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CHAPTER ONE

The Mistake of
the Emperor Mystique

Jupiter on his coins (308—-24). Broad-shouldered and naked to the waist, the

father of the gods lounges at case on his throne with all the confidence of a
king who has ruled unchallenged for a thousand years (fig.1). While the eagle,
symbol of heavenly rule, struts about at Jupiter’s feet, the god holds the scepter
of universal dominion in his left hand and on the palm of his right an exuberant
little female figure of Victory does a dance and offers Jupiter a wreath. This was
a sacred image of great antiquity immediately recognizable throughout the
Greco-Roman world, for it was a replica of Phidias’ masterpiece, his gold and
ivory statuc of Jupiter in the temple at Olympia.

The year was the fifteenth regnal anniversary of Licinius who governed the
eastern half of the Roman Empire, and his decision to return to pagan imagery
of such venerability tells us something about his estrangement from his Chris-
tian co-emperor and brother-in-law, Constantine. The two of them had co-
authored the Edict of Milan (313) by which Christian churches were given legal
status on a par with other religous institutions, but Licinius reneged on the
agreement. Placing his trust in the ancient symbol of Jupiter, he tried to solidify
his control of the administration by purging Christians from the ranks of gov-
ernment and army, a move that provided Constantine with the pretext for
taking up arms against him.

At roughly the same time, a painter of the grave-diggers’ union, working
by lamplight in the underground cemetery of Domitilla in Rome, was tracing a
rival god on the plaster (fig.2).! Working with a limited palette in a sketchy

I N 322 VALERIUS LICINIUS was the last Roman emperor to put the image of
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CHAPTER ONE

1. Jupiter Enthroned, Solidus of Licinius, Antioch, 321-322

style, he rendered a fragile and nervous Christ, beardless and adolescent, seated
on a high-backed chair, with his apostles grouped around him on either side. An
open book on his knee, Christ waves his right hand to emphasize a point in his
lesson. He glances around at his companions with flashing eyes. They, like
Christ, are dressed in the traditional purple-striped tunic of the Roman citizen
of senatorial rank, but they appear even younger than Christ, hardly more than
schoolboys with short haircuts, and they look at him stiffly as if hoping they
won’t be called upon to recite. Who commissioned this modest work and
whose tomb it protected we do not know, but even in its anonymity it attests the
community’s firm faith in the power of this new divinity and his teaching to
bring salvation, even in death.

Of these two images, unlikely as it may seem, the crude cemetery painting
was proven by events to be the more powerful. Licinius’ Jupiter was unable to
confer victory on him in his final contest with Constantine, whose forces car-
ried standards surmounted with the monogram of Christ.? Trapped in Byzan-
tium (in present-day Istanbul), Licinius fled across the Bosphorus only to be
captured in Nicomedia on the 18th of September, 324. Initially Constantine
spared his life and put him under house arrest in Thessalonica, but soon changed
his mind and had him executed on charges of conspiracy.

The modern historian may see in such a sequence evidence of the military
genius of Constantine. But we could also read the events as a contest of the
gods. Art historians have been slow to address the power of images, but the
fourth century witnessed an unparalleled war of images and it was the strength
and energy of the winning images that determined the outcome.? We are more
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THE MISTAKE OF THE EMPEROR MYSTIQUE

. Christ Enthroned among His Apostles, Catacomb of Domitilla, Rome, c. 325

accustomed to narrating events the other way around, describing the winning
images as a consequence of the political fortunes of one or another party. But
this is to imagine that art is chiefly decoration and illustration, that it merely
echoes decisions made in a higher court of activity without taking part in the
events of world history. That is not the way things appeared in the fourth
century. Constantine had learned in 312 the power of the sign of the cross in his
contest with Maxentius at the Battle of the Milvian Bridge. It was Christ who,
in a dream, directed him to fashion a Christian symbol on his standards. With
his God’s sign flying before him, Constantine caught Maxentius, who held
Rome, in a defile on the west bank of the Tiber and drove him and his troops
into the river.

In terms of'its consequences for human history, the downfall of Jupiter was
far more momentous than the downfall of either Maxentius or Licinius. Start-
ing with Constantine’s discontinuance of imperial worship at Jupiter’s Cap-
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CuaPTER ONE

itoline temple in Rome—the great “cathedral” of pagan Rome—the thunderer
on high slipped into an irreversible decline. Not only was he banished from
coinage but his great cult images were torn from their bases and evicted from
their temples. Later in the century (perhaps even by Constantine’s directive)
Phidias’ famous statue was unceremoniously carted off to Constantinople
where it ended up a dust collector in the private museum of a court official
named Lausos.#

The last recorded raising of a statue of Jupiter took place during the rebel-
lion of the usurper Eugenius to whose cause the pagans of Italy rallied in 394.
His general Flavian, defending a pass in the Alps at the River Frigidus, set up a
great statue of Jupiter brandishing thunderbolts. The God of the Christian
emperor Theodosius (379—95) proved stronger, however, sending a miraculous
storm that was said to have turned back the javelins of the enemy; Eugenius’
troops were overwhelmed and Eugenius himself decapitated. Down came the
great statue of Jupiter, and as for his thunderbolts Theodosius made a present of
them to some soldiers who had joked about their impotence.> The old gods did
not die easily, but Theodosius’ legislation against their cult was a heavy blow
that opened the way to the violent destruction of pagan sanctuaries in the
following century.® The undoing of paganism was not a process of gentle
persuasion. The instruments of conversion were frequently axe and firebrand.
In Gaza in 402 a rioting Christian minority burned down the ancient temple of
Jupiter Marnas under the cover of Theodosius’ legislation; in 426 the temple of
Jupiter in Olympia, long empty, was torn down. Once deprived of his cult
images and his temples, Jupiter was dead.”

Along with Jupiter, all the images of the ancient panthecon came tumbling
down, and instead there appeared a strange collection of saints and angels that
would rule the religious imagination of the West for at least the next millen-

-nium. The dimensions of this revolution are staggering. In effect, a highly

nuanced visual language that had been developed over the course of a thousand
years to express man’s sense of cosmic order, to deal with the forces beyond his
control, to carry his aspirations and frustrations, to organize the seasons of his
life and the patterns of his social intercourse, was suddenly discarded. The gods
and goddesses, nymphs and heroes were roughly thrown aside; their mutilated
and decapitated statues were interred in the foundations of Christian churches.8
Their battered remains still give us eloquent testimony of the violence of their
downfall (figs.3&4). In 401 Augustine stood by and cheered when a crowd

3. (facing) Mutilated Head of Mercury, from the foundations of what may have been a
Christian chapel in Uley, Gloucestershire






CHAPTER ONI

4. Mutilated Torso of Aphrodite,
from Aphrodisias

assaulted a great statue of Hercules and “shaved” off his golden beard.” Great
quantities of ancient sculpture were melted down for their metal content and
those that survived for a while, like Phidias’ Jupiter, were relegated to drab
gallery existence as relics of a story-book past.

In their place a new language of images was laboriously composed, se-
lected, assembled, rehearsed, and refined. The criteria of this process were
many, but the inherent strength of each new image must have been one of the
most decisive considerations in its eventual success. The new images should not
be thought of as simply filling up the voids left by the overthrow of the old, but
as actively competing with the old images. The lanky Good Shepherd of Early
Christian art wrestled with the muscular Hercules and won; we find him replac-
ing the mighty god on the funerary tables used for offerings to the dead
(figs. 5&6).10

Why at this point was the ancient pantheon found wanting? Gods, after all,
do not simply die of old age; indeed, the antiquity of a cult is often invoked as
the most convincing argument for its authenticity. Think of the pride with
which Catholics point to a line of popes stretching back to Peter. Nor do
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CuHAaPTER ONE

religions die because they can’tadapt to changed conditions. Gods are flexible;
they can accommodate all shades of politics and put up with all manner of
adaptations, assimilations, and even dissimulations. Religions are nothing it not
inconsistent.

The decline of the gods, 1 would like to suggest, had much to do with the
bankruptcy of their images and the appearance of a more forceful sct of divine
images. As with politicians, nothing is more important to gods than image. Ifa
god’s image should fail, how long could he survive? Perhaps this is the seeret of
the longevity of the God of Isracl, that he never allowed an image of himself. A
god who appecared weak, a god who was scen to stumble when facing off with
another divinity or who looked on helplessly while his image was defaced and
dismembered, could never again expect a sca of heads bowed in worship before
him. He must perforce follow the fate of his image.

The fourth century ushered in a war of images. What made the ill-knit
Christian works of art, conceived in a haphazard, experimental fashion, cxe-
cuted at first in obscurity in graveyards by journeymen artists, morc potent than
works of a centuries-old tradition of the most sophisticated accomplishment?
This is a question of some importance beyond its speculative intellectual inter-
est. For at the point when Christian art graduated from its closed, private
existence before the Edict of Milan to a more public existence, emblazoned in
the apses and across the facades of churches, it suddenly became necessary to
imagine Christ. The formulations arrived at in this effort not only affected the
history of art but the history of Christianity itself. The images of Christ dcter-
mined what people were to think of him not only in the early centuries of the
current era, but ever after.

Modern historians have sifted and resifted the endless theological argu-
ments concerning the reconciliation of two natures of Christ, his divinity and
his humanity. This was an issue of such intense public preoccupation that
Gregory of Nyssa, the champion of Nicaean orthodoxy, complained that he
could not buy a loaf of bread or get his hair cut without people starting a
discussion of how the Son shared the Father’s nature. Arianism, the denial of the
Son’s full divinity, split the Christian church in two in the fourth century.

Yet historians never ask how images of Christ affected the way pcople
conceptualized him. Not in an abstract sense, for images take us well beyond the
world of ideas, but how they grasped him, how they felt about him, how they
related to him, and what kind of a person they thought he was. And by “person”
I mean not the subtle theological definition of person, but person in the more
familiar sense of personality, temperament, or disposition, including the way he
speaks or behaves, whether he'seems warm and sympathetic or cold and re-
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THE MISTAKE OF THE EMPEROR MYSTIQUE

mote, direct and forceful or dreamy and nebulous. How did they imagine
Christ? To what class of society did they assign him?

That Early Christians were intenscly interested in how Christ carried him-
self, how he interacted with people, even how he wore his hair, is abundantly
demonstrated by the vivid record of these details in the art of the period. But
unlike many historical figures of Antiquity, Christ had no authentic portrait
tradition. Of Socrates, for example, who like Christ accepted execution rather
than betray his principles, portraits were made shortly after his death, and thesc
became the prototypes for a very plentiful tradition of sculptures of the philoso-
pher in Greek and Roman art.!! Morcover, since the portraits correspond to
contemporary descriptions of the man, they may be said to have a certain
historical authenticity. No such tradition exists for portraits of Christ.!2 Images
of him may therefore be said to be pure projections in the psychological sense;
that is, inventions corresponding to what people needed or wanted from him.
The enormous variability of images of Christ is one of the immediate conse-
quences of this (figs.12,57,74,89,&108).

But once they “imaged” Christ, he became what people pictured him to be.

The translation of the Gospels from Greek into Latin altered their content only
very marginally; the translation of the Gospels from literature into visual im-
ages profoundly affected their content. Images are not neutral; they are not just
stories put into pictures. Nor are they mere documents in the history of fashion.
Images are dangerous. Images, no matter how discreetly chosen, come
freighted with conscious or subliminal memories; no matter how limited their
projected use, they burn indelible outlines into the mind. Often images over-
whelm the ideas they are supposed to be carrying, or dress up with respectabil-
ity ideas that in themselves are too shoddy to carry intellectual weight. Images
not only express convictions, they alter feelings and end up justifying convic-
tions. Eventually, of course, they invite worship. One cannot write history
without dealing with the history of images, and of no epoch is this more true
than the fourth and fifth centuries of the current era.
ONE waY to deal with the revolutionary changes of this period is to deny them,
which is, in fact, what happens when Early Christian art is subsumed into a
category called “Late Antique.” This is the term that historians have now settled
on to describe the history of Mediterranean lands from the third to the seventh
century, in preference to the earlier terms of invasion and decline.!3 The term
“Late Antique” emphasizes the strong lines of continuity in patterns of govern-
ment, in social structures, and in culture that tie this period to the preceding age
of Imperial Rome.

IX



CHAPTER ONE

For the secular art of the period such an approach s, perhaps, adequate. In
some categories, luxury silver plate, for example, mythological themes re-
mained in vogue down to the seventh century.'* In other categories, such as
representations of the emperor and consuls in official imagery, the changes are
more in fashion than in substance: a growing anonymity in portraiture, a prefer-
ence for frontality, a disjointed space (figs.17—19,80).'> But the same solemn
officialdom still presides over the same old circus. The revolution is not in
sccular imagery but in the creation of a visual language to replace the imagery of
the dethroned gods, and this 1s something substantially new which the term
“Late Antique” cannot adequately embrace.

Another way to avoid dealing with the revolution in imagery is to look at
the form rather than the content of the art. Following stylistic developments
from the third century to the seventh, Ernst Kitzinger secks to define meaning
in the tensions between Hellenism and abstraction. '¢ His formalistic approach
examines less what the new Christian art introduced than what it managed to
salvage from Classical art to pass on to succeeding generations. In effect, the
artist is praised for his role as “re-cycler.” One can imagine him picking through
the trash heap of the old world to find a composition here or a figural motif
there, worn thin from centuries of use; he dusts it off and adds a new coat of
paint. The Christian character of the new art is hardly more than aberration, for
it is one among many of the disintegrating factors in the decline of Roman art.

The discussion of Early Christian imagery hardly figures in these two
approaches, and hence the question of its special energy and power in the
compctition with pagan imagery is not raised. But eventually, when the new
imagery is finally confronted—generally under the term “iconography”—art
historians have recourse to a theory that derives the images of Christ from
images of the Roman empcror. Both the shape and the power of the images,
according to this theory, come from reliance on imagery formerly used to
present the emperor. I call this approach the “Emperor Mystique.” It is a
“mystique” in so far as it involves a reverence bordering on cult for everything
belonging to the emperor. To such historians dropping the word “imperial”
into a discussion represents an appeal to a kind of ultimate value beyond which
one need never look.

We may summarize the Emperor Mystique in André Grabar’s terms, since
he developed it in its most coherent and all-embracing form.!7 Grabar saw two
phases in the formulation of Christian imagery. The initial phase embraced the
period before Constantine when Christianity existed under a cloud of intermit-
tent persccution and Christian art was chiefly a private art restricted to house
churches and cemeteries. In this phase Christian images consisted of one or two
figures referring to some significant biblical event, such as Jonah emerging from
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the sea monster, or a shepherd carrying a sheep, or Christ raising the paralytic
(figs.7,48). Only the essentials are represented, with no attendant figures and no
background, and no effort is made to connect one image to another to create a
larger programmatic whole. To borrow a musical term, we might aptly call
them “staccato” images, a word that refers both to the brevity of a note and its

separation from other notes.®

7. Sarcophagus frontal with “staccato” biblical images including Daniel in the Lions’ Den, Adam and
Eve, Noah in the Ark, the Jonah Story, and the Multiplication of Loaves, c. 300, Museo Civico, Velletri

Constantine’s conversion in 312, according to Grabar, changed the entire
situation. Because the impoverished art of the catacombs and cemeteries was
inadequate to express the grand claims Christians were making for their god,
they now appropriated the grandest imagery they could lay hands on, namely
that which had been developed in the service of imperial propaganda. Finding
themselves with an emperor of their own faith, Christians boldly appropriated
for their own religious purposes the entire vocabulary of imperial art, trans-
forming motifs and compositions that had been used for imperial propaganda
into propaganda for Christ. “The future of Christian iconography was pro-
foundly modified, and what was created then has remained fundamental for
Christian art. . . . All the ‘vocabulary’ of a triumphal or Imperial iconographic
language was poured into the dictionary’ which served Christian iconography,
untjl then limited and poorly adapted to treat abstract ideas.”!” The term “im-
perial” is here used by Grabar not in the general sense of the “Empire” period of

I3




CHAaPTER ONE

Roman art, but in the restricted sense of art that is particularly concerned with
presenting the person of the emperor, an autocrat who increasingly sought to
advertise himself as a divinity dwelling among men. To put it crudely, one
might imagine the carly Christians running around Rome with magic markers
defacing government posters by sketching in a bearded Christ over the em-
peror’s face.

The scope of the Emperor Mystique is simply breathtaking. On the
simplest level it has been invoked to explain certain formal, compositional traits
in Early Christian art, such as frontality and symmetry. Thus the grand apse
compositions of Christ, enthroned among his apostles and staring down the
nave of the church over the heads of the faithful (figs.69—71) represent a take-
over of images of the emperor who was similarly presented in the imagery of his
propaganda, enthroned among his councillors or senate. Frontality and sym-
metry are considered an imperial mode of composition, and the images of
Christ get their punch from evoking in the viewer latent memories of the
emperor in the same pose.

Other kinds of specific compositions are said to carry similar evocations.
Christ entering Jerusalem to the acclamation of the crowd (fig.10) 1s seen as
recalling images of the emperor being received at the gates of a city 1n a cere-
mony called the adventus (fig.8). Christ ascending in an aureole of glory is
supposed to have been copied from images of the emperor on shields
(figs.21,88). In this manner, it is believed, the repertoire of Christian images
was gradually constructed.2 One would have to be not only brash but ex-
tremely patient to try to undo the countless connections that have been alleged.

But the Emperor Mystique involves much more than visual links between
Christian and imperial art; it constitutes an “ideology. ” It involves what people
have imagined to be a comprehensive theory of the period embracing virtually
all cultural phenomena. In the largest scheme of things we meet the overarching
philosophical justification of the autocrat’s legitimacy. Within a few years of the
. conversion of Constantine, Bishop Eusebius of Caesarea in Palestine (c. 260—c.
340) was already busy formulating for the emperor a Christian theory of divine
kingship that would give a new twist to late Hellenistic theories of kingship.2!
The emperor’s governance of the Empire (which Romans were fond of calling
the whole world) was likened to the Lord’s governance of the universe; Eu-
sebius called the emperor vicegerent of Christ, an apostle for the secular sector.
Imperial overtones in representations of Christ, then, would harmonize neatly
with the philosophical theory of the emperor’s divine rule. Christ resembles the
emperor because the emperor resembles Christ.

Beyond the philosophical realm, the Emperor Mystique has an important
theatrical dimension. The emperor, we are reminded, presented his case to the
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public not only in the static imagery of sculpture and painting but in the living
imagery of court ccremonial, as the lead actor in a colorful drama of carefully
staged processions, receptions, culogics, enthronements, and hippodrome ap-
pearances. The splendid dress of the emperor and of his hicrarchy of court
officials and attendants, the gleam of the shiclds and banners of the military
guard, the repctitious chant-like character of the greetings and acclamations
offered to the emperor, must have made an enormous impression on the public.
At the same time across the piazza from the hippodrome, in the cathedral, the
public enjoyed a parallel ceremonial display in the Christian liturgy. The church
might be described as the court of the heavenly king, and his representative and
successor, the bishop, not to be outshone by secular pomp, practiced a pomp of
his own. The church had its hierarchy of officials, as well, nicely distinguished
by dress and insignia, and its own elaborate processions, receptions, its ritual
chants, hymns, and sermons.?2

All this ceremonial drama is currently described in metaphors of the Em-
peror Mystique. The church building is imagined to have been modelled on the
imperial court; after all, etymologically, basilica means a “royal” hall.2*> Fur-
thermore, the great arch over the sanctuary is described as the “triumphal arch”
(figs.70,86,120), positing a parallel with the grand, free-standing sculptural
arches erected to commemorate conspicuous imperial triumphs, the arches of
Titus or of Septimius Severus in the Roman Forum, for instance.2* When
Christian architects experimented with domed buildings, round and polygo-
nal, these we are told are reflections of reception halls or triclinia within the
sacred palace of the emperor (court language called everything imperial “sa-
cred”). The central space under the dome is imagined to be reserved especially
for the encounter between the emperor and the patriarch, while the faithful
gathered in the surrounding aisles and ambulatories (fig.111).25 “It is hardly
surprising,” remarks Otto von Simson, “that an age which conceived the
monarchical sphere as a reflection of the celestial one should have visualized the
Epiphany of the Savior (as evoked by the liturgical drama) after the pattern of
the cpiphany of the emperor and that it should have designed the sacred stage on
which the manifestation of the godhead took place after the model of the
ceremonial court of the imperial palace.”2¢

The Emperor Mystique then embraces the decoration of the entire church.
The dominating apse composition of Christ among his saints is interpreted as
Christ the King holding court or issuing his imperial proclamations; the deeds
of Moses and Christ decorating the walls are read as parallels to the feats of the
emperor set out in public Roman monuments; and when the church is topped
with a dome, which is the case in a limited number of splendid Early Christian
examples, the dome is interpreted as the extension of a “cosmic” canopy that
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CuarTer ONE

hung over the emperor’s head. The imagery that decorates the dome makes it a
symbol of universal dominion, formerly of the emperor, but now of Christ.2?
The Emperor Mystique explains all.

Perhaps it is precisely this all-cncompassing character of the impenial inter-
pretation of Early Christian art that makes art historians shrink from touching
any picce of the grand jigsaw puzzle. So much seems to be explained by the
Emperor Mystique that further progress can be imagined only through the
fitting of ever smaller and more insignificant details into the alrcady well-
defined picture; it is unimaginable that the initial premise might be mistaken. In
fact, the elaborate interlocking arguments about imperial precedents and impe-
rial ideology have created a self-confirming system which pretends to accom-
modate all the evidence while actually practicing a radical exclusion. Where the
evidence presents a gap, the persuasion of the argument posits the existence of
evidence that has disappeared; on the other hand where the evidence conflicts
with the argument it is dismissed as anomalous. The theory has become the
screen for deciding the admissibility of evidence.

How THE EMPEROR MYSTIQUE came to be the controlling theory for explaining
the development of Christian imagery makes an interesting chapter in
twentieth-century intellectual history. Indeed the need to interpret Christ as an
emperor tells more about the historians involved than it does about Early Chris-
tian art. The formulation of the theory can be traced to three very bold and
original European scholars in the period between the wars: the medievalist
Ernst Kantorowicz, a German Jew of a well-to-do merchant family; the Hun-
garian archacologist Andreas Alfoldi, son of a country doctor; and art historian
André Grabar, a Russian emigré, whose senatorial family held important posts
under the last Czars. Why three men of such varied backgrounds should have
been preoccupied, on the eve of the Second World War, with the pomp and
circumstance of the Roman emperor, and should have sought to find therein the
explanation for the birth of Christian art, is a question not without bearing on
the way the twentieth century has written the history of art.

The expectation that Germany ought to produce a modern emperor-savior
underlay the thinking of the first great proponent of the Emperor Mystique,
Ernst Kantorowicz (1895—1963).28 From a wealthy family of Posen in East
Prussia (now Posnan in Poland), he followed the curriculum in classics and
history at the Kaiserin Augusta-Viktoria Gymnasium in Berlin, after which he
started studies at Berlin University. With the outbreak of war, after barely a year
at the university, he volunteered for service in a regiment of field artillery.
Wounded in the infamous Battle of Verdun, Kantorowicz, like many patriotic
Germans, was deeply distressed at the collapse of Kaiser Wilhelm II's govern-
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ment in 1918. After the war, as a student at the University of Munich, he
enlisted in the “White Battalion,” a kind of vigilante anti-Marxist movement
that gave momentum to the Hitler-Ludendorft Putsch of 1923. That his actions
contributed to the rise of Nazism Kantorowicz was to admit with regret later in
his life, when he took up the defense of academic freedom against the imposi-
tion of an oath of loyalty at the University of California in 1950.2” But in
Germany between the wars he was not privileged with foresight of what was to
come.

At Heidelberg, where he finished his university training, Kantorowicz fell
under the charm of the symbolist Stefan George. A major poct and a kind of
heroic seer, George recruited an clite of gifted young men who, he hoped,
would make come true his dream of the rebirth of a purified Germany.?” It was
in this spirit that Kantorowicz wrote his landmark study, a life of the great Holy
Roman Emperor, Frederick I (1927). An idcalized portrait of the medieval
German monarch, it carried on its frontispicce the emblem of Stefan George’s
literary journal, Blétter fiir die Kunst, namely a swastika within a wreath, soon to
become the emblem of National Socialism.3! The book had an enormous suc-
cess, running through three cditions with a record-breaking 10,000 copies.
Kantorowicz was an instant celebrity. He was appointed in 1930 as Hon-
orarprofessor at the University of Frankfurt and in 1932 to a full professorship.
The glory, however, was as brief as it was sudden. Asa Jew he had to refuse the
1934 oath of allegiance to Hitler and resign his post. He lingered in Berlin until
the horrors of Kristallnacht, the gth of November, 1938, when he was forced to
flee to England. After his tenure at the University of California he spent his last
years at the Institute for Advanced Study in Princeton.

Though he disavowed art historical expertise, Kantorowicz constantly
turned to artistic monuments for his historical evidence, and art historians in
turn have relicd heavily on his his studics of medieval kingship.32 A parallclism
of Christ and emperor underlies all of Kantorowicz’ discussions of kingship. A
grand continuity in monarchic traditions was a basic assumption: medieval
imperial practice and imagery were believed to be continuous with those of Late
Antiquity, and Early Christian art was interpreted as the link between the two.

Equally fundamental for the development of the Emperor Mystique was
the contribution of Andreas Alfoldi. Born in Budapest in 1895, Alfoldi had to
go to work at age fifteen, after his father’s death.33 In World War I he served four
long years in the Austro-Hungarian army on the eastern front. Wounded in
combat with the Cossacks, he spent his convalescence writing his dissertation.
After the war he held posts at the Hungarian National Museum and the Univer-
sity of Debrecen and was finally appointed to the chair of Ancient History and
Archaeology of the Hungarian territory at the University of Budapest, where
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he remained until 1947. Like Kantorowicz he spent the last phase of his carcer at
the Institute for Advanced Study in Princeton, until his death in 1981.

An ardent patriot, Alfoldi always deeply regretted the fall of the Hapsburg
Empire. It is significant that, while the great nincteenth-century Classicist The-
odor Mommsen was personally involved with the contemporary liberal de-
mocracy movement in Germany and focused his scholarship on Roman history
of the period of the Republic, Alféldi focused rather on the period of the
Empire, which he regarded as the culmination of Ancient History.** For Al-
foldi, Caesar was a benevolent monarch, a savior answering the yearnings of the
masses too long oppressed by the aristocracy of the Republic. Coin imagery
expressing the messianic expectations of Vergil’s Fourth Eclogue is the theme of
an article of 1930.35 If Kantorowicz set the stage for the drama of the Emperor
Mystique, Alfoldi did the costumes. In a pair of brilliant studies of imperial
ceremonial and imperial insignia Alfoldi followed the growth of the external
trappings that surrounded the sacred person of the emperor, tracing what he
thought was a continuity from Roman practices through Byzantine.?¢ These
two articles are works of extraordinary thoroughness and are among the most
cited in the entire literature on Early Christian art. However, in the world of
German scholarship to which he belonged Alféldi’s contributions had an un-
mistakable political ring. On the eve of the Second World War he was writing
about “Germania” as a personification of military virtue in Roman art.3’

The third scholar to share this grand vision became the most eloquent
spokesman for the Emperor Mystique.3® Born in Kiev in 1896, André Grabar’s
father was President of the High Tribunal in Kiev and then counsellor of the
Court of Appeals in Petrograd (St. Petersburg), while his mother was daughter
and granddaughter of generals who had served Czars Alexander I and II. In the
First World War Grabar saw service as a medic in the Austrian campaign before
being excused for reasons of health. Thereupon he resumed his studies in Pe-
trograd, where the czar’s government was rapidly disintegrating, until over-
taken by the tumultuous Bolshevik Revolution. Flecing to Odessa, he managed
to complete his degree during the anarchy of Russia’s civil war. In January of
1920 he and his mother were among the last to escape Odessa as the Red Army
took control of that city.

