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congregation, holding the keys of Paradise and wel-
coming the blessed in the Memling painting.

On the angel’s left (the beholder’s right), the tradi-
tional place of the damned, is a Jewish crucified Christ,
whose loins are wrapped in a tallith, a figure that in
Chagall represents the fate of the Jewish people, tor-
tured and slaughtered in the name of the Nazarene.®’
This image occurs quite frequently in his pictures of
war and pogroms.®! The boat seen below the crucifix-
ion also figures in these pictures as a vessel carrying
refugees fleeing from a pogrom, as for instance in The
White Crucifixion.®? This scene on the right side of the
Exodus picture thus symbolizes the long road of tor-
ment and suffering reserved for the people of Israel in
every period of the Exile, until the Redemption. The
pair of lovers, as usual, represents the covenant of God
with His people, and their love for Him.

The Exodus is thus described by means of an icono-
graphic scheme borrowed from the Christian pattern
of the Last Judgment and Redemption. A ceramic ver-
sion of this Exodus was chosen by Chagall to decorate
the baptistery of the church at Assy,*® in recognition of
the typological association of the event with baptism, a
condition of Christian redemption. Chagall’s picture
thus represents an image suggesting Christian redemp-
tion together with the Messianic image of Jewish
redemption, of the Exodus and the End of Days, sym-
bolized by Jerusalem, capital of David’s kingdom and
city of the Messiah-King.

This ecumenical outlook is further expressed in the
inscription added to the ceramic panel at Assy: “Au
nom de la liberté de toutes les religions.” As Isaiah says:
“And it shall come to pass in the last days, that the
mountain of the Lord’s house shall be established in
the top of the mountains, and shall be exalted above
the hills; and all nations shall flow unto it... for out of
Zion shall go forth the law, and the word of God from
Jerusalem” (Isaiah 2:2-3).

¥ Z. Amishai-Maisels, “The Jewish Jesus,” Journal of Jewish Art 9
(1982), pp. 85-104.

8. EigeiThe Falling Angel, 1923-1933-1947, on loan to the Basel
Museum (Meyer, p. 491); The Marty; 1940, artist’s estate (Meyer,
p- 418); and The Yellow Crucifixion, 1943, artist’s estate, where
Christ is identified as a Jew, by means of tallith and tefilin (Meyer,
p. 457).

% The White Crucifixion, 1938, oil on canvas, Art Institute of Chica-
go (Meyer, p. 417).

% 1956. The ceramic panel forms the back wall of the baptistery of
Notre Dame de Toute Grice, Plateau d’Assy (Meyer, p. 573).

Fig. 28. Hans Memling, Last Judgment, shortly before
1473. Gdansk, Muzeum Pomorskie w Gdansku.
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BEYOND THE HOLY CITY:
SYMBOLIC INTENTIONS IN THE
AVANT-GARDE URBAN UTOPIA

Igor Doukhan

The formation of the idea of Utopia in the European
artistic tradition may be marked by that moment when
the destruction of the Second Temple, the dispersion
of the Jews and the rise of Christianity created a dis-
tance between the image and the reality of the Holy
City. For Jews, dispersed all over the world, the real
Jerusalem was gradually transformed into a mystical
city, the object of holy nostalgia and desired future
reconstruction. Its visual topology was gradually com-
pressed to the image of the Temple. Symbolic and
utopian representations of the Holy City joined togeth-
er the transcendental images of the future and heav-
enly Jerusalem with its earthly prototypes. At the same
time, Christian Jerusalem appeared as an entirely con-
structed phenomena, and the elements of this reality
were dissolved in an image of the future apocalyptic
Jerusalem, descending upon the Earth. We find here a
double intention regarding the temporal aspects: on
the one hand, this ideal Jerusalem looks like an entire-
ly futuristic representation; on the other, it refers to
antiquity with its Temple and to the really existent
Jerusalem.

This double temporal intention forms the basis of
the European concept of utopia, with its reference to
the most distant and vague future and the past, in
order to escape the present. Such an understanding of
artistic utopia presumes that utopia is not something
fantastic, but rather an idea which actualizes the most
profound and archetypal cultural levels and attempts
to project them into the future, becoming a great force
of cultural “regeneration.”

The problem to be considered here involves the
transition of this conception of the Holy City into the
twentieth-century vision of an urban utopia. On the
one hand, this utopian imagery lies in avant-garde
intentions to overcome the positivist principles inherit-
ed from the historicist attitude towards the past, and to
create a new urban world. Being itself a projection of
an as yet unknown space of cosmic perfection (an

expression used by Malevich), the avant-garde utopia
was based upon the temporality of the future. Howev-
er, at the same time, this utopia tried to reconstruct the
totality of the urban world according to ancient cultur-
al paradigms. One of the most profound paradigms, as
we shall see, was represented by the Holy City. This
counterpoint of a revolutionary futurism and an arche-
typal vision seems to be a cultural paradox, but it must
be understood as essentially inherent to the twentieth-
century vision of an urban utopia.

Before considering the transition of the idea of the
Holy City into a twentieth-century utopian vision, it is
necessary to stress a methodological aspect of this
study. In some cases I confront not the direct impact of
Holy City images on the avant-garde vision, but rather
structural similarities between its archetypal form and
modern design. These similarities should not be
regarded as accidental; in definite contexts, they mark
profound cultural correlations which can be grasped
by looking at them in an intertextual perspective. As
Michel Riffaterre has noted, intertextual rapproche-
ments are directed not by “lexical” influences and
interactions, but primordially by structural resem-
blances between both text and intertext.! This struc-
tural similarity, taken in a specific context, signifies pro-
found semantic coincidence.

The most abstract and fundamental of the Holy
City’s symbolic representations involves its being an
axis, vertically connecting the heavenly and earthly
worlds, and thus being a space of correlation between
world energies. This meaning, inherent in the Cabalis-
tic and Christian exegesis, was actualized by the Ger-
man and Russian avant-garde in the 1910s and 1920s,

The genesis of the idea of Jerusalem as the axis or
mediator connecting the heavenly and the earthly lev-

! M. Riffaterre, “Semiotique intertextuelle: l'interpretant,” Revue
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