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 2                           THE RESURRECTION OF THE SON OF GOD  

Alleluia. Christos Anesti. Christ is Risen!

The Passion and the Resurrection of Jesus Christ is the very heart of
Christianity. As the Gospels and the Old Testament must be interpreted in
light of the Resurrection of Jesus Christ from the dead, so too must our lives.
The important news of the Resurrection needs to be affirmed and confirmed.
   The modern world’s misunderstanding of the meaning of the Passion and
the Resurrection is profound. As predicted by St. Paul in 1, Thessalonians
4:13: “Brothers, we do not want you to be ignorant about those who fall
asleep, or to grieve like the rest of men who have no hope.”1 Many around us
are “without hope and without God in the world.”(Ep 2,12). The
disintegration of the family, abortion, the rise of euthanasia, and an ever
increasing desire to satisfy only the flesh are a reflection of the denial of the
redemptive power of suffering. In his Apostolic Letter, Salvifici Doloris, Pope
John Paul II offers enlightening words in this regard.

Human suffering, has reached its culmination in the Passion of Christ and at the
same time it has entered into a completely new dimension and a new order: it has
been linked to love, to that love which creates good, also drawing it out from evil
by means of suffering, just as the supreme good of the Redemption of the world
was drawn from the Cross of Christ, and from that Cross constantly takes its
beginning. The Cross of Christ has become a source from which flow rivers of
living water2

Despite tremendous advances in health care and comfortable lives, we face
something we cannot control: death. The more energy we spend soothing
ourselves, the further we move away from an understanding of our true end
and a denial of the resurrection.

                                                
1 All bible quotes taken from New International version.
2 “Apostolic Letter Savifici Doloris of the Supreme Pontiff John Paul II” February 11,
1984.
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And yet, the gospels speak:

"It is true! The Lord has risen and has appeared to Simon." Then the two told
what had happened on the way, and how Jesus was recognized by them when he
broke the bread. While they were still talking about this, Jesus himself stood
among them and said to them, "Peace be with you. "They were startled and
frightened, thinking they saw a ghost. He said to them, "Why are you troubled,
and why do doubts rise in your minds? Look at my hands and my feet. It is I
myself! Touch me and see; a ghost does not have flesh and bones, as you see I
have." When he had said this, he showed them his hands and feet. And while
they still did not believe it because of joy and amazement, he asked them, "Do
you have anything here to eat?" They gave him a piece of broiled fish, and he
took it and ate it in their presence. (Lk 24,34–43)

    Myths, scattered throughout world history, speak of resurrection. In
Egyptian culture, concepts of an afterlife first appear with the sun gods. Later,
the myth of Osiris has him brought back to life by Isis and become the judge
of the dead. The eastern concept of reincarnation is related to resurrection. In
Mesopotamia, we hear the story of Tammuz who was banished to the
underworld but revived six months later. Attis was reborn as an evergreen
tree, an event celebrated March 25 in the Phoenician civilization. The Greco-
Roman world had Adonis.
    According to Homer when the ancient classical world spoke of bodily
resurrection they only did so to deny it. Death could not be undone.3 Writers
of the time maintained that the dead were in fact non-existent. Plato proposed
a radically different view of resurrection. For Plato, the soul is the true form
of the person. The body is temporary while the soul is forever. When a person
dies his soul goes to Hades and there, judgment is passed on him.

                                                
3 N.T. Wright, The Resurrection of the Son of God. (London: Society for Promoting
Christian Knowledge, 2003), 33.
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   The Judaic belief regarding life after death fall into three categories:
Initially, there was an absence of hope for life after death. Slowly, the idea
that God’s love endures even after death developed, indicating some kind of
afterlife. The final version built on this concept by including bodily life after
death.4 Despite such beliefs, resurrection makes few appearances in the Old
Testament.    
…Into these worldviews Christianity was born. The first Christians insisted
that Christ did rise bodily from the dead. This hope was at the center of
Christianity. It was, at its core, a resurrection movement and its entire
theology rested upon that one event: Jesus of Nazareth had been raised from
the dead in a transformed body.5 In the Resurrection of Christ, myth and
history meet and reality is transformed. As noted by by C.S. Lewis:

The heart of Christianity is a myth, which is also a fact. The old myth of the
dying God, without ceasing to be myth, comes down from the heaven of legend
and imagination to the earth of history. It happens - at a particular date in a
particular place, followed by definable historical consequences. We pass from a
Balder or an Osiris, dying nobody knows when or where, to a historical person
under Pontius Pilate. By becoming fact it does not cease to be myth: that is the
miracle...this is the marriage of Heaven: Perfect Myth and Perfect Fact, claiming
not only our love and obedience, but also our wonder and delight, addressed to
the savage, the child, and the poet in each one of us no less than to the moralist,
the scholar and the philosopher.6

    Details may differ and lengths vary, yet all four gospels share the story of a
visit to the tomb by Mary Magdalene on the first day of the week. What she
found was an empty tomb. Shortly thereafter, Christ begins to make
appearances. The Lord appeared first to Mary Magdalene who did not
recognize him. “Sir, if you have carried him away, tell me where you have put
                                                
4 Wright, The Resurrection. 200 – 205.
5 Wright, The Resurrection.  587
6 C. S. Lewis, God in the Dock: Essays on Theology and Ethics (Grand Rapids, MI:
Eerdmans, 1970), 66-67.
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him, and I will get him.” (Jn 20,15). It was not until Jesus spoke her name
that she recognized him. On the evening of that first day, “Jesus came and
stood among them and said, "Peace be with you!" After he said this, he
showed them his hands and side. The disciples were overjoyed when they
saw the Lord.” (Jn 20,19–20). In Emmaus he remained unrecognized by
the disciples until he broke bread.

    The bodily resurrection continues the love shown by God in the Incarnation
and affirms the goodness of God’s created realm. It demonstrates the
importance of this created realm and more specifically the value of the body.
It was upon this value that history was written for the last two millennia. For
art history, the body became subject supreme as artist used it to express man’s
place in the world and his relationship to God.
   Christ transformed body is revealed to us through the sacraments. We know
from the experiences of the apostles that this revelation is not immediately
visual. It takes place in the heart. “Then their eyes were opened and they
recognized him, and he disappeared from their sight.” (Lk 24,31).
    Modern psychology denies sin and rejects the idea of man’s fallen nature.
Science disallows the possibility of resurrection and the comfort of modern
life sees little meaning in it. It is true, we do not “believe” in the Resurrection
because it is not the result of intellectual inquiry. It is supernatural and a
mystery, the place where God and humanity overlap. Rather we come to faith
in the Risen One and when we do, we discover who we are and what it means
to be human.



Chapter 2

6 ART, BEAUTY AND THEOLOGY           

   Author and philosopher Robert Sokolowski describes traditional Catholic
theology as falling into two categories. The first of these, positive theology,
“attempts to show how the articles of faith are found and developed in
scripture in tradition.”1 Positive theology studies the various historical factors
surrounding revelation and includes biblical studies, Council documents,
writings of the fathers and any other relevant historical situations. A second
type is speculative theology and it “attempts to provide an ordered and
comprehensive understanding of the truths”2 revealed in scripture and
tradition. Speculative theology attempts to clarify the truths by presenting
them in a variety of manners relevant to contemporary culture. Sokolowski
proposes using a third way of theological thinking that he calls the Theology
of Disclosure. The Theology of Disclosure is a phenomenological approach
that focuses on appearances. This theology “describes how the Christian
things must display themselves, in keeping with what they are and how they
must distinguish themselves from things that resemble them and with which
they may be confused.”3 Christian theology and art developed under the
influence of positive and speculative theology during the first two millennia
of Church history. In the final section of this paper, I will use the theology of
disclosure as a basis for approach to art making which continues in the great
traditions of the Catholic masters of the past.
   In order to get a complete understanding of the early development of
Christian art and its role in worship, we must begin with Jewish liturgical
tradition as the Christian tradition comes directly out this. Temple worship as
it appeared in the synagogue was meant to reflect worship as it occurs in
heaven.4 Contrary to popular belief, Jewish synagogues were richly decorated

                                                
1Robert Sokolowski, Eucharistic Presence: a Study in the Theology of Disclosure (CUA
Press, 1994), 5.
2 Sokolowski, Eucharistic Presence, 6.
3 Sokolowski, Eucharistic Presence, 8.
4 Bernard Dick, “A History of Christian Art”, accessed July 15, 2010,
http://historyofchristianart.com/
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with pictures of people animals and objects. Rabbis encouraged the pursuit of
beauty and in the festival of tabernacles it is deemed part of a biblical
commandment.  Elaborate garments for priests, singing, incense, and
musicians were all coordinated in a beautiful space, the synagogue, engaging
the senses in praise of God.5

   The traditions and forms of Jewish worship significantly influenced the
development of Christian liturgy. It was natural for the first Christians, Jews
themselves, to continue with the practices revealed to them by God as the
Jewish people had been practicing for 1500 years. The biggest change was the
elimination of the sacrifice of animals, this being replaced by the reenactment
of the sacrifice of Christ. Through the adaptation of Jewish liturgy, the work
of God through Jesus Christ came to be understood. Within sixty years of the
Resurrection, there was already in place a highly developed liturgical order
for Christian worship.
   As the liturgy developed and worship became more standardized we see
elements that exist in the church today. Canons and legislation governing the
celebration was developed. From the start, the Eucharist was the center of the
celebration and was lead by both bishops and priests.

1.Early Christianity

   The origins of Christian art begin in the service of the liturgy. We see in
Exodus 36 an explanation of these origins. “So Bezalel, Oholiab and every
skilled person to whom the Lord has given skill and ability to know how to
carry out all the work of constructing the sanctuary are to do the work just as
the Lord has commanded.”. The whole of Book IV, The Furnishing and
Building of the Sanctuary, explains the purpose and origin of the temple and
reveals art as a sign of the accord between man and God Who lives amongst

                                                
5 “Jewish Ceremonial Objects”, last modified January 7, 1999.
http://www.mfa.gov.il/MFA/Facts%20About%20Israel/People/Jewish%20Ceremonial%20
Objects.