After a brief residence in Sofia, Bulgaria, Grabar found a post at the Uni-
versity of Strasbourg where he prepared his decisive work on the emperor in
Byzantine art, basically a continuation of the research of Alféldi, to be pub-
lished in 1936.3% The following year Grabar was chosen to succeed the distin-
guished art historian Gabriel Millet at the Ecole des Hautes Etudes in Paris.
After the Second World War, in 1946, he was appointed to the prestigious chair
of Byzantine art at the Collége de France, and during the next fifteen years
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Grabar was invited nine times for prolonged stays at the Dumbarton Oaks
Center for Byzantine Studies in Washington, D.C., where his international
contacts multiplied his impact on the field. His study of the emperor laid down
the basic premises of an approach that he pursued in a flood of subsequent books
and articles, but his theory found its fullest expression in a set of lectures that he
delivered at the National Gallery of Art in Washington in 1961, subsequently
published as Christian Iconography, A Study of Its Origins.*® This is a comprehen-
sive study of the initial development of Christian imagery, and as such it stands
alone in the field.

If there is a single common thread uniting the life and work of these three
great scholars, it is nostalgia for lost empire. The three imperial states in which
they were raised, and which they fought valiantly to defend, they saw crumble
ignominiously in the horrible chaos of the First World War and its conse-
quences. The glory of the czars, the might of the Prussian and Austro-
Hungarian emperors, could never be restored. Accordingly Kantorowicz, Al-
foldi, and Grabar turned their scholarly energies to the great emperors of
history—to Julius Caesar, Constantine, Frederick Hohenstaufen, or the em-
perors of Byzantium. These still remained, and to their defense one could
devote one’s loyal energies without fear of disappointment. When they under-
took this theme, moreover, it held more than antiquarian interest. In the trou-
bled years between the wars scholars of the political right felt they had some-
thing to say to their contemporaries. A call to greatness in the model of past
imperial accomplishments is implicit in their scholarship. After the Second
World War the political point of their message was somewhat less urgent, but
the brutal and vulgar Communist alternative could be seen as demonstrating the
basic correctness of their thinking.

Their voices were not alone. Around the three promulgators of the theory a
second phalanx soon formed, developing other aspects of the Emperor Mys-
tique. What is amazing is the close harmony of views among men of such
diverse background. Sometimes expressly dependent on the work of the three,
sometimes 'taking fresh intiative, they found agreement in their investigations
concerning the imperial inspiration of Early Christian art.

The Norwegian classicist H.P. L’Orange looked at the evolution, or what
he called the “devolution,” of portraiture in Late Antiquity in which individual
features were gradually lost and the emperor was made over into a stereotypical
“saint.”#! On the other hand Friederich Gerke, who exchanged a career as a
Lutheran theologian for a professorship in art history and founded the Art
History Institute of the University of Mainz, studied the image of Christ on
sarcophagi and saw a gradual tendency to make Christ over into the likeness of
the emperor.42 Gerke made no secret of his allegiances: his work on Christ in
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Late Antique sculpture bears a dedication to the professed Nazi art historian
Hans G. Sedlmayr on the date of April 20, 1939—that s, the fiftieth birthday of
Adolph Hitler. Meanwhile Catholic priest Johannes Kollwitz of the University
of Freibourg im Breisgau was systematically collecting all the texts of Early
Christian times that allude to the kingship of Christ, which he published in a
Catholic theological periodical.*?

While the preponderance of this work initially was done in Germany, or by
German scholars, after the war the Emperor Mystique became an international
intellectual phenomenon. Ease of communication allowed the three original
promulgators to pool their energies, and in 1950, at the first symposium spon-
sored by Dumbarton Oaks, Grabar brought Alféldi and Kantorowicz together
to share their research on the theme of the Byzantine emperor. Joining them in
presenting papers were H.P. L’Orange, from the University of Oslo, Francis
Dvornik, the historian of Byzantine kingship, and Paul A. Underwood, the
director of Dumbarton Oaks. The program for April 27-29, 1950, was exclu-
sively concerned with the Byzantine emperor: André Grabar, “The Emperor
and the Palace: Introduction”; Francis Dvornik, “Origins of Byzantine Ideas on
Kingship”; Ernst H. Kantorowicz, “Synthronos: God and King as Throne-
sharers”; Hans P. L'Orange, “The Origin of Byzantine Imperial and Religious
Portraiture”; Andreas Alfoldi, “The Canopy over the Byzantine Imperial
Throne and its Origins”; Kantorowicz, “Epiphany and Byzantine Corona-
tion”; L'Orange, “Iconography of Cosmic Kingship in Persia, Rome and By-
zantium”; Paul A. Underwood, “Problems in the Topography and Architec-
ture of the Great Palace of the Emperors”; Grabar, “The Orientalization of the
Byzantine Court and its Art.” L’Orange’s lectures presented the first stages of
his work on “Cosmic Kingship,” to appear in book form in 1953.+* Catholic
priest Dvornik offered a chapter from his life’s magnum opus on Byzantine
political thought.+>

The Dumbarton Oaks symposium defined the direction American schol-
arship was taking. Unlike most Jewish refugees from Hitler, the aristocratic
Otto von Simson, after spending the forties at the University of Chicago,
eventually returned to Germany to take a position at the Freie Universitit,
Berlin. But it was during his stay in the United States that von Simson published
his widely read Sacred Fortress, which frankly relied on the research of Grabar.
This very provocative work attempted to explain the building and mosaic
programs of Ravenna in the period of Justinian by appealing to a masterplan of
imperial statecraft formulated in Constantinople.#*¢ On the other hand Karl
Lehmann-Hartleben, who was one of Germany’s leading Classical archaeolo-
gist when he fled Hitler’s regime in 1933, seems to have worked independently
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of the core group. Taking up his residence at New York University, he worked
during the war on the cosmic and imperial implications of dome decoration,
publishing his results in an article of 1945.%7 It was his only venture into Early
Christian studies, but it was frequently cited, perhaps because it fit so ncatly the
expectations raised by the Emperor Mystique.

In this fashion the “Kaisermystik” was internationalized. It has remained
unchallenged. As if by silent conspiracy, art historians have agreed not to ques-
tion the theory formulated in the 1930s. The imperial structure of Christian
imagery is a dogma too sacred to tamper with. Incorporated into handbooks of
art history in English, French, and Italian, as well as German, it still represents
the prevailing opinion on the rise of Christian art. 48

It is my belicf, however, that the whole of Early Christian art needs to be
re-assessed in a most fundamental way. This is a task for an army of historians
and well beyond the scope of this cssay. It might be useful, however, to look at a
sclect number of themes that pose critical test cases for the application of the
Emperor Mystique. In one instance after another 1t seems to me that we have
been calling motifs “imperial” where imperial insignia are in fact totally
lacking.

This raises the question of what would happen if the superstructure of
“Kaiser-kult” were removed. This 1s, to my mind, the real problem facing the
study of Early Christian art. If Christ is not the emperor, who is he? In whose
voice do these images speak? If their power is not a latent imperial authority,
what is it? The question of power is critical during this war of images. One
might put it in quasi-Darwinian terms of the survival of the fittest and most
cffective images. Why is it these images carried such assertive inner energy
while other images—gods and goddesses galore—were failing like dinosaurs
that had no more fight left in them?

If we were to see these early images of Christ with a fresh vision would we
find them more benign or more sinister? More intimate or more strange? What
do they really look like? The answer is not simple or univocal. Earlier in this
century scriptural scholarship was tortured with the quest for the “historical”
Jesus, an enterprise that verged on reducing him to the product of wishful
thinking on the part of his first disciples. Since Christ wrote nothing himself,
the historian is necessarily limited to sifting through the distorted impressions
ofacircle of people who were very deeply affected by their experience of him.49
The Christ of Early Christian art is quite as elusive as the “historical” Jesus. As
in the written sources, so in the visual monuments Christ has many guises,
depending on who is visualizing him. We are faced, then, with the difficult task
of understanding as far as possible the impression Christ made on people when
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they, for the first time, were secking to represent him. Hitherto he had existed
only in the hearts of believers, n the visions of mystics, in the words of
preachers; now he was to have a life in stone and paint. This period, from the
mid-third century to the mid-sixth, was decisive; something radically new
came into existence that had not been there before. Itis important for the history
of all subsequent Christian art that we read these beginnings carcfully.




CHAPTER TWO

The Chariot and the Donkey

ONSTANTINE is onc of a handful of figures who for better or worse have

unalterably affected the course of human history.! Few rulers have had

a parallcl opportunity: the chance to see new possibilities in an aging,
corrupt empire and make way for the emergence of a radically new social order.
Constantine could hardly have foreseen what shape the new order would ulti-
matcly take; he could sce, however, the structure of the Church that was already
in place and quite visible, with its cohesive communities organized under
bishops, priests, and dcacons, its encrgetic socicties for the upkeep of the poor,
and its strong financial system. Historian Peter Brown has remarked how, after
the barbarian raids of 254 and 256, the Christian communities of Rome and
Carthage sent large sums of money to ransom captives, a responsibility that the
Roman government was not able to assume; to be a Christian was already a
better insurance policy than was Roman citizenship.?

Constantine’s enlistment on the side of Christianity did not make the
Church the “established” religion, nor did it undermine the entrenched position
of the pagan aristocracy of the Empire. However, it did entail a sudden new
prominence for the Church and the immediate involvement of skillful bishops
in affairs of state. Constantine elevated bishops to the rank of praetors, or
magistrates, creating an alternate juridical system in one stroke, and he gave
them free transportation on the imperial post. Moreover, Constantine himself
took an active interest in the building projects of the Church, erecting and
endowing at imperial expense such grand monuments as the Lateran Cathedral
and the “Old” St. Peter’s in Rome and the Church of the Holy Sepulchre in
Jerusalem. Constantine is even said to have decorated the sanctuary of the
Lateran with images of Christ and the apostles, which unhappily have not
survived. The impact of Constantine as a patron on the evolution of Christian
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art was, therefore, quite considerable. How this affected the development of the
image-language is another question.

In the carly fourth century Christians were expanding their repertoire of
succinct, unconnected images, adding new scenes of Christ’s miraculous cures.
Alongside these “staccato” images, however, several more ambitious 1mages
were now introduced, composed of larger groups of figures along with indica-
tions of the setting in which events took place. Generally these new images were
placed side by side with the older staccato images, disregarding programmatic
or chronological connections, although occasionally two or three images were
purposefully linked together to make a more complex statcment. Among the
new subjects are the Adoration of the Magi (figs.61-63), the Entry of Christ
into Jerusalem (fig.10), and Christ’s Ascension (fig.21).

This development marks the transition to which Grabar rightly attached so
much importance; now Christian art was struggling to enunciate a more com-
plex and nuanced message. The question is, what is the message? In all three of
these images Grabar, and many subsequent art historians, have read imperial
implications. Because these subjects seem to appear after Constantine’s conver-
sion (though the dating of the earliest such images is problematic), they are
attributed to his influence. For the Entry of Christ into Jerusalem a very specific
imperial connection has even been suggested, namely Constantine’s own tri-
umphant entrance into Rome in 312 immediately following his miraculous
victory under the emblem of the cross-monogram of Christ. The German art
historian Erich Dinkler imagined that in seeing Constantine enter the cty,
Christians would have associated his arrival with the arrival of the Christian
faith; as a symbol for this novel experience they invented the new image of the
Entry.3 The Entry, then, is from many points of view a critical litmus for the
Emperor Mystique theory.

The explosive reception of Christ only days before his trial and execution is
a subject laden with dramatic possibilities, and its commemoration on Palm
Sunday is still one of the most popular dates in the Christian calendar, perhaps
because it gives people a rare chance for play-acting. In denominations closer to
Catholic traditions people parade about the church carrying palm fronds and
singing, welcoming their pastor as if receiving Christ into Jerusalem. Equally
popular is the artistic theme of Christ’s Entry, which since its introduction in
the fourth century has been repeated thousands of times.

A long series of art historians have alleged a derivation from imperial
imagery for the Entry.# Indeed, this notion is now so widely accepted that no
one can refer to images of the Entry, whether in Early Christian or in any
subsequent period of art, without buzzing the word adventus. Invoking this
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technical term is like humming the first bars of Beethoven’s Eroica, it carrics
such a load of triumphal associations.

The adventus is the imperial ceremonial “par excellence,” as a recent author
has called it, the ceremonial that more than any other involved the public
presentation of the emperor to his subjects.> A parade ceremony in which the
Roman emperor was received on state visits to the great cities of his empire, the
adventus presents a superficial analogy, it must be admitted, with Christ’s Entry.
In both instances a person was being received at the gates of a city. The Emperor
Mystique argument, however, cannot be sustained on so vague an analogy, for
in fact any distinguished citizen could be accorded an honorary reception when
arriving at a city; it is not a peculiarly imperial happening.

For example, the story is told that on approaching Antioch, Cato the
Younger saw a great crowd lined up on either side of the road outside the gate,
“in one group young men with military cloaks and in another boys with gala
robes, while some had white raiment and crowns, being priests or magistrates.”
The sight upset him at first because, being a modest man, he had expressly
forbidden any display in his reception. Then he realized the reception was for a
freedman of Pompey, one Demetrius.® In Late Antiquity, moreover, the recep-
tion of the nobleman at his estate was represented with increased frequency in
art. The mere fact that Christ is received with some ceremony is not enough to
justify an imperial reading of the subject. We must ask precisely what elements
in the representation of Christ’s Entry were borrowed from images of the
imperial adventus, a question art historians have failed to investigate.

The emperor’s adventus is a well documented ceremony. Unlike the present
pope, the emperor did not begin his visits by humbly and ostentatiously kissing
the ground. The emperor presented himself as the indomitable, ever-victorious
commander-in-chief of the armed forces. On a relief on the Arch of Galerius in
Thessalonica erected in A.D. 300, the Emperor Galerius appears larger than life
seated in his horse-drawn chariot (fig.8). He wears military dress—the knee-
length soldier’s tunic for ease of movement, over which is thrown a semicircular
cloak or chlamys fastened on his right shoulder, and boots. Banners fly over-
head and the cavalry swirl around him carrying shields and spears. The parade is
shown leaving one city on the left and arriving at another, Thessalonica, on the
right, where the civilian population, issuing from the gate, cheer his arrival
waving torches (barely visible due to the deterioration of the relief). Returning
victorious from his Persian campaigns in 299, Galerius arranged that the city of
his residence should celebrate his triumphant arrival and he had the celebration
carved in stone so no one would forget it.

Emperors also commemorated their adventus by issuing gold coins to
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8. The Emperor’s Adventus, Arch of Galerius, Thessalonica, 300

9. Adventus of Constantius Chlorus on gold coin, 296—298

which art historians often turn for adventus imagery (fig.9). The coins, however,
make no attempt to represent the actual ceremony but offer various symbols of
the emperor’s arrival. Instead of riding in his parade chariot, the emperor ap-
pears simply as a warrior, on foot or riding a horse, with spear and shield in
hand: instead of his army, a Victory might accompany him with a crown or a
palm branch in hand; instead of the citizenry, a personification of the city might
appear. This is a symbolic short-hand intended to commemorate but not to
portray the historical event.”

Both the parade event itself and the art that represented it were products of
a powerful propaganda machine that defined both the emperor’s role and how
people were to react to him. Galerius’ adventus must have had some of the
chilling effect of an old-fashioned missile parade in Red Square. This is the kind
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of reaction Ammianus Marcellinus described when he witnessed Constantius
I’s adventus in Rome 1n 357.

The emperor, according to the contemporary hisrorian, entered Rome in a
battle array so ostentatious one might think he was trying to overawe the
Persians with his show of arms. First came marching infantry, with shields and
crested helmets; then came the cavalry “all masked, furnished with protecting
breastplates and girt with armor belts, so that you might have supposed them
statues polished by the hand of Praxiteles.” Then there came standard-bearers
on either side carrying banners stiftened with gold and dragons “woven out of
purple thread and bound to the tops of spears, with wide mouths open to the
breeze and hence hissing as if roused by anger, and leaving their tails winding in
the wind.” Finally the emperor himself appeared, seated in a golden chariot,
clothed in a “resplendent blaze of shimmering precious stones.” Although peo-
ple shouted salutations that made the hills ring, the emperor never moved a
finger to acknowledge them, but “as if his neck were in a vice, he kept the gaze
of his eyes straight ahead, appearing like a statue rather than a man.”® The
adventus was a military parade designed to strike fear and awe into the hearts of
the bystanders.

The imagery of Christ’s Entry belongs to a totally different world, and
there was not the slightest chance that contemporary spectators would have
confused them. Two separate versions of the Entry appeared in the fourth
century, a Roman and an eastern version. The first developed in the sculpture of
Roman sarcophagi, the second in sculpture in Egypt and later in manuscript
llumination in Palestine. The Roman version subsequently became the basis of
representations of the Entry in the medieval West, while the eastern version
became the standard format in Byzantine art. Each has something striking to
say about how the Christians of the early centuries wanted to see their Savior.

At last count twenty-eight Roman sarcophagi were known to carry images
of the Entry of Christ into Jerusalem.? A particulary fine example in the Museo
Nazionale delle Terme, Rome, has recently been cleaned and may stand for the
group (figs.10-12). It belongs to the second quarter of the fourth century,
immediately after Constantine’s assumption of power. The action moves from
left to right and it involves six figures, three of them apostles. The apostles are
individualized by distinctions in hair, beard, and age: the one immediately
behind Christ is given the receding hairline and beard characteristic of Paul,
although historically Paul was not a witness to any of the events of the life of
Christ; the one who precedes the party on the right has Peter’s bushier hair, and
like Paul carries the scroll of a man of learning.

Christ 1s distinguished from his apostles by his youth; he has smooth
plump cheeks and a full mane of gentle curls falling forward over his forehead.
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10. Sarcophagus with Entry of Christ into Jerusalem and Miracle Scenes (Cana; Cure of the
Paralytic; Peter Striking Water), c. 325, Museo Nazionale delle Terme, Rome

Like his colleagues, Christ dresses in tunic and pallium, his right arm enclosed
in the sling of the pallium the way a philosopher traditionally wore the garment,
and his hand gestures in speech or blessing. In his left hand he holds not a
scroll—the scroll is usually held erect—Dbut a rod or wand that has been broken
off; the break is visible where it touched the head of the ass (fig. 11). The humble
beast of burden is shown at reduced scale, plodding along with head down and
with her foal under her belly. Consistent with Mt. 21: 7, a garment covers the
ass’s back; a diminutive man spreads another in front of her and overhead
another little man clambers in an olive tree, pulling at its branches. These two
men, dressed in short tunics, represent the crowd of common people: “Most of
the crowd spread their garments on the road, and others cut branches from the
trees and spread them on the road” (Mt 21:8).10 That’s all there is to the image.
Curiously enough, the portal of the city is not shown, though it would make a
natural part of the story. Of the the twenty-eight sarcophagi with the Entry the
gates of Jerusalem appear only on three, and then rather accidentally, in that the
whole relief was given an arcaded background.!!

One searches in vain for a single element that might have required the
sculptor to have recourse to borrowings from imperial imagery. Neither char-
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11. Entry of Christ into Jerusalem, detail of sarcophagus of ¢. 325, Museo Nazionale delle Terme, Rome

iots, nor horses, nor armor, nor weapons, nor banners, nor any of the trappings
of the emperor’s parade figure in the Entry into Jerusalem. In the stratified
world of Late Antiquity, dress was a most important index of status, and the
casiest way to make imperial claims for Christ would have been to give him
some article of imperial dress; it i1s therefore significant that Christ and his
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companions wear the civilian attire of tunic and pallium. The asiine nature of
Christ’s transport is emphasized in the images by the small stature, large head,
and huge cars of the beast. Morcover, the trees and the figures in or beneath
them, so prominent a part of the image, never occur in the adventus imagery.

Palm branches can be associated with imperial triumphs, but there were
other more common uses. In the hippodrome, a palm branch was the prize of
the victor, and in Greek worship the “carrying and waving of branches is found
with great frequency at festivals of the gods.”!2 Morcover, in the Jewish tradi-
tion, in which after all the story of the Entry is firmly embedded, branches were
commonly used in religious rituals of purification. According to modern bibli-
cal scholarship the circumstances of Christ’s Entry into Jerusalem, particularly
the prophetic verses recited by the crowd (Mk 11:9), fit the cclebration of the
Jewish feasts of Tabernacles or of Dedication, at both of which ceremonies
branches were carried in procession.'3 The fact that the Jewish crowd carried
branches had nothing to do with the emperor cult.

Neither does the spreading of garments before Christ derive from Roman
imperial traditions, but rather from oriental traditions of hospitality. Aeschylus
was alluding to this when he made Agamemnon tread upon the purple that
Clytemnestra had spread for him.'* But the closest precedent for the Gospel
story is the account of the hasty reception given Jehu (2 Kgs 9:13); when his men
heard that the prophet had anointed him king and they spread their cloaks on the
bare steps before him. It is an unusual and spontaneous gesture with no known
precedent in imperial ceremonial.

If the Entry does not spring from imperial sources where does it come
from? If Christ is not playing emperor, what role is he assuming in thesc
images? The answer requires some understanding of the tradition of sarcoph-
agus cutting in Rome.

Sarcophagus sculpture was a conservative art practiced within the parame-
ters of an established repertory of subjects.!5 It was an art with a long pagan
history under the Empire before Christian patrons began coming to the work-
shops and asking for subjects more consistent with their beliefs. Confronted
with such novel demands, the sculptors at first reviewed the kinds of images
with which they were familiar to find motifs that could be adapted to the new
purpose with the least trouble. The result was often a certain stretching or
twisting of the biblical subject as it was fitted to the pre-existing framework of
imagery designed for Roman mythology.

The image of Jonah resting under his vine is an instructive example of this
process, since it was pointed out almost a century ago that Jonah’s languid,
naked figure—hardly the picture of a dour and gloomy prophet—is an adapta-
tion of Endymion waiting for the arrival of his lover Selene, the moon goddess
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12. Paul and Christ, detail of sarcophagus of c. 325, Museo Nazionale delle Terme, Rome

(figs.13&14).'® Endymion was a favorite motif for Roman sarcophagi. The
mythical youth, having been cursed with the mixed blessing of eternal youth
and perpetual sleep, was visited nightly by Selene who made love with him and
bore him forty children. Endymion was therefore a type of happy repose appro-
priate for sarcophagi, if you consider making love while asleep happiness.
When the figure of Endymion was re-employed to tell the Jonah story an
interesting transformation took place, for the image could hardly shake off all of
its original associations. In the biblical story Jonah’s repose under his vine was
scarcely happy; after he preached the imminent destruction of Nineveh, the
Ninevites surprised him by repenting, and the Lord relented and spared their
city. Feeling he had lost face, Jonah went off to sulk and curse his lot (Jon 4).
Having chosen the figure of Endymion to represent Jonah in this moment, the
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13. The Repose of Jonah, on a sarcophagus from Santa Maria Antiqua, Rome, end of
third century

14. The Repose of Endymion, on a Roman sarcophagus, second century, The Metro-
politan Museum of Art, New York
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sculptor transtormed the story and made the prophet’s rest into a metaphor of
the repose ot the blessed. Suddenly the story of Jonah’s frustration was turned
nto a story of full physical satisfaction, not necessarily implying that Christians
should expect sex after death, but clearly implying the Christian belief in the
resurrection of the body and 1ts incorrupt beatitude after death. That, after all,
was the Christians’ reason for burying their dead intact instead of cremating
them.

When he was required to introduce a new Christian subject, the pre-
existing supply of images at the sculptor’s disposal restricted his flexibility. The
Christian subject had to be bent somewhat to fit what the artist was familiar
with and this bending in turn suggested new ways of interpreting the new
subject.

Something like this happened when Christian patrons began ordering sar-
cophagi bearing the Entry of Christ into Jerusalem. If the adventus of the Em-
peror had been part of his pagan sarcophagus repertory, perhaps the sculptor
would have been tempted to rework it into the Entry; but in fact the adventus
never occurred on Roman sarcophagi. The nearcst motif the sculptor had was
the image of the Roman nobleman going to the hunt, a common subject for
sarcophagi with biographical themes. The Entry images contain a number of
clues to this earlier history, and one of them is a little, dog-like animal that runs
along between the legs of the ass. This, of course, is meant to be a foal, for
Matthew said that the disciples had fetched an ass with a foal, and that Christ
actually rode on both (Mt 21:2 and 7). But the creature on the sarcophagiisnota
spindly-legged foal. Hardly rideable, his belly hugs the ground and he runs
along sniffing in the dirt like a hunting dog, because in fact the composition of
Christ on ass with foal beneath is derived from a composition of a hunter on
horseback with his dog beneath (figs.10&15).

The tree and its climber is another clue to the pre-existing imagery from
'which the Entry was formed. Strangely enough, although this motif'is invaria-
bly a part of the Entry imagery, no one bothers asking about its origin. The
exception is Erich Dinkler who suggested that the figure in the tree came from
images of the nymph Daphne’s transformation into a laurel tree.!” But the
Daphne story does not occur in the sarcophagus repertory of imagery, and
besides the Entry shows a man, not a woman, in the tree.

On the other hand, men or putti climbing trees are commonplace in pagan
Roman sarcophagi in scenes of the harvest, and this clearly is the image that the
sculptor was re-working for the Christian scene. A lovely, albeit damaged,
example in Berlin’s Bode Museum presents a composition strikingly similar to
the Entry (fig.15).18 The sarcophagus belongs to a biographical type, and it
contains four vignettes reading from left to right. In the first the deceased
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15. Gentleman’s Homecoming, on a biographical sarcophagus, carly fourth century, Berlin

appears as a philosopher reading from a scroll; in the second the harvest of
grapes on his estate is shown; in the third the deceased appears again, now riding
to or from the hunt, a dog beneath his horse; and in the last putti are seen
climbing in trees to harvest olives. The olive tree is significant, for the Gospel
identifies only palm trees in connection with the Entry (Jn 12:13), but the
representations of the event on sarcophagi show only olives trees. This, like the
doggy foal, is an accident of the source images, for men climbing palm trees is
again a motif foreign to the sarcophagus vocabulary.!'” But working from im-
ages of the nobleman going hunting and the harvest of olives on his country
estate, the sculptor had ready at hand the basic ingredients which with a little
reworking could make a very presentable composition of the Entry of Christ
into Jerusalem.

The Roman version of the Entry seems to owe its origins, then, not to
images of the emperor and his military parade but to images of Roman aristoc-
racy who saw Christ as one of their own; the associations were not imperial but
gentlemanly. Indeed, someone ignorant of the Gospel story might at first glance
read the image simply as a landed gentleman riding out to view his olive groves.
It should be noted that the landed gentry of the Late Roman empire did in fact
celebrate their own private adventus ceremonies; their happy homecomings with
domestic staff to greet them became a relatively common subject in Late An-
tique art (fig.16).2¢

The connection that emerges between representations of the Roman noble-
man and the imagery of Christ suggests that Christians saw in Christ someone
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quite different from their emperor. If we return to our question about the power
of Early Christian images, we must entertain the possibility that the power of
this particular image derives not from intimations of imperial adventus, but from
associations much closer to the social group for whom the sarcophagi were
made. After all, the patrons who commissioned these expensive, carved sar-
cophagi, and who paid the bill to ship so many tons of stone in which to be
buried with their loved ones, were themselves members of the upper classes of
society. They were aristocracy, rural landlords, and people tied to commerce. 2!

