge, 1997) p. 99]  [124:  Freidman, The Monstrous Races p.  46]  [125:   Barber, The Two Cities, P. 443] 


Despite Augustine’s invitations to not think of the earth as a home, there were many ways that home was established on earth in the medieval imagination. For the purposes of clarity the word home will, in this case, be defined in opposition to the journey and dynamicity that pilgrim identity championed. Therefore, places that were established as homes were stationary places, and places that were defined by their immovability.  Chaucer, who found himself briefly in exile,[footnoteRef:126] lamented, in his despair that ‘here is no home, here is but wilderness.’[footnoteRef:127] However, there were some in the medieval period who very much desired to make their home in the wilderness. Monastic orders as examples of willing exiles (Cistercians in particular) often intentionally built their houses in the metaphorical ‘desert’ of wild and remote places.[footnoteRef:128] They defined themselves by their exile, which is the opposite of home. Oderic Vitalis likens his entry into monastic life to the selling of Joseph into  Egyptian slavery, ‘Like Joseph in Egypt I heard a language I did not understand.’[footnoteRef:129] Despite this clear ideal of living in a self imposed exile, monastic communities also endeavoured to create what Southern describes as, ‘a changeless society forever enshrined within the fleeting shadows of the world.’[footnoteRef:130] In this way of trying to live outside the life of the pilgrim, the cloistered and stationary monasteries could also represent a home on earth. This is bolstered by the monolithic nature of the church. The church, the house of God, was one of the few immoveable elements of the medieval period. It was a true reflection of the biblical idea of stability and immovability through the enacting of biblical truth, and maintenance of religious community. This is made very clear in the New Testament which emphasises the solidity and immovability of the church. [126:  P. Strohm, Social Chaucer, (Cambridge: Harvard University Press, 1989), p. 64.]  [127:  Cook & Herzman, The Medieval World View, p.  111]  [128:  Barber, The Two Cities, P. 140]  [129:  M, Chibnall, The world of Oderic Vitalis: Norman monks and Norman knights (Rochester, NY, 1996)
]  [130: Southern, Western Society and the Church, p. 29.] 

‘But if I tarry long, that thou mayest know how thou oughtest to behave thyself in the house of God, which is the church of the living God, the pillar and ground of the truth.’[footnoteRef:131] [131:  1 Timothy 3:15] 

‘18 And I say also unto thee, That thou art Peter, and upon this rock I will build my church; and the gates of hell shall not prevail against it.
19 And I will give unto thee the keys of the kingdom of heaven: and whatsoever thou shalt bind on earth shall be bound in heaven: and whatsoever thou shalt loose on earth shall be loosed in heaven.’[footnoteRef:132] [132:  Matthew 16:18-19] 

This was further emphasised (as previously discussed) in the grand architecture and cosmic symbolism of medieval cathedrals.

It would be a shame to end this journey across the thoroughfares of medieval thought without, albeit briefly, highlighting the true destination of the medieval world view. From the time of the Black Death in the fourteenth century it is possible to suggest that the medieval world view was, to a certain extent in decline. The immovability of the ordered medieval cosmos had been left thoroughly shaken by famine, pestilence and social turmoil.[footnoteRef:133] While Western Europe still maintained an ostensibly Christian world view, it is clear that the social and religious structures and consequently the values systems of the people had been irrevocably changed.  [133:  Green pp. 18-23] 


Perhaps inspired by the works of Thomas Aquinas which firmly promoted the primacy of earthly community,[footnoteRef:134] the roots of the early modern period may have come in the shift away from the ordered universe towards the ordered city. Or, as Augustine and Otto of Freising may have seen it, a reorientation from Jerusalem to Babylon. The belief in utopian visions which were either set in a land beyond the horizons[footnoteRef:135] or in the past, as previously discussed in the symbolism of medieval world maps, left the medieval imagination of constantly moving forward whilst always looking back. Moreover, on many levels, the medievals were always moving, moving forward into a physical destination was ideologically impossible due to the inescapability of original sin and the inevitable last judgment. Whatever the case, the present, both in terms of time and place was rarely the destination. It is possible that the social and ideological traumas of the late medieval period left the present as a more significant destination than that of the New Jerusalem. As technology, trade and ambition expanded beyond the horizons of the cosmos of medieval mappaemundi, the knowability of the mysteries of the old medieval order pushed explorers like John Mandeville and Marco Polo to journey towards an unknown without destination.[footnoteRef:136] Therefore, while impossible to unequivocally prove, it is not difficult to see how a loss of faith in the monolithic communal and religious structures of the medieval period may have lead to the individualism of the renaissance, the optimism in science and discovery of the enlightenment, and not least the religious autonomy of the reformation. [134:  Barber, The Two Cities, P. 392]  [135:  Ibid. p. 386]  [136:  Barber, The Two Cities, p. 386.] 






Conclusion
While much of the scholarship on medieval identity or world view heavily implies that dynamicity was a key theme, it is not explicitly stated. And, while the primary sources rarely state explicitly that dynamicity was a key theme of the period it should by now be clear that the medieval cosmos was very much in movement and that much of the literary and aesthetic culture of the period supports this notion. What is evident from this exploration of the metanarratives of dynamism, is that the medieval imagination was simultaneously diverse and monolithic. Erickson encapsulates the complexity of the medieval world view thusly,
‘A second quality of medieval perception is more elusive. It is that medieval people tended to perceive an all-encompassing multifold reality, knit together by a commonly held perceptual design. All-encompassing, because no part of experience or knowledge was conceived to be alien to the pattern of Christian revelation. Multifold, because it was a cultural habit to endow individual things with multiple identities.’[footnoteRef:137]  [137:  Erickson, The Medieval Vision. p. 8.] 


This statement takes the ‘consistent iconography’ presented by Cook and Herzman in the introduction and places it within the context of the linear Christian narrative of revelation that so clearly pervaded medieval literary and aesthetic culture. The medievals were image makers, not two-dimensional reflections of their own individual character, but of cosmic and monumental images of the historical and geographical community of which they were citizens. In the words of Southern, ‘In all men did, whether in secular, ceremonial or liturgy or building, they aimed at producing an image of an eternal world within a world of change.’[footnoteRef:138] [138:  Southern, Western Society and the Church, p. 33.] 


They believed in a single, monolithic truth. However, it has been demonstrated in this paper that, contained within this truth was a belief in multiplicity and intersection that resulted in a truth that could be demonstrated across a diversity of time and space in a way that is hard for a contemporary mind to comprehend. Or, as Kupfer compellingly suggests,
‘The differences between one cartographic image and another preclude the possibility of our describing the medieval representation of the world. Uniformity, undesirable as an aesthetic ideal did not constitute an attribute of truth. Whereas a single model of global space prevails today, multiple paradigms coexisted during the Middle Ages.’[footnoteRef:139] [139:  Kupfer in Harvey 259] 


There is great freedom to be found in using dynamicity as an interpretive lens through which to view the medieval period. How rich could the works of those that took physical journeys appear in light of this deeply symbolic cosmos? How differently could the accounts of Margery Kempe or the Gesta Francorum be considered? Perhaps when the extent to which the light of the medieval cosmos perforated the menial and the commonplace is explored, a fuller understanding of the medieval world can be gained.
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