8  ART, BEAUTY AND THEOLOGY

His people in the temple. In this way art is almost a sacrament of the presence
and salvation that God offers.6
   The implication of the Jewish prohibition on images is often raised as being
in opposition to the development of Christian art, but the discovery of the
Dura Europas synagogue (fig 1) decorated with a number of human, plant and
animal motifs, tells us that the Jewish prohibition on images only restricted
the image of the invisible God. The earliest surviving Christian art is from the
catacombs around Rome and dates from the early 3rd century. Here we see
how Christianity carried on the Jewish decorative tradition. There very well
may have been earlier examples, now lost, but with the catacombs we have a
large space with many examples, which by its nature remained protected
through the centuries. While these were places of burial and not worship, the
spaces are decorated with scenes from the Old and New Testament and a
variety of symbols. In addition, burial sarcophagi were carved with the same
images that adorned the walls. These early Christian images are an
appropriation and development of pagan images and familiar sources in the
Jewish community.
    The beginning of Christian art is purely signitive and didactic. 7 These first
set of images we call “non-narrative”. A image that was common in the
Greco-Roman world and easily transposed to the Christian setting was that of
the good shepherd. Descriptions of the shepherd abound in both the Old and
New Testament. Youthful and carrying a sheep on his shoulders (fig 2), the
image of the good shepherd along with the image of Apollo, came to
represent a young, beardless Christ.
   Other Christ images developed from popular images of the time. Orpheus, a
personage shown playing a lyre and surrounded by wild beast and/or sheep,
relates in theme to the good shepherd. Christ as Helios the sun god, in true
Catholic form, gives new significance to another popular model. The sun god
becomes the Son of God. A less common figure was the philosopher, which

                                                
6 Timothy Verdon,  Il Catechismo della Carne (Siena: Cantagalli, 2009), 90.
7 Paul Evidokimov,  The Art of the Icon: A Theology of Beauty , trans. Steven Bingham
(Redondo Beach: Oakwood Publications, 1990),173.
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in antiquity often represented the deceased person on a funerary monument.
Initially, it was a generic image but developed into a more specific
representation of Christ, usually surrounded by his disciples.
   A popular figure easily adapted into the Christian oeuvre was the orant (fig
3). Coming from the Latin term orans, which means praying person, it was
usually a veiled woman with hands outstretched and head tilted toward
heaven. The figure originated on Roman coinage, representing piety, honour
and obedience. In Christian settings, the orant figure was often found next to
the good shepherd. Together they represent the savior and the one saved. By
the early 4th century, this veiled female figure had developed into a
representation of the Virgin Mary.
   The symbol of the fisherman and fish was adapted and came to play a role
visually and symbolically, even to this day. The fish symbol was popular in
Roman homes, public buildings and funeral monuments. In Christian use it
could refer to a number of stories including: the multiplication of loaves and
fish, “Fishers of men” or be a symbol for Christ. The Greek word for fish is a
cryptogram of the phrase “Jesus Christ Son of God, Savior” Images of water,
fish and fishing are also symbolic of the Eucharist and baptism, with
baptismal fonts sometimes being called “fishing ponds”.
   The meal or banquet theme frequently combines with the fish, and in pagan
culture comes in two types. The first is a single, reclining figure in front of a
table with wine, bread and other food. Often servants will appear. The second
type shows several diners seated around a table enjoying a dinner. The
Christian image is more commonly the second type and obviously refers to
the Last Supper or the Mass. The grape vine and wheat were used as
decorative elements in dining rooms and along with other fruits, grains, and
birds. In scenes of harvest they symbolize fertility or abundance.8 These came
to represent the Eucharist –the body and blood of Christ.

                                                
8 Robin Margaret Jensen, Understanding Early Christian Art (New York: Routledge,
2000), 60.
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  The Old Testament provided a rich source for early Christian art. Themes
include: Jonah and the whale, Noah’s Ark, Moses striking the rock in the
wilderness, Abraham and Isaac, and Daniel in the lion’s den. Popular themes
from the New Testament included: the baptism of Jesus, the raising of
Lazarus, multiplication of loaves, the healing of the paralytic, the marriage at
Cana and the woman at the well. In the early centuries the Old Testament
scenes were far more numerous than those from the New Testament. This is
understandable considering the organization of scripture was not undertaken
until late in the second century.
   The story of Jonah (fig 4) represents the death and Resurrection, while the
sacrifice of Isaac (fig 5) prefigured the sacrifice of Christ. The image cycles
that decorated the surfaces are at times complex and take on a number of
meanings depending upon how they are grouped together. As an example, the
figures of Isaac and Abraham alone could represent a general message of
deliverance, but when grouped with the figure of Jonah or Lazarus would
refer to the passion and resurrection of Christ.9

   We see from this brief survey that there are three categories of coded
signs:10 1) Water signs such as fish, Noah’s ark, Jonah, 2) bread and wine
signs such as multiplication of loaves, vines and grapes and 3) salvation signs
such as Lazarus being raised from the dead and the good shepherd. These
choices help to give us an idea of early Christian theology. Church fathers
were eager to show the relationship between Old Testament and the new
writings. The scenes depicted were chosen because they prophesized the
coming of Christ.
   The first four centuries of Christian art were primarily a search for and
development of a visual language. As we have seen, images were adopted
from the popular culture and with time took on a specific Christian meaning.
Visual representations were somewhat plastic as patristic theology11 sought to
define faith through an immediate reflection on it. The positive and
 

                                                
9 Jensen, Understanding, 67.
10 Evidokimov,  Art of the Icon, 173.
11 Refers to the writings of the first theologians and Fathers of the Church.
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speculative forms of theology were not fully developed and appearances were
not subject to the criticism that would follow later.12

   The use of pagan images has echoes in early Christian theology that
expanded upon the similarities between Christian beliefs and late Hellenistic
philosophy.13 Christian art has always borrowed from surrounding cultures as
a means of supporting its fragile foothold in new communities. By exploring
the layers of meaning and the overall message conveyed in these early
pictures we can gain insight into what was considered most important in the
development of Christian theology and liturgy. Recognized symbolically we
understand how they support the powerful message of the church: salvation
and the promise of eternal life.
   The images of triumph over danger, such as Jonah and the Whale (or the
Sacrifice of Isaac) present themes of salvation and victory over death. A
second set of images is related more specifically to the celebration of mass in
that it shows how salvation is achieved through the sacraments of Baptism
and the Eucharist. Many catacombs and sarcophagi depicted complicated
sacramental programs including a number of images. The stories of Noah,
Jonah, Moses striking the rock all involve water and convey baptism. The
Eucharist is symbolized by the wedding at Cana, the multiplication of fish and
loaves and banquet scenes.
   As we have seen, in the popular art of antiquity (Roman art influenced by
Greek models) the Christians found forms that helped define its message. The
Greeks developed ideas and representations of their gods distinctly different
from earlier civilizations. The art form that developed into Christian art
started in Classical Greece, around 480 B.C. Specifically it was the Kritos
Boy (fig 6), now in the Acropolis museum in Athens. Until this time,
sculpture of the earlier Archaic period tended to be iconic and the figures
seemed unaffected by the world. In the Kritos Boy we see the evidence of life,

                                                
12 Sokolowski, Eucharistic Presence, 10.
13 Jensen, Understanding, 62.
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of divine spark. “For the first time we see a sculpture which seems to live and
think. Greek art was unique for the way it finessed the incarnation, or rather,
the inhabitation, of the divine in the human form.”14

   Christian theology is different from pagan religion and philosophy in two
major ways. For Christians, God exists as a being of all that is and needs to
be.We and our world had the possibility of not having to exist. Unlike the
pagans gods, which were considered part of their world, the Christian God is
the creator and exists apart from his creation. The focus of the early church
councils “was on the being and actions of Jesus Christ and how he relates to
this distinct god.”15 As the doctrines define this relationship, we see a shift in
art as well. The Edict of Milan and the subsequent patronage of Constantine
the Great represent a significant turning point in Christian culture. This was
the beginning of Christendom. After the Edict, images took up a new home in
the wall mosaics and sculptures of the new churches. At this time a new
iconic image developed – Christ Pantocrator (fig 7).

2.Time of Constantine

   In 313, the Emperor Constantine issues an edict legalizing Christianity. The
action of the church in the public sphere initiated with this Edict of Milan.
This had a large impact on the Liturgy and practice of the faith. With the
presentation of the church to large numbers of non-believers, the practices of
the church had to be clear but still be infused with a sense of reverence.
Secondly, the church began to see itself as missionary. Both of these
contributed to a greater focus on action and ceremony in the worship.16 The 

                                                
14 Alain Besançon, The Forbidden Image: An Intellectual  History of Iconoclasm (Chicago:
The University of Chicago Press, 2000), 17.
15 Robert Sokolowski, The God of Faith and Reason: Foundations of Christian Theology,
(Washington:CUA Press 1982), 37.
16 “Church, Empire and Culture” accessed July 20 2010,
http://www.liturgica.com/html/litEChLitCh.jsp
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influx of large numbers of converts interested in political gain rather than
being strong of faith threatened to diminish the sense of the sacred. The
strong Jewish character of the liturgy was in danger of being influenced by
pagan rituals. The development and refinement of liturgical practices of
veiling and epiphany, combined with architectural features of the church
basilica combined to provide a strong liturgical expression.17

   The model of Roman basilicas became the model for churches and
remained unchanged for almost one thousand years. These large public halls
contributed to the development of processions and a splendid liturgy.18 With   
the support of Constantine, churches began to proliferate in Rome and in the
Holy Land.
   Imagery at this time undergoes a transformation from being strictly
narrative to more dogmatic. There is a shift in the view of Jesus from a
miracle working, Jewish rabbi into the Son of God and Second person of the
Trinity.19 From the 4th to the 6 th Century, we see a promulgation of
otherworldly representations of Christ. These new images were the results of
theological debates ranging over hundreds of years and the work of the early
councils that gathered to combat heresies and codify the traditions and beliefs
of the church. Most important was the Council of Chalcedon in 451, which
affirmed the two natures of Christ as fully human and fully divine. As
Christ’s relationship to God clarified, we see in art an emphasis on Christ’s
divine nature and heavenly reign. The divinity of Christ came to be
represented by symbols. These developments, the movement away from
pagan models, reveal an emphasis on the risen and triumphant Lord and his
Passion and Incarnation.20 Christian art moves from a strictly scriptural source
to new images that have as their source the doctrinal developments of the 4th

and 5th centuries.21 The three images developed are: Christ the Law Giver

                                                
17 “A History of Christian Art”
18 “Church, Empire and Culture”
19 “A History of Christian Art”
20 Jensen, Understanding, 92.
21 Jensen, Understanding, 105.
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(fig 8), Christ Enthroned (fig 9) and Christ as Lord of the Universe
(Pantocrator). Representations of God (as trinity) exist as early as the 4th

century The use of the cross as a symbol becomes quite common during this
time and there arise images of the Christ child seated on Mary’s lap, called
the Theotokos.
   From pagan idols, images of the emperor and family portraits, the early
Christians were used to portraiture as a form of remembering someone not
present. Early representations of Christ used the Greco-Roman model of a
young shepherd or adapted the image of the god Apollo. The first portrait of
Christ as we know him today is found  in the Catacombs of Commodillia (fig.
10) in the fourth century. It is interesting to note that at that this new image of
the bearded Christ did not completely replace the older version of the
youthful, beardless one. Both versions often existed in the same pictorial
cycles (fig. 11). Generally, the bearded types are associated with the passion
and the youthful one with teaching and performing miracles.22

   The decline of the Roman Empire brought a change in art reflected in
Christian forms. The polish and splendor we see in early Classical art,
inherited from the Greeks, turns severe and slowly moves away from
naturalism to stylization. As the world fell apart around them, people turned
increasingly inward. By the time of the Emperor Diocletian in the late 3rd

century, art had become symbolic with overt stylization of forms including
large eyes, simplified bodies and patterning; all trademarks of early Byzantine
art. Another source for Byzantine art comes from Egyptian and Roman
funeral paintings (fig 12). These beautiful works are the only surviving
examples of classical painting and bear striking similarity to icon painting that
developed in the 6th C.
   When one realizes the popularity of Christian portraiture, focusing mostly
on images of the various saints, it becomes easy to understand the
development of the venerated icon. This will be an important point to
remember when discussing the objections of Orthodox Christians to the
Catholic use of pagan sources in art during the Renaissance.