Their portraits speak eloquently of their social aspirations. In the carly
fourth century a gentleman named Eustorgios had his whole family represented
in his painted tomb outside of Thessalonica (tig.17).22 His purple cloak, or
chlamys, reaches his ankles and is decorated with segmenta (panels) of rich em-
broidery, a mark of rank in the civil aristocracy of the city; his wife in a full-
sleeved tunic wears pearls both in her hair and around her neck. The mid-
fourth-century couple on the sarcophagus from Arles appear in the dress of the
leisure class, the wife wearing jewelry, the husband in the traditional toga,
holding the scroll of a man of learning (fig.18). On the “Traditio Legis” sar-
cophagus from Ravenna at the end of the century, the gentleman on the left
wears a cloak over a knee-length tunic; his wife has a tunic that reaches the
ground and a paenula (fig.98).23 In Constantinople in the middle of the fifth
century another family portrait was recently found in a tomb of the Silivri Kapi

16. Gentleman’s Homecoming, on a floor mosaic from the Villa of Dominus Iulius, Carthage,
late fourth century
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18. Portraits of the Deceased and Family, from a sarcophagus from Trinquetaille, c. 340, in
the Musée Réattu, Arles

(fig.19).2* Why should we be surprised if people of this class imagined Christ tc
be one of their own?

Christ as gentleman, of course, is not strictly consonant with the Gospel
picture of Christ, any more than the sensuous, nude Endymion image is faithful
to the biblical story of the angry Jonah. The Christ of the Gospel was working
class, a carpenter and the son of a carpenter, and the Gospels say that people who
knew his family resented it strongly when they found an ordinary workman

17. (facing) Portraits of the Deceased and Family, in the Eustorgios Tomb, Thessalonica,
fourth century
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19. Portraits of the Deceased and Family, from a sarcophagus in the Silivri Kapi tomb, Istanbul,
mid-fifth century

presuming to teach in synagogues (Mt 13:54—57; Mk 6:1—4). In the Entry,
however, although Christ rides on working-class transport, the long tunics and
palliums of Christ and his apostles distinguish them quite clearly from the
ordinary working class people who come to greet the procession; the lower
class wear short tunics without pallium (fig.10).

To a Roman this all would have made perfect sense: Christ was a philoso-
pher and philosophers were gentlemen.?> Philosophers, moreover, wielded
considerable power and influence in the late Roman Empire, enjoying a status
very difterent from, say, the scrufty American professor whose political impor-
tance 1s generally marginal. In the Late Antique world the philosopher was
committed to an “otherworldly” teaching, but he was a person whose wealth
made it possible for him to pursue a life of renunciation marked by periods of
retirement—on his country estates. He was “vested with an aura of authority”
that allowed him to play an effective mentor role in the affairs of state in the
fourth and fifth centuries.

Clearly it is in a pacific, non-imperial guise that Christ is presented to us on
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the Terme sarcophagus. His garb of long tunic, with his arm caught in the sling
of his pallium, identifics him as a philosopher, and indeed this is how the Early
Christian apologists from Justin to Augustine regarded him. But the philoso-
pher’s role leaves other aspects of the image unexplained. The Late Antique
philosopher cultivated a rugged, bearded look quite different from the soft,
long-haired Christ on the sarcophagus. And while Christ often carries the
philosopher’s scroll of learning, on the Terme sarcophagus he carries a wand.
These are details, but they cannot be safely bypassed in interpreting the image.
Further, why the Entry should have been introduced at this point in the devel-
opment of Christian art remains unanswered.

THE SECOND VERSION of the Entry, the Eastern version, takes us even further
from imperial models, and it may begin to shed light on some of the other
cnigmas of Christ’s identity. The stages in the development of East Christian
imagery are obscure, for the remains are very fragmentary. From ancient de-
scriptions we gather that the cities of Syria, Palestine, and Egypt were once as
rich in Christian art as Rome, but the absorption of all these lands into the
Muslim world in the seventh century virtually wiped the slate clean. There
survive only a half dozen scattered instances of the Entry: two in reliefs from
Egypt in the fourth and sixth century, two on ivory book covers of the fifth
century, and two in manuscripts from Palestine and Syria in the sixth. The
imagery is quite independent from the Roman sarcophagi we have been look-
ing at.

The carliest Eastern instance of the Entry is the late fourth-century wooden
lintel from the Church of the Virgin, Cairo, now in the Coptic Museum
(fig.20).2¢ The emphasis in this Entry is on the people who came to greet Christ.
Against a colonnaded backdrop representing Jerusalem, seven figures hasten
toward Christ with great excitement, and one of them waves a palm branch. A
sccond Egyptian relicf, from around 500, shows an Entry with angecls rather
than apostles (fig.22).27 One angel holds the ass’s bridle, while another supports
Christ’s blessing right arm, calling attention to this gesture.

The enthusiastic crowd is also prominent in the ivory carvings of the
subject on two book covers that probably came from the castern Mediterra-
ncan. One is the St. Lupicin ivory in the Biblioth¢que Nationale, Paris (fig.23),
and the other is the Ejmiatsin cover in Yerevan, Armenia.28 On both Christ
carries a little cross and is followed by a crowd waving palm branches, while at
the right a woman personifying the city of Jerusalem holds a cornucopia.

The manuscript illuminations of the Entry occur in the Rossano Gospel,
believed to have come from sixth-century Palestine, and in the Rabbula Gospel
of 586 from Syria.2? The Rossano image, which is the starting point for the later
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20. Entry of Christ into Jerusalem, from the wooden lintel of Church of the Virgin (Al-Mouallaka), late
fourth century, Coptic Museum, Cairo

y 21. The Ascension, from the wooden lintel of the Church of the Virgin (Al-Mouillaka), late fourth
century, Coptic Museum, Cairo
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22. The Entry of Christ with Angels, relief of the sixth century, Berlin

Byzantine tradition of the subject, enlarges the crowd further (fig.24). Men
carry palm branches, children run after them in a group, and city dwellers lean
from their windows to see what is happening. In the Rabbula the crowd has
been cut in half in a later rebinding of the book.

The one thing that these six images have in common is Christ’s side-saddle
posc,[a motif that became standard in Byzantine art. All scholars who study
Entry imagery distinguish the Eastern from the Western type by this difference
in how Christ rides.30 Yet, however often it is noticed, the meaning of the side-
saddle pose is unexplored, as if it were merely a detail of antiquarian lore
without consequence for the message of the image. In fact, it is this motif that
serves most effectively to advertise the anti-imperial role of Christ, for no

emperor ever rode side-saddle. In antiquity, as in modern times, it is pre-
| r ; . % =
eminently a woman’s way of mounting a beast, called the “selle de femme” in
French. Nor is it possible to wield a weapon riding side-saddle; it is the ultimate
non-military pose. This is the way Jacob’s wives ride in the sixth-century
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24. Entry of Christ into Jerusalem, detail of fol. 2 of the Rossano Gospels, sixth century

Vienna Genesis, also from Palestine, and this is the way Mary rides, whether on
her way to Bethlehem, on the St. Lupcin ivory (fig.23), or on the Flight to
Egypt on asarcophagus fragment from Constantinople (fig.25).3! Or to turn to
Late Antique pagan precedents, the Gallic goddess of the horse, Epona, is
habitually shown riding side-saddle.32

The connotations of this pose are significant. Besides the implication that
Christ 1s assuming a feminine role, a very important observation in view of the
way he is presented in some of the other images we shall discuss, the pose
requires that we find an alternative to the Emperor Mystique interpretation.
Christ does not imitate the emperor’s adventus but celebrates an explicitly anti-
imperial arrival ceremony, and this is exactly the way the Gospel interpreted
Christ’s action. Matthew cites Zechariah’s ringing rebuke of the Jews of his day
to tell them that arrows and horses are the last thing Jerusalem will need for its
messianic triumph: “Rejoice greatly, O daughter of Zion! Shout aloud, O
daughter of Jerusalem! Lo, your king comes to you; triumphant and victorious
is he, humble in riding on an ass, on a colt the foal of an ass. I will cut off the
chariot from Ephraim and the war horse from Jerusalem; and the battle bow

23. (facing) Ivory book cover with the Life of the Virgin and the Entry into Jerusalem
(Saint-Lupicin Diptych), sixth century

43







Tuue CuarR1OT AND THE DONKEY

shall be cut oft, and he shall command peace to the nations; his domination shall
be from sca to sca, and from the River to the ends of the earth” (Zec 9:9~10; cf.
Mt 21:5). The opposition between horse of warfare and the humble, agri-
cultural ass 1s commonplace in biblical language.3? From the point of view of
the Gospel narrative, then, Christ demonstrates the uselessness of imperial
parades by doing an anti-imperial adventus seated on the least military of all
beasts, a farmer’s ass.

The lesson was not lost on the early commentators. To John Chrysostom,
ever the panegyrist of Christ’s humility, the Entry offered a most congenial
theme. Christ, he points out, was born of a poor woman in a shed, he chose
ordinary men for his disciples, he sat on the grass to eat, he possessed no home,
and he clothed himself in what was cheap. He contrasts Christ’s behavior with
that of the princes of this world; Christ makes his advent, he says, “not driving
chariots, like the rest of the kings, not demanding tributes, not thrusting men
off, and leading about guards, but displaying his great meekness even hereby.
Ask then the Jew, what king came to Jerusalem borne on an ass? Nay, he could
not mention but this alone.”34

The image of a God riding on an ass is an image of extraordinary power.
That power derives first from the Buddha-like pacifism of Christ’s pose; in
assuming the garb and teaching gesture of a Roman philosopher he asserts the
adequacy of his philosophy to move kings and kingdoms without touching a
weapon. The power of the Philosopher-God is a central theme of Early Chris-
tian art. But the power also derives from his insignificant and ridiculous mount,
the ass.

The ass, besides its status as prosaic beast of burden, carries associations in
classical art which could hardly have been avoided in its Christian use. In classi-
cal art the ass is common in Dionysiac processions, whether carrying
Hephaistus, the divine smith, on his entry to Mt. Olympus, or Silenus, Di-
onysus’ aged mentor. Both of these are drunk, and both might bear a remote
comparison with Christ in that they are figures of wisdom, albeit of a very
earthy kind.35 In addition, a mule, offspring of an ass and a horse, is the
common transport of Dionysus himself. Early Christian art is rich with Di-
onysiac associations whether in boisterous representations of agape feasting, in
the miracle of water-into-wine at Cana (figs.34,37), in vine and wine motifs
alluding to the Eucharist, and most markedly, as we will see, in the use of
Dionysiac facial traits for representations of Christ.

In the realm of Christian art, moreover, the ass has a surprising prominence

25. (facing) The Flight into Egypt, from a sarcophagus frontal of the fifth century, Istanbul
Arkcoloji Miizeleri
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26. The Sacrifice of Abraham, from the Via Latina Catacomb,
Rome, mid-fourth century

aside from its use in the Entry into Jerusalem.3¢ This is most noticeable in the
choice of Old Testament subjects in the frescoes of the catacomb of the Via
Latina in Rome. Found in 1955, this is the most recently discovered of the
Roman catacombs and therefore the best preserved.?” In the Sacrifice of
Abraham the ass, which carried the wood for the fire (presaging Christ’s carry-
ing of the wood of the cross for his own sacrifice), is accorded a register of its
own, as if it were of equal importance with the scene of the sacrifice (fig.26).
Elsewhere in the Via Latina catacomb the scene of Balaam on his ass is used
twice (fig.27). Balaam is the soothsayer of the Moabites who was called upon to
curse Israel (Nm 22—23). A man of pagan magic, he carries a wand, the way
Christ does in the Terme sarcophagus. Balaam’s ass, endowed with the gitt of
speech, recognized the angel of the Lord that blocked his way before Balaam
himself did, and Balaam was forced, against his will, to bless Israel and predict
the coming of Christ. In an adjacent scene the ass figures still again (fig.28).
Samson is shown slaying the Philistines with the primitive weapon of the

46



27. Balaam and the Ass, from the Via Latina Catacomb, Rome, mid-fourth century

28. Samson with the Jawbone of an Ass, from the Via Latina Catacomb, Rome, mid-fourth century
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jawbone of an ass to demonstrate that it 1s not the sophistication of weaponry
but the power of the Lord that brings victory (Jgs 15:14-17).

The importance of the ass has not been properly acknowleged. The wor-
ship of the ox and the ass at the Birth of Christis as common as the Adoration of
the Magiin Early Christian art (fig. 29). Isaiah’s verse, “The ox knows its owner
and the ass its master’s crib” (Is 1:3), was taken by Christians to refer to the birth
of Christ. They are gifted with the same kind of intelligence as Balaam’s ass.
The ass, too, i1s Mary’s mcans of travel, whether on her trip to Bethlechem or in
the Flight into Egypt (tig.25).

In all of these manifold appearances of the ass one detects something of the
special pleasure that Christians took in believing that Christ had led them into a
kind of looking-glass world in which all traditional values were turned inside-
out and upside-down. “I will destroy the wisdom of the wise, and the cleverness
of the clever I will thwart, the Lord says” (1 Cor 1:19; Is 29:14). The Virgin
Mary announced that the Lord had “put down the mighty from their thrones
and exalted those of low degree” (Lk 1:52); what more suitable image of this
inversion than a plodding ass carrying the salvation of the world? Symbol of
stubborn stupidity, the ass recognized the divine Logos; Balaam’s ass was
thought by Irenacus to have recognized Christ, the Divine Word himself, in the
angel that confronted him.3® The ass that looks over the crib practically kisses
the Christ child, so intimate has he become with the Word (fig.29).

The importance of the ass in Early Christian art signals a new attitude
toward the whole animal kingdom. While the classical world sometimes drew
moral lessons from animal behavior and made them act out human dramas in
Aesop’s Fables, the Christian mind saw them as somehow collaborators in the
human endeavor, both in revealing the depths of God’s mysterious plans and in
helping pcople along on the treacherous road to salvation. Thus the whole
realm of beasts and birds entered into the religious sphere. Medicval man ex-
pected to encounter a vision of Christ in the horns of a stag as readily as in any
sanctuary. On the other hand if one’s faith in the unfathomable mystery of the
Eucharist should falter, an ass might lead the way to the altar and knecl devoutly
to venerate the Sacrament, as in Donatello’s relicf in Padua (fig. 30).3°

But the story does not end here, for there is also evidence that Christians
venerated the ass. Amulets and gold glass bowls of the Early Christian period
survive carrying the ass alone, in emblematic fashion, sometimes simply labeled
“asinus” but at other times labeled “Jesus Christ” (figs.31&32).40 And, most
amazing, there are several representations of Christ with the head of an ass. A
famous graffito of around the year 200 discovered on the Palatine in Rome
shows a man worshipping a crucified, ass-headed Christ above an inscription
saying that “Alexamenos worships his god” (fig.33).4! There is disagreement
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29. The Birth of Christ, from a
sarcophagus in the Lateran, fourth
century, Musei Vaticani, Rome

30. Ass Worshipping the Blessed
Sacrament, from the High Altar of Saint
Anthony, Padua, by Donatello, c. 1450
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31. Gold glass with Ass, Musco Sacro Vaticano 32. Amulet with Ass and Foal (Inscription:
“Dominus Noster Iesus Christus Dei Filius”™),
C. 400

whether this should be taken as Alexamenos’s own protession of faith or as the
taunt of a pagan observer; but even in the second alternative it 1s still good
evidence of the central role of the ass, for the taunt would otherwise lose its
barb. Part of the background of such images is the allegation that Jews, too,
worshipped an ass.#? Tacitus, Plutarch, and Apion all witness this belief, for
which they offered various reasons such as the help wild asses gave in the desert
by leading the Israelites to water. Ultimately, the Egyptians’ identification of
both Jahweh and Jesus with Seth, an ass-headed god, may form the basis of these
associations, but this lies in a shadowy realm of speculation.*3

What is clear is that the ass was notjust incidental to the imagery but carried
a heavy load of powerful associations, all of which have been washed out in the
attempt to read the scene as if it were an imperial adventus. In the world of Late
Antiquity the gods came mounted on magic beasts of extraordinary power:
stags, eagles, bulls (figs.134,135,138). The new rival God rides an unexpectedly
wise donkey.

Way, then, did Christians want to add the Entry of Christ into Jerusalem to
their repertory of images at the beginning of the fourth century? I submit the
introduction of the subject has nothing to do with Constantine’s momentary

33. (facing) Ass-headed Christ Crucified, Palatine Graffito, c. 200 (Inscription: “Alexamenos
worships his god”), Museo Nazionale delle Terme, Rome
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triumph in Rome in 312 but much to do with the principal intellectual task of
the century, the struggle to define who Christ was. It was a problem that
divided Christianity down the middle and touched virtually everyone.

Arius, a priest in Alexandria, posed the problem c. 319 in most abstruse
theological terms as a question of the eternal existence of the Son prior to his
appearance on earth.* Arius identified the Son with the logos of the Neoplato-
nists, the created principle through which all other created things came mto
existence. Hence Arius’ slogan, “there was when he was not.” To make the Son
cternal, he thought, threatened the oneness of the divinity. By 325 the question
had so tormented the Church that Constantine convoked a universal council at
Nicaea near Constantinople in an effort to preserve unity within the Empire.

Constantine’s contribution, however, was itself deeply divisive. Though
he endorsed the declaration of the un-created nature of the Son, “of one sub-
stance with the Father,” within two years he had taken on the Arian bishop
Eusebius of Nicomedia as his personal advisor in all matters religious. It was
Eusebius who baptized the emperor on his death bed in 337 and became mentor
to Constantine’s son and successor, Constantius II. Moreover, it was Euscbius’
disciple who was the apostle to the Goths, Ulfilas (c. 311-c. 383).4° Largely
through his efforts the Germanic peoples who poured into the Empire in the
fourth and fifth centuries were enlisted on the Arian side—the Ostrogoths,
Visigoths, Vandals, Burgundians, Suevi, Lombards. Henceforth the problem
was ethnic and political as well as theological.

Constantius II (337—361) took a personal interest in promoting Arianism,
and his twenty-five year reign gave him plenty of space to meddle in church
affairs. Bishops who failed to conform to his theology were exiled from their
sees and replaced with Arians. Athanasius, metropolitan of the powerful see of
Alexandria, he exiled twice. Thinking himself a theologian, he convoked a
double council that convened in 359 at Ariminum (Rimini in Italy) and Seleucia
(Silifke in Turkey), at which he obtained a majority consent to an Arian creed.
The resulting situation was aptly summed up by Jerome, “The whole world
groaned and marvelled to find itself Arian.”4¢

Emperor Julian (361-363), who abandoned Christianity entirely for a neo-
platonic paganism, perversely tried to perpetuate the Christian schism by re-
storing some exiled bishops. But his Arian successor, Valens (363-378), ban-
ished them again. The orthodoxy of Nicaea did not find its political triumph
until the Council of Constantinople was convoked under Emperor Theodosius
the Great in 381, and the consequences of the schism rankled for another two
centuries.

The images of the fourth century played an important role in this struggle
to define who Christ was. Given the political situation, it 1s most unlikely
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Christians would present Christ in the guise of their cmperors. Rather, the
Entry, like the Adoration of the Magi and the Ascension, which were also
introduced at this time, was part of a concerted effort to emphasize moments of
Christ’s glory in an anti-Arian context. The Cairo relief (figs. 20&21) makes this
connection explicit by the bold inscription that runs in a four-line band over the
images of the Entry and the Ascension. “He shines with pure, cloudless light, he
in whom all the fullness of the Divinity resides, as from the height of heavenly
Stai. . . . Theangels unceasingly celebrate him with thrice-holy voice, singing
and saying, "Holy, holy, holy are you, heaven and carth are full of your glory for
they are full of your grandeur.” . . . Invisible among the diverse powers of
heaven, you have consented to come among us . . . to live, having been made
flesh and born of the Virgin Mother of God. Have mercy on on the abbot
Theodore, procdros, and on George, the deacon and cconomos. 747

The anti-Arian thrust of the inscription has been carefully analyzed by
Sacopoulo. The inscription proclaims cternal divinity of the Son and his equal-
ity with the Father by attributing to him the full measure of the divinity that was
revealed in the cloudless light above Mount Sinai. At the same time, according
to the inscription, he whose glory and grandeur are sung from all cternity by the
angels is the one who was made flesh of the Virgin Mother of God. The
argument and even the language, Sacopoulo demonstrates, is redolent of Ath-
anasius’ Discourse against the Arians: “The image of the divinity of the Father
constitutes, not in part but in its plenitude, the essence of the Son, and the Son is
entirely God. . . . The Son was the first coeternal fullness of the divinity of the
first and only God, being himself entirely and fully God.”48

The Entry was taken as an appropriate illustration of this argument because
the crowd’s greetings of Christ were scen as acknowledgment of his divinity:
“Hosannah to the Son of David!” (Mt 21:9) and, “Blessed is the King who
comes in the name of the Lord! Peace in heaven and glory in the highest!” (Lk
19:38). The Entry and the Ascension are two moments of special, public recog-
nition of the divine nature of the Christ, and for this reason they were intro-
duced into the repertoire of Christian art at the height of the Arian crisis. Art
historians have overlooked the fact that the Council of Nicaea was not convoked
to declare Christ emperor but to declare him God—*“God of God, light of light,
true God of true God, begotten not made, of one substance with the Father.”
The new thrust of Christian art in the fourth century was aimed at advertising
this belief. Since most of the emperors of the fourth century, including Con-
stantine himself, aligned themselves on the Arian side of the debate, the imagery
of this anti~Arian art can be seen as anti-imperial on more than one level.
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The Magician

N THE SARCOPHAGUS RELIEF of the Terme Muscum a Philosopher-

God entered Jerusalem on a farmer’s beast, carrying a wand (fig.11).

The wand is unusual in this context—in only one other Entry doces
Christ carry a wand!—but it is not at all atypical for Christ in other scenes.
Again we are confronted with a daring re-write of scripture on the part of the
artists. Nowhere in the Gospel is Christ said to make usc of anything resem-
bling a wand. But next to the scroll of his teaching, the wand is the most
constant attribute of Christ in Early Christian art, introduced alrcady 1n the
third century.? )

The more usual settings for Christ’s usc of a wand are his miracles. In the
food miracles, the Multiplication of Loaves and the water-to-wine miracle of
Cana, the wand is an invariable part of the picture; touching the baskets and the
amphorac he fills them instantly with bread and wine (fig.34). The Raising of
Lazarus, too, is commonly effected with a wand; Christ revivifies his friend by
touching the tomb or Lazarus himself with a wand (figs.35&36). But he can be
shown with the wand in other miracles as well. On a gold-glass bowl in The
Metropolitan Museum of Art, New York, Christ appcars three times with a
wand: in the wine miracle of Cana, curing the paralytic, and defending Daniel’s
three companions in the fiery furnace from the flames that leap up about them
(fig.37).

From a Catholic apologetic stance one scholar proposed that the wand was
a staff of authority.3 But in compositions that would emphasize authority, for
example seated between Peter and Paul, Christ never has a wand. The wand
only occurs when he is actually performing his magic. Departures from the
scriptural version of events are always significant; they are red flags signalling
the intervention of some special concern beyond the obvious storytelling inter-
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34. The Trees
Sarcophagus, c. 360,
Musée Réattu, Arles

35. The Raising

of Lazarus, on a
sarcophagus in the
Lateran, c. 340,
Musei Vaticani, Rome
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37. Gold glass bowl showing Christ with his miraculous wand in three scenes: with the
Three Young Men in the Fiery Furnace, in the Wine Miracle, and in the Cure of the
Paralytic, Rome(?), end fourth century, The Metropolitan Museum of Art, New York

est. The wand is not incidental but a standard and necessary feature in Early
Christian art. Sometimes an effort is made to “Christianize” the wand by put-
ting a little cross on the top of it (fig.38); but it is still used as a wand to convey
magic power by touch.#

In antiquity, as today, the wand (rabdos in Greek and virga in Latin) is the
distinctive attribute of the magician. In classical literature, for example, Circe
the witch wields a wand to transform people into pigs, and Mercury with a
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The MAGICIAN

golden wand leads the dead back to life.? By carrying a wand Jesus, too, has
been made a magician. The implications of this are enormous and have never
been examined.

In Early Christian art, in contrast with later periods, miracles were by far
the largest group of subjects. They constituted the standard repertory into
which the newer and more ambitious subjects like the Entry were being inserted
in the fourth century. On the other hand, in the Middle Ages the tender mo-
ments of Christ’s infancy and the heart-rending events of his passion became the
principal subjects of pious meditation and artistic representation. Mediceval il-
lustrations of the life of Christ often omit the miracles and preaching of Christ
altogether. In the Scrovegni Chapel, Giotto narrated the life of Christ in thirty-
cight pancls but allotted only two panels to miracles—that of Cana and the
Raising of Lazarus.® The proportions are quite the reverse in Early Christian
art. The miracles make up the bulk of the narrative while the infancy and
passion stories are reduced to one or two subjects.

Around the year 400 a bishop of Pontus in present-day Turkey, one As-
terius, spoke out against luxury in Christian life and left a vivid description of
the imagery that decorated the clothes of the wealthy. “The more religious
among rich men and women, having picked out the story of the Gospels, have
handed it over to the weavers—I mean our Christ together with all His disci-
ples, and each one of the miracles the way it is related. You may see the wedding
of Galilee with the water jars, the paralytic carrying his bed on his shoulders, the
blind man healed by means of clay, the woman with an issue of blood seizing
Christ’s hem, the sinful woman falling at the feet of Jesus, Lazarus coming back
to life from his tomb. In doing this they consider themselves to be religious and
to be wearing clothes that are agrecable to God.”7 To such Christians the life of
Christ consisted simply of a serics of miracles.

Moreover, representation of these miracles was ubiquitous. In general one
may divide Early Christian art into three categorics: objects for everyday life,
ecclesiastical objects, and art connected with burial. To the confusion of the
modern art historian who likes to scarch for meaning of art in its context, the
miracle imagery was regarded as equally appropriate to all three situations.
Most of the themes that we see packed in staccato fashion into the reliefs of the
sarcophagi were thought equally appropriate decoration for altarplate or church
walls. In addition, in everyday life you might use the same images on your
dinner table, on vessels of glass and clay (fig.39); or you could wear them on
your tunic, as Bishop Asterius relates (fig.40).8

38. (facing) Ivory diptych with miracle scenes, counterclockwise: Cure of the Blind Man,

Cure of the Possessed, the Three Young Men in the Fiery Furnace, Cure of the Paralytic,
and the Raising of Lazarus, sixth century, Ravenna, Musco Archeologico Nazionale
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39. Cure of the Paralytic, on a red
earthenware bowl of the fourth
century, Mainz

40. Textile fragment showing Christ
and Moses in the upper register, and
below, the Cure of the Woman with
Issue of Blood and the Raising of
Lazarus, fifth century, Victoria &
Albert Museum, London
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41. Sarcophagus frontal with miracles: The Raising of Lazarus, the Cure of the Blind Man, and the
Cure of the Woman with Issue of Blood, fifth century, Arkeoloji Mizeleri, Istanbul

Because the miracles often consist of just two figures—Christ and the blind

man, for example—they fit conveniently into all sorts of compositional fram-
ings (figs.36—41). This may have been one reason for their popularity. But
formal concerns alone cannot account for the promiscuous proliferation of
miracle scenes. Over and over Christ appears raising the dead, casting out
demons, giving sight to the blind, curing women of arthritis or menstrual
disorders, changing water to wine or multiplying loaves to feed the thousands.
The insistent repetition of these images implies that people identified Christ
most often as a miracle-man. Judging from the ubiquity of the miraculous
Christ, the meaning of such images must have transcended specifically sep-
ulchral connotations. These images must have been affirmations of faith in
Christ’s saving grace that were equally valid in life or in death.

Curiously enough, the commonest subjects in Early Christian art have ex-
cited the least interest. Though Morton Smith explored the historical frame-
work of Christ’s magic, there has never been a serious art historical study of
Christ as miracle-man.? It is most significant that in André Grabar’s study
of Christian iconography—the sole attempt at a comprehensive examination
of the subject—the miracles are simply omitted. Imperial imagery has no room
for miracles.