                                                
22 Jensen, Understanding, 114.
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In 402 Ravenna became the capital of the Western Roman Empire and by 535
was the seat of Byzantine government in Italy. The artistic legacy left
behind by this period is significant as we see the continued development in art
of the body as a vehicle for the spirit. The body is above all dramatic, a
theater in which, in front of the whole world the intimate choices of the spirit
are made visible.23 The idea that the body is able to receive and realize
spiritual signs as a result of grace was most clearly codified in the mosaics of
Saint Apollinare Nuovo in Ravenna (fig 13). In these mosaics we see a
complete break with the classical forms that influenced early Christian art. All
traces of corporality in the figure are missing. The images are flat and
decorative, an extension of the stylization first seen in funeral portraits
mentioned above. In the dome of the apse we see the last of the Christ/Apollo
figures. Other figures float above us. The compositions are static and
symmetrical and symbols abound. This is a spiritualization of the form,
dissolving and reassembling as light flickers across the golden mosaic
background. The spectator sees all this not with a sense of identification or
immediacy but rather with a sense of seeing through the eyes of the Other24.
   It is important to note that images of the crucifixion arise rather late in the
development of Christian art, around the fifth century, with the crucifixion not
being common until the seventh century. Reasons for this are unclear, but
most likely arise from early Christians’ reluctance to depict the crucifixion of
Christ. Perhaps they felt an image would display weakness or be too graphic
and unnecessary for such a profound event. The first images of the crucified
Lord were of a Christ triumphant, arms outstretched to the world. The
suffering Christ was an affirmation of Christ’s humanity and developed
initially out of response to the Monophysite heresy and later through
Franciscan efforts to stress Christ’s affinity with the poor.25

                                                
23 Verdon,  Catechismo, 14
24 Verdon,  Catechismo, 56.
25 Doug Adams, “Art and the Beauty of God,” review of Understanding Early Christian
Art, by Robin Jensen, Theology Today, January 2002,
http://findarticles.com/p/articles/mi_qa3664/is_200201/ai_n9048786/.
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As the process of picture making developed, images came to offer a way for
believers to reflect on the personage of Christ as if he were somehow present.
Thus begins the development of the prototype, the image as intermediary
between worshipper and object of worship.26 Within this importance given to
the image, we can see the possibility of veneration falling upon the image
itself and the rise of iconoclasm in response.

3. Iconoclasm

In the year 300 Constantine moved his capital from Rome to the city of
Byzantium on the edge of the Bosporus. He called this city New Rome. As
the western part of the empire declined, Constantinople, as the new city came
to be called after Constantine’s death, became the cultural and political center
of the Roman Empire. This empire was called Byzantine and from the period
of the 6th to the 12th  Century, almost all artistic production was centered here.
    With the spread of Christianity the icon, a portable Christian image, gained
in popularity. The icon’s validity comes from the cult of the acheiropoetic27

icon. Its origin is in the story of how Christ himself sent an image of his face
on a cloth to King Agbar, king of Edessa. This cloth came is known as the
Mandylion (fig 14). This story has parallels in the west in the Veronica veils
and some historians equate it with the Shroud of Turin.28

The pagan practice of venerating the image continued in Christian form with
icon worship. In the 6th and 7th centuries was widespread icons were found
through out the culture, from storefronts to bedrooms. Reports had them
bleeding, crying and curing.29 Such a development was predicted by the early
Christian theologian Origen Adamantius (185–254) who, following upon the
Jewish tradition, questioned the use of the divine image. Origen’s cosmology
emphasizes the truth of the Lord “ in opposition to the shadow, the figure and
the image”, 30 which is how he describes the earthly realm.
                                                
26 Jensen, Understanding, 111.
27 Literally an image made without hands
28 Besançon,  Forbidden  Image, 111.
29 Besançon,  Forbidden  Image, 114.
30 Besançon,  Forbidden  Image, 94.
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 The first Iconoclastic period began in 726 when Emperor Leo III ordered the
removal of the Christ of the Chalkitis that was positioned above the Golden
Gate of the imperial palace in Constantinople. This was followed by an edict
ordering the removal of all religious images. Leo’s recent losses against Islam
may have contributed to his zeal. Islam condemned the church in her use and
veneration of images. Leo, however, failed to consult the church, which never
endorsed iconoclastic practice. Two synods strongly condemned the image
breaking heresy and from the onset of the crisis and  Pope Gregory III sent
legates and letters demanding Leo abandon his cause. Writing to Leo the Pope
stated, “Hearken to us, emperor: abandon your present course and accept the
Holy Church as you found her, for matters of faith and practice concern not
the emperor, but the pope, since we have the mind of Christ”.31

   The Council of Hieria endorsed iconoclasm in 754 but it was a false council
for it contained no church representatives, none from the Sees of Rome,
Alexandria, Antioch or Jerusalem. There continued to be widespread
persecution of monasteries, that were the centers of icon veneration and
production. As a result, a large number of monks fled the empire. The
Empress Irene stopped the practice with the Council of Nicaea in 787,
reversing the previous false council’s decision and declaring it null.
   In 813, Leo V, seeing his recent military defeats as an act of divine wrath
reinstated iconoclasm. Finally, in 843 the Empress Theodora ordered the
restoration of icons and the reopening of the monasteries. Since then, the
Orthodox Church has celebrated this “Triumph of Orthodoxy” on the first
Sunday of Great Lent.
   Despite their dispute, both the iconoclasts and the iconodules32 believed in
the same theological truth: Jesus was the Logos, the true image of God. The
Pauline texts provide most of the information relating to the image in the New
Testament:

                                                
31 Oliver J. Thatcher and Edgar Holmes McNeal, eds., Letter from Pope Gregory II to
Emperor Leo III, Source Book for Mediæval History (New York: Scribners, 1905),
accessed Sept 25, 2010, http://rbsche.people.wm.edu/H111_doc_gregoryiitoleoiii.html.
32 Supporters of images and icons.
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Who, being in very nature God, did not consider equality with God something to
be grasped, but made himself nothing, taking the very nature[ of a servant, being
made in human likeness. And being found in appearance as a man, he humbled
himself and became obedient to death even death on a cross! Therefore God
exalted him to the highest place and gave him the name that is above every
name, that at the name of Jesus every knee should bow, in heaven and on earth
and under the earth, and every tongue confess that Jesus Christ is Lord, to the
glory of God the Father. (Ph II,6-11)

He is the image of the invisible God, the first born of all creation. For by him all
things were created: things in heaven and on earth, visible and invisible,whether
thrones, or powers or rulers or authorities; all things were created by him and for
him. He is before all things and in him all things hold together. And he is the
head of the body, the Church; he is the beginning and the first–born among the
dead, so that in everything he might have the supremacy. For God was pleased to
have all his fullness dwell in him, and through him to reconcile to himself all
things, whether things on earth or things in heaven, by making peace through his
blood, shed on the cross.
(Col I,15–20)

The argument centered on how to visualize an important theological truth: the
humanity of Christ. Was this even possible? For the iconoclasts only the
Eucharist was a true image of God, because it truly united the spirit and body
of the Lord, thus any other image was false and idolatrous. The argument of
the iconodules lay in the doctrine of the incarnation. The work begun with the
creation of man, made in the image and likeness of God, continued in the
incarnation when God became man. The simple fact that God chose to come
to earth in a human form made it justifiable to venerate his icon as an image
of him. As explained by St. John Damascus,

 For it is clear when you see the bodiless become human for your sake then
you may accomplish the figure of a human form; when the invisible becomes
visible in the human flesh, then you may depict the likeness of something seen;
when one who, by transcending his own nature, is bodiless, formless,
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incommensurable, without magnitude or size, that is one who is in the form of
God, taking the form of a slave, by this reduction to quantity and magnitude puts
on the characteristics of a body then depict him on a board and set up to view the
One who has accepted to be seen. 33

   God taking on human form made it clear what he intended for his image.
For this reason, the Mandylion became the model for the face of Christ.
Through divine intervention, Christ’s image was imprinted on cloth and left
to us as the original icon. The importance of such acheiropoietos images
(including the Shroud of Turin) confirm the existence of Jesus Christ
and provides us with a living model distinguished from an invented one.34

Therefore, “the beauty of the Father is begotten in the beauty of Christ.35

   Despite the incredible upheaval during of time, the impact of the iconoclast
movement in the end, turned out to be a tremendous benefit to the church.
The doctrine of the incarnation was developed and deepened. The church
developed a theological framework that had tremendous implication for
religious art and helped to clarify its once ambiguous position.

4. The Schism

   One might argue that the seeds for the schism were planted when
Constantine decide to build New Rome. In the centuries that followed, there
developed a separation of East and West so that by the year 800 the two
halves of the Church had developed different customs, traditions and
languages, Latin and Greek. A summary of all the issues that lead to the
separation is beyond the scope of this paper, but the two main disputes were
over Papal primacy and the insertion of the "Filioque" by the Western Church
into the Nicene Creed. The mutual excommunication of 1054 is the event

                                                
33 Saint John of Damascus, Three Treatises on the Divine Images, trans. Andrew
Louth(Crestwood: St Vladamir’s  Seminary Press, 2003), 24.
34 Lucetta Scaraffia, “Il Corpo Umano nel Pensiero Cristiano”, in Gesu: Il Corpo, Il Volto
nell’Arte,  ed Timothy Verdon, (Milano Silvana Editorial, 2010), 71.
35 Besançon,  Forbidden  Image, 117.
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chosen as the beginning the schism, although relations continued and there
were attempts at reconciliation in 1273 and 1439.
  From this point forward, I would like to focus on the schism as represented
in the artistic development, visible through the separation of one common
tradition into two separate art forms. The Oriental Church, as both the artistic
center of the time and the focal point of iconoclasm, bore the brunt of the
damage of the period. From the Council of Nicaea came a number of
doctrines regarding the production of religious imagery: The church is to
supervise all religious imagery “so that the composition of religious imagery
should not be left to the imagination of the artist but formed on principle laid
down by the church and by religious traditions.”36

    The horos of the second Council of Nicaea was defined during the sixth
session as follows:

Stepping out as though on the royal highway, following as we are, the God-
spoken teaching of our holy Fathers and the tradition of the Catholic Church - for
we recognize that this tradition comes from the Holy Spirit who dwells in her, we
decree with full precision and care that, like the figure of the honoured and life-
giving cross, the revered and holy images, whether painted or made of mosaic or
of other suitable material, are to be exposed in the holy Churches of God, on
sacred instruments and vestments, on walls and panels, in houses and by public
ways; these are the images of our Lord, God and Savior, Jesus Christ, and of our
Lady without blemish, the holy God-bearer, and of the revered angels and of any
of the saintly holy men. The more frequently they are seen in representational art,
the more are those who see them drawn to remember and long for those who
serve as their models, and to pay these images the tribute of salutation and
respectful veneration. Certainly this is not the full adoration (latria) which, in
accordance with our faith, is properly paid only to the divine nature, but it
resembles that given to the figure of the honoured and life-giving cross, and also
to the holy books of the gospels and to other sacred cult objects. Further, people
are drawn to honour these images with the offering of incense and lights, as was

                                                
36 A History of Christian Art.
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piously established by ancient custom. Indeed, the honour paid to an image
traverses it, reaching the model, and he who venerates the image, venerates the
person represented in that image.37

   Summarizing the outcome, the making and veneration of icons has a long
tradition in the church.

1. There is a difference between an icon of the Lord and an idol, for through
the Lord we have been saved from idolatry.

2. The icon preaches the gospel with images as the Bible does with the
written word.

3. The icon represents the prototype and it is that person who is venerated.
through the icon.

4.  The icon is a sacred object.

   The veneration on icons was upheld in the fourth Council of Constantinople
in 869.  The work of theologians then to justify the raising of the image to the
status of a medium of salvation. Theologians focused on the fact that God
became visible in Christ and therefore Christ could become visible in the
drawing and painting of his image. Basil the Great (330 –79) provided a
resource in the early church fathers through his definition “that the
resemblance brought about in an image by its form was brought about in the
relation of Son and Father by divine nature.” 38

                                                

37 “Second Council of Nicaea– 787 A.D.” accessed Sept 24, 2010
http://www.piar.hu/councils/ecum07.htm#Definition.
38 Hans Belting, Likeness and Presence: History of the Image before the Era of Art, trans.,
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22 ART, BEAUTY AND THEOLOGY

5. Eastern Tradition- From Sign to Symbol

After the end of the iconoclastic controversy, artistic production remained
centered in the Byzantine Empire. With the destruction of virtually all icons
in the crisis, a new art form emerged and had a long period of success that
ended only with the fall of Constantinople and the rise of the West.
Strengthened by theology and church authority, the imperial court set out on a
course of anastelosis, or restoration of images, meant to continue the tradition
established in early Christian art with its origins in Greek, Roman and
Egyptian art. The Empire’s military success meant new churches were
needed. The building of churches brought with it the need for new art, and as
a result icon production increased vigorously.
    In order to clarify the complex theological arguments and various decrees
for the common people the Church took the images under control in an
applied theory of images.39 They began by imposing a categorization of
saints: apostles, evangelists, bishops, monks, soldiers and angels. For each of
these it prescribed a specific type of pose, costume and degree of three-
dimensionality. For example, a soldier would be dressed in battle gear and a
bishop in his religious vestments. The apostles are often depicted more
realistically, having known Christ on Earth. In addition, parameters were set
for the depiction of the Theotokos (the one who gives birth to God). Images
were given specific positions within the church and a special place in the
Liturgy The images of Christ and Mary along with the namesake of the
church were given permanent placement at he entrance to the sanctuary.
Veneration of all other saints was ordered according to their position on the
church calendar of saints. The priest himself leads the veneration of the
image.
   Upon entering a Byzantine church, one’s gaze is directed to the central
dome inhabited by a Christ Pantocrator. Beneath this figure, in the apse, is the
Virgin, holding her son, God incarnate. Church decoration is completed with
the narrative of the story of salvation and portraits of various saints (fig 15).
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The iconostasis, which is the screen that separates nave from sanctuary,
displays icons and repeats the large cycles on a smaller scale. This plan, the
entire image cycle, reflects the Divine Liturgy of St. Jon Chrysostom and
matches the feasts of the calendar cycle set within the church. The effect is
the transformation of the entire church into a pictorial space that one enters
into.40 All of this contributes to and echoes the liturgy that reenacts
thehistorical events depicted in the murals and icons. Therefore, an icon can
never be understood outside its integration into the liturgical mystery.
   When a service begins, all elements contribute to the liturgical mystery and
make the event “present”. The texts center on the event being celebrated and
are a commentary on it. The icons allow us to see salvation while during the
singing of the Cherubic hymn we participate in the eternal liturgy celebrated
in heaven by Christ. Angels surround Christ while the faithful gather to
worship and participate as the living icons of the angels. “Hic et nunc,
everything is participation, offering, presence, and Eucharist: "We offer what
is already yours" and "we give you thanks".”41

   As the art form began to decline in the 16 th century, there came into
existence manuals that provided models. Despite rigid formulas, true masters
of the craft were able to impose on the icon their own signature, working with
the elements of art to create uniqueness within a traditional form. A fine
example of this is the icon of the Trinity by Andrei Rublev, which was so
superior an example that it became a model for Trinitarian icons.
   The production of an icon involves more than just art and talent but also
requires holiness in life through prayer and contemplation. With this
beginning, the iconographer "writes" his icon, for it is a place where theology
is practiced. The validity of the icon rests initially on theological arguments
and later from the vast body of literature that arose around it. An example of
such writing:
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The icon ‘de-thingifies,’ dematerializes, and lightens reality but does not
disintegrate it. The weight and opacity of matter seem to disappear and fine,
closely drawn, golden lines spiritualize the human body. The icon represents a
world apart, renewed in which persons with eternity written on their faces live
freely together with the divine energies. These saints are energized by epectasis,
the stretching out of a universe that dilates without limits in the heavenly spaces
of the Kingdom.42

Iconic literature falls into one of three themes:43

1) Having origins in the writing of St John Damascene, the icon is raised
to sacramental status. Through his death and resurrection, man and all of
matter became transfigured with Christ and now have the ability to
progress toward divinity. The art of the icon has the ability to share with us
the presence of the Trinity.
2) The icon, more so than any other art, makes visible the spiritual.
3) Western art is inferior because of it reliance of pagan philosophy and
artistic forms.

   We will look closer at these themes after we spend some time examining
the development of Western art.

6.Western Development – From Symbol to Reality

   The doctrines from the Council of Nicaea received an unenthusiastic
welcome in the West. Two sources very early on summed up the western
view of images and their role in the liturgy. The first is a letter from Pope
Gregory to Serenus in the year 600:

With regard to the pictorial representations which had been made for the
edification of an unlearned people in order that, though ignorant of letters, they
might by turning their eyes to the story itself learn what had been done, it must
be added that, because you had seen these come to be adored, you had been so
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moved as to order them to be broken. And it must be said to them, if for this
instruction for which images were anciently made you wish to have them in the
church, I permit them by all means both to be made and to be had. And explain
to them that it was not the sight itself of the story which the picture was hanging
to attest that displeased you, but the adoration which had been improperly paid to
the pictures. And with such words appease their minds; recall them to agreement
with you. And if any one should wish to make images, by no means prohibit him,
but by all means forbid the adoration of images. 44

   The second is the response to the Nicaea council documents presented in the
Caroline Books. This series of books was composed by Charlemagne in
response to the summary of the Nicaea proceedings which were forwarded to
him by Pope Adrian. The books presented what was to become the continual
Catholic position on images and was essentially the middle ground between
the iconoclasts and the iconodules of the East: works of art are created by
craftsman, with the aim of expressing matters of the faith visually and are to
be respected for their subject matter rather than as objects themselves. With
this understanding of the Catholic position we can see why Catholic art
developed the way it did. The variety of influences on the development of
Western art are somewhat complex and many. I have attempted to give an
overview them below.
   With the end of the crisis, the West continued to follow Eastern models of
art. Few examples of the western icons exist from this time, most likely due to
the rather few artists working and relatively small number of commissions.
With the sack of Constantinople in 1204, artists left for the West, finding
work in Sicily and Tuscany. The first manifestations of a stylistic shift occur
around the same time in Tuscany (fig 16). The combination of the arrival of
the best Eastern artists, with newfound artistic freedom granted by the
Western church, was one of the prime factors in this shift The rise of Florence
as a great economic power through it’s textile and banking industry gave new
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sums of wealth to individual citizens, particularly the Medici, who in turn
funded church projects.
 Around the same time, St. Thomas Aquinas (1225–74) formulated a theology
in which faith and reason, revelation and natural knowledge, were
complementary.45 His system, Thomism, represented a shift in from positive
theology to speculative theological system and had an important influence on
economics, sociology and politics.
    Thomas never formulated a systematic aesthetics, but his discussion of
beauty and the beautiful, which appear throughout his work, show instinctive,
aesthetic criteria.46 Aquinas defines beauty in two ways: In terms of the object
as well as in terms of the consciousness. In order to be truly beautiful the
object must produce delight in the mind of the beholder. This way the
beautiful, the true and the good are inseparable. The objective reality of
beauty is intrinsic to God and He is the font of all beauty. The beautiful is
described in its relation to the Trinity: wholeness, proportion and clarity.
These three attributes belong especially to the son:“As Son He has in Himself
truly and perfectly the nature of the Father. He is the express image of the
Father. He is the perfect word which is the light and splendor of the
intellect.”47