Because these images seem so ordinary and “innocuous,” they raise even
more acutely the question of their hidden potency. In the relentless war of
images of the fourth and fifth century, these most unassuming images played a
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42. Coin with Hadrian restoring Judaea, Naples, Museo Nazionale

considerable role. What was the source of their power, that they were able to
supplant the solemn, sacred imagery of the ancient pantheon? What was the
urgency that a Christian should need to have them on the hem of her tunic, on
the ring on her finger, on her husband’s tomb? Frequency of use does not reflect
a lack of imagination; miracles were repeated not because the artists ran out of
things to say, but because these subjects said what they wanted to say, and said it
perfectly.

The images of Christ’s miracles are distinctively pacific, non-military, and
non-imperial. Only one of these has ever been associated with imperial proto-
types, the cure of the woman with the issue of blood, for which Erica Dinkler-
von Schubert suggested an unlikely connection with the composition of the
Emperor as “restitutor provinciae.”!® This invocation of the Emperor Mys-
tique is instructive. The restoration of a province, usually following a military
campaign and a large investment in rebuilding, was commemorated on coins
symbolically with the standing emperor facing a kneeling female personifica-
tion of the province. The gracious emperor reaches out his hand to raise her
from her suppliant position (fig.42). The vague resemblance of the standing-
man-kneeling-woman compositions suggested to the German art historian that
the two must be connected. In fact, all the other details of the cure of the woman
are inconsistent with such a connection.
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43. Cure of the Woman with Issue of Blood,
Catacomb of Sts. Petrus and Marcellinus, Rome,
C. 340

There are two ways of representing the encounter between the woman and
Christ. In the first, Christ is shown not facing the woman but walking away
from her and looking back over his shoulder to notice her (fig.43). This is the
way the story unfolds in the Gospel. The woman took the initiative by grabbing
the hem of Christ’s garment in the belief that just a touch would cure her
persistent bleeding. Then, according to Mark 6:30, “Jesus, perceiving that
power had gone forth from him, immediately turned about in the crowd, and
said, "Who touched my garments?”” And he pronounced her cured by her faith.

The second way of presenting the encounter departs significantly from the
Gospel story by bringing Christ and the woman into close contact (fig.44).
Instead of cure by the mere touch of his hem, Christ is pressing his hand on the
kneeling woman’s head. One must recall that menstruation carried a strong
sense of uncleanness in the Jewish world, and Christians prohibited menstruat-
ing women from approaching the Eucharist.!! Christ violated that taboo by
touching the woman, and far from “catching” her uncleanness, he purified her.
Neither of these compositions repeats the gesture of the emperor reaching out
to take the hand of the kneeling province, and Christ wears no imperial insignia
but is dressed, as usual, like a classical philosopher or man of letters.!2

Far from evoking associations of emperor and offical imperial protocol,
these images represent a warm, profoundly intimate encounter of the woman
with her magical gynecologist. The power of these curing images does not
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44. Cure of the Woman with Issue of Blood, sarcophagus fragment, Catacomb of
St. Callixtus, Rome

derive from reminiscences of imperial propaganda but from evocations of a
profound human vulnerability crying out for succor. The touch of Christ’s
hand conveyed an electricity like the charge of his wand. Hand and wand are
presented as parallel instruments. This is strikingly evident in the six miracles
on the Sarcophagus of the Trees in Arles, where the gestures of hand and wand
are paralleled (fig. 34). The same point is made in the sarcophagus fragment in
Istanbul in which, instead of rapping the tomb of Lazarus with his wand, as he
usually does (fig.35), Christ simply touches it with his fingers (fig.45).13
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45. The Raising of Lazarus, sarcophagus fragment, fifth century, Istanbul

The tendency of scholars to turn to the Emperor Mystique, however, is not
merely a misconstruction of the one image but a gross distortion involving the
conspicuous neglect of all the miracles in studies of Early Christian art. Miracles
are the core, the mainstay of Early Christian imagery; we cannot simply bypass
this material because it fails to fit imperial categories.

The issue of magic in Early Christian art has generally been addressed only
in the very limited sphere of charms, amulets, and rings: that is, objects that
Christians used for specifically apotropaic and magical purposes.'* But magicis
far more central an issue than that. The images of Christ’s miracles were part of
an ongoing war against non-Christian magic. Fighting fire with fire, these
images addressed a major preoccupation of Late Antiquity. Like advertising
slogans, they repeated to the point of saturation the startling message that
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Christ the Magician had out-tricked all the magicians of the pagans. 15 Indeed, it
can be said that magic provides the first coherent theme of Christian art, the first
theme that linked the otherwise disconnected, staccato images in a unified
statement. The interest in magic explains both the predominance of the miracle
scenes over other stories in the life of Christ and the selection of the Old
Testament stories of Moses and Danicel to complement them. Moses and Danicl
were introduced to fill out the ancient history of Jesus” magic. They in turn are
linked with Jesus through the Magi, from whose name the very word “magic”
derives. 10

IT 1S DIFFICULT to overestimate the importance of magic in the ancient world.
Whether you wanted your crops to grow, your lover to yield, or your horse to
win in the hippodrome, there were rituals and incantations to suit the purpose.
However, it was especially in the arca of health that pcople were most liable to
invoke what we might call the “magical.”!7 If you were suffcring some bodily
ailment a wide variety of choices were open to you, but none of them much
rescmbled modern medicine.

For example, you might take your illness to Asclepius, the great god of
healing (fig.47). Asclepius managed to maintain his hold over the affections of
the masscs longer than any of the other traditional gods of antiquity, making
him Christ’s most formidable rival. 8 His shrines were “everywhere on carth,”
according to Julian the Apostate.'” In Rome the Asclepicion was located on the
Tiber Island, which became the site of a hospital in the Middle Ages.

The ancient shrines to Asclepius, however, were not hospitals. Treatment
began by bathing and purifying oneself ritually, after which sacrifice was of-
fered; a cock was the commonest victim. The cure itself was effected by the
practice of incubation; that is, you spent the night sleeping in the temple in the
hope that Asclepius would minister to you in a drcam. Inscriptions of grateful
devotees recount their experiences at the shrine. A blind soldier named Valerius
Aper recorded that he recovered his sight by following the directions Asclepius
gave in his dream, namely to mix the blood of a white cock with honey and
apply it to his eyes for three days.2? A paralytic named Diaetus of Cirrha
dreamed that Asclepius drove a chariot over his legs, and so he recoverd use of
them immediately.?! At the conclusion of your cure you were expected to make
a votive offering at the temple.

Going to Asclepius did not preclude your turning to a medical doctor for a
remedy. We must always bear in mind, however, that while medical science in
antiquity achieved considerable sophistication in theoretical learning, the ability
to apply this in the day-to-day practice of medicine was extremely limited. The
range of misinformation available in purportedly scientific treatises was abso-
lutely staggering. Pliny’s Natural History is full of remedies that can best be
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classitied as magic.22 We must remember that the word pharmakeia, or phar-
macy, signified not only drugs and medicines but potions, spells, and witch-
cratt. The two were quite inseparable. When trying to decide whether to submit
to bloodletting for his migraine headaches and gout, Libanius the Sophist of
Antioch, onc of the best educated men of the fourth century, consulted a sooth-
sayer and a doctor n that order. Fortunately on this occasion they both agreed
and dissuaded him from that hazardous “treatment.”23

Jewish magic, too, was an important ingredient of the Late Antique world.
In 386, John Chrysostom, on the occasion of Rosh Hashanah, Yom Kippur, and
Sukkoth, dirccted a series of eight virulent sermons against the Christian “Juda-
izers” of Antioch, that is, Christians who were celebrating these festivals with
the Jews n their synagogues.2* The Judaizers turned to Jewish practice for
charms and spells as cures for discases, and they frequented synagogues as holy
places for the practice of incubation. Chrysostom, whose name mecans golden-
mouthed, cxcoriated the Jews in the worst possible language as dogs, drunk-
ards, gluttons, and ignoramuses. Better to die a martyr to one’s illness, Chrys-
ostom insisted, than to be cured by Jewish charms, admitting incidentally the
efficacy of the Jewish magic.?>

Against all such sorcery and witchcraft the new God had to be vindi-
cated.2¢ Curiously, the argument that was advanced did not try to distance
Christ from ancient magicians. Rather it was proposed that he was a far better
sorcerer, for his magic really worked.

Jesus had been repeatedly identified as a magician by his critics. Celsus, the
author of the first comprehensive philosophical polemic against Christianity (c.
A.D. 178), enunciated a persistent pagan characterization of Christ as nothing
more than a common sorcerer. Christ’s multiplication of loaves Celsus dis-
missed with the work of “sorcercrs who profess to do wonderful miracles and
those who are taught by the Egyptians, who for a few obols make known their
sacred lore in the middle of the market-place and drive daemons out of men and
blow away diseases and invoke the souls of heroes, displaying expensive ban-
quets and dining-tables and cakes and dishes which are non-existent.” Celsus
challenges his Christian adversaries, “Since these men do these wonders, ought
we to think them sons of God? Or ought we to say that they are the practices of
wicked men possessed by an evil demon?”2?

It was a difficult challenge to answer, for Christ’s miracles do present
countless parallels to the works of the magicians, and the terminology in which
Christ’s miracles are described does not differ from the terminology used to
describe the works of the magicians. Fifty ycars after Celsus, Origen, the great
biblical scholar and thcologian of Alexandria, undertook to answer him in
painstaking detail in eight books. The works of Christ, Origen had to concede,
were in themselves very like those of magicians. The differences, he argued, lay
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more 1n the circumstances. Christ took no moncy for his tricks; he did them not
for entertainment but to lead his spectators to conversion; he needed no spells or
incantations but performed them by his own name; and while magicians’ tricks
are illusions, Christ’s were permanent and real.28 But what this amounts to is
not a demal that Christ was a magician, but an assertion that he was a better
magician; he was the true magician compared to whom all the others were base
pretenders, and his was a holy magic that led his followers to a better way of life.
According to Origen, simply pronouncing the name of Jesus cffected a holy
magic, regardless of the speaker’s way of life. 29

The problem did not go away. At the beginning of the fourth century a
high government official Sossianus Hicrocles attacked Christianity by making
an extended comparison between Christ and the magician Apollonius of Tyana.
Apollonius, almost contemporary with Christ, studied magic in Babylon and
India and was credited with miracles, prophecices, and exorcisms. After his
death and rumored resurrection, a cult grew up around him in which even the
emperors Caracalla and Alexander Severus allegedly took part. His continued
popularity was attested by a new biography written by Nicomachus Flavianus
in the late fourth century and revised in the fifth by the bishop of Clermont,
Sidonius Apollinaris.3° Both Lactantius and Eusebius felt the need to answer the
slander, the former demonstrating the authenticity of Christ’s miracles by Old
Testament prophecies of them, the latter by their beneficent result in enlighten-
ing the whole human race.3!

The force of the Early Christian miracle images is their radical novelty.
Over and over again they show Christ in the very moment his magical power
takes effect. He is touching his wand to Lazarus’ tomb and calling him, “La-
zarus, come out,” and Lazarus is emerging from the little door, still wrapped in
bandages, but with eyes open and very much alive (figs.35,45). The moment of
the miracle is critical. Christ is pointing his wand at a row of baskets and already
they have filled up with loaves of bread (fig. 34). He is pressing his hand on the
sick woman’s head and already she feels his healing power in her body (fig.44).
This was a new kind of imagery, for which, surprisingly enough, non-Christian
art had no answer. Paganism had no images to compare with this propaganda.

Though magicians, astrologers, and sorcerers were available in every mar-
ketplace they never developed an imagery to advertise their services. Perhaps
because this sort of street magic was illegal, magicians don’t appear in Roman
art. The most frequently represented good magicians were the semi-divine
Orpheusand Apollonius of Tyana. Itis significant thata fourth-centurylegend of
what would have been the carliest image of Christ placed him in company with
Orpheus and Apollonius, along with Alexander and Abraham, in a private cult
shrine of Alexander Severus (A.p. 222-35).32 According to literary sources,
images of Apollonius tended to be cultic images—the standing figure in his
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temple—and these were evidently so rare that none has been found. 3 Images of
Orpheus, on the other hand, consistently show him singing his mystical mes-
sage, charming the wild beasts into peace (tig.46). Art was not called upon to
demonstrate the magic of these famous magicians on behalt of mankind.

Even Asclepius, whose epithet in Greek was the “epios,” the gentle or kind
one, and whose curing mission most closely resembled that ot Christ, lacked an
imagery of curing. Asclepius appeared in a static cultic pose, occasionally scated
but generally standing, naked to the waist, with a pallium thrown over his left
shoulder, and leaning on his staft (fig.47). But surprisingly in Roman art the
great healing god was never shown in the act of healing.** It is significant that
cven grave reliefs showing medical doctors practicing their art usually show
them diagnosing the patient—peering in a woman'’s eyes or feeling a man’s
bloated belly—but not curing them. A doctor’s cure, of course, would not be
cffected by wand or by laying on of hands but by administration of medicines,
bloodletting, surgery, and the like. %>

The contest between Christ and Asclepius takes a most interesting turn in
two relief fragments of the late third century in the Terme Museum, Rome

46. Orpheus Charming the Beasts, floor mosaic from the Villa Trinquetaille, fourth century, Musée
Réattu, Arles
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47. Statuc of Asclepius, with Telesphorus
(a God of the Underworld), sccond century,
Borghese Muscum, Rome

48. Sarcophagus fragment with Miracle scenes:
from left to right, the Cure of the Woman with
Issue of Blood, the Sermon on the Mount, Cure
of the Paralytic, and the Cure of the Leper, c.
300-310, Musco Nazionale delle Terme, Rome
49. (facing) The Cure of the Leper, detail of
sarcophagus fragment with Miracle scenes, c.
300—310, Musco Nazionale delle Terme, Rome
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(fig.48). Christis shown in a most unusual guise, scated with a pallium draped
around him so as to leave his chest and right shoulder bare, exactly in the
manner of scated statucs of Asclepius, while his broad forchead and full beard
copy the traits of the god’s face (fig.49). Unlike Asclepius, however, Christ is
shown actually working the miraculous cures that had been claimed for his
pagan rival. On the left he places a compassionate hand on the head of a seated
woman; on the right he places his hand on the head of a bent man, perhaps blind;
and, most unusual, on the far right he places his hand on the chest of a pathet-
ically misshapen leper. Christ has co-opted the fatherly looks and the gentle
manncr of Asclepius. But while the record of Asclepius’ miracles was written
on stone slabs in his shrines, Christ’s were shown in tender detail in incessant
replication on tombs, tableware, and clothing—wherever people would most
often encounter them.

THEe MacIC of Christ was presented more effectively in art than the magic of his
rivals. Beyond the repetition of his miracles, however, Early Christian art
sought to vindicate Christ’s magic by giving it an historical validity and author-
ity. Not only was his magic effective, it had ancient roots in the two great
traditions of magic—that of Egypt and that of the Chaldcans. Both of these
dimensions of the subject were developed in considerable detail in Early Chris-
tian imagery—in the stories of Moses, Danicl, and the Magi. The imagery of
each of these stories develops another dimension of Christ’s magic, and in each
case the imagery involves an explicitly anti-imperial idcology.

Moses was by far the best known figure of Jewish history, and the story of
his contest with the magicians of the Pharaoh was familiar to several pagan
authors. 3¢ For their part, Jews claimed that Moses antedated the sages of Greece
and was the teacher of the pagan magician Orpheus, a thesis readily accepted by
Christian authors to explain the monotheism of the Orphic Hymns.37 Virtually
the entire life of Moses was illustrated in Early Christian art, the most compre-
hensive treatment occurring in the mosaics of Sta. Maria Maggiore in Rome
(432—40), but three subjects gained special popularity: Moses Receiving the
Law (fig.50), the Crossing of the Red Sca (figs.s2—54), and Moses Striking
Water from the Rock (fig. s1). These subjects are ubiquitous in catacomb art and
the latter two demonstrate Moses making use of his magic wand.

Historically the wand as a wizard’s sign originated in Middle Kingdom
Egypt.38 According to Exodus it was Yahweh himself who taught Moses the
use of his magic staff (rabdos), instructing him in how to make it turn into a
serpent to impress the Pharaoh (Ex 4:2). A difficult man to impress, Pharaoh
called his own magicians, who promptly duplicated Moses’ trick, only to be
out-tricked by Moses whose serpent gobbled up those of the rival magicians
(Ex 7:8-13). The subsequent seven plagues are described as a magic competi-
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50. Moses Receiving the Law,
sarcophagus fragment from
Istanbul, fifth century, Staatliche
Museum, Berlin

s1. Moses Removing His
Sandals and Striking Water from
a Rock, Catacomb of St.
Callixtus, Rome, fourth century
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53. The Crossing of the Red Sea, detail from a sarcophagus at St. Trophime, Arles, c. 380
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54. The Crossing of the Red Sea, sarcophagus fragment of c. 325, Camposanto Teutonico,
Rome

tion in which Moses’ feats of blood and thunder continue to upstage the smoke
and mirrors of Pharaoh’s magicians (Ex 7:22; 8:7, 18; 9:11).

The Crossing ot the Red Sea occurs in relief on twenty-nine sarcophagi,
according to the latest count. Introduced in the early fourth century as a modest
narrative theme sandwiched in among the many staccato scenes of Christ’s
miracles, by the end of the century it was expanded to an ambitious battle scene
occupying the entire face of the sarcophagus, including as many as thirty human
figures, in addition to horses and chariots (figs. 52&$3).3% It is an image of epic
proportions. No other narrative subject occupies the entire face of any sarcoph-
agus. Speculation on precedents for the composition in manuscripts or monu-
mental mosaics are of little utility, since the supposed precedents are lost.#? The
real problem is the motivation behind the development of this extraordinary
image.

In a curious anticipation of the Emperor Mystique theory, E. Becker ar-
gued as long ago as 1910 that the introduction and popularity of the Crossing of
the Red Sea derived from association with Constantine’s victory over Max-
entius at the Battle of the Milvian bridge.#! This explanation has been echoed by
a number of historians since.4> Because Eusebius of Ceasarea, the Emperor’s
personal historian and publicist, had compared the drowning of Maxentius’
men in the Tiber with the drowning of Pharaoh’s troops in the Red Sea, Becker
seized upon this comparison as key to the imagery.*? Constantine was another
Moses. The sarcophagi were modelled, Becker proposed, on the representation
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of the Battle of the Milvian Bridge on the Arch of Constantine, and he accord-
ingly dated the sarcophagi to the Constantinian period.

The scenes, however, show little resemblance to the frieze on the Arch of
Constantine.+ Furthermore, the epic version of the subject, covering the entire
sarcophagus front, is not Constantinian. Rather it belongs stylistically to the
reign of Theodosius I (379-95), when an interest in the Battle of the Milvian
Bridge would be difficult to explain.+> After Euscbius no one ever takes up the
comparison of Constantine to Moscs. In Early Christian literature Moscs is not
a type of the emperor but of Christ.*¢ Becker made an ideological muddle of the
subject.

The politics of the image arc well worth examining. Though commonly
called the “Crossing of the Red Sea,” the image actually shows the [sraelites
already well out of the sea safely on land. This is not a quibble; the imagery
deserves to be read for precisely what it is saying. In Exodus 14:16—27, Moses
used his wand on the Red Sea twice, once to part it and again to close it.
Significantly, the moment chosen in the Early Christian art is not the parting
but the closing of the Red Sea over the pursuing enemy after the Israelites had
safely emerged on the other side. Also significant is the inclusion of Pharaoh
riding his chariot to a watery grave. To give the action greater vividness,
Pharaoh is actually shown twice—riding into the sea and then sinking with his
chariot upturned at the very point of Moses’ wand (fig. 53).

The scriptural account, however, says nothing of Pharaoh’s death, and the
pre-Christian version of the subject at the Synagogue of Dura Europos omits
him entirely.4” This insistence on a “face-oft” between Moses and Pharaoh is
the one constant in all of the Early Christian representations of the miracle. In
the earliest examples this sense of confrontation is heightened by the sparse
number of attendant figures.*® On the relief in the Camposanto Teutonico,
Rome, the two mortal enemies face one another across the abyss: Pharaoh raises
his hand in despair as Moses’ wand draws the waves over him and his horses
(fig.54)-

Again it is important to insist that when an image departs from the text of
Scripture it is a signal that the image is being purposely manipulated to express
something outside the narrative. In this case itis the garb of Pharaoh that reveals
the intention of the imagery, for he is dressed exactly like the Roman emperor.
His military tunic and cuirass are covered by a chlamys, he wears the beard
traditional to Roman emperors before Constantine, and his hair is bound with a
diadem (figs. 53&s9). The politics of the scene are extremely important and they
could not have escaped the viewer of late Roman times. The salvation of man-
kind is represented as a deliverance from the power of the Roman emperor!
Misled by the rhetoric of Constantine’s toady Eusebius, Becker wanted to
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equate Moses with the emperor, butitis Pharaoh whois cast as emperor; Moses
is always dressed in citizen-philosopher guise with scroll. Moses’ God-given
magic strikes a blow for freedom from imperial oppression.

The miracles of Moses prepared for and confirmed the miracles of Christ.
In live debate with Jewish sages, Origen asked his opponents: “Tell me, sirs:
there have been two men who have come to visit the human race of whom
supernatural miracles have been recorded; I mean Moses, your lawgiver, who
wrote about himself, and Jesus. . . . Isit not absurd to believe that Moses spoke
the truth, in spite of the fact that the Egyptians malign him as a sorcerer who
appeared to do his miracles by means of trickery, while disbelieving Jesus? Both
of them have the testimony of nations; the Jews bear witness to Moses, while the
Christians, without denying that Moses was a prophet, prove from his proph-
ecy the truth about Jesus, and accept as true the miraculous stories about him
that have been recorded by his disciples.”#? It is from Moses that Christ receives
his magic wand.

The authenticity of Moses’ miracles confuted Egyptian charges of sorcery
and at the same time guaranteed the authenticity of Christ’s miracles, since
Moses had predicted them. The repeated appearances of Christ working mira-
cles with the wave of his wand was meant to establish this parallel to Moses
whose words he fulfilled. The Moses precedent also established the pattern for
Christ’s stand against imperial authority.

Ir CHrisT inherited the magic of Egypt through Moses, through Daniel and his
companions, the Magi, Christ inherited the magic of the Chaldeans. In these
images too, a strong anti-imperial note is sounded, contrary to the usual inter-
pretation of art historians.

Like the story of Aaron and Moses before Pharaoh, the tale of Daniel and
his three companions in the court of Nebuchadnezzar is a story of a magic
competition that demonstrates that the servants of Yahweh are more potent
than the ruler’s magicians. Here the sctting is Babylon, and the rival magicians
are called enchanters, sorcerers, and Chaldeans. When Daniel succeeded in
interpreting Nebuchadnezzar’s dream of a statue with clay feet, he was named
“chief of the magicians, enchanters, Chaldeans, and astrologers” (Dn s:11).
Daniel proved his magical power by charming wild beasts, as did Orpheus;
seven hungry lions treated him like family while he sustained himself on food
delivered by a flying prophet (fig.ss).

The magic test of Daniel’s companions was fire. Accused by jealous magi-
cians of refusing to worship the great 60-cubit idol that the king had erected,
Shadrach, Meshach, and Abednego professed their faith in a God who could
deliver them from the punishment of the furnace. To defy fire or tread on live
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coals has always been a test of magicians and witches. The furnace was heated
seven times its accustomed heat and the three young men were bound and
thrown in, dressed in their tiaras, cloaks, and shoes, but not even their clothes
were singed when they came out (see Dn 3:20 and 27 in the Septuagint).

In countless frescoes and reliefs they appear in the middle of the flames,
waving their hands over their heads in a kind of pentecostal glee and singing
their famous canticle (fig.56).5° They dress in Persian pants, capes, and tiaras,
sometimes called Phrygian caps. In a number of versions of the image, the three
are joined by a fourth man “like a son of the gods™ (Dn 3:25), who protects them
with a magic wand. On the gold glass from The Metropolitan Museum the
fourth man is Christ (fig.37).>!

Almost as common as the fiery furnace in Early Christian art is the scene
thatimmediately precedes it in the book of Daniel, namely the Trial of the Three
Young Men (Dn 3:1-18).52 As in scripture, the three are shown before the
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emperor Nebuchadnezzar, who orders them to worship a statue. The scriptural
story, however, 1s reworked in a number of telling details. In the first place,
Nebuchadnezzar, like Pharaoh in the Moses images, appears in the guise of a
Roman emperor, with beard, chlamys, and diadem. Secondly, the statue he
commands them to worship 1s not the enormous image ot Baal but his own bust
image set on a column (figs. §8—60). In other words, the trial has been re-read as
a trial of emperor worship, the test of allegiance commonly invoked against
Christians during the persecutions.>?

But the most startling detail of the scene 1s the identification of the three
young men with the Magi. For the brave magicians, who turn with gestures of
disgust from the image ot the emperor, find before them the star of the Magi.

56. The Three Young Men in the Fiery Furnace, on a silver casket found near Thessalonica, c. 400,
Byzantine Museum, Thessalonica
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57. Traditio legis, from the silver casket found near Thessalonica, c. 400, Byzantine Museum,
Thessalonica

Following the star, in the sequel image panel, they find the Christ Child on his
Mothers’ lap and they worship him (figs. §8—61).

This has been dismissed as a mistake, on the grounds that the artists con-
fused the figures of the three young men with the Magi because of the similarity
of their dress.5* But I submit this “mistake” was deliberate—that the artists
wanted to identify the two famous sets of three magicians. Magos means magi-
cian, whether one finds the term in the book of Daniel, or in Matthew’s account
of Christ’s birth. The Magi, the quintessential magicians of Early Christian art,
are shown turning from emperor worship to the worship of the new God.

Along with the Entry of Christ into Jerusalem, the Adoration of the Magi
was one of the first larger narrative subjects of the life of Christ introduced into
the repertoire. Like the Entry it has been forced into imperial categories. The
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58. The Trial of the Three Young Men and the Adoration of the Magi, sarcophagus lid from St. Gilles,
fourth century

59- The Three Young Men Rejecting the Statue of Baal (seen as bust of the Roman Emperor), Daniel
in the Lions’ Den, and, to the right, Pharaoh (as Roman Emperor) drowning, detail of “Susanna”
sarcophagus, c. 350, Musée Réattu, Arles

earliest example of the subject, a fresco significantly earlier than Constantine in
the Capella Greca of the catacomb of Priscilla, shows three young beardless men
wearing short tunics and oriental tiaras advancing in single file (fig.62). They
bend slightly in reverence and offer gifts to a seated woman nursing an infant.
The fresco omits any indication of place and setting. As it developed over time
the image gained in specificity. In sarcophagi of the fourth century the Virgin
sits on a wicker chair with a high, rounded back, her feet on a stool; an older
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60. The Trial of the Three Young Men, one of a pair of frescoes in the Cata-
comb of Sts. Mark and Marcellian, Rome, fourth century

61. The Adoration of the Magi, the second of a pair of frescoes in the Cata-
comb of Sts. Mark and Marcellian, Rome, fourth century
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62. The Adoration of the Magi, Catacomb of Priscilla, Rome, late third century

man (to be identified with Balaam) stands behind her chair gesturing to a star
overhead (fig.63). The gifts of the three men are now distinguishable as bowls
and wreaths. They wear high, rounded hats, billowing capes, and silken trou-
sers, and the camels that brought them appear behind them. By the sixth
century artists begin to distinguish the Magi by age: young, middle-aged, and
old, and an attendant angel is included in the scene.