   With regards to it’s production, according to Thomas, art means knowing
how to make; recto ratio factibilium.48 Art does not require of the craftsman
that his act be good, but that his work be good. “The test of the artist does not
lie in the will with which he goes to work, but in the excellence of the work
he produces.”49
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This statement summarizes the relationship between art and artist as defined
by  Catholic thinking. Contrast this statement with the Eastern requirement of
holiness of life achieved through prayer and ascetical effort. For the western
artist, in Thomastic thought, morality is related to the intellectual virtue of
prudence. Prudence, in relation to art, is the skill and judgment in the use of
resources. Prudence is in the artist and not in the art. Art is judged by works.
The artist may be a sinner and still be a good artist. The church has always
courted the finest artists regardless of the strength of their faith.
   The gift of St. Francis of Assisi to the church at this time cannot be
overstated. By preaching to the laity in their common tongue, Francis brought
the gospels alive to his listeners, speaking of the humanity of Christ and the
apostles, allowing commoners to empathize with their sufferings. Francis’
teachings brought with them a newfound respect for simplicity, humility and
appreciation of the world around us. His was a spirituality of the interior and
exterior which exalted the eloquent simplicity of nature, thought and the body
and stood in opposition to the intellectual and material splendor in the thought
and art of his time.50 His reception of the stigmata confirmed he truth of his
faith. Pope Leo XIII said:

We owe to the mind of Francis that a certain breath and inspiration nobler than human
has stirred up the minds of our countrymen so that, in reproducing his deeds in painting,
poetry and sculpture, emulation has stirred the industry of the greatest artists. Dante
even found in Francis matter for his grand and most sweet verse; Cimabue and Giotto
drew from his history subjects which they immortalized with the pencil of a Parrhasius;
celebrated architects found in him the motive for their magnificent structures, whether
at the tomb of the Poor Man himself, or at the Church of St. Mary of the Angels, the
witness of so many and so great miracles.51
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The style and content of Franciscan art is the opposite of the impersonal and
official art of the Byzantine east.52 With an increased interest in the natural
world, we see a shift towards an art that is more narrative, less symbolic and
liturgical. A focus on the humanity of Christ in his crucifixion develops and
this association allows us to see the humanity of Christ and the meaning of
suffering.
   The rise of humanism in the 14 th Century saw a slide away from a faith
based understanding of the world to a broader intellectual and scientific
understanding of it. The humanist focus was on man’s potential for
achievement. At this time, humanism referred to the study of disciplines
outside theology and natural sciences. Greek and Roman literature, rhetoric,
and moral philosophy were the basis of the humanist education and
complemented the religious sentiment of the time. As a result, artists began to
include the human aspects of their subjects alongside the spiritual ones.
   In the layers of influences described above one can see how an artist like
Giotto developed. Cenini Cenini, artist and writer, described Giotto as
translating painting from the Greek into the Latin. In the art of Giotto we see
a clear break with what had been the dominant Eastern style of that time, a
focus on three-dimensionality earthliness, a sense of real space and
perspective. Bodies become personal and corporeal. By stepping out of the
Byzantine style, Giotto develops the meaning of God made flesh and allows
us to identify further with Jesus and thus God. This new dimension of
corporality is expressed perfectly by the frescoes of Christ and Mary executed
by Giotto in the Scrovegni Chapel in Padua. (fig 17)53

As the West became the commercial and religious center of the Christian
world, it’s artistic tradition literally exploded. Franciscan spirituality,
humanistic philosophy, Thomastic theology, particularly his aesthetics,
combined with the western attitude towards painting allowed artists to
develop picture making in a way not possible in the East. It was the West that
continued the Christian custom of investing new meaning into non-Christian
artistic forms.
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In thirteenth century philosophy, the ultimate center of beauty was the human
body. Therefore, as the search for the full expression of beauty in the human
form expressed ultimate truth, goodness and beauty it was to Greek models
that Christianity turned once again. In Greek art the perfect  
of art and religion took place. Greek sculpture uses beautifully idealized
human forms to express the real existence of the spirit (fig 18).54 Christian art
legitimizes the anthropomorphism found in Greek art through the truth of the
Incarnation. Since “through the grandeur and beauty of the creatures we may,
by analogy, contemplate their author.” (Wis 13,5).
   To see the use of Greek artistic language in a new context let us look at
Leonardo, Michelangelo and Raphael. Leonardo da Vinci, the oldest of this
group was as much a scientist as artist. Continued fascination with nature,
imagination and willingness to experiment was important in the development
of Leonardo’s artistic concepts. His study of nature represents a return to the
natural as criteria for artistic representation. As the ancients believed, a return
to nature was a way to become closer to the source.
   The focus of this paper is on images, but we cannot ignore the fact that the
majority of the Greek influence, initially through text, became defined
visually through sculpture. Michelangelo borrowed heavily from two pieces
in particular, the Belvedere Torso (fig 19) and the Laoccon (fig 20). His study
of them allowed him to develop a neo-platonic style of art. Both his sculpture
and his paintings evidence a conceptual understanding of nature.
Michelangelo takes the forms of nature, conceives of them as architecture and
perfects and clarifies them. While his work is ‘realistic’, it is not natural. It
was through this artistic idealization of forms that Michelangelo was able to
express in his figures moral tension and spiritual pathos.55 His Creation of
Man (fig 21), in the Sistine Chapel continues the tradition of corporality but
develops it, adding the humanist concept of man as the microcosm of the
divine cosmos.
   Raphael takes the artistic concepts of Michelangelo, the technical
innovations of Leonardo and further refines the artistic concept of beauty.
According to Vasari, what all three of these artists had, and what was missing
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from the work of the early Renaissance masters, was grace - what St Thomas
would have called prudence. “Grace purifies and corrects nature of her
imperfections, clumsiness, enormity and softness, makes easy that which was
difficult, fluid that which was dry and reveals the inexpressible sign of life.”56

In this way, history has come to speak of the “Divine Michelangelo”, the
“Divine Raphael.” With this divination of the artist came more and more
reliance upon him to define the sacred image and an increase in prestige.
Mother church simply guided, corrected and protected the sacred image (and
as a result profane images) as one artistic development lead to another.
   In the mannerist period that followed the Renaissance, we see an
exaggeration of the artistic forms developed by Michelangelo. None-the-less
many beautiful paintings still managed to express the sacred (fig 22).
   The Reformation brings a second iconoclastic cycle. The response from the
Church in the Council of Trent was to reaffirm the role of images. The decree
that came out in December 1562 contained two important articles. First,
images of Christ, Mary and the saints were to continue being produced and
placed in churches. This reaffirmed the position of the Second Nicene
Council’s declaration that the honour which is shown is referred to the
prototypes which those images represent. Secondly, it confirmed the
instructive and narrative nature of sacred images. This reaffirmation of the
great Catholic tradition gave rise to an expressive art movement that was both
direct and dramatic. Caravaggio’s response to the Council of Trent brings a
new configuration of the body: less conceptual and more dramatic (fig 23).
This is the last full development of the corporality of Christian art.57 During
the same period, St. Ignatius Loyola helped to revitalize the faith by
understanding that an appeal to the imagination would continue to open
people up to the beauty of the faith. This philosophy and the visceral
iconography of the Baroque were perfectly realized in the Jesuit churches of
St. Ignazio (fig 24) and Il Gesu (fig 25) in Rome.
    As the Baroque period moved into the early 18 th Century, we see the
development of another kind of mannerism. The once beautifully expressive
forms of artists such as Rubens and Barocci deteriorate into theatricality. 
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Figures hold distorted, over-bearing poses and ridiculous expressions. Sober
forms return with the neo-Classical, but no longer can we speak of a
‘Catechism of the Flesh’58. Church decoration continued with all the usual
iconography, but art no longer spoke of the truth of Christianity. As man’s
faith wavered, artistic interest turned away from Mother Church and followed
a different path.
   The image of the human person continued to be the main preoccupation of
artists throughout the 19thcentury. Even as paintings became more
secularized, we continued to see figures imbued dignity and worth, all arising
from its Christian origins. This, as we shall see, was not to last.
   At this point, let us compare and contrast the two Christian art traditions in
order to understand their relationship. First, it is important to point out that the
tradition of icon painting is a part of the history of the Catholic Church. The
history of the icon is the history of a unified church. The Orthodox however,
cannot make claims to the Catholic tradition. By remaining rooted in one
region and era, the icon has a rather limited artistic expression. Continually
repeating canonic formulas carries with itself a certain amount of monotony.
As a result of this shortcoming, the icon is easily counterfeited or mass
produced without loss in its internal qualities.59

   Despite Orthodox insistence that the icon arose independent of any
influences, we have seen that it has its origins in Roman sculpture and
Egyptian funerary painting combined with theological developments and
local veneration traditions. The enormous amount of writing that has arisen
around the icon tends to create a smokescreen insisting the viewer not take the
image on face value but must bring with him a whole history of theology and
encyclopedic rationalizations. The existence of such texts certainly does not
guarantee validity. In order to qualify the icon we must put aside these
rationalizations and place it aside western paintings to be appreciated and
evaluated for what they are. The canonical models evident in the icon,
elongated bodies, large eyes, small mouths, etc. represent spirituality. In the
best models, they do. We see in Fra Angelico, Michelangelo, Raphael, and
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many others employ similar artistic distortions to express the same concept.
Certainly, both Monreale and the Sistine Chapel speak of a similar beauty.
Icons are not great because of what is written about them. They are great 
when they are beautiful. Theological validity does not carry with it
aesthetically validity.60

   From the 16 th to 20 th centuries, while the West developed its own artistic
tradition, the icon lost its appeal. Beginning in the seventeenth century, as the
icon borrowed from Latin prototypes, it began to whither as a genre. The
decoration of the great 19th century churches of Orthodox Russia, used the
artistic developments of the Renaissance combined with the traditions of the
iconic cycle. Painters of the Russian academies painters liberally used
Western models in the decoration of the Cathedral of St Vladimir, 1862-1882
in Kyiv, Ukraine (fig 26) and the Church on the Spilled Blood, 1883-1907
(fig 27), in St. Petersburg. Both are 19th Century versions of Monreale.
   The fundamental differences between the two artistic styles betray a
difference in theology and religious culture between the Orthodox and
Catholic traditions. In the Western church, tradition expects religious imagery
to be illustrative and didactic, while its Eastern counterpart has hopes for its
pictures to be a spiritual guide in daily life. Both traditions have produced
images of stunning beauty. What we have seen in the last 100 years is a
withering of the once dominant Western style and, with rise of modern art, a
renewed interest in the iconic genre. From this point of view it could be
argued that the iconic renaissance was not a result of its claimed spiritual
qualities but rather as a result of artistic similarities to early modernism.
Whatever the reason for it’s renaissance, today the icon and the decoration of
Orthodox churches proudly continues the tradition started in the 8th century.
Unfortunately, the same cannot be said of contemporary Catholic churches.

                                                
60 Ibid, 146.
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Early Christian faith was anchored in Christ’s Resurrection. The actual
episode of Christ’s Resurrection is not narrated in the Gospels, and for this
reason we do not see it illustrated until much later in Christian art. Jesus
raising Lazarus is the most frequent image in the catacombs that, along with
the story of Jonah, refer to the Resurrection come alive.
   Depictions of events surrounding the Resurrection are also familiar in all
Gospels. We read of the three Mary’s at the tomb, based on the accounts
described in Mark 1, which is the first recorded event that took place with
reference to the Resurrection. First images of these myrrh-bearing women
date back to the year 230. From John 20 we read of the Noli Me Tangere.
   The earliest Christian artists shared their hope and faith through illustration
of scripture. The Sarcophagus of Domatilla of the 5th Century (fig 28) uses
the Chi-ro symbol above the cross to illustrate the Resurrection and
Crucifixion as one event. The Rabbula Gospel of 586 is unique in that it
depicts both the Crucifixion and the Resurrection (fig 29), the oldest
treatment in Christian iconography. In the earliest crucifixes, Christ is fully
awake, head raised, eyes open, and arms stretched wide open. Rather than the
torn and sparse loincloth that characterizes later crucifix images, he is dressed
in fine robes, wearing a crown of jewels. Such a representation is more of a
resurrection than a crucifixion, the focus here on resurrection and faith as
opposed to human suffering.
   Depictions of the Resurrection of Christ came to be represented by the
descent of the Savior into Hades. Called the Anastasis or Harrowing of Hell,
it is based on I Peter 3:18-20 and the Apostles' Creed which states that Christ
“descended into Hell” before his Resurrection. For the early Church this
came to be the icon of the Resurrection and continues to be so for the
Orthodox Church today.
   The theme of the Descent in Hell developed early in the Church’s history,
becoming an article of faith in the early 4th century. Its origins are in the
allegorical liberation images of the victorious Roman emperor who drew the
defeated peoples toward him and in the god/hero of classical mythology who
descends to the lower regions to bring back the dead.
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   Texts from as early as the 2 nd century provide sources for the motif. One
from this period, The Odes of Solomon, was a liturgical prayer which
provides an early source for the liturgical importance given to the
Resurrection: 1

I opened the barred gates,
I broke the iron locks,
and the iron became red and turned to liquid before me;
and nothing more was shut up,
because I am the door for every being.
I went to free the captives, they are mine and I abandon no one.
(Ode 17)
Hell saw me and it was defeated,
death released me and many with me.
I was gall and vinegar.
I descended through death to hell, into its very depths.
Death…was unable to behold my countenance.
Of the dead I made a living assembly…
The dead ran towards me.
They cried out: Have mercy on us son of God…
Remove us from the darkness that binds us!
Open the door for us that we may go out with you.

     (Ode 42).

   From the writings of St. Iranaeus during the same period: “The Lord, the
Holy One of Israel, remembered His departed ones asleep in their tombs, and
He descended to them to bring news of salvation to raise them up and save
them.”2

                                                
1 Michel Quenot, The Resurrection and the Icon (Crestwood:SVS Press, 1997), 75.
2 Quenot, The Resurrection ,75.
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    The first continuous narrative is in the apocryphal gospel of Nicodemos,
The Acts of Pilate.3

And there came a great voice as of thunder, saying: Remove, O princes, your
gates, and be ye lift up ye doors of hell, and the King of glory shall come in. And
when Hell saw that they so cried out twice, he said, as if he knew it not: Who is
the King of glory? And David answered Hell and said: The words of this cry do I
know, for by his spirit I prophesied the same; and now I say unto thee that which
I said before: The Lord strong and mighty, the Lord mighty in battle, he is the
King of glory. And: The Lord looked down from heaven that he might hear the
groanings of them that are in fetters and deliver the children of them that have
been slain. And now, O thou most foul and stinking Hell, open thy gates, that the
King of glory may come in. And as David spake thus unto Hell, the Lord of
majesty appeared in the form of a man and lightened the eternal darkness and
brake the bonds that could not be loosed: and the succour of his everlasting might
visited us that sat in the deep darkness of our transgressions and in the shadow of
death of our sins. (20,3)

Then did the King of glory in his majesty trample upon death, and laid hold on
Satan the prince and delivered him unto the power of Hell, and drew Adam to
him unto his own brightness. (22,2)

   Holy Tradition has shown us that the quintessential icon of the resurrection
was the Descent into Hades where Christ with His soul and divinity went
down to Hades and shattered the gates, freeing the souls of those awaiting
him. This icon then does not represent an historical event but rather the
dogma of the abolition of Hades and death and the resurrection of all
humanity.4

                                                
3 The Gospel of Nicodemus- Acts of Pilate, accessed Sept 24, 2010,
http://wesley.nnu.edu/biblical_studies/noncanon/gospels/gosnic.htm.
4 “The Holy Icon”, 2.
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   The earliest appearance of the Descent is on a column in St. Mark’s
Cathedral in Venice dating from the 6th Century. It becomes more common in
the 8th Century in Sinai and Cappadocia.5 The Descent of the Savior in Hades
was the definitive icon of the Resurrection promoted by ecclesiastical
authorities.
   Writing in the 8 th Century, St John of Damascus continued to describe the
Resurrection in terms set by the early Church fathers. “We have received Her
(the Church) from the Holy Fathers thus adorned, as Divine Scriptures also
teach us… the Resurrection which is the joy of the world – how Christ
tramples on Hades and raises up Adam.”6

   By the 11th Century, the composition for the Descent into Hades is set:

This iconographic type represents the Lord in Hades surrounded by a radiant
glory; He is trampling upon the demolished gates of Hell and bears in His left
hand the Cross of Resurrection, while with His right hand He raises from sar-
cophagus Adam, who represents the human race.7

   Fine examples of the Descent into Hades from this time are found in the
monasteries of Hosios Loukas (fig 30), Phocis, Nea Mony and Daphni (fig
31), all in Greece, and the churches of San Marco in Venice (fig 32) and St
Nicholas Kakopetria in Cyprus.
   As we have seen, it was the influence of Franciscan spirituality that gave
renewed meaning to earthbound reality and inspired a number of new
interpretations of the Resurrection. Giotto and the artists that followed him in
this new tradition continued to paint the Resurrection, now imbued with a
new significance as artistic developments came to be applied to old models.
In the Scrovegni Chapel, Giotto’s inclusion of the sleeping soldiers in his
Noli Me Tangere (fig 33) is interesting as it suggests that Jesus has just
excited the tomb. This a 14th Century reinterpretation of the similar 6th

Century Rabbula Gospel scene. Interestingly enough, this image has an origin

                                                
5 Quenot, The Resurrection, 73.
6 “The Holy Icon,” 6.
7 Ibid, 5.
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older than the icon of the Resurrection! Giotto’s work and Franciscan
spirituality set the stage for the development of a truly new vision of the
Resurrection that developed over the next 200 years. The first image of the
Resurrection as an actual earthbound event is in Pietro Lorenzetti’s
Resurrection of 1320, (fig 34) followed a few years later by Ugolino di Nerio
in his Santa Croce Altar piece of 1324 (fig 35). Artistically influenced by
Giotto, in these paintings Christ continues to be earthbound, his burial cloth
hanging from his limbs as he steps up and out of his tomb. The soldiers
sleeping at his feet inhabit the same realistic space. This particular scene,
being non-scriptural, has been rejected in traditional Orthodox imagery. Yet,
Jesus did exit from the tomb, it was an event that happened, and therefore
within the canon of Occidental art it is perfectly acceptable.
   Between 1300 and 1500, the Resurrection continues to be a dominant
theme in the artistic oeuvre. Fra Angelico depicts the traditional themes of
Resurrection in the developing western style. His Harrowing of Hell is a
straightforward and rather uninteresting scene of Christ freeing Adam and
others from Hades (fig 36). In his women at the tomb, he includes the figure
of Christ in a glorious mandorla hovering above the open sarcophagus (fig
37). Around the same time, Paulo Uccelo designed a stained glass window
for the Duomo of Florence that depicts Christ floating above the tomb with
two soldiers sleeping on either side (fig 38). In 1463, Piero della Francesca
takes Ugolino’s model and gives it new life (fig 39).  Piero’s figures have a
very specific individuality and are set into a precise illusionistic space. His
depiction of Christ is both strong and tender and becomes the new model for
Western artists’ depiction the Lord.
   Titian (fig 40), Gruenwald (fig 41), and Tintoretto (fig 42) all produced
powerful Resurrections in the tradition. As the west shifted its spirituality to a
focus on the cross, the old models are used less often. Pictures of the
Anastasis degenerate into exercises in artistic imagination as the Resurrection
seems to lose its intimate connection with the cross and an understanding of it
as an essential part of our salvation. The Harrowing of Hell continued to show
up every so often in the work of lesser known painters but in no image that
contained the carnal force of the crucifixion or the spiritual power of the best
representations in the east. Other Biblical 
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scenes came to represent or speak of the Resurrection, most notably the
Supper at Emmaus and Doubting Thomas.
   As we reach the 20 th century, we can look at paintings of the Resurrection
not in terms of their connection to the liturgy but as representations of the
degenerating attitude towards the body and the misunderstanding of liturgical
art. An interesting starting point is Theodor Bailer’s Resurrection of 1920 (fig
43). At first glance, this seems to be a picture in the academic tradition. It
reveals itself, however, as somewhat of a confused mess. This effeminate
Christ in the pink shroud is along way from the confident Christ of the 15th

Century. In 1957, Michel Ciry paints his “Risen Christ”(fig 44). Neither
respecting nor understanding the meaning of a Resurrection, this painting
simply presents an uninspired vision of the transformed Christ. Throughout
the century, religious paintings of the Resurrection seemed to come in two
forms: they were either boldly symbolic and simply or poorly executed (fig
45, 46) or beautifully painted and overly naturalistic (fig 47). Few artists
were able to combine beautiful painting with bold symbolism. A number of
other artists have taken the Resurrection as subject matter to be interpreted in
their own way without any religious/liturgical intention (48,49).
   Ron DiCianni (fig 50) recently completed mural of the Resurrection heralds
a return to grand religious painting and is impressive on many levels. The last
great Resurrection painting in a liturgical setting was by Pietro Annigoni (fig
51) in the church at Ponte Buggianese, just outside Florence. Beautiful and
iconic, Christ is enveloped in the mandorla of light, his arms outstretched
while he floats above a scene of angels, painted in monochrome, half realized
half not, who lower his body to the ground - a brilliantly modern take on the
traditional model.
   In the next chapter, I will look at how we can follow Annigoni along this
path of tradition.
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But now overlooking the times of ignorance, God is telling everyone everywhere
that they must repent, because he has fixed a day when the whole world will be
judged in uprightness by a man he has appointed. And God has publicly proved
this by raising him from the dead.  At this mention of raising from the dead, some
of them burst out laughing; others said, ‘We would like to hear you talk about
this another time.’ Acts 17 30 – 32

   Perhaps that time is now.