Imperial models are alleged for all of these details of the image, Johannes
Deckers being the lastest to restate this application of the Emperor Mystique. 55
The methodology, however, is questionable. Looking to imperial coinage,
Deckers cites the appearance of a star on some coins of Augustus as precedent
for the star of the Magi. But the coins are over three hundred years removed
from the reliefs, and stars are a common motif in ancient art. Further Deckers
describes the Virgin as seated on a “sovereign throne and footstool.” But the
chair is wicker, which in antiquity, as even today, was common, mexpensive
domestic furniture, certainly not suited to an emperor (fig.63).56 Nor is a
footstool imperial. In the Roman world the floor of a house was generally
carthen, and footstools were the usual way of keeping one’s feet dry.57 Mary’s
pallium is pulled over her head as a veil in the manner of noble women on
countless Roman funeral stelae, but this does not make her an empress. Most
important, there is nothing imperial about the object of the Magi’s worship, the
child on his mother’s lap.
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63. The Adoration of the Magi, from a sarcophagus from Trinquetaille, c. 340, Musée Réattu, Arles

The source of the problem is the dress of the Magi, which years ago Franz
Cumont compared to an anonymous, tribute-bearing barbarian on a relief from
a triumphal arch, now in the Villa Borghese collection, Rome.>® One cannot
deny that Romans commonly used this kind of dress to designate barbarians of
various nations offering homage on imperial monuments. By the fourth cen-
tury, however, the situation had changed considerably, and the costume worn
by the Magi had come to designate not just foreigners but specifically oriental
magicians. It was the dress of Orpheus of Thrace, famous for his ability to
charm wild beasts, to descend to the underworld and lead people back, and,
among Christians, for his monotheistic teaching (fig.46).5? It was the dress of
Mithras and his Zoroastrian magicians from Persia (fig.64).% Finally, it was the
dress of Daniel and his companions (fig.ss,56&60). All of these figures owed
their popularity to the growth of the mystery religions in Late Antiquity, and
they were represented with increasing frequency in the third and fourth
centuries.

It has never been asked why Early Christian art preferred the Adoration of
the Magi to all the other subjects of the infancy narrative. Why not the Annunci-
ation, the dramatic moment in which God became incarnate? Or the Nativity
itself, certainly an event of momentous import?
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64. A Zoroastrian Magician, from
the Mithracum at Dura Europos,
third century, Yale University

Art Gallery

The popularity of the Adoration of the Magi in art was not a result of
Christian claims that Christ was emperor, but a claim that he was the super-
magician. According to Origen the efficacy of the Magi’s spells and divinations
rested on their familiarity with evil spirits. But when, at the birth of Christ,
another, greater divinity appeared on earth, the evil spirits “became feeble and
lost their strength, the falsity of their sorcery being manifested and their power
being broken.”¢! The Magi, trying to produce their usual results with their
usual spells, suddenly found their sorcery impotent. At the same time they
noticed a new star in the sky. Consulting their learned tomes they read the
prophecy of Balaam, that other pagan magician who was an unwilling witness
to Christ, “There shall arise a star out of Jacob and a man shall rise up out of
Israel” (Nm 24:17).

The Magi, Origen continued, “conjectured that the man whose appear-
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ance had been foretold along with that of the star, had actually come into the
world; and having predetermined that he was superior in power to all demons,
and to all common appearances and powers, they resolved to offer him hom-
age.” The magicians of the Chaldeans had found their match in the super-
magician Christ. The gifts of gold, frankincense and myrrh reinforce this inter-
pretation. According to scripture scholar Henry Wansbrough, “It is possible '
that Matthew here represents the members of the (magic) profession as laying
down their instruments and their profits at the feet of the Messiah.”% In the
magical papyri of Egypt, Frankincense and myrrh are commonly mentioned as
ingredients of magic potions.®? Leaves of gold were used to write spells on.**
Like Balaam, the Magi were magicians who against their own will had to
acknowledge one whose magic was superior to their own.

The assertion of the superiority of Christ’s magic over that of all the sor-
cerers and enchanters of the ancient world is the powerful principal theme that
gives coherence to the otherwise staccato imagery.of the fourth and fifth centu-
ries. His miracles derive their authority from the ancient traditions of Egypt and
Persia. With hand or wand he communicated a charge of electric energy; applied
to the eyes of the blind it brought a flash of crisp, focused vision; touched to the
door-post of a tomb, the cold corpse inside took a deep breath and smiled.
Wherever one looked, images certified the authority of the new God over every
aspect of life, even the most intimate. -

Moreover, this power was accessible to the believer through the Church
which claimed to continue Christ’s work. The Acts of the Apostles describe the
magic of the first of Christ’s disciples, Peter, ina variety of situations. He could
make the lame leap, cure the sick by the mere passage of his shadow, slip out of
chains Houdini-style, and—most fearful wizardry of all—bring instant death
through a curse to the deceitful Ananias and Saphira (Acts 3:3—10; §:15; $:1—1I1;
13:6—11).%3

Peter’s magic was a favorite theme in the early Church. According to the
second-century Acts of Peter, his miracle working career, begun in Jerusalem,
continued in Rome where, like Moses and Daniel, he had to engage in a contest
of magic.6 His competitor was the Samaritan sorcerer Simon Magus, who had
developed the awesome trick of flying through the air (his fall from the heavens
was represented in the frescoes of Old Saint Peter’s).67 In a public magic contest
in the Roman Forum, Peter out-tricked Simon Magus by making a dog speak
(one assumes in Latin), and by bringing smoked herring back to life. He also
cast out a devil, which entered a statue, suitably of Caesar, and kicked it to
pieces.

It is significant that in Early Christian art the most frequent narrative scene
concerning Peter does not illustrate any of the great Peter stories of Acts. Rather
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65. Peter’s Water Miracle, from a
sarcophagus, c. 325, Museo Nationale
delle Terme, Rome

it 1s an obscure apocryphal legend in which Peter repeated Moses” miracle of
striking water from a stone. In a pose exactly like Moses at the rock, Peter
wields a wand, producing water from a rock with which to baptize his soldier
guards (figs.s1,65).98 Peter also is frequently shown with his wand, even in
scenes when he is not actually using it, as if it were his standard attribute
(fig.66). The energy of Christ had passed on to his successor.

Finally, like Moses and like Daniel’s companions, the Magi, Peter is shown
confronting the imperial authority of Rome in his arrest and trial. The congru-
ency of all these themes cannot be accidental. The virtue of Christ’s force
nevitably put his followers at odds with the secular power of the Roman
empire. Just as the Israclites’ salvation was visualized as a deliverance from the
Roman emperor, and Daniel’s companions were shown indignantly turning
their backs on imperial cult to worship the Christ Child, so Peter and Paul, the
heirs of this miraculous power are repeatedly shown under arrest, led away by
the imperial soldiery (fig.66). In one exceptional relief the two are even shown
on trial before the emperor Nero (fig.67). This is significant, for it is the unique
example of a specific, identifiable Roman emperor on any of the sarcophagi,
and he is the personification of cruelty and mis-government, Jjudging the
princes of the Church.
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66. Prediction of Peter’s Betrayal, Peter Captive, and Peter’s Water Miracle, from a sarcophagus, c. 340,
Musei Vaticani, Rome
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67. The Trial of Peter and Paul before Nero, on a sarcophagus from
Berja, Spain, c. 340, Museo Arqueologico Nacional, Madrid
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In their trial, of course, Peter and Paul are literally following the steps of
their master. Christ’s trial before Pilate was the commonest way of representing
the passion and death of Christ. Often used with no other narrative scenes of the
passion, or with the analog of Christ’s death, namely the sacrifice of Isaac, the
confrontation with the Roman governor Pilate was taken as emblematic of the
entire story (fig.68).

Art historians have generally scen the fourth century as the period of the
“establishment” of the Church and its assimilation into the orbit of the imperial
court, and have tried to bend images to fit this preconception. But historically,
the most notable achievement of the fourth century in church-political terms
was the definition of the separation of church and state.

Constantine had proclaimed himself a bishop of the bishops, and his court
theologian, Eusebius, worked out an Arian theory of kingship that modelled
the emperor’s role on that of the Logos. As the Logos was the mediator between
the Supreme God and the created world, so the emperor was “appointed by, and
the representative of the one Almighty Sovereign, ” as instrument or vicar of the
Logos in leading the souls of his universal flock to the knowledge of the One
God. The Church was clearly subordinate to the empceror. When in 394 the last
Christian emperor of the fourth century, Theodosius the Great, fresh from his
victory over Eugenios, prostrated himself before Bishop Ambrose of Milan, he
was acknowledging a very different relationship of church and state.®? The
emperor was part of the Church and subordinate to it.

The evolution of this new relationship was tied to the failure of the imperial
Arian policy, but it was also due to the firmness of powerful bishops who in a
series of tense confrontations with the emperor defined the bases of the
Church’s freedom. The aged bishop Hosius of Cordova rebuked Constantius
I, “God has put in your hands the kingdom; to us he has entrusted the affairs of
the Church,”70 and Bishop Athanasius of Alexandria defied Constantius’ secret
police by clandestinely running his diocese from the Egyptian desert. Basil the
Great turned back the emperor Valens with his offerings at the church door
when he visited Caesarea in 372.7! Emperor of the West, Valentinian II, found
himself threatened with excommunication in 384 if he should permit the pro-
posed restoration of the pagan altar of Victory in the Roman Senate.”2 Ambrose
actually excommunicated Theodosius the Great for eight months over the
circus massacre in Thessalonica in 390.73

The outcome of this protracted confrontation of emperors and bishops was
a redefinition of church-state relations. The Eusebian model of an emperor’s
role (“bishop of the bishops”) was abandoned in favor of Ambrose’s model
(“the emperor indeed is within the church, not above the church”).7+
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. The Trial of Christ before Pilate, detail of a sarcophagus in the Musei Vaticani, Rome,
c. 350—360
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In the images of the fourth century Christ takes the attributes and attitudes
of the magician; at the same time he assumes a stance of opposition to imperial
authority (fig.68). Both aspects of this posture are important. Magic was too
potent a power base to bypass; it had to be redirected and made to serve Chris-
tian purposcs. But in the venerable tradition of Moses and the Magi (Daniel’s
companions), Christ the Magician confronts the emperor’s representative and
pulls his ultimate trick: with perfect equanimity he accepts execution, confident
of his resurrection.
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Larger-than-Life

ancient world had managed to fill.! He showed himself a god of the “little

man,” a genuine “grass-roots” god. In succinct images, from tableware to
sarcophagi, he showed himself a caring god, concerned if you were losing your
sight, were bent with arthritis, or suffered menstrual problems. The ancient
world, of course, had a host of gods to whom pcople turned in times of personal
distress; this was nothing new. What was new was the imagery. Now suddenly
the God was seen walking among his people, touching, stroking, comforting,
pressing his warm and life-giving hands on them, and working a very visible
magic. This was a radically new imagery of extraordinary power, and the
competition had nothing to match it. The images of the pagan gods had failed to
show them attending to the needs of mere mortals.

The imagery that was devéeloped in monumental mosaic compositions was
of quite a different scale and character, and drew its power from other quarters.
It, too, enlarged the artistic expcrience, butin a very different direction from the
miracle imagery. Its arena was not the personal sphere of clothing and ceme-
teries but the bill-board space of basilica vaults and walls. The originality of this
development deserves to be recognized.

The Early Christian basilica presented a novel space for the artist. The
temple of the pagans had been essentially a house for the gilded cult statue of the
god. The priests had access to the god, but the pcople gathered to worship in the
open air of the courtyard around the temple. This is where their processions
took place and where their sacrificial animals were slaughtered. The Christian
church building, on the contrary, was a public assembly hall (figs.69&70).
Crowds gathered within it, singing hymns and amen-ing the fervent impreca-
tions of the preacher. The passive participation of the modern Christian assem-

I N MIRACLE IMAGERY, Christ stepped into a void that none of the gods of the
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69. St. Pudenziana, Rome, c. 400, view of the nave as remodelled in 1588

70. St. Pudenziana, Rome,

cathedra beneath the mosaic

c. 400, reconstruction sketch showing bishop’s
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bly, dozing in their pews while the clergy “conduct™ the ceremony in the
sanctuary, has little resemblance to Early Christian behavior in church. There
were no pews or benches to confine the people, and the crowds moved in
repeated waves through the spacious columned corridors during the liturgy.2
Entrics and cxits, readings, offertories and communion were all moments of
public involvement. Outside of liturgical celebrations, the Christian public
gathered in their basilicas to feast boisterously in commemoration of their dead,
whether saints or not.? Drunkenness in such gatherings was frequently la-
mented by the clergy.

This democratization of worship required a fundamentally different kind
of building from the pagan temple. The Christian solution was to adapt the
Roman civic basilica by turning it ninety degrees on its axis. Thus, what had
been a broad, colonnaded interior mall stretching right and left of the entering
visitor became a long processional tunncl of space leading the visitor compel-
lingly from the entrance to the holy of holies, the altar space at the opposite end
of the nave (figs.70,120). Because Christians gencrally faced east to pray, their
basilicas conformed by pointing their nave to the east. The adoption of this
building form—a roof of timber and tile covering three or five parallel corri-
dors, the central one higher and wider than the side ones—determined the plan
that cathedral architecture would follow throughout the Middle Ages. Already
in 324—329 Constantine’s “Old” St. Pcter’s in Rome contained the layout of
Notre Dame in Paris ninc hundred years later.

This new space presented a fresh artistic challenge. Formally, an interior
with such a compelling directional sense required a dramatic stop; the nave had
to end with something that could contain and conclude the movement, and this
was provided in the apse, a deep, curving niche set in an arch that spanned the
whole width of the nave. The insistent motion of the nave, with its uniform
columns marching in file toward the east, came to rest in the curves of the
concave apse. The decoration of the apse therefore provided a climax, and
works of art located elsewhere in the building deferred to the longitudinal focus
on the apse.

But beyond the formal challenge to exploit a new setting, the artist had to
deal with the active involvement of multitudes of worshipers in this space, with
their processional movement toward the altar in the liturgy and their eastern
oricntation in prayer. Whatever he placed in the conch of the apse became the
object of attention in worship. Whether the faithful felt they were praying to the
image or merely praying toward the image, the intensity of their gaze heightened
the effect of the apse painting. A work that could stand such attention, such
riveted staring by a crowd over long periods of time, in the brilliant light of
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morning services or the glowing candle-light of midnight vigils, had to be a
new kind of painting.

A new medium was found for the situation: glass mosaic. In Early Chris-
tian art mosaic was the medium of preference; the most solemn visual discourse
always required the luminescence of mosaic. In the Roman world mosaic had
been used for paving floors or, on a limited scale, for decorating the surround-
ings of fountains and baths (fig.46). Yet as long as it remained on the floor, the
material of mosaic was necessarily limited to something that would take the
tread of shoes, namely stone. White marble backgrounds set off figures in
yellow and rosy stones; reds were dull, greens were somber, and blacks substi-
tuted for blues. Glass was used sparingly for accents.

The Early Christian artist saw a potential in the medium that had not been
dreamed of before, extending it to cover walls and vaults. Liberated from the
scuffing of floors, mosaic could now include a wide range of fragile materials:
colored glass cubes of saturated red and deep blue, iridescent fragments of
mother-of-pearl, even gold and silver foil sandwiched in glass.* Such reflective
materials achieved a brilliance previously unknown (figs. 102&104). The irides-
cent medium seemed actually to contain light in itself. A radically new aesthetic
was in the making, a pointillism of glass. In so far as each cube had a slightly
different cut to it, the play of light was endlessly varied, producing an effect
analogous to the shimmering dots of Georges Seurat.

In addition, the introduction of gold into the palette radically altered the
balance of colors. Gold was at once the strongest and most spiritual color. Its
possibilities fascinated the artist, and by the sixth century backgrounds of solid
gold became common. Uscd as a sky zone behind the figures, gold created a
timeless space that negated the succession of hours and seasons in our earthly
skyscapes. By day it enveloped the figures in a haze of warm brilliance. By
night, reflecting from innumerable oil lamps and candles, it blazed like a furnace
in which the figures moved in unsubstantial silhouettes.

Compositionally, too, the wall- and vault-mosaics were handled in a
novel fashion. Where the orderly Roman mind required separate frames for
scparate subjects, breaking a wall surface into various kinds of panelling,
the artist now attempted continuous, wrap-around and run-on compositions
(figs.86,104,112,130-131). Destroying the little framed boxes of space, a limit-
less or indefinite space spreading over the walls and curving surfaces was
created.

The new surfaces inspired unconventional imagery that presented Christ in
solemn, magisterial roles of eerie, seductive beauty. Symmetrical compositions
came to dominate the long view of the nave: Christ enthroned, six apostles on
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71. Christ Enthroned among His Apostles, apse mosaic in St. Pudenziana, Rome, c. 400

his right and six on his left (fig.71), or Christ ascending into heaven attended by
equal numbers of saints on either side (figs.88,133). These figures, unlike those
of classical art, seek contact with us from a world beyond. In classical art the
figures typically behave like performers on a stage. They inhabit a realm that 1s
quite self-contained. They pose for our contemplation or act out ancient dramas
among themselves, but they take no cognizance of the world “out there”—our
world—beyond their stage. By contrast, the figures in the Early Christian apse
seek our attention. They gaze out anxiously over the ocean of worshippers
below, and from their mysterious curving space they beckon to us, inviting us
to membership in their awful company. Haloes create visual targets around
their faces, fixing our gaze. Their eyes search out our eyes.

The symmetry of these compositions has a force all its own. Early Chris-
tian art is often characterized as hierarchical, frontal, and symmetrical, and these
are pre-eminently the traits of the great apse compositions of the basilicas. On
the simplest and most visceral level, there is something reassuring about images
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composed in matching parts with figures reflecting one another left and right.
Because the human body is symmetrical, matching members naturally symbol-
iz¢ wholeness. There is a balance in the Christian world. It is a world of order
under the universal control of the Son of God at the center.

The centering of these compositions implies a directional sense in life as
well. Life is not an endless mix of the unplanned; there is a plumbline some-
where that rectifies all the wobbles and bumps of mundane existence. The
universe converges toward something that a modern Christian philosopher like
Teilhard de Chardin would call the “omega point.” The world is not centrifugal
but centripetal with Christ a giant magnet at the center.

The apse mosaics that proclaim this belief are the most ambitious single
compositions of Early Christian art. Spanning the width of the basilica nave, the
apsc provided the largest unified space the artist had to work with. At St.
Peter’s, the grandest of the basilicas, this was over 60 feet; at the more modest
basilicas of Saint Pudenziana and Saints Cosmas and Damian it was 29 and §1
feet (figs.71,133). We are looking at surfaces as tall and as wide as a glant movie
screen. Figures in this space are larger than life; Christ is over six fect tall even
while sitting down at Saint Pudenziana, and standing he is about ten feet tall in
the apse of Saints Cosmas and Damian. This is as close as Early Christian art
ever gets to the colossal, the super-human.

The compositions devised for these spaces are among the most enduring of
Early Christian inventions. Once the formulae had been worked ourt, they
retained their focal place in church apses down to the Gothic Age, at which
point the apse of the church dissolved in stained glass. When this happened,
however, the ancient apse themes were not discarded but were carried forward
to facade sculpture. The elegant Christ-in-Majesty on Chartres” Royal Portal is
the direct descendent of the Early Christian apse (figs.88,90). On smaller scale
these same designs were repeated a thousand times in manuscript painting,
ivory, and metalwork.

The apse composition was the primary icon of the Christian church. Its
creation is one of the greatest accomplishments of Early Christian art, but once
again the meaning of this creation has been seriously clouded by intimations of
the Emperor Mystique. The study by Christa Ihm, which stands in splendid
isolation as the only attempt to treat the subject as a whole, repeatedly falls back
on the hypothesis of imperial prototypes with a confidence that is hardly justi-
ficd by the scarcity of comparable images of the emperor.5 The implication that
these images derive their force from remembrance of emperors past scems to
me to miss their intended impact. This reading, however, is the standard ap-
proach to apse decoration, repeated with predictable regularity in surveys of the
history of art. ]
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Artists developed several formulae, and all revolve around Christ at the
center. Even those with the Mother-of-God at the center show the child-savior
greeting us from her lap (fig.86). The accompanying figures play a varicty of
roles; they sit with him or approach him in procession or receive crowns from
him (figs.71,113). But the identity of the superman in the center is the most un-
studied mystery of Early Christian art. When lowly worshippers lifted their
cyes to this glowing icon of their Lord, what sort of person did they sce? If
Christ does not appear in regal pomp—a conclusion I believe inevitable—in
whose guise does he appear, and whence does he derive his formidable author-
ity? The imperial reading of these images implies a reverse cacsaro-papist poli-
tics, the Church usurping the insignia of the emperor to bolster its claims to the
authority of the empire. But if we have been mistaken about the insignia of
Christ, perhaps we must look for other politics in the imagery.

The alarming truth is that, travelling from Rome to Constantinople in the
fifth or sixth century, the Christian pilgrim would have encountered a dizzying
diversity of Christ types. From church to church the Lord would undergo the
most radical metamorphoses. Now calmly conversing with a circle of disciples
(fig.71), now climbing rosy clouds into the empyrean (fig. 133), now sitting on
rainbows and waving to the viewer from a great bubble of light above the
landscape (fig.88), Christ’s face was alternately old and grave, youthful and
vigorous, masculine and feminine. Staring at the glittering apse must have been
like experiencing a series of volatile hallucinations. The Early Christian Christ
was truly polymorphous.

IF WE ARE to start at the beginning, we must start with the mosaic of Saint
Pudenziana in Rome, a work of the 390s, the earliest surviving basilical apse
decoration (fig.71).¢ The mosaic was drastically trimmed on all sides in 1588,
and much of what remains has been heavily restored, but the careful analyses of
de Rossi and Kohler have distinguished the original sections from the restora-
tions.” Generally speaking, the further one moves from the central figure of
Christ the more restoration one encounters, so that the outermost apostles are
entirely remade. But while these changes affect the feeling of the mosaic, they
have not really altered the composition.

On a grand, pearl- and gem-studded throne sits a magisterial, larger-than-
life Christ. He holds an open book which reads “Dominus conservator ecclesiae
Pudentianae,” “(I am) the Lord, the preserver of the church of Pudenziana.”
The apostles sit lower down on either side, and the first two of them, Peter and
Paul, are crowned with wreaths by women. This scene is set against the back-
ground of a kind of portico, above which appears the cityscape of Jerusalem.
Above the horizon looms a great gemmed cross, and four great winged crea-
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tures hover in the sunsct sky above, jarring and intrusive clements in an other-
wise logical space. A drawing of 1595 by Ciacconio establishes the existence of
another register to the mosaic beneath Christ’s feet (fig.72). In the center a dove
descended on a lamb on a little hillock from which flowed the four rivers of
paradise. One might imagine a procession of lambs on cither side converging
on this lamb, as is scen in the mosaic of Saints Cosmas and Damian (fig.133).

There is general agreement, then, about the original composition of the
mosaic of Saint Pudenziana. There is also genceral consensus among art histo-
rians in interpreting the mosaic as “imperial,” even if they differ in nuances of
interpretation. Ihm puts the apse of Saint Pudenziana in a category that she calls
“Christ as Basileus/Rex with imperial court.” In this she is following the lead
of André Grabar who, in his groundbreaking work on imperial iconography,
described Christ as the “panbasileus celeste,” “all-king of heaven,” and derived
the composition from the fricze of the Arch of Constantine (fig.73) and analo-
gous coin imagery.? Later he added another dimension to his understanding of
the subject by appealing to a different source, compositions in Roman art
showing a teacher and his disciples. But in the mosaic of Saint Pudenziana, he
maintained, some such composition was “altered to give Christ a royal mien as
the Panbasileus.”10

However, while the relief of the Arch of Constantine shows a scated em-
peror, he is surrounded by standing officials to whom he throws coins in a
symbolic gesture of munificence (fig.73). The alleged numismatic prototype
also lacks a scated gathering, showing simply Constantine flanked by two of his
sons. Grabar clearly sensed the inadequacy of this evidence, but so convinced
was he of the imperial parentage of the apse imagery that he affirmed it even in
the absence of surviving prototypes. He remarked, “Despite the absence of a
single example of an imago sacra of the emperor enthroned, it is certain that the
portrait of the emperor seated in majesty surrounded by his attendants was
among the formulas used for official effigics of the Roman monarch as well as
for the empress, at the time of the Christian Empire.”!! But this is exactly what
remained to be proved.

Nevertheless, the assumption of the missing evidence is basic to all subse-
quent argument. Yves Christe explains the mosaic as a Christianized “Kai-
sertriumph,” dependent upon compositions of the emperor surrounded by his
amici, although no such composition has survived.12 ‘

For some reason the modern viewer is all too ready to sce imperial associa-
tions in the image. But the question must be asked whether the original viewers
of c. A.D. 400, gazing on the Saint Pudenziana mosaic, would have been re-
minded of their earthly sovereign, whether in his actual appearances, if they had
been fortunate enough to catch a glimpse of him, or in his public imagery,
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which was cverywhere available in coins, statuary, rcliefs, or paintings. This
question can be answered only by cxamming the clements of the image one at a
time.

While it is alleged that Christ has been given imperial insignia, he lacks the
most important of these (fig.74). The head of the empcror, from Constantine
on, was distinguished by a jewel-studded diadem. 13 Christ wears no such orna-
ment, cither in Saint Pudenziana or anywhere else in Early Christian art. He also
lacks the imperial cloak or chlamys, the purple boots, and the scepter. Thesc
accoutrements at first were restricted to the emperor’s appearances as the
commander-in-chief of the military, but they gradually became the standard
attributes of imperial authority, the signs by which every child learned to distin-
guish an emperor from a non-emperor. Christ, on the contrary, wears the
civilian dress: a pallium over a tunic decorated with a pair of light blue vertical
stripcs—the clavi—and sandals. Traditionally, every male citizen on assuming
the toga virilis also assumed a tunica with clavi. This was standard civilian attire. [t
is true that an emperor like Augustus, to advertise himself as Just another
citizen—primus inter pares—also appeared in civilian dress; but this did not make
civilian dress imperial.

The luminous gold of Christ’s garments, however, clearly sets him apart
from the citizen who traditionally dressed in white. Conservative Roman taste
restricted the use of gold to a modest decorative stitching in the hems. Several
late Roman emperors—Commodus, Elagabal, Aurelian, Diocletian, and
Constantine—disgusted their compatriots by appearing in golden garments. In
such cases, however, the gold was applied to the emperor’s military dress, his
vestris castrensis, which was a gold chlamys or a gold tunic under a purple chlamys,
rather than to civilian attire. 14

The gold garments should be considered along with the gold of Christ’s
halo, which has also been mistaken for an imperial attribute by Matthiae and
others.'> While it is true that the halo had occasional impcerial use—generally in
radiating form rather than disk form—it had prior and more common use as an
attribute of the gods, which is why the emperor wanted to appropriate it. 16 The
same is true of gilded garments. The gods in all the great cult images of antiqg-
uity were clothed in gold,!” and even in the fifth century Roman Vergil manu-
script the artist knew Jupiter should be clothed in gold (fig.75).

When halo and golden garments are assigned to Christ they are not meant
to make an emperor of him but to signal his divinity. Nicaea, we must repeat,
did not proclaim Christ emperor, but “God of God, light of light, true God of
true God, begotten not made, of one substance with the Father.” In the wake of
the Arian controversy that dominated fourth-century theological debate, the
aim of the artist was not to make an image of any mere earthly man, however
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o 75. The Council of the Gods, from the Roman Vergil, fifth century, Vatican

exalted his status, but to create the true superman, a Christ who would be equal
to God the Father.

This, moreover, seems to be the intention behind the most striking of
Christ’s attributes in the Saint Pudenziana mosaic, his enormous throne. Al-
though this too is usually said to be imperial, it is a consistent Roman attribute
of divinity.