   The disintegration of the link between faith and the arts is peculiar comment
on modern man. No longer does art portray man as dignified and informed by
God. Many spirituality continues to be on exhibit in art and the increasingly
disordered images of the figure are presented to us paint a sad picture indeed.
   What we are witnessing in the culture during the last 100 years is similar to
what happened in Greece when it entered the Hellenistic age. There is a
decisive turn away from reason and an embrace of sensuality and superstition.
The deconstruction of the image of the human person has been a hallmark of
this age(fig 53).1 Figurative art no longer speaks the catechism, although it
continues to make clear the intimate choices of the spirit. Such choices are
decidedly ugly and against the integration of spirit and body. Beauty is
neglected in the study of aesthetics. At the root of this neglect of beauty is a
neglect of the Resurrection. As predicted by Hans Urs von Balthasar in The
Glory of the Lord,

We no longer dare to believe in beauty and we make of it a mere appearance in
order the more easily to dispose of it. Our situation today shows that beauty
demands for itself at least as much courage and decision as do truth and
goodness, and she will not allow herself to be separated and banned from her two
sisters without taking them along with herself in an act of mysterious vengeance.

                                                
1 Hamilton Reed Armstrong, “The Human Person in the Arts from the Classical Period to

the Present,” last modified July 2002, http://agdei.com/humanperson.html.
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We can be sure that whoever sneers at her name as if she were the ornament of a
bourgeois past — whether he admits it or not — can no longer pray and soon will
no longer be able to love.2

   Most modern churches have lost the rapport between art and liturgy, art and
mystery. There should be an intimate connection between what takes place on
the altar and the art that frames that altar. Often this is not the case. In some
places it is non-existent. Add modern man’s loss of his ability to believe in
that fire and light that burn at the centre of the world and we end up with
profound misunderstanding of the meaning of the mass and its symbols. Many
modern Catholics are not unlike the uneducated peasant of old, to whom the
mosaics and frescoes made clear the doctrines of the Church. A Catholic
artistic renaissance could help communicate the fullness of Christian message.
Where do we begin?
   Is there any reason we cannot look to the east for inspiration? As Pope John
Paul II said: “The Roman and Orthodox are the two lungs in the one Church”.
The Eastern Orthodox Church continues to carry forward a strong artistic
tradition. In Orthodox theology, we see a method of organizing art to support
the Liturgy. The best and most beautiful Orthodox Churches being decorated
today (fig 54) continue the traditions set by Niceae and expressed in countless
churches of the past 1000 years. Among today’s Catholic artists there are few
inheritors to Giotto, Correggio and Michelangelo
   In the post-synodal exhortation “Sacramentum Caritatis,” Pope Benedict
dedicated one paragraph, number 41, to religious iconography, in which he
writes “religious iconography should be directed to sacramental mystagogy,”
toward initiation into the Christian mystery through the liturgy. “The
profound connection between beauty and the liturgy should make us attentive
to every work of art placed at the service of the celebration”. The question
respects our traditions, both artistically and theologically, while clarifying the
                                                
2 Hans Urs von Balthasar, The Glory of the Lord, (San Francisco:Ignatius Press, 1991), 18.
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becomes: Can Roman Catholics once again create a liturgical space that gives
meaning to the liturgy through a visual expression of the sacraments?
    For 2000 years, the body of Christ has been the subject that reveals the
mysteries of the faith through art. This grand tradition has encompassed a
number of styles, expanding and responding to the needs of the era in which it
was presented. When history stopped being Christian is when Catholic art and
architecture started to suffer. We had begun to take for granted that art would
always serve the needs of the Church and when it stopped doing so we had no
other tradition to fall back upon. The Eastern Church nurtured a tradition
separate from mainstream artistic trends. While this tradition remains intact,
whole and supported, Catholics have allowed their tradition to fade. The
results are visible in the barren churches of today. An artistic tradition that
developed over 600 years of painting practice was abandoned. Only through
the work of a few scattered artists and teachers did it survive the 20th Century.
   Today, a quiet renaissance of traditional art is occurring alongside the much-
publicized mainstream art world. This new movement is centered in Florence
and New York, is barely 30 years old and growing fast. Every year, schools
graduate dozens of well-trained artists. What they paint are mostly still lives
and portraits, but the best of these are making strong paintings with man as
the subject (figs 55, 56). Unlike the Ancient Greeks, however, whose
figurative art celebrated divinity, often these new paintings celebrate the self-
indulged philosophies of our modern culture. In many there is a sense of the
absurdity of modern world. What is missing in the formation of these students
is a sense of philosophical and theological tradition to match the training they
received in the artistic tradition. This could be rectified in a Catholic art
school.
   The Second Vatican council endorsed the idea of a school of Catholic art.
Such a school could be a include the Eastern model of prayer and spiritual
preparation. A Catholic school would be able to combine the best of both
worlds and has the backing of Michelangelo no less:
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In order to imitate in some degree the venerable image of our Lord, it is not
enough to be a painter, a great and skilful master; I believe that one must further
be of blameless life, even if possible a saint, that the Holy Spirit may inspire
one’s understanding.3

   Such a school would be guided by the Magisterium and engage in a
vigorous debate with modern culture, unafraid to present the sublime Catholic
vision of man and take from the culture anything that could be useful in the
catholic vision.
   This paper has, in a large part, been an examination of historical evidence
and trends in order to develop my response to the two points I set out to
explore from The Spirit of the Liturgy. Is the theology of the icon valid for
us? Although Christian art of the past millennia has a common origin in the
Council of Nicaea, the traditions that have developed since that time have
created entirely different systems of how both Churches use art. So, while the
theology of the icon is not valid for us in the West, it’s artistic forms are. A
response to the statement, “All sacred images are, without exception, in a
certain sense, images of the Resurrection, history read in light of the
Resurrection” is what my painting project has become about. The
Resurrection, as the most important event in the history of mankind,
reconfigures everything that comes after it. Any sacred image automatically
references the Resurrection and leads us to it. The overview of Christian art
history and the survey of Resurrection images has been a way to prepare
myself to create a sacred image of the Resurrection. My goal is to take the
best of the Oriental and Occidental art traditions and combine them into one
painting, producing an image of the Resurrection that contains carnal force
and spiritual fullness. Over the course of research, I discovered a number of
interesting points useful towards this end.

                                                
3 Alain Besançon, The Forbidden Image: An Intellectual  History of Iconoclasm (Chicago:
The University of Chicago Press, 2000), 172.



A RENAISSANCE OF CATHOLIC ART           43

1. Developments in theology have always been followed by developments
in art.

2. The images of the dominant or secular world were always a source for
Christian artists. The church has never been afraid to appropriate what
it wanted and needed from the culture at large and invest it with
Christian meaning.

3. The Anastasis is the original icon/image of the Resurrection. This icon
continues to be at the heart of the eastern icon and feast cycle. While
the dominant image of the crucifixion in the Western Church implies
the Resurrection, there is still a place for the Resurrection in a cycle of
liturgical images. 

4. The work of Michelangelo represents the high point of the infusion of
spiritual with the natural. Caravaggio fully expresses the carnality of
Christ.

5. Today’s culture, no longer having an understanding of the cross needs
to be spoken to with an explanation of its fullness. An expansion of the
importance and clarity of liturgical art can do this. In this world of
images, the right ordering of images can help to trigger a desire to
understand more fully the heavenly realities. "Everyone who looks to
the Son and believes in him shall have eternal life, and I will raise him
up on the last day." (Jn 6,40)

6. Russian artists of the 19th Century successfully blended Western and
Eastern Traditions.

   Another inspiring resource for an image of the Resurrection is the
The Golden Legend. 4

HOW OUR LORD AROSE:
Mightily
As to the third consideration, how he arose, it appeareth verily that he arose

                                                
4 Jacobus de Voragine, compiler The Golden Legend, Edited by F.S Ellis
(Temple Classics,1900), accessed August 20, 2010,
http://www.fordham.edu/halsall/basis/goldenlegend/GL-vol1-resurrection.html.
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mightily. For by his proper might he arose, Johannis nono: Potestatem habeo,
etc.: “I have said I have power to deliver my soul and I have power to resume it
again.” That is to say, “to die when I will.”
Joyously
Secondly, he arose joyously, for he took away all misery, all infirmity, and all
servitude. Where of S. Leo the Pope saith: “After the passion of Jesu Christ, the
bonds of death broken, he was transported from infirmity to virtue, from
mortality to perpetuity, and from villainy to glory.”
Profitably
Thirdly, he rose profitably, for he carried with him his prey. “When I shall ascend
on high I shall draw to me all mine” of whom hell hath holden and kept the souls,
which were enclosed in darkness and the bodies in sepulture.
Marvellously
Fourthly, he arose marvelously. For he arose without opening of the sepulchre
which abode fast closed. For like as he issued out of his mother's belly, and to his
disciples, the doors closed and shut, so he issued out of his sepulchre.
Truly
Fifthly, he arose truly, for he arose in his proper body.

At this point, let us return our attention to the author Robert Sokolowski and
his description of the three forms of theology. Besides the positive and
speculative forms, Sokolowski introduces us to a third form that he calls the
theology of disclosure. This theology has the task of describing how Christian
things taught by the church are revealed, how they appear to us5. This is a
phenomenological approach to understanding theology, one that describes the
proper way Christian things are manifested and present themselves. To
illustrate what this is, Sokowolski uses the example of the celebration of the
Eucharist. What the priest says during the celebration is a quotation of the
words and actions of Christ at the Last Supper. It is not a theatrical depiction
of the event. It is the nature of the rite that determines this, despite the
intention of the participants. Phenomenological study focuses on such genuine
objective appearances of things.
   This philosophy is vital to a Catholic artist. Since the earliest Christian art, 

                                                
5 Robert Sokolowski, Eucharistic Presence: a Study in the Theology of Disclosure (CUA
Press, 1994), 7.
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the appearance of the body was meant to communicate very specific realities.
This is the great power of figurative art. Unfortunately, the modern world has
a great distrust of appearances and instead of revealing truths, the human
figure is now significant only through the emotional or subjective impact it
makes upon us. All of this comes out of and feeds into the relativist mindset
of modernity. Add to this the overwhelming amount of images that assault
our vision daily and one can begin to understand why we must pay attention
to appearances. Realizing this obstacle is the first step in correcting the
problem. The next is redefining the role of the artist in the modern world.
   Joseph Cardinal Ratzinger has written that “creativity” is a word that
developed in a Marxist world view. In this world view, the universe itself is
meaningless, and accordingly, man can fashion the world in his image.
“Modern theories of art think in terms of a nihilistic kind of creativity. Art is
not meant to copy anything. Artistic creativity is under the free mastery of
man, without being bound by norms or goals and subject to no questions of
meaning.”6

   To help us clarify the role of the artist in the world, John Paul II wrote the
Theology of the Body. Using the phenomenological approach to discover the
meaning of the body, the Theology of the Body is a rich theological
contribution that clarifies what the body means as a sign of the person, and of
our relationship with each other and God. Together with his Letter to Artists,
the Holy Father has left a great resource to help artists define their role in the
world and continue the fruitful dialogue between the Church and artists.
   In his Letter to the Artists, John Paul describes the need for an “epiphany”
of beauty and describes art as being able “to reflect in some way the infinite
beauty of God and raise people’s minds to him.” The pursuit of beauty is a
consistent theme and he calls all artists to follow their vocation of beauty as it
is bestowed on him by the creator.” He quotes noted Polish poet, Cyprian
Norwid, who wrote that “beauty is to enthuse us for work, and work is to raise
us up.”
   As noted by John Paul, the body has been the subject of art since the dawn
of man. Such a perennial focus reveals the fundamental importance of the

                                                
6 Ratzinger, Spirit, 168.
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body in both the individual’s life and the culture at large. In fact, the body and
it alone, says John Paul,  “is capable of making visible what is invisible: the
spiritual and the divine. It was created to transfer into the visible reality of the
world, the mystery hidden since time immemorial in God, and thus to be a
sign of it.”7 In this way the body is a sign that points us to something
transcendent and beyond us. But it also points inward showing us who we
should be:

Man is a subject not only because of his self-awareness and self-determination,
but also on the basis of his own body.  The structure of this body is such as to
permit him to be the author of truly human activity. In this activity the body
expresses the person.  It is, therefore, in all its materiality . . . almost penetrable
and transparent, in such a way as to make it clear who man is (and who man
should be) thanks to the structure of his consciousness and of his self-
determination.8

   Through its design, the body discloses its meaning, which is a fundamental
call to form a communion of persons and to participate in it.  This is the
nuptial meaning of the body. In any artistic representation, however, this
nuptial sense of the body is uprooted and “the human body loses that deeply
subjective meaning of the gift. It becomes an object destined for the
knowledge of many.”9 The anonymity that accompanies this and how to avoid
it is the greatest challenge to artists.
   In any representation of the human body, we must take into account the
“whole truth about man, about what is particularly personal and interior in
him.”10 The danger is that the image of a person, who himself is a subject 

                                                
7 John Paul II. Theology of the Body, February 20 1980
http://www.ewtn.com/library/papaldoc/jp2tb18.htm
8 John Paul II, Original Unity of Man and Woman: Catechesis on the Book of Genesis,
(Boston: Daughters of St. Paul, 1981), 57.
9 John Paul II, Theology of the Body, 221 April 22, 1980.
http://www.ewtn.com/library/papaldoc/jp2tb60.htm
10 John Paul II, Theology of the Body, 225
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becomes an object, a thing to be used by others.11 It is through respecting the
integrity of the whole man, in the body-soul creation, that the artist will find
success. After 2000 years of art history, we have many models to follow. For
it is Christ’s body above all that speaks the theology of the body. Through His
self-gift on the cross and in the Eucharist the full revelation of the mystery of
the Father and His love is made visible.
   An artist that decides to paint a Resurrection should above all strive to show
the truth, beauty and clarity of the figure of Christ. It should be a refinement
of every figure ever painted. The centrality of the Resurrection in Christian art
was summed up precisely by Massimo Naro in his reflection upon the mosaics
of Moreale:

This image of Jesus would be one 'not made by human hands,' but rather through
divine intervention: the imprinting upon the sudarium of the face of Christ, who
in the light of Easter stands again as the Risen One. This image of light is,
therefore, according to the legend of the Mandylion, the true icon of Christ, the
archetype of every image and every work of Christian art.
In this perspective, it is the light of the resurrection that makes it possible to
depict the Crucified Christ of Golgotha, and, in Him, God himself. Only in the
light of the resurrection does He who was violently deprived of all human
resemblance remain forever as the true and unique image of God.
It is in this sense that the resurrection stands at the beginning of iconography and
Christian art. No distinctively Christian work of art can, therefore, ignore the
essential event that transformed creation and redeemed history.12

                                                
11 Father John Ricardo, “Art: The Theology of the Body”
http://www.olgcparish.net/files/frjohn/articles/artthetheologyofthebody.pdf, 16
12 “How to Paint a Homily with the Brush of Luke, Evangelist and Painter,” last modified
November 20, 2007, http://chiesa.espresso.repubblica.it/articolo/177321?eng=y



Fig. 1 -
 Data Europos 

Synagogue, 3rd C.

Fig 2. - 
Good Shepherd. 

Priscilla 
Catcombs, 3rd C.

Fig 3 - 
Orant. Giordani 
Catacombs, 3rd C.

Fig 4 - 
Jonah and the 

Whale. Priscilla 
catacombs, 3rd C.

Fig 6 - 
Kritos Boy.

480 BC.

Fig 8 - 
Christ Lawgiver. 
Santa Costanza, 

Rome, 4th C.

Fig 5 - 
Sacrifice of Isaac.
Priscilla 
Catacombs, 3rd C.

Fig 7 - 
Christ 
Pantocrator
St. Catherine 
Monastery, 
Egypt, 5th C.

Fig 9 - 
Christ Enthroned.
San Lorenzo, 
Milan, 4th C. 
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Fig 10 - 
Christ, Commo-
dilla Catacombs, 

4th C.

Fig 11 -  
Christ, St. Ap-
pollinare Nuovo, 
Ravenna, 6th C.

Fig 12 - 
Man with Gold 
Crown, 4th C.

Fig 13 - 
St. Appolinare 
Nuovo, 6th C.

Fig 14 - 
Mandylion of 

Edessa, Vatican.

Fig 16 - 
Madonna.

Coppo di Marco-
valdo, 1265.

Fig 18 - 
Hermes, 2nd C 

B.C.

Fig 15 - 
Monreale, 
12th C.

Fig 17- 
Scrovengni 
Chapel, Padua. 
Giotto, 1305.

Fig19 - 
Belvedere Torso,
2nd C B.C. 

50



Fig 20 - 
Laocoon and His 

Sons, 1st C BC.

Fig 21 - 
Creation of Man. 

Michelangelo, 
1511.

Fig 22 - 
The Deposition 
from the Cross.

Pontormo, 1528.

Fig 24 - 
Ceiling of St. 

Ignazio, Rome. 
Andrea Pozzo, 

1690.

Fig 23 - 
The Calling of St. 
Matthew. Cara-
vaggio, 1600.

Fig 25 - 
Ceiling of Il Gesu, 

Rome. Giovanni 
Gaulli, 1679.

Fig 26 - 
St Volodymyr’s 
Cathedral. Kyiv, 
Ukraine, 1890 ca.
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Fig 27 - 
Church of the 

Spilled Blood. St. 
Petersburg, 1890 

ca.
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Fig 28 - 
Chi- Ro symbol 
from Domitilla 

Sarcophogus. 
4th C.

Fig 29 - 
Crucifixion and 
Resurrection. 
Rabbula Gospel, 
586.

Fig 30- 
Descent into 

Hades, 11th C. 
Hosios Loukas, 

Greece.

Fig 31 -
Descent into 
Hades, 11th C. 
Daphni  
Monastery, 
Greece. 

Fig 32 - 
Descent into Ha-
des, 11th C. San 
Marco, Venice.

Fig 34 - 
Resurrection.

Pietro Lorenzetti, 
1320.

Fig 36- 
Descent in Limbo. 

Fra Angelico, 
1437 ca.

Fig 33 - 
Noli Me Tangere
Scrovegni Chapel. 
Giotto, 1305.

Fig 35 - Resurrec-
tion. Ugolino di 
Nerio,1324.

Fig 37 - 
The Resurrection. 
Fra Angelico, 
1440 ca.
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Fig 38 - 
The Resurrection. 

Paolo Ucceello, 
1443, Duomo, 

Florence

Fig 39 - 
The Resurrection. 
Piero Della Franc-
esca, 1463 - 65.

Fig 40 - 
The Resurrection 

(detail). Titian, 
1544.

Fig 41 -
The Resurrection. 
Gruenwald, 1515.

Fig 42 -  
The Resurrection.
Tintoretto, 1579.

Fig 44 - 
The Resurrection. 

Michael Ciry, 
1957.

Fig 46 -
Resurrection. He 

Qi , 1999. 

Fig 43 - 
The Resurrection. 
Theodor Baierl, 
1920.

Fig 45 - 
The Resurrection. 
Van Laer, 1988.
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Fig 47 - 
He Lives!
Simon Dewey
1990



Fig 48.- 
The Resurrection. 

Ed Knippers, 2007.

Fig  49 - 
The Harrowing of 
Hell. Peter How-
son, 1990. 

Fig 50 - 
The Resurrection. 

Ron Dicianni, 
2010

Fig 51-
The Depostion 

and Resurrection 
of Christ. Pietro 
Annigoni, 1966.
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Fig 52 - 
Study after Ve-

lasquez portriat
Francis Bacon, 

1953.

Fig 53 -
Self-Portrait 

with Yugoslavian 
Trenchcoat.

Shane Wolf, 2009.

Fig  53 - 
St. Nicholas 
Church, Hamiton. 
Theodore Jurewicz, 
1988

Fig 55 - 
En Plain Air 
Painting. 
Cesar Santos 
2010.
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