2 74. (facing) Christ Enthroned, detail from the apse mosaic in St. Pudenziana, Rome, c. 400
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76. Sella Curulis, reconstruction drawing 77. Magistrate on a Sella Curulis, in the
Accademia d’Ungheria, Palazzo Falconieri,
Rome, second century

Christ’s seat is 2 most extraordinary piece of furniture. It has a great crim-
son cushion that has been called purple and therefore imperial. '8 But the color is
bright red, much closer to orange than to purple.1? More important is the shape
of the throne. Armless, with a high back, it has round legs that are thickly
studded with pearls and gems, and it has a matching footstool.

The official seat of the emperor, however, was no such extravaganza, but
the much more modest sella curulis, or curule seat.?’ Originating in Etruscan
times, the sella curulis was a folding stool with S-curved legs made of wood or
bronze with four interlocking rails on top (fig.76). The front and back rails often
extended beyond the legs and offered a field for decoration. Across the top a
leather seat was stretched on which a cushion might be placed.

Romans thought this was the seat used by their legendary king Romulus,
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78. Severus Alexander on a Sella Curulis, Rome, A.D. 229, New York

founder of Rome, and referred to it as the sella regia or “royal” seat. Along with
the sceptre and the fasces, it was the primary symbol of the authority of govern-
ment, used for the exclusive seat of office of the consuls and the most important
magistrates. The emperor could hardly have afforded to bypass a symbol of
such authority, and Julius Caesar set the example for his successors by using a
sella curulis ot gold. Thus it became the traditional seat of the emperor for public,
state occasions, and literally hundreds of representations exist in Roman coin-
age and relief showing him so seated (figs.77&78).

In the Late Empire representations of seated Roman emperors become
much scarcer. However, in a calendar of 354, extant in copies, Constantius II is
shown on a sella curulis (fig.79).2! The curved legs have been exaggerated and
splayed apart, but they are still recognizable. More telling, the peculiar sequence
of rectangular shapes of the interlocking rails is shown at either side, even if the
copyist did not understand the shapes. In the fifth and sixth centuries, ivory
carvings of the consular diptychs supply the gap in our information on the late
history of the sella curulis. Although its ornament became richer, its basic struc-
ture remained the same. In 518 the consul Magnus sat on a sella curulis whose
legs were lions’ legs with lions” heads above them; the end panels of the front rail
were decorated with personifications of abundance, and figures of victory dance
on top of the perpendicular rails (fig.80).22

This is the kind of seat on which the emperor Justin II, in 565, received with
haughty disdain a delegation of the Avars, his troublesome neighbors from the
Danube (fig.81). The eye-witness Corippus described the scene quite vividly,
though modern historians have misread the passage: “The inner sanctum is
ennobled by the imperial seat which is surrounded by four excellent columns,
above which a canopy, shining bright with solid gold in imitation of the vault of
heaven, overshadows the immortal leader sitting on his throne. [The latter is]
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79. Constantius I on a Sella
Curulis, drawing by Peiresc,
from the Calendar of 354,
Biblioteca Apostolica
Vaticana

ornamented with gems and distinguished with purple and gold. Four arcs [i.e.,
arched legs| bend to intersect one another, and above, on the right and left side,
matching Victories alight with wings outspread in the air, carrying a laurel
crown in their shining right hands.”23 In her recent translation and notes on this
passage, Averil Cameron takes the “arcs” to refer to the canopy overhead, and
this requires her to put the Victories higher still where they would offer their
crowns to the thin air. But curving interconnected arcs are the most characteris-
tic feature of the sella curulis, and Victories, as the diptychs demonstrate, were
part of the decoration of the cross rails of the seat in the sixth century. One can
only conclude that the official imperial seat in the most august inner chamber of
the palace, however richly embellished with gemstones and canopy, was still
the sella curulis as late as the sixth century.
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What the ancient world referred to as a throne (thronos in Greek or solium in
Latin) was an entirely different piece of furniture. Though it admitted of many
variations, it was basically a chair with straight legs and a back. The legs might
be rectangular, or turned spindles, or formed as solid sides: the back might be
high or low; and it might or might not have armrests. 2+ Such chairs were seats of
honor tor guests and distinguished citizens, and were represented as seats for the
gods. Ancient art shows Dionysus and Pluto and Aphrodite and Hera en-
throned; but the throne is foremost the attribute of the father of the gods, Zeus
or Jupiter. Indeed, from archaic vases to the Parthenon frieze, from Pompeian
wall painting to Roman coinage, Jupiter reigns from a throne.

Roman coin imagery, most familiar to the public, always gave Jupiter a

81. Sella Curulis of Justin II, reconstruction
drawing

80. The Consul Magnus on a Sella Curulis, leaf
of an ivory diptych, 518, Cabinet des
Médailles, Paris
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82. Roma on High-backed Throne, five solidus piece
of Honorius, Rome, c. 400, reverse, New York

straight-legged, high-backed throne imitating Phidias’ renowned cultic statue
at Olympia (fig.1). Other figures allowed to occupy such a throne were the
divinized personifications of Roma and Constantinople (fig.82). This imagery
was also very common and remained in circulation after Jupiter was banished
from coins by Christian emperors. In the fifth century, a generation or so after
the mosaic of Saint Pudenziana, the painter of the Roman Vergil still understood
perfectly that the Capitoline triad, Jupiter, Juno, and Athena, belonged in high-
backed thrones (fig.7s). This is the way gods ruled in their high council over the
world.

The imagery of seats 1s consistent. On the one hand Christ is never shown
on the emperor’s proper seat, the sella curulis. On the other hand, the emperor is
almost never shown on a true throne.?>

The splendid throne of Christ in Saint Pudenziana is not intended to give
Christ imperial status but divine status (fig.72). It is precisely here that the war
of images was being fought out most intensely. By usurping the attributes of the
ancient gods Christ was effectively supplanting them.

Not only has he taken their seat, he has taken their face as well (fig.74).
Christ’s long dark hair, broad forehead, and full, dark beard are unmistakably
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divine attributes. They are most commonly associated with Jupiter, although
Asclepius and Scrapis have very similar features as well (figs.1,47,105). In try-
ing to give Christ a status equal to his Heavenly Father, the artist turned to
imagery of the father of the gods, letting Christ borrow Jupiter’s gold, his halo,
his throne, his face.

Still, intent on their argument for the Emperor Mystique, art historians
have argued that, even in the absence of specific imperial attributes in the Saint
Pudenziana mosaic, the hieratic composition itself, with a frontal Christ in the
center and the apostles grouped around him, carried imperial associations. This,
they imagine, is an imperial mode of presentation, which must have reminded
viewers i1 A.D. 400 of their seated emperor, with the senate, his counsellors,
and friends seated around him. But this is impossible. Imperial etiquette would
never allow 1t. After the first century the senate was not allowed to sit in the
emperor’s presence, nor was anyone else.2¢ In his reorganization of imperial
government, Constantine introduced a high council of advisors that he called
the “consistorium,” literally the “standing committee,” because when they
convened only the emperor sat. Nor were bishops allowed to sit in the presence
of the Christian emperor; when Constantine attended the Council of Nicaea,
since he wanted to take part as a bishop himself, he had to issue a special decree
allowing the bishops to sit and deliberate with him. On one other occasion, in
362, Julian the Apostate, nostalgic for the days of the Principate, went down and
sat in the curia with the senators; but this humble, egalitarian behavior was
regarded as outlandish and was labelled ostentation. The emperor did not sit
with other mortals.27

CHRisT seated in the midst of his seated apostles struck a very un-imperial note.
His apostles are not senators but his co-philosophers. Philosophers were very
important in the world of Late Antiquity and sets of philosophers were com-
monly represented in art. A nearly contemporary mosaic from Apameain Syria
shows Socrates seated in a semicircle of seated sages (fig.83). The parallels
between Christ and Socrates in cthical teaching and in acceptance of unjust
death were a common theme among the Early Christian apologists.28 In the Via
Latina catacomb an unnamed philosopher is flanked by seated philosophers
presiding at a sort of anatomy lesson where he faces a painting of Christ the
philosopher between Peter and Paul.2? Medical men of antiquity confer in a
semicircle in the Vienna Dioscurides manuscript of §12.3° Recent archacologi-
cal finds have furnished other sets of philosophers. The discovery at Aphro-
distas, Turkey, of a courtyard that served as a school of philosophy in the late
fourth or fifth century brought to light a set of shield portraits of philosophers
(fig.96).3! Seven philosophers are named, but the group included contempo-
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rary unnamed philosophers as well. At Dion, in Greece, the excavation of the
Villa of Dionysus has turned up a set of four Late Antique philosopher statues
whose poses presage the apostles of Saint Pudenziana (f1g.84).32 Their identities
are unknown, but clearly they were meant to be taken as a group who together
represented a sort of compendium of ancient philosophy.

[t1s in this context that Early Christian art developed its composition of
Christ surrounded by his co-philosophers, the apostles. It is a composition that
had enjoyed considerable popularity in catacomb art for generations. Saint
Pudenziana may be seen as the culmination of a development visible in the
frescoes of Saint Domitilla or the Via Anapo (figs. 2,85). Implicit in such images
is the bold claim of Christians to have bested their pagan adversaries in the
intellectual realm. And, indeed, in sheer volume of publishing Christian writers
outproduced their pagan rivals many times over in the Late Antique period. The
threat posed by Christian scholars was keenly felt by the opposition, and Julian
the Apostate tried to prohibit Christian professors from teaching classical litera-
ture.? Christ and his apostles were supplanting the academies of the Hellenes.

85s. Christ Enthroned among His Apostles, Catacomb of the Via Anapo, Rome, c. 325
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87. Cathedra and Synthronon of the Basilica Euphrasiana, Parenzo, c. 550

The absence of imperial references does not mean that the Saint Pudenziana
mosaic 1s without political implications, but only that the politics are not those
of the emperor but rather of the bishop.

The politics of the mosaic are defined by the real-life referent of the compo-
sition, which could hardly have been missed by the fifth-century church-goer.
For directly beneath the mosaic sat the bishop on his elevated seat, his cathedra,
flanked by his clergy who sat on the semicircular bench, the synthronon, around
him (figs.70,86,87). In the churches of the East, the clergy’s bench was elevated
in ampbhitheatre fashion, giving them a dramatic visibility.3* By sitting beneath

86. (facing) The Basilica Euphrasiana, Parenzo, apse with synthronon below (behind the
altar), c. 550 :
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Christ and imitating his posc and gestures, the bishop claimed the right to
replace Christ, to speak in his name, and to legislate for his flock. It should be
observed that in modern Christian churches the congregation sits and the minis-
ter stands to preach, but in the carly Church it was exactly the opposite: the
people stood and the preacher sat. His seat or cathedra was the symbol of his
authority, every bit as much as the sella curulis was the symbol of imperial
authority.

Christ’s gesture, combined with his open book, is not the menacing ges-
ture of a judge, nor an emperor’s acknowledgment of acclamation, but a teach-
ing gesture (fig.74). The authority of the teaching bishop derives directly from
the authority of the teaching Christ. As Christ teaches from his heavenly throne
so the bishop from his. The themes of the bishop’s teaching are alluded to by the
four beasts in the sky above who announce the four gospels, and by Peter and
Paul, authors of the epistles, who merit crowns by laying down their lives for
Christ.

The triumph of Nicaean Catholicism over Arianism in the late fourth
century put the episcopacy on a new footing. The authority of the Church was
understood to derive directly from Christ without the mediation of the em-
peror. Hence the inscription in Christ’s book: Christ personally claims to be the
“Protector of the church of Pudenziana.” In so far as the struggle against the
Arians was also a struggle against the emperors, who had taken the Arian side,
the victory over Arianism was a vindication of the freedom of the Church from
imperial control.

The lowest register of the composition, now missing, reinforced this
meaning by showing the Church of Christ in symbolic form (figs.70,72). The
rows of lambs that once converged on the Lamb of God represented the faithful
who fall in line like sheep behind their leader.?> The mosaic is propaganda not
for the imperial aspirations of Christ, but for the divine origins of ecclesiastical
authority.
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Christ Chameleon

HE NEW CHRISTIAN IMAGES ¢xerted an extraordinary fascination for

viewers. People readily experienced visions in their presence and wove

tales of miracles around them. One image of Christ was said to be the
miraculous impression of his face on a picce of cloth; others were made by
angels; saints were seen to step out of their images and walk on the streets with
men; the touch of an icon would work instantancous cures.! Unhappily, in most
instances these miraculous art works do not survive and we have no way of
checking what inspired the legend. A mosaic at the Stonecutters” Monastery in
Thessalonica is a special exception to the rule. The story that grew around this
image is indeed very peculiar.

Legend attributes the making of the mosaic to a mythical princess The-
odora, purportedly the daughter of the pagan emperor Maximian (287-305)
and a crypto-Christian.? Desiring a private place to pray, she secretly had a little
bath chamber in her palace converted into a church. “When this had been done,
she ordered that a painter be fetched immediately so as to paint the pure Mother
of God in the castern apse [mosaic workers were commonly referred to as
painters]. So this image was being painted and the work was nearly finished
when, the following day, the painter came along intending to complete the
picture and saw not the same painting, but a different one, indeed one that was
altogether dissimilar, namely that of our Lord Jesus Christ in the form of a man,
riding and stepping on a luminous cloud and on the wings of the wind.” The
story further narrates how an aged Egyptian monk named Senouphios was led
by divine revelation to rediscover the work, when it had been hidden during a
period of persecution. At the sight of the mosaic, the holy man died in ccstasy.

In the fabulous literature surrounding holy images I do not believe there is
another instance of a miraculous sex-change. Why anyone should have imag-
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ined a metamorphosis of the Virgin into her divine Son 1s a question that
involves the sexual identity of Christ. It is an1ssuc of profound religious impor-
tance.

Contrary to the legend, the church of the Stonecutters” Monastery—now
called Blessed David after a local ascetic—was not erected i the third century
but in the mid-fifth. The building still stands reclatively intact on the steep
hillside high above the city and harbor of Thessalonica.? Unlike the great public
basilicas we have been considering, the churchis small and cross-shaped, more a
chapel than a church, suggesting the domestic setting of Theodora’s story.
Blessed David is as intimate and mysterious as Saint Pudenziana 1s grand and
emphatic. The apse is a bare ten feet across. Yet within the narrow confines of
this space the mosaicist has created a hallucinatory vision that might casily have
suggested miracles to a believing eye (figs. 88&89).

The ostensible subject of the mosaic 1s the vision of Ezckiel (Ez 1:4-28).4
On either side of the composition we sec rocky banks between which flows the
River Chabar, the site of Ezekiel’s vision. Ezekiel, on the left, shields his eyes
from the apparition, which in his words appeared out of “a great cloud, with
brightness round about it, and fire flashing forth continually” (Ez 1:4). In his
effort to convey this visionary light the artist invented three different kinds of
mosaic light. He represented the cloud as a great transparent disk with rays of
shining white, pastel pinks, and blues. Within the disk he seated Christ on the
arc of a luminous rainbow. Finally, he surrounded Christ’s head with a halo of
warm gold light. The winged “living creatures” that Ezekiel saw emerge from
behind the cloud and are partly visible through it. The figure of Christ in front
of the cloud seems to project forward toward us by his relatively larger scale and
the brilliance of his coloring in deep blue and maroon red. The smaller prophets
to the right and left, though physically closer to us in the curve of the conch,
recede into the distance behind Christ.

Ironically, the dazzling inventiveness of this image has been obscured for us
by historical hindsight. This is the earliest instance of the most popular apse
theme of the Christian East, the so-called “Majestas Domini,” or Majesty of the
Lord, but its numerous progeny now make it seem commonplace.> It was far
from commonplace when it was invented in the mid-fifth century.® Moreover,
geography gives Blessed David a special importance, since it is our nearest
representative of what the apses of Constantinople may have looked like. All of
the early church decoration of the capital has been lost, without exception. If we
may judge from the frequency of the Ezekiel vision in surviving Early Christian
apses of Egypt and Armenia, as well as the Middle Byzantine apses of Cap-
padocia, the subject probably had considerable popularity in Constantinople.?
Moreover, in the West, in the apses of Romanesque churches, on portal sculp-
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turc and on smaller scale in manuscripts, 1vorics, and enamels, the composition
of Christ in a circle of light surrounded by the four “living creatures” is com-
mon to the point of stercotype (fig.9o). This is one of the key image-types of
Christian art.

As is often the case, the term art history has assigned this image has preju-
diced any scholarly discussion of it. It is hard to not to hear regal overtones in the
expression the “Majesty of the Lord,” and the interpretation of the mandorla
motif, or the body halo, often alleges imperial connections. But the image was
not called a “Majesty” in Early Christian times; the miracle legend refers to it as
a “theandric,” or god-man image.

The imperial associations of the mandorla depend on its alleged derivation
from the Roman imago clipeata, or shield image.® This argument, however, is
doubly doubtful. In the first place the shicld image is a common portrait format
without a special imperial connotation (figs.18,96). In the second place, compo-
sitionally the mandorla’s origin 1s not Roman but Buddhist. The Roman shield
portraits are exclusively bust images, a characteristic that emphasizes the purely
pictorial status of the figures, since only in representations can figures be cut off
at the bust. By contrast, in the Christian mandorla the figure is always full-
length, alive, and moving freely in front of the mandorla which he can overstep
or overreach.? The transparency of the cloud of light at Blessed David also
contradicts the shield-image derivation; the “living creatures” are visible
through the rays of the aureole. Furthermore, Christian mandorlas are often
bordered in concentric bands of color: red, white, and green.

These features all lead us not to Roman art, which has no tradition of such
body haloes, but to a source in the art of India and Central Asia. Prior to the rise
of Islam the mediterranean world was in much more direct contact with the
East, where the Buddha was frequently represented before an oval, circular, or
flame-shaped aurcole. Whether standing or seated, the Buddha is always a full-
length figure enjoying the same reality status as Christ does before his mando-
rla. He can overstep its border and is sometimes joined by other living figures
who enter his space in front of it. The concentric colored borders are also found
in Buddhist art.19 Most significant, the imagery of Buddha before his oval
aureole was in circulation long before Christian art made use of the motif. A
coin of King Kanishka I carrying such an image has been reliably dated to the
second century (fig.gr1).11

The introduction of motifs of light into the vocabulary of Early Christian
images was a decisive step with permanent consequences for the history of art.
The aureole, like the halo, was first introduced in the anti-Arian debate of the
late fourth century. The Cairo wooden lintel, with its inscription full of slogans
from Athanasius’ Discourse against the Arians, carried images both of the Entry
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and the Ascension, and the latter showed Christ in a circle of light surrounded
by the four “living creaturcs” (fig.21). The lintel is damaged, however, and has
lostits pigment. Much more striking is the contemporary mosaic in the lunette
over a tomb in the catacomb of Saint Domitilla, in Rome (tig.92). The location
of the tomb on the stair to the first level of the catacomb argues for a date in the
time of Pope Damasus (366—384) or slightly later, according to the Jesuit ar-
chaeologist who found it.'2 Christ, Peter, and Paul sit on thrones with high
backs. A capsa, or leather bucket, full of scrolls has been placed at Christ’s feet,
emphasizing his role as philosopher, and behind him is a great glowing circle of
eerie green light. The same aqua-green tesserae were used for the halo of Christ
in the neighboring scene of the Raising of Lazarus.

That this light is meant to signify Christ’s divinity in an expressly anti-
Arian sense follows from the inscription in bold, four-inch capital letters cncir-
cling the lunette: “Qui filius diceris et pater inveneris, ” that is “ You are said to be
the Son and are found to be the Father.” In language reminiscent of the Gospel
of John, “He who has seen me has seen the Father” (Jn 14:9), Christ is equated
with his heavenly Father. This is how one must interpret the radiant mandorla
or aureole of Blessed David. It is a circle of light, a zone of supernatural glory,
meant to convey the equation of Christ with his Father, the awesome Yahweh,
seen by Ezekiel in his vision. There is no hint of the Roman emperor. 13

Strangely enough, however, the image of Christ himself departs radically
from the description of the fearful Lord in Ezekiel’s vision. For Ezekiel, we
must remember, the terrifying experience was an omen of the destruction of
Jerusalem by Nebuchadnezzar in 597 B.C. It was not an apparition that was
liable to soothe the mind. The Christ of Blessed David does not sit on the
imperial sella curulis, but neither does he sit on the throne of sapphire that
Ezekiel saw. Rather he perches on a most unsubstantial rainbow. His pose is
dangerously askew, the imbalance giving the effect of movement, as if he has
only just arrived. And while Ezekiel saw a terrible man “as it were of gleaming
bronze, like the appearance of fire” (Ez 1:27), the Christ of Blessed David is as
mild as milk. The round, full face is soft and beardless, encircled with light hair
that falls copiously on his shoulders. His body too lacks any masculine vigor:
the shoulders are narrow and sloping, and the hips are broad. Indeed when the
mosaic was re-discovered in 1926 after the withdrawal of the Turks who had
been using the church as a mosque since 1430, there were some in Thessalonica
who thought it must be an image of the Virgin.14 Upon closer study, the
cruciform halo and the four living creatures around the mandorla required that
this possibility be dismissed, but the untutored first reaction of ordinary people
to the mosaic is itself important evidence. In a simpler age one might readily
have recourse to legend to explain the anomaly, imagining that it was in fact an
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88. The Vision of Ezekiel, apse mosaic in Blessed David, Thessalonica, c. 42550

image of Christ’s mother, miraculously made over into the Savior but still

preserving the contours of the previous image.

NO SUBJECT i1s more taboo in art history than the sexuality of Christ. In
Renaissance art, Leo Steinberg has documented the tactful evasions by which
art historians have traditionally avoided dealing with imagery that unashamedly
put the genitalia of Christ on display. !> Steinberg has advanced a very plausible
explanation for explicit sexual imagery in the Renaissance based on sermon
literature of the period. Christ’s male sexuality was the guarantee of his full
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90. Christ in Majesty, west portal of Chartres Cathedral, c. 1145-1150

Incarnation; unless he assumed all of human nature he could not redeem all of
human nature. Late medieval images of a maternal Christ who nourishes the
faithful from the wound in his side have recently been studied by Carolyn
Bynum. !¢ Butas a whole, the issue of Christ’s sexuality is conspicuously absent
from scholarly discussion; in the literature concerning the Early Christian pe-
riod it is never mentioned.

If the mosaic of Blessed David were unique in this respect one might
dismiss its sexual ambiguity as an aberration—worth noticing, perhaps, but not
worth dwelling on. But alongside his virile manifestations, Christ in Early
Christian art often showed a decidedly feminine aspect which we overlook at
our own risk. Itis not the unanswered but the unasked questions that undermine
discourse and give an unbalanced slant to an entire field. Whether or not ade-
quate explanations can be found, it is particularly important that this issue be
raised in connection with Early Christian images, for once this feminine aspect
of Christ had gained an acceptability, later artists, whether in the Middle Ages
or beyond, felt free to exploit it without apologies. Judging from the rich

89. (facing) Christ, detail from the apse mosaic in Blessed David, Thessalonica, c. 425—50
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91. Buddha in Aureole of Light, coin of King Kanishka I, second century A.p., London

92. Christ in Aureole of Light, between Peter and Paul, mosaic in the Catacomb of Saint
Domitilla, Rome, c. 366—84
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93. Raphael, Christ Blessing,
Brescia, Pinacoteca

tradition of effeminate imagery of Christ, it appears that people were not un-
comfortable with such a Savior (fig.93).

Christ’s full, beardless cheeks and long hair are, of course, not unusual in
Early Christian art. Though scholarship seems to have regarded the coiffure of
Christ as too trivial to be worth attention, it is clear that hairstyles were very
important to the artists.!” Christ’s hair always sets him apart from his compan-
1ons. In the Terme Museum Entry, Peter is bearded with a compact mound of
curly hair and Paul is balding in front; the other disciples and the two common
men have tongue-like locks brushed forward from the crown over their fore-
heads (fig. 10). This approximates the hairstyle popularized by Constantine and
most commonly worn in the fourth century.!8 Christ, however, has a full head
of large curls that twist this way and that as they fall to the nape of his neck,
entirely concealing his ears (fig.20). It is a hairstyle that effectively removes
Christ from the fourth-century historical setting of his companions.

There are many variations to Christ’s hairstyle, but it is generally long and
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94. The Twelve Apostles Sarcophagus, Saint Apollinaris in Classe, Ravenna, mid-fifth
century

loose and always has the effect of distancing him from those around him
(figs.10,34,68). On the mid-fifth-century sarcophagus at S. Apollinaris in
Classe, Christ’s disciples again wear hairstyles that approximate contemporary
fashion (fig.94). The hair is still combed forward, but now individual locks are
lostin a mass that looks more like a solid cap. This is the style popularized by the
court of Theodosius and visible on the reliefs of Theodosius in the hippodrome
of Constantinople.!? Christ, on the other hand, has parted his hair in the middle
in a most affected way, making it fall in undulating waves to his shoulders.

Elsewhere it takes a different shape. On the silver reliquary in Thessalonica
Christ’s mane falls back in a great luxuriant mass (fig. s7). On a great columnar
sarcophagus of the 380s he wears loose, shaggy locks (fig.68). On the famous
Good Shepherd statue in the Vatican, one dainty tress reaches almost to the
nipple on his naked chest—a style hardly suited to the rugged outdoor life of a
shepherd (fig.95).

95. (facing) The Good Shepherd, c. 300, Musei Vaticani, Rome
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The extravagance, the sensuality, the voluptuousness of Christ’s hair was
clearly intentional and cannot have been missed by contemporary viewers. The
question is what it all means. In the ancient world, as indeed in all periods of
human history, there was a language of hairstyles. Hair is one of the ways we
have of defining how we present ourselves to the world.

Clearly Christ’s coiffure has nothing to do with imperial imagery.2” No
emperor, in fact, no Roman male would wear his hair like this. Paul reflected the
prevailing norm in this regard when he wrote, “Does not nature itself teach you
that for a man to wear long hair is degrading to him, but if a woman has long
hair, it is her pride? For her hair is given to her fora covering. . . . We recognize
no other practice, nor do the churches of God” (1 Cor 11:14~16). Similar moral
judgments against wearing long hair can be found in Epictetus, Philo, Euphra-
tes, and Plutarch. For the male it was not an acceptable mode of grooming.?2!

Philosophers violated the norm as a gesture of defiance of the standards of
the world. Our picture of philosophers in Late Antiquity has been greatly
enriched by the recent discovery at Aphrodisias of a peristyle courtyard that
served as a philosophical school in the middle of the fifth century.22 A series of
clipeate images of famous ancient philosophers decorated the complex, includ-
ing one unnamed, who seems to have been the contemporary master of the
school (fig.96). There is nothing of the “hippie” about this gentleman, but
neither is his hair the conventional style of the fifth century. While the hair on his
forehead is carefully brushed forward and cut in an arc, on the sides it was
allowed to grow long and thick and was carefully combed back to conceal most
of his ears. In the back it covered the nape of his neck. But this is not the loose,
curly look of Christ, and of course the “philosopher-look” had to include a
beard. Though Christ dresses and poses as a philosopher, his face and hair say
something more. :

Monks, like philosophers, let their beards grow. Regarding their long hair
Christian opinion was divided. Augustine found it effeminate and solemnly
beseeched monks not to “veil” their heads with hair, which only women ought
to do.23 On the other hand, it must be noted that in the Roman world not even
women were accustomed to wear their hair loose. In Late Antiquity women
veiled their hair or put it up in a variety of braids and puffs and melon shapes
(fig.17&18).

In Greek and Roman art loose, long hair was a mark of divinity. As the full,
dark beard and long hair of Christ at Saint Pudenziana were a conscious usurpa-
tion of the imagery of Jupiter, or the hairstyle of the Terme polychrome slabs
took up the imagery of the curing god Asclepius, so when Christ is given a
youthful, beardless face and loose, long locks it assimilates him into the com-
pany of Apollo and Dionysus.
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96. Anonymous
Philosopher, from
Aphrodisias, c. 400—450

Apollo, god of light and health, was also god of youth, to whom adoles-
cents on reaching manhood dedicated their newly cut hair. For this reason
Apollo is perpetually adolescent, his nude body at the peak of pubescent youth.
His hair is abundant, often with the front locks tied up on top, ready to be shorn
in token sacrifice at coming of age. In this context abundance of hair is a sign of
“fresh and undiminished fertility.”24

Dionysus, too, was distinguished by unshaven cheeks and loose, untied
hair (fig.106). Indeed, his hair was his most salient trait. In the Bacchae of
Euripides he was called a magician “with essenced hair in golden tresses
tossed,” and it was this, plus his consorting with women, that most incensed the
skeptic Pentheus. 25 It is significant that both of these youthful, long-haired gods
had important androgyne aspects. As patron of the arts, Apollo led the Muses in
song and dance; he often appears with his lyre in the long chiton of a woman.2¢
Dionysus is called by Seneca a “pretended maiden with golden ringlets”;>” and
in Ovid he is “unshorn” and “girl-faced.”2% In other words, in letting his hair
down Christ took on an aura of divinity that set him apart from the disciples and
onlookers who are represented with him. At the same time, insofar as he copied
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the look of Apollo or Dionysus, he assumed something of their feminine aspect
as well.

If Paul and Augustine could have called Christ’s long hair “degrading,”
what would they have said of his breasts? At Blessed David the broad hips of
Christ look feminine in outline, but his heavy clothing reveals nothing of his
breasts. But elsewhere, not content with hinting at a feminine side of Christ in
his face and hair, Early Christian artists have expressly given him breasts.

A statuette in the Terme Muscum caused a confusion very similar to that
generated by the discovery of the Blessed David mosaic (fig.97). When it first
entered the collection the statuctte was catalogued as a “Seated Poctess.” In 1914
R. Paribeni was the first to compare the image to sarcophagus versions of
Christ, and he elected to so 1dentify it in spite of the “prominent swelling of the
breasts.”2° The identification as Christ was unanimous in subsequent literature,
though the feminine characteristics of the figure continued to bother scholars.30

Swelling breasts are more noticeable in a scries of sarcophagi of the fifth
century in Ravenna. A large sarcophagus in the courtyard of Ravenna’s Musco
Archeologico is an important instance (f1g.98). Made of streaked marble quar-
ried on the Marmara Island near Constantinople, it shows Christ on a little
mountain handing the scroll of his teaching to Peter. Paul assists on the other
side, and, further removed and on slightly smaller scale, the couple who com-
missioned the sarcophagus are represented. Though the faces are badly worn,
Christ is beardless with shoulder-length hair. His pallium sweeps dramatically
from his upraised right arm and is pressed closely against his body, revealing
both his genitals and pronounced breasts.3! Of course all men have breasts
which, depending on how much body-fat they carry, may be more or less
pronounced. But in this relief one cannot avoid comparing Christ to the owners
of the sarcophagus who, like him, are represented quite frontally. The bust of
Christ more resembles that of the woman than that of her husband.

This sarcophagus belongs to the early fifth century. A few decades later a
sarcophagus in San Francesco, Ravenna, shows a similarly ambiguous Christ
(fig.100). An ungainly seated Christ seems to be assembled of unrelated parts.
He perches insecurely, off balance on a low chair. His hands are over-large, his
right extended to offer a scroll to Paul. Delicate curls fall down his neck,
enframing a full face, and his short-sleeved tunic reveals a feminine torso with
gently swelling breasts and wide hips.32 Indeed, at times it seems that Christ is
given breasts expressly to distinguish him from his apostle colleagues. On a
battered fragment of a Roman sarcophagus in Cordova Christ has lost all other
significant attributes, but he still stands out by reason of his feminine torso
(fig.101).

Other Ravennate sarcophagi exhibit the same phenomenon: that of S.
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Seated Christ,

. 350, Rome,
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98. Traditio Legis, front of a sarcophagus in the Museo Archeologico, Ravenna, fifth century
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99. The Raising of Lazarus, side of Traditio Legis sarcophagus, Museo
Archeologico, Ravenna, fifth century

130




100. Seated Christ, detail of a sarcophagus in San Francesco, Ravenna, fifth century
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1o1. Christ (second from right) with Apostles, on a sarcophagus fragment in the wall of the Great

Mosque of Cordova, c. 360
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102. The Baptism of Christ, mosaic in the Arian Baptistery, Ravenna, first half of the sixth century
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104. Procession of Apostles, detail from the mosaic in the Arian Baptistery, Ravenna, first
half of the sixth century

Maria in Porto fuori and that of Bishop Exuperantius in the Cathedral,33 and the
Certosa sarcophagus in Ferrara Cathedral.3* But the most strikingly ambiguous
image in Ravenna is the mosaic of the Arian Baptistery (figs.102&103). In 493
Theodoric the Ostrogoth, who had caused considerable embarrassment to the
Byzantine government by plundering the Balkans, was persuaded to turn on his
fellow Goth Odoacer in northern Italy. Here Theodoric founded his own king-
dom and built churches dedicated to the Arian Christian faith of his nation.
Doctrinally, however, there is nothing heretical about the mosaic in the dome of
his baptistery, which copies the less well-preserved mosaic of the Catholic
baptistery in Ravenna. A circular procession of Apostles surrounds a wreathed
scene of the Baptism of Christ. Two hulking male figures flank the naked
Christ. On the left, the god who personifies the Jordan leans on an amphora

103. (overleaf) The Body of Christ, detail from the mosaic in the Arian Baptistery, Ravenna,
first half of the sixth century
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from which water flows, the standard Roman convention for a river. On the
right John the Baptist has climbed on a craggy rock from which he bends down
to touch the head of Christ, while the dove of the Holy Spirit descends from
above. Both of these men are heavily bearded and broad-chested, robust males.
The muscles of Jordan’s torso are boldly outlined. By contrast, Christ is beard-
less with slender shoulders, girlish breasts, and smoothly modelled body. His
sex 1s visible beneath the water, but his hips are wide and his body is hairless.

THE PROBLEM of the feminine Christ cannot be easily dismissed. Appearing in
Gaul, Rome, Ravenna, and Thessalonica over a stretch of time from the mid-
fourth century to the beginning of the sixth, it cannot be written off as a regional
or transitory development. At the same time, the variety of contexts in which
the feminine Christ appears suggests that there may not be any single explana-
tion. A number of connections present themselves that may take us part of the
distance toward understanding this phenomenon.

In the first place, there are the connections to the divinities of the Greco-
Roman world. Like his long hair, Christ’s feminine bodily traits can be paral-
leled in the imagery of the pagan gods. Odd as it may seem to us, many of the
most masculine gods of the pantheon also had feminine aspects. Jupiter himself,
the father of the gods, had twice given birth, once to Athena from his forehead
and again to Dionysus from his thigh. Consequently he was made a patron of
childbirth and was venerated in images with multiple female breasts; one such
image was worshipped in Rome under the title Jupiter Terminalis.35 Serapis
too, a kind of Egyptian version of Jupiter, is sometimes shown with breasts,
which were meant to associate him with the fertility of the Nile (fig.105).
Similarly, the mighty Hercules, famous for his heroic feats, dressed in the garb
of the Thracian woman Omphale in his role as health-giver. In Rome men
celebrated the feast of Hercules Victor by putting on women’s clothes.36

The feminine aspects of Dionysus and Apollo are more familiar, and an
Apollo with breasts is a fairly common image type (figs. 106&107).37 The paral-
lel with Apollo is especially striking. Both Christ and Apollo representa type of
adolescent youth with just-incipient breasts.

If the feminine aspects of ancient male divinities were intended to allude to
their life-giving fecundity, is there any reason why feminine aspects of Christ
should not imply the same? It is certainly significant that these images often
involve other kinds of fertility symbolism. This is manifest in the Baptism
mosaic. The water sacrament is the principal Christian symbol of rebirth.
Christ is both the prototype of reborn Christians and the fertile source of their
new life. His descent into the Jordan sanctified the water so that it might renew
the life of all future Christians. )
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105. Serapis Seated between Eagle and 106. Dionysiac Sarcophagus, third century,
Cerberus, second century A.D., London Museo Nazionale delle Terme, Rome

The sarcophagus in Ravenna’s Museo Archeologico 1s also rich in fertility
imagery. On either side of the threesome of Christ and his apostles stand two
palm trees laden with bunches of dates, alluding to the land of plenty of the new
doctrine. The uncut rock of Christ’s mountain was meant to show the four
springs of the Rivers of Paradise, but this was left unfinished. On either end of
the sarcophagus are images of Daniel and the Raising of Lazarus, the latter
another image of rebirth. Here nature is made to echo Lazarus’ new lease on life:
a luxuriant olive tree stands behind Christ with a womb-like opening below and
breast-like protrusions above. A bird has come to feed on its fruit (fig.99).

Streams and rivers abound in Early Christian art, but the mosaic of Blessed
David outdoes them all. Christ floats in the heaven above the fish-teeming
Chabar River, where the prophet had his vision, but directly underneath Christ
is a hillock from which the Four Rivers of Paradise flow. Here was a Christ to
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whom one came for drink and refreshment, and the inscriptions in the image
reinforce this message. From his hand Christ unfurls a long scroll. A scroll was
part of Ezckiel’s vision. However, unlike the scroll that Ezekiel saw, which was
tull of “words of lamentation and mourning and woe” (Ez 2:10), and which he
was forced to eat, the scroll in Christ’s hand contains a message of consolation
and salvation. “Behold our God in whom we hope, and let us approach our
salvation that he may give refreshment to this house [i.e., to this chapel].”

In case the visitor should miss this inscription, the restorative message of
the mosaic is spelled out again in an inscription on the lower border: “This
venerable house is a living fountain, welcoming and nourishing souls.” The
feminine look of Christ reflects his role as nurturer of souls. In the Gospel he

107. Apollo in Women’s Dress, first
century B.C., Akademisches Kunst-mus-
eum der Universitit Bonn

137




CHAPTER FIVE

explained to the Samaritan woman who came to draw water at the well, “Who-
ever drinks of the water that [ shall give him will never thirst; the water that |
shall give him will become in him a spring of water welling up to cternal life”
(Jn 4:14). A gentle Christ who supplies succor and sustenance has been given a
feminine appearance. Is this perhaps why the aged monk Senouphios swooned
to death at the sight of the mosaic? He had come expecting to sce the Man of
Bronze of Ezekiel’s vision, and instead found a Lord of womanlike compasstion.

Gnostic sources might also be invoked in this connection. Claiming a
secret divine wisdom specially revealed to initiates, Gnostic writers sometimes
talked of God in imagery that was both male and female. “I am the Father; I am
the Mother; I am the Son,” God says in the Apocryphon of John.3® Elscwhere a

spirit of wisdom announces, “I am the Voice . . . in the likeness of a fe-
male . . . in the thought of the likeness of my masculinity . . . [ am androgy-
nous . . . I copulate with myself.”3? The reconciliation or unification of the

opposite sexes served in early Christianity as a symbol of salvation. Wayne A.
Meeks of Yale University has explored this symbolism, starting with the pro-
vocative assertion in Paul’s letter to the Galatians, that in Christ “there is neither
male nor female; for you are all one in Christ Jesus” (Gal 3:28).40 Paul borrows
this text, Meecks maintains, from a primitive Christian baptismal formula; the
notion that there was a union of the sexes in Christ echoes an ancient belief that
the original Adam, from whom the race sprang and into whose likeness the
Christian was re-made, was masculofeminine. The theme of “making the male
and the female into a single one” is especially prominent in the apocryphal
Gospel of Thomas.#! The new cosmos and the new kingdom to which the
initiates are called, however, is not a realm of heightened libido, but one of
neutralization of sexuality.#2 The metaphor of a unification of male and female
was intended to work on a philosophical level to express unification of the two
sides of the human personality, somewhat like Jung’s animus and anima.

It is indeed tempting to view the hermaphroditic Christ of the Arian Bap-
tistery as an attempt to express such a belief. That it occurs in a baptismal
context makes the association with Paul’s baptismal text very compelling. “For
as many of you as were baptized into Christ have put on Christ. There is neither
Jew nor Greek, there is neither slave nor free, there is neither male nor female”
(Gal 3:27—28). Men and women were submerged one by one in the font directly
beneath the image. The Christ into whom they were equally transformed was
represented as equally male and female. While Gnosticism made conspicuous
use of this symbolism, in its Pauline enunciation it was authentically orthodox
and part of the mainstream Christian tradition.

Also shared by Gnostic and orthodox writers was a sense that Christ was
really polymorphous, that he had many different appearances depending on
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who was perceiving him. The chameleon changeability of Christ in Early
Christian art may be linked to this belicf, Origen returns to this theme often. He
obscrves the “changing relation of [Christ’s] body to the capacity of the specta-
tors, masmuch as it appeared to each one of such a nature as it was requisite for
him to behold it.”#3 Hence at one time the prophecy might be applied to him,
“He had no form or comeliness” (Is 53:2), while at another time he might appear
to be of surpassing beauty.

This changeability applies especially to Christ’s apparent age. The apocry-
phal Acts of John relate how the apostle James in his boat saw Jesus on shore in
the form of a child and pointed him out to John. “I [John] said, *Which child?’
And he answered me, "The one who is beckoning to us.” And I said This is
because of the long watch we have kept at sea. You are not seeing straight,
brother James. Do you not sce the man standing there who is handsome, fair
and checrful looking?’” When they encountered him ashore, moreover, Jesus
had still two different appcarances. John saw him as “rather bald but with a thick
flowing beard” while James beheld “a young man whose beard was just
beginning. 74+

The Magi had a similar experience, according to the Armenian Infancy
Gospel. Going in to worship the Child, they each had a different vision of him
which they realized only later when they compared notes. Gaspar reported
seeing a child, “Son of God incarnate, seated on a throne of glory.” Balthasar
saw him as commander of the heavenly forces “seated on an exalted throne
before whom a countless army fell down and adored.” Finally, Melkon saw him
dying in torment, rising and returning to life. Returning twice to resolve their
problem, they each had the visions of the other two.45 This is the source of the
iconographic tradition that represents the three Magi as men of three different
ages, young, middle-aged, and old.46 However, this diversity in the viewer’s
experience is mirrored in the face of Christ. He may appear as a child in the
Catacomb of Domitilla, even though the context calls for an adult Christ teach-
ing his apostles (fig.2). Or he may appear as a wrinkled old man, hunched over,
with long, pointed beard, as he does in an ivory relief in Paris (fig.108), even
though this is equally unwarranted in the Gospels. According to the scriptural
account, Christ never lived to old age. The meaning of these transformations is
that Christ has the magical key of timelessness, the power of eternity.

If a youth might see Christ as young and an old man as aged, why should
not a woman sce Christ as feminine? The legend of the Blessed David mosaic
attributes its commission to a woman, the princess Theodora, and (what is
better evidence) the inscription below the mosaic refers to the unnamed patron
with a feminine pronoun. The female patronage should have some bearing on
the interpretation. Is this a woman’s vision of Christ? Epiphanius, a fourth-
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108. Christ between Peter and Paul, detail from an ivory book cover (the Saint-Lupicin
diptych), sixth century, Cabinet des Médailles, Paris

century bishop in Cyprus, preserves the account of a Christian sect in Asia
Minor that had women as well as. men for bishops, priests,and deacons. A leader
of the sect, one Priscilla, claimed, “In a vision Christ came to me in the form of a
woman in a bright garment, endowed me with wisdom, and revealed to me that
this place is holy, and it is here that Jerusalem is to descend from heaven.”#’

Whether women commonly experienced Christ as a woman is difficult to
ascertain, since written sources so seldom preserve the reflections of women in
the Early Christian period. But perhaps what is lacking in literary sources has
been made up in the visual sources. Itis not unlikely that many of the sarcophagi
were commissioned by women—wives or widows—and that the imagery re-
flects their vision. Perhaps this is why the feminine Christ is so frequent in that
medium. In the Traditio Legis sarcophagus in Arles the union of male and
female has been expressed in a figure who is both an old man and a woman

(fig.109).
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109. Traditio Legis sarcophagus, detail, c. 380, Musée Réattu, Arles

We who live in a post-Christian world think we have arrived at a certain
objectivity about Christ. We have assigned him his place in history books and
assessed his impact on the course of human development. The new converts of
the fourth and fifth century did not find it so easy. To them he was still utterly
mysterious, undefinable, changeable, polymorphous. In the disparate images
they have left behind they record their struggle to get a grasp on him; the images
were their way of thinking out loud on the problem of Christ. Indeed, the
images are the thinking process itself.
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Convergence

HE VARIABILITY of images of Christ in the early centuries stems not from

an uncertainty about his identity so much as from curiosity about ex-

ploring all of his identity. In successive flashes the same Lord appeared
now as abstract sign, now as human figure, now as Child, now as Man, now as
Woman (figs.1,71,88,119). It was important to “image” as many facets of his
person as possible. At the same time, this multiplicity created a certain visual
confusion, and one cannot help wondering about its effects on the overall
message of Early Christian art. The question is whether there was in fact an
overall message, or wasitjustamultiplicity of partial views of a truth that was too
grand to express, given the limitations of the newly developing visual language.

The greatest accomplishment of medieval art is the comprehensiveness of
its image systems. The Gothic cathedral, covered inside and out with a myriad
of sculpted, painted, and translucent images, conveyed a sense that there was a
place for everything, that there was a complete world order.! Starting with the
innermost image, the cross within the cross—that is the cross on the rood
screen at the crossing of transept and nave—the imagery unfolded outward in
four directions in encyclopedic fashion, giving the impression that nothing was
left out. Human history from Creation to the Last Day, human labor from
January to December, and cycles of nature from leaf to fruit and from mouse to
monster, were all included.

In Byzantium the order was enunciated differently, but its claim to univer-
sal system was every bit as bold.2 The Byzantine world view was organized
hierarchically from the top down, and it was spelled out in mosaic and painting
rather than sculpture and stained glass. The controlling image was Christ Pan-
tokrator, the “All Ruler,” who leaned out of his circle in the summit of the dome
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to oversee all beneath him (fig. 114). Below, in the highest vaults of the church,
were his angelic messengers and the Mother of God from whom his carthly
career had its origin. His heroic labors on carth occupied a lower zone, and the
saints of his Church a zone still lower. The commonality of humankind found
their place in this system through membership in the community of saints
expressed in ritual. The Byzantine system soughta comprehensiveness that was
mystical rather than literal.

To what extent was Early Christian art capable of enunciating a compara-
ble unificd world view? Should we look for the germs of these two great
medicval systems in the art of the fifth and sixth centurics, viewing history
backwards, so to speak? Or can we find a third system in the complexity and
multiplicity of Early Christian images, a system distinct from those of later
centuries and rooted more appropriatcly in the experience of the period? Or,
more realistically, should we simply accept Early Christian art as a beginning, a
scries of tentative steps by a culture that had yet to decide where exactly 1t was
going?

The most ambitious claim for the development of a manifold, comprehen-
sive system of imagery in Early Christian times is a study of dome imagery by
the great classical archaeologist, Karl Lehmann. In a landmark article, made
popular in reprint and cited with enthusiasm countless times, Lehmann tried to
trace the assimilation into Christian art of a pagan scheme of dome decoration
that contained a systematic cosmological imagery.3 Sweeping the reader
through the centuries, Lehmann attempted to demonstrate that the scheme of
the Christian dome was “an offshoot and descendant of pre-Christian pagan
types.”* By a subtle process of insinuating Christian content into pagan forms,
Christians gradually transformed a pagan formula of astronomical divinities
into their own vision of heaven. The cosmological character of this vision, we
are led to believe, remained basically intact; simply the names of the divinities
changed. The Early Christian period was the critical bridge for the transmission
of this grand “Dome of Heaven,” as Lehmann called it, from antiquity to the
Middle Ages.

Like many of his contemporaries, Lehmann loaded his theory with an
imperial burden. The “Dome of Heaven” was found to be especially suited to
the throne room of the Roman emperor. Alleging examples from Nero’s
Golden House, Hadrian’s Villa, the palace of Septimius Severus on the Palatine,
the hall of the Parthian emperor, and the throne room of the Byzantine em-
peror, Lehmann thought he had pinpointed the origin of Christian dome deco-
ration in the imperial cult.5

Insofar as the “Dome of Heaven” involves the creation of an ambient
imagery, a kind of wrap-around art that physically envelopes the viewer, this
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particular cmployment of the Emperor Mystique has a special importance.
Displayed on walls and vaults, 1t defined one’s relationship to the world by
creating an cnvironment of 1mages. Indeed it this was where medieval art
learned such a lesson, 1t 1s an imperial debt ot no small moment. The Lehmann
thesis cannot be dismissed lightly.

Yet a number of serious methodological problems haunt his argument.
Like Grabar’s thesis about enthroned emperors, Lehmann’s argument runs into
a conspicuous gap in the surviving evidence, and like Grabar, Lehmann appeals
to his hypothesis as 1f 1t in fact supplied the missing evidence. The circular
nature of the logic seems not to have bothered him or his readers. Decorated
Roman domes or ceilings are extremely scarce, and to fill this void Lehmann
invokes a wide variety of material from other media, from floor mosaics to
jewelry. But this requires prior acceptance of the unproven hypothesis that such
objects reflect real dome decoration. The critical evidence 1s the archaeological
data on Roman vaults and domes. But in his archacological evidence 1t now
appears Lchmann was badly mistaken.

It must be pointed out at the start that Lchmann was not concerned with
simple metaphorical associations of domes with the sky, but with “symbolism
of heaven on the ceiling which is expanded to an actual cosmological image,”
that “selects figures of divinities and demons which rule the world, or symbols
of heavenly bodics, or a mixture of both.”® Lehmann defines three elements as
essential to the system, even if every example may not have all three: an allusion
toa “carpet” or “canopy” of the skies, the appearance of heavenly divinities, and
astrological elements.”

An cightcenth-century engraving from Nicolas Ponce’s Arabesques An-
tiques, purportedly of a ceiling in Hadrian’s Villa, presents Lehmann’s most
compelling example (fig.110).% The support of the central circle by four herms
Lechmann imagined to represent a kind of canopy. On this canopy is represented
“Jupiter or Sol as the Pantokrator (sic) on a quadriga.” In the next surrounding
zone appear four winged females who blow pairs of trumpets; the fact that they
stand on globes of slightly varying sizes indicated to Lehmann that the changing
strengths of the sun were intended, and these figures are therefore the four
scasons. Between them are grouped the twelve signs of the zodiac, three in each
corner. Elsewhere a scattering of animals, birds,and figures are taken to make
reference, somewhat unsystematically, to the twelve Hours and unspecified
astral divinities. In this way the ceiling is thought to present a comprehensive
cosmic program. This 1s how Romans imagined their relationship to the powers
that govern the universe. By taking his position beneath such imagery, we are to
believe, the emperor defined his place in the order of the cosmos.
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110. Engraving of a Ceiling, allegedly at Hadrian’s Villa, by Nicholas Ponce, eighteenth
century

The remains of Roman ceiling decoration, and the problem of their repre-
sentations by Ponce and others, have recently come under the scrutiny of an-
other Roman archaeologist, Hetty Joyce. None of the engravings on which Leh-
mann builds his argument for the ceilings of Hadrian’s Villa, the Domus Aurea,
and the Palatine is a reliable record of a Roman ceiling, according to Joyce’s
careful study. ! Ponce was a successful Parisian engraver who popularized the
most famous artists of his day and published various sets of pictures of historical
and geographical interest. For his album of fourteen engravings of antique
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ceilings he never visited Italy but relied on others” drawings (some ot which
Joyce has discovered at the Cooper-Hewitt Muscum in New York), which
themselves had tenuous connections to the monuments. Some of the engravings
reproduce authentic Roman ways of framing ceilings, dividing the field into
rectilinear grids or centralized patterns. The figures that occupy these frames,
however, are often free inventions; or if they are authentic they turn out to be
borrowed from a wide variety of monuments, Renaissance as well as ancient.

Regarding the engraving just described, virtually all its imagery 1s a post-
Renaissance confection. The charioteer in the center 1s borrowed from Ra-
phacl’s vaults in the Villa Madama. The zodiac in the engraving 1s unparalleled
in any Roman vault and is probably also a post-Renaissance invention.'! More-
over, the women who balance on globes bear no relationship to classical person-
ifications of the seasons; as Joyce explains, they are a creation of the Renaissance:
“the two trumpets, properly one long and one short, represent good and evil
fame. Finally, the insects, worms, weascls, and other odd fauna which enliven
the center of the design are far more characteristic of the whimsicality of Renais-
sance grotesques than of ancient examples.”12

If the Roman evidence fails to support Lechmann’s thesis, the Early Chris-
tian positively contradicts it. The sanctuary vault of S. Vitalis in Ravenna is the
closest Early Christian parallel to Lehmann’s dome scheme (figs.111,112).13 At
the center, in place of the sun god we find the Lamb, not on a canopy but within
a wreath against a starred background. The wreath is supported by four winged
angels who might be imagined to combine the functions of the herms and the
seasons in the Ponce engraving: they lift their arms to support the central
medallion, and they stand on globes. Lehmann thought he saw a scasonal
significance in slight variations in the coloring of the globes; but if so, it is again
a perfectly anomalous way of representing the seasons, without classical prece-
dent. Far from celestial, all the other clements of the ceiling point to terrestrial
themes, as analyzed in a recent study by Henry Maguire (fig.113). “The vaultis
divided into four segments by diagonal bands decorated with various fruits,
flowers, and birds. In each segment the designer portrayed a considerable vari-
ety of creatures of land and air, framed by scrolls of luxuriant rinceaux that bear
a profusion of fruits and flowers.”!* Two segments of the ceiling are devoted to
land animals and two to birds.

Entirely missing from the program are the sun and the planets, the Hours,
the astral divinities and the signs of the zodiac. The omissions turn out to be

111. (overleafleft) Saint Vitalis, Ravenna, interior, general view, 547

112. (overleaf right) Saint Vitalis, Ravenna, mosaics in the vault of the presbytery and the
apse, 547
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more important than the four supporting figures, which are an clement of
minor consequence in later medieval dome decoration. When the classic system
of Middle Byzantine decoration was formulated in the ninth century, 1t posi-
tioned a bust image of Christ the Pantokrator in a unsupported medallion in the
center of the dome; around him in the intervals between the windows of the
drum, prophets give witness (fig. 114).

The Christian world-view involved not just a re-definition of God, but a
re-definition of man’s relationship to the physical universe. The fact that the
planets and the signs of the zodiac have no role in Early Christian imagery is not
accidental. They are deliberately excluded. The celestial divinities of Roman art
(and they are fairly common in many contexts outside of ceilings) were not
mnocent decoration. They were astrological, and the refutation of astrology
was a theme of universal concern among the Fathers of the Church, whether
onc looks at authors from Syria, Alexandria, Cappadocia, or the Latin West. 15

Christian cthics were based on the premise of free will and individual
responsibility. Astrology, on the contrary, placed the cause of human actions in
extra-terrestrial necessity. According to Basil of Caesarca (c. 330-79), “If the
origin of our vices and virtues is not within us, but is the unavoidable conse-
quence of our birth, the lawgivers, who define what we must do and what we
must avoid, are uscless, and the judges, too, who honor virtue and punish
crime, arc uscless. In fact, the wrong done is not attributable to the thief, nor the
murderer, for whom it was an impossibility to restrain his hand, even if he
wished to, because of the unavoidable compulsion which urged him to the
acts. . . . Where necessity and destiny prevail, merit, which is the special condi-
tion for just judgement, has no place.”16

Gazing at night at the heavens, the Christian beheld a different universe
from his pagan ncighbor. To Tatian (c. 160) the planets and the signs of the
zodiac were demons introduced to men by the fallen angels. “But we are supe-
rior to Fate,” he wrote, “and instead of wandcering demons we have learned to
know one Lord who wanders not” (in Greek the word for planet means “wan-
derer”).17 Hence when the Lamb is set in the heavens in S, Vitalis, it is against a
background of the “fixed” stars (fig.113). So, too, the splendid crosses that
appears in the starry sky at the Mausoleum of Galla Placidia and in the apse of
Saint Apollinaris in Classe (figs. 115&119). The old divinities have fallen out of
the skies; the heaven to which Christ has ascended is above and beyond the
erratic movements of planets.

In his extremely influential Hexaemeron, Basil set out the main lines of the
new Christian cosmology based on the account of creation in the first chapter of
Genesis. 18 In this view the sun and the moon have lost their claim to divinity, for
they were not created until the fourth day; God himself had made light on the
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first day quite independently of the sun or moon. The stars and plancts God
made only “for signs,” says Basil, to aid man in timing the four scasons and in
predicting changes in the weather. The heavens are a big clock, but they are not
a giant, divine horoscope regulating the world below. 19

“CosMIC ICONOGRAPHY,” thercfore, has little to do with the way Christians
organized their world view. But this does not mean they lacked a grand view or
were incapable of representing it effectively. The world view that governs the
imagery of Early Christian churches is, I believe, much more straightforward
than Lehmann’s cosmic configurations. Converging processions—that is, a
concourse of figures from either side, worshipfully approaching the axis at
which is Christ—provide the principal organizing device.

A confluence of figures toward Christ is prominent in the art of the cat-
acombs and sarcophagi, and this composition governs a surprising number
of church programs of the widest diversity in size, shape, and function. Over
sixty percent of the apse compositions catalogued by Ihm include centripetal
processions. All of the mosaicked churches of Ravenna fall in this class, includ-
ing basilicas, baptisteries, and the octagon of Saint Vitalis (figs. 102—104,116&
117,119&120). In addition, converging processions constitute the organizing
principle for countless works of later periods from Irish high crosses (fig.118) to
Romanesque apses, from Gothic portals to “sacra conversazione” paintings of
the Renaissance. Curiously, this basic compositional mode is never discussed as
such.

The processional composition makes no claims to encyclopedic compre-
hensiveness. It supplies a framework neither for historical narrative nor for
speculation about the structure of the universe. When narrative panels are
added, there is no effort to integrate them into the directional movement of the
processtion.

But the processional scheme has a comprehensiveness of a different nature.
The target of convergence, the omega point that is Christ, can be expressedin a
wide variety of ways. Christ can appear in any number of his chameleon guises.
He can assume the moments of glory of his historical life—his Baptism, Trans-
figuration, or Ascension (figs.102,119,133)—or he can fast-forward history to
its end and appear as the future judge of all (fig.116). He can appear enthroned
on the globe of the cosmos, or he can vanish into the symbol of his cross
(fig.119). Moreover, the processions themselves potentially include the whole
world of the saved, the hierarchically ordered communion of saints. Male and
female saints are represented, the Apostles and martyrs, the clergy and mem-

bers of the imperial court, and, under the symbol of a file of sheep, the common
herd of the faithful.
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113. Lamb of God in the
Earthly Paradise, Saint
Vitalis, Ravenna, vault
mosaic in the sanctuary, 547

The centrality of the procession in Early Christian worship, a newly ex-
plored area of study, requires that we take their representations in art more
seriously. The growing proliferation of processions in the art of the late fifth and
sixth centuries, in fact, coincides with the rise of public participatory proces-
sions. The solemn concourse of figures streaming together toward a single goal
is a visual device that had deep resonances for the Christian worshipper. It was
not by accident that Early Christian art seized upon the processional mode as the
largest organizing scheme for the decoration of the church interior.

The procession has a venerable past. In the Greco-Roman world, figures in
peaceful procession were generally understood to be engaged in a religious
ritual. It is one of the oldest and commonest forms of worship, and in represen-
tations from the Parthenon to the Ara Pacis, the most august expressions of
worship assumed a processional mode. Processions abound in all quarters of the
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114. Pantokrator and Prophets, mosaic in the dome, Church at Daphni,
Greece, eleventh century

Late Antique world. In the Aventine Mithraeum in Rome, around 220, the
initiates were painted in reverent procession in hierarchic order, bearing offer-
ings to Mithras (fig.121).2° Hymns sung by the members during their proces-
sions were inscribed along with the images. In Khéreddine in Carthage, in a
villa of around the year 400, six hunters converge on the temple of Apollo and
Diana (fig.122).2! The worshippers have sacrificed a crane on an altar before the
temple. Atabout the same time, in the entry way to a Bacchic cult hall in Spain,
cup-bearing servants were represented in well-paced procession, bringing in
wine and napkins (fig. 123).22 Figures in procession were instantly identified by
the spectator as making a religious statement.

In Christian art, moreover, they stood as paradigmatic for the faithful in
the endless processions of their cult. This connection was made long before the
conversion of Constantine. At Dura-Europos on the Euphrates River, around
the year 245, an ambitious program of frescoes enclosed a modest baptismal
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115. Cross in Starry Sky, Mausoleum of Galla Placidia, Ravenna, mosaic in the
vault, c. 425

room. Various subjects connected with baptism were distributed in staccato
fashion around the room, but the largest subject and the one that gave visual
unity to the room was a procession of the Wise and Foolish Virgins, three-
quarter life size, that wrapped around two walls. The remains are fragmentary,
and of the Foolish Virgins only the feet survived, but two and a half of the Wise
Virgins were preserved (fig.124). Clad in white, they carry lighted tapers as
they walk in procession toward the tomb of the risen Christ. When the newly
baptized made their way from the font to the Eucharistic hall, similarly clad in
white and with lighted candles in hand, they hardly could have failed to see the
parallel between their behavior and that of the Wise Virgins of the parable.23
They were sallying forth to meet the heavenly bridegroom (Mt 25: 1-13).
Catacomb spaces were rarely large enough to call for this kind of treatment
along their walls, but in the chapel of “Six Saints” in the Domitilla Catacomb
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116. Christ on Globe amid Angels and Saints, Saint Vitalis. Ravenna, mosaic in the apse, 547
117. A. and B. (facing) Emperor and Empress taking

part in the procession of the First
Entranc

, Saint Vitalis, Ravenna, mosaics in the presbytery, 547
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the interior was unified by a procession of saints along three walls (fig.125)
Women on the left and men on the right converge with outstretched. praying
hands toward the youthful, enthroned Christ in the center. The continuity of
this painting tradition with that of the Aventine Mithracum is striking (fig. 121).
The processional mode also governs numerous sarcophagi of the mid- and late
fourth century. On one type of fairly wide diffusion, scroll-bearing apostles
follow Peter and Paul to the cross of Christ’s passion, over which the apostles of
Rome place a great wreath (fig.126). On another, double processions converge
on a haloed Christ-Good Shepherd (fig.127). Both the apostles and the lambs
that stand for the faithful file their way toward their Savior.

But it is in the decoration of great churches of the fifth and sixth centuries
that the processional mode had its most conspicuous success. Its flexibility made
it equally suitable to domes as well as walls and apses.

The two baptisteries of Ravenna, the Orthodox and the Arian, contain the
best preserved Early Christian dome decorations. Lacking any allusion to the
forces of the astrological world, Lehmann was compelled to omit them from his
study of the dome.24 With wall decoration of painted stucco, mosaic, and inlaid
marble in opus sectile technique, the surface brilliance of the mosaic dome is
continued onto the surrounding walls at the Orthodox baptistery. Such a com-
plete wrap-around environment, experienced by candle-light during the night
vigil of Easter when catechumens were initiated, must have been quite
overwhelming.

Both baptisteries present at their apex a circular image of the Baptism of
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118. Procession of Bishops, the Ahenny North
Cross, Ireland, eighth or ninth century

119. Bishop Apollinaris beneath the
Transfiguration of Christ, St. Apollinaris in
Classe, Ravenna, mosaic in the apse, $33—49
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120. St. Apollinaris in Classe, Ravenna, view of the nave, §33—49

Christ (figs.102&128). Visually and conceptually this is the goal of all that
happens in the building and in its mosaics. In the Orthodox baptistery the
Baptism has suffered much in restoration, but in the Arian, the Christ, into
whom the faithful were incorporated in the ritual bath, is the hermaphroditic
Christ with whom both men and women might identify. In both baptisteries
the Baptism is encircled by a double procession of apostles carrying crowns to
offer to Christ. In the Orthodox baptistery they converge at a point directly
below the image of the Baptism of Christ; in the Arian, the image of the
Baptism is inverted and the apostles parade instead toward an enthroned cross,
emblematic of Christ.25

Figures carry or receive crowns in four of the five Ravenna churches, and to
art historians, conditioned to look for such associations, crowns suggest con-
nections to imperial ceremonial.2® However, the crowns under discussion are
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121. Procession of Initiates, Aventine Mithraeum, Rome, c. 220

122. Procession of Hunters to the Temple of Apollo and Diana, mosaic in a villa at Khereddine in
Carthage, c. 400



123. Procession of Bacchic Cupbearers, loor mosaic from Alcada de Henares, c. 400, Madrid

124. Procession of Virgins with Candles, Frescoes from the Ba
C. 245, reconstruction, Yale University Art Gallery

ptistery at Dura Europos,
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127. Procession of Apostles and Sheep, on a sarcophagus from Saint Lawrence outside the Walls, Rome,
now in the Lateran (#177). c. 380
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not the diadem that emperors, starting with Constantine, wore as part of their
official regalia, but wreaths of golden leaves. These were offered routinely to
the emperor on a variety of occasions other than his coronation.>” On Roman
coms and reliefs female Victorics offer crowns to ¢mperors in many settings,
and on triumphal monuments barbarians carry wreaths and precious vessels as a
sign of submission.

But crowns and wreaths were by no means an exclusive prerogative of the
cmperor. In the ancient world chaplets of woven branches—as well as golden
replicas of the same—were bestowed in a wide variety of circumstances, in
religious ceremonies, in athletic and poetic competitions, for marriages and
deaths. We neglect this broader context of crown uses at our own peril. The
question is whether the Christian observer would have attached imperial import
to the crown-bearing figures he saw circling his head, for example, in the
Orthodox or Arian Baptistery, or would have made associations with other
crown uscs.

Historically, the most fundamental implications of crowns are religious,
and in antiquity it is difficult to find uses that entirely escape the realm of
religion.28 One had to be crowned to offer sacrifice; the victims and the imple-
ments were also crowned; and the cult statue of the god, before whom the
sacrifice was performed, was crowned as well. Further, ritual required that
wreaths and garlands—which are extended wreaths—be hung around the altars
and temples, and relief sculpture repeated in stone the motifs of the living
wreaths. The gods, that is their statues, expected to be honored with fresh leafy
crowns whenever a suppliant made his or her appearance. “The gods turn away
from those who present themselves without crowns,” Sappho had said.29 The
ancients could not pray without offering wreaths. If one wanted to make a
petition, one brought a wreath. It is a procession of wreath-bearing Thebans
secking remission of the plague that opens Sophocles’ Oedipus Rex.30 In the
third century A.p., Dio Cassius speaks with feeling about the satisfaction one
got from being able to crown the god’s statue, as opposed to worshipping the
god simply in mind and spirit.3! A whole industry of gardeners and florists and
chaplet weavers, called coronarii, emerged to supply the devout demand. Pliny’s
treatise on flowers is aimed especially at this industry, and it opens with a brief
history of the making of wreaths.32

A very basic and primitive instinct lies behind such customs. Leafy boughs
were thought to carry the life and power of the trees and plants from which they
were cut. When woven in a circle they purified that which they enclosed. The
circle possessed a magic; it was apotropaic, warding off demons and ill luck.

Religious sentiments seem to underlie the use of wreaths outside of cultic
situations as well. The use of crowns in weddings—continued in Orthodox
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Christian usage down to the present—stemmed from the need to protect the
couple from ill fortune. At the same time the life of the green boughs had
chthonic associations and carried a pledge of the fertility of the marriage.33 [t is
because of the purifying power of the wreath that soldiers returning from battle
were crowned: 1t cleansed them of blood-guilt and prepared them for sacrifice.
Even the crowning of athletes had cultic origins and never entirely lost its
religious overtones. The games stem from the cult of the dead, and the branches
were sacred to the apothcosized heroes commemorated by the games. The
crowning of the victor placed him in the company of the heroes and gods who
went before him. On his return home from victory, he was expected to dedicate
his crown at the local temple. 3+

Closer to the situation of the sainted crown-bearers in Christian art is the
tradition of crowns for the deceased. As carly as the Archaic period delicate gold
circlets of oak and myrtle leaves appear among the finds from the tombs of
Greece. “The crowning of the corpse was the most important act of a Greek
funeral: at the burial the wreath of leafy twigs was replaced by a gold one if the
family could afford it, or by a diadem. . . . Subsequent cults of the dead re-
quired that crowns or fillets or garlands frequently be brought to the grave. 735

The custom of crowning the deceased (men but not women) continued
into Roman times.36 We know exactly what such wreaths looked like, for they
have been preserved in Egyptian burials, such as the fourth century example
from the Museum of Fine Arts, Boston (fig.129).37 Moreover, representations
of wreaths are ubiquitous in Roman funerary art, on tombs, on altars dedicated
to the memory of the dead, and on sarcophagi.

The associations behind funera] wreaths originally may have been
chthonic—a prayer directed toward the gods of the underworld—but by impe-
rial times the meaning had shifted and the crown was viewed as marking the
victory of the good life. A Roman scholiast remarked, “The crown is given to
the dead as to those who have won in the contest of life. ”38 This obviously is the
meaning of winged Victories bearing crowns on Roman sarcophagi. There is
no imperial implication in the motif. The metaphor was athletic: life was a
contest, and the deceased was the victor.

The Christian use of the same metaphor, therefore, grows out of the wide-
spread diffusion of such thinking.39 Paul was simply using a conventional figure
of speech when he urged his readers to discipline themselves like runners in
order to receive an “imperishable wreath” (1 Cor9:25). The identification of the
reward of the just with a crown is frequent in the New Testament, whence it
passed into everyday Christian parlance.4% Chrysostom and Basil use this meta-

128. (facing) The Baptism and Procession of Crown-bearing Apostles, mosaic in the
Orthodox Baptistery, Ravenna, 458
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129. Roman Funerary Crown from Egypt, papyrus and bronze, c. fourth century A.D.

phor, and, most pointedly, Wharton cites Ambrose’s use in connection with
baptism.4! Interpreting to the neophytes their experience of baptismal anoint-
ing, he said, “You are anointed as an athlete of Christ, as if to contend in the
contest of this world. . . . He who contends has what he hopes for; where there
is a struggle, there is a crown. You contend in the world, but you are crowned by
Christ. And for the struggles of the world you are crowned, tor, although the
reward is in heaven, the merit for the reward is established here.”42

While Christians rejected as a pagan rite the tradition of placing crowns on
the heads of their dead, they eagerly seized upon the metaphorical possibilities
in the image of the crown.*3 The crowns carried by the Apostles in the baptis-
tery mosaics were the expected reward of the good life. They were the crowns
that the Apostles had won by their deeds and their martyrdom, and they were
the crowns the neophytes shared through their renunciation of the world. The
saints carry them instead of wearing them because they offer them and their
worthy lives to their Lord and God.#* In equal numbers from either side, the
Apostles promenade in solemn file to Christ who stands at the center of the

130. (facing) Procession of Crown-bearing Saints, mosaic from the right-hand wall of the
nave of the “New” Saint Apollinaris, Ravenna, c. 55770
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131. Procession of Crown-bearing Saints, mosaic from the left-hand wall of the nave of the “New” Saint
Apollinaris, Ravenna, c. §57-70

132. The Palace of Theodoric, with Procession of Emperor and Court erased, mosaic from the
right-hand wall of the nave of the “New” Saint Apollinaris, Ravenna, c. 500-26
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medallion above them; at the Arian Baptistery they converge on the enthroned
cross that stands for Christ (figs.104,128).

THE PROCESSION was basic to all Christian liturgy. At the housce-church of
Dura-Europos, before the Peace of Constantine, the procession from baptistery
to Eucharistic hall took place entirely within the confines of a private dwelling.
In Ravenna it went out of doors from the baptistery to the neighboring cathedral
but still remained within ecclesiastical precincts. Much of Christian worship,
however, took place in full view of the public, on the streets of the city. Readers
of Early Christian literature have always been fascinated by the diary of Egeria’s
visit to Jerusalem at the end of the fourth century. The Spanish nun left an exact
account of the elaborate patterns of processions that characterized Christian
worship in the Holy City. This was generally assumed to be a feature unique to
that city’s possession of the biblical holy sites;* however, liturgical studies have
begun to clarify the extent to which Christian worship in all the great cities took
advantage of the entire urban space. John Baldovin’s landmark study of the
“stational” liturgies of Jerusalem, Rome, and Constantinople selected those
three most important metropolitan centers because their evidence is most plen-
tiful. But the patterns he observes in those cities seem to have been repeated in
Milan, Antioch, Alexandria, and elsewhere.*® Not content with the atria and
aisles of their basilicas, Christians usurped the colonnaded streets and fora of the
city, turning worship into parades and demonstrations.

Baldovin has outlined the development of processions in connection with
the “stational” liturgy, that is, the episcopal liturgy in so far as it was mobile,
changing sites with the calendar year. The stational liturgy was the principal
Christian celebration of the city on the day on which it was scheduled, and it
necessarily involved the procession of the bishop from his residence to the
designated place of worship. Jerusalem, Rome, and Constantinople cach devel-
oped a stational system reflecting local needs and topography. Further, the
stational liturgy was frequently dramatized with what Baldovin calls “participa-
tory processions.” The ultimate origins lie in imitation of, or competition with,
pagan religious practice. In one singular instance, the Great Litany procession in
Rome on April 25 followed the very same path, petitioning for the success of the
crops, as the earlier pagan Robigalia procession had taken for the same purpose
on the same date.+’

But Constantinople led in the development of public processions involving
lay participation, and in Constantinople these processions pitted Orthodox
against Arians. When Gregory Nazianzenus assumed the episcopacy in 381, all
the major churches including Hagia Sophia were in the hands of the Arians, and
it was the Arians who first introduced the practice of processions with the
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chanting of antiphonal psalms.*¥ By the time of Chrysostom, the Orthodox
had claimed virtually the whole city, and they vaunted this claim with strect
processions. Chrysostom described the public procession that greeted the ar-
rival of the relics of St. Phocas in 398. “Yesterday our city was aglow, radiant
and famous, not because it had colonnades, but because a martyr arrived in
procession from Pontus. . . . Did you sce the procession in the forum? . . . Let
no one stay away from this holy assembly; let no virgin stay shut up in her
house, no woman kcep to her own home. Let us empty the city and go to the
grave of the martyr, for even the emperor and his wife go with us. . . . Let us
make of the sea a church once again, going forth to it with lamps.”+"

The claim to urban space was a good deal more than symbolic, and it was
not always peaceful. Ambrose narrates with approval how a group of orthodox
monks, on their way to celebrate the feast of the Maccabee martyrs, found their
psalm-singing procession blocked by a group of the heretical Valentinians, a
gnostic sect. In anger at being unable to proceed, the monks set fire to the
Valentinians’ church.5?

The mosaic processions that march the length of the nave of the “new”
Saint Apollinaris are the most vivid illustration of this aggressive urban dimen-
sion of Christian worship (figs.130&131). When the basilica was built by the
Arian king Theodoric, the nave was decorated in three zones, with narrative
panels of the life and Passion of Christ at the top, scroll-bearing prophets or
apostles between the windows, and below the windows processions of the
Arian king and his court. On the right they filed out of the palace of Theodoric,
and on the left they departed from the port of Classe, to make their way to
Christ and his Mother at the far end of the nave. Clearly the processions repre-
sented the Arians’ very real claim to control the urban environment.

After Justinian’s general reconquered the city for Orthodoxy (540), Arian
church property was confiscated and turned to Catholic worship under the
bishop Agnellus (557—570). The bishop let the upper zones stand, but he had to
revise the processions. Theodoric and his court had to be erased, leaving
shadows and an occasional detached hand where they once stood (fig.132).
Where previously the Arians had marched in procession Agnellus now inserted
orthodox Catholic saints, all named in inscriptions. The procession from the
palace consists of twenty-six male martyrs under the leadership of Saint Martin
of Tours, to whom the church was now re-dedicated. They stride forward with
crowns in hand toward the enthroned Christ at the eastern end of the nave. On
the opposite wall, twenty-two female counterparts leave the port of Classe, led
by the Magi to present crowns to the Christ Child in his Mother’s lap (figs. 130
&131). The saints selected are the preferred saints of Rome and Milan, empha-
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sizing Ravenna’s rejection of Arianism for Catholic orthodoxy.5! The city space
had been reclaimed. The orthodox replaced the Arians in the mosaic proces-
sions as well as in the processions through streets of the city.

In Rome, where Arian rule was felt much less, the victory over the Arians
found a somewhat subtler expression in mosaics. Upon the death of Theodoric
in 526, his daughter Amalaswintha, a Catholic, made a gift to Pope Felix IV
(526—530) of a piece of imperial real estate in the forum for use as a church.
Dedicated to Saints Cosmas and Damian, it was the first church in the city
center.>?

The recent cleaning of the apse by the Italian Soprintendenza dei Monu-
mentl, reveals animage of intense and eerie beauty. An heroic Christ effortlessly
ascends a bank of orange-flecked clouds (fig.133).53 Ten feet tall, he is out of
scale with the saints on the ground, and the eye readily believes he is still many
times larger as he steps on the far distant clouds. Like Elijah who mounted live
into heaven over the River Jordan (2 Kgs 2:11), Christ is shown ascending above
the River Jordan, which spreads in a light blue band across the entire horizon.
Dressed as a philosopher in tunic and pallium and holding the scroll of his
philosophy, he gazes down from the intense blue of deep space. His wide eyes
seem to control all that he sees, both the figures who move toward him in the
apse, three on either side, and the lowly bystander in the nave of the church,
whom he greets by raising his right hand.

Peter and Paul lead a procession of figures from either side, their motion
convincingly represented by increasing the size of the step from figure to figure.
Behind the two princes of the Apostles walk the patrons of the church, Cosmas
and Damian, a pair of Syrian physicians who offered their services gratis (the
one on the right is shown with the satchel of his medical equipment). Further to
the right, dressed in a lavish military cloak, the soldier saint Theodore, name
saint of the deceased Theodoric, steps more quickly. The Arian king has been
caught up in the Catholic procession under the guise of his heavenly patron.
Like Cosmas and Damian, he carries a crown in reverent, veiled hands. On the
opposite side Pope Felix offers his church.54

The processions of the Catholic monarchs in Saint Vitalis are the most
discussed mosaics of the entire Early Christian period (fig.117); this in itself
signals a significant bias in our view of the material. Vivid portraits of mon-
archy fascinate the modern viewer. In panels located on either side of the apse
the emperor and empress move in cautious steps toward the image of Christ in
the conch, while they transfix us with their steady gaze. The emperor Justinian,
of course, had not visited Ravenna, any more than had Saint Martin and his
companions the church of Saint Apollinaris. Yet the procession of the imperial
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133. Christ and Processions of Saints, mosaic in the apse of Sts. Cosmas and Damian, Rome,
c. $26—30

court 1s the most realistic liturgically of all the processions of Ravenna.

While modern church-goers park themselves in pews like spectators at a
cinema, the early church was without seats, and the liturgy of the Eucharist was
dominated by processional movement. The Roman liturgy, moreover, unique
among Christian rites, involved the laity in offertory as well as communion
processions. Elsewhere deacons were assigned the task of bringing bread and
wine to the sanctuary, but in the Roman rite this was a function of the laity. First
men and then women would proceed to the sanctuary carrying offerings of
bread and wine, from which the celebrant would select sufficient for the mass.55
[t can be assumed that the liturgy of Ravenna, like that of neighboring Milan,
conformed substantially to that of Rome. Later in the liturgy, after the consecra-
tion of the elements, the double processions of men and women would form a
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sccond time for communion. The faithful were scgregated by sex in the carly
Church, women on the Ieft and men on the right, so that the grand mosaic
processions of the “new™ Saint Apollinaris were echoed in the real-life proces-
sions of the faithful below (figs. 130&131).

The processions of the Saint Vitalis mosaic represent the liturgy in a more
graphic way, but the exact moment represented has been in dispute.>¢ Von
Simson and Stricevic contended that the mosaic represented the presentation of
bread and wine in the offertory ceremony. But the procession is led by Bishop
Maximianus with a jewelled cross, preceded by one deacon carrying the Gospel
and another with incense.3” These would have no place in the offertory cere-
mony, whether in the Roman or the Byzantine liturgy. But they are the leaders
in the First Entrance, the opening ccremony of the Byzantine liturgy. More-
over, a woman

cven an empress—would not have been allowed to carry a
wine-filled chalice. When offering wine she would have presented an amula, a
litele bottle, which would be emptied into the chalice. But whenever the impe-
rial couple attended church they were expected, during the First Entrance, to
make donations of gold, whether in the form of a pursc of coins or in vesscls.
This interpretation is re-inforced by the fact that Theodora is shown entering
onc of the doors of the church from the atrium; the location is indicated by the
fountain, a common feature of church atria. In the liturgy of Constantinople the
laity, having first assembled in the atrium, would have followed their clergy and
monarchs into the church in the First Entrance procession. 5

Yet for all the attention that art historians have given the emperor and
empress, it must be pointed out that royalty are doubly out-ranked by clergy in
the mosaic program at Saint Vitalis. In contrast to the ceremonial of Rome,
Byzantine ceremonial followed the rule of “seniores priores”; the higher in rank
went first. In Justinian’s panel the Gospel, the Word of God, accompanied by
incense, occupies first place. In second place it is Bishop Maximianus, carrying
his cross, for in church the bishop always preceded the emperor. Then comes
Justinian.3? Furthermore, the imperial pancls are at a lower level than the mosaic
of the conch, where the converging processions meet at their goal in Christ
(figs.112,116). The emperor has no place beside Christ, but another bishop, the
deceased Ecclesius, under whom the church was founded, offers his building to
Christ on equal footing with the martyr Saint Vitalis. The bishop is presented to
Christ by an angel.

THe woRrLD VIEW of Early Christian art is a vision of the confluence of human-
kind toward an omega point in Christ. The mosaic figures that circle the be-
holder’s head in the dome, or strecam down the walls of the nave, converge on a
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134. The Great Mother Goddess, lead plaque,
third century A.D., The Metropolitan Museum
of Art, New York

135. Saturn-Baal, on a funerary stele from Tunis,
late third century A.p., Musée National du
Bardo, Tunis
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symmetrically organized image of Christ with attendant angels and saints.
These symmetrical, core compositions, it is important to cmphasize, no less
than the processions themselves, have their closest precedents in the religious art
of the ancient world.

Though art historians have imagined that such compositions as the apse of
Saint Vitalis ccho the deportment of cager courtiers around their cmperor, no
images of such courtly behavior survive. o I the rcligious realm, however, the
centrally placed god, flanked by lesser divinitices, by attendants, or by worship-
pers, 1s a very common occurrence. Numerous cxamples might be found in the
time-honored imagery of the classical temple, whether in great facade pedi-
ments or i sculptural groups of cultic images within cellae. But the most
striking precedents are to be found in the private votive reliefs and gravestones
of Late Antiquity, particularly in art devoted to the mystery religions, with
which Christianity had so much in common. These objects represent the diver-
sity of religious life around the Roman Empire.

From the Danube come an assortment of lead plaques of the third century,
like the one in New York’s Metropolitan Museum of Art (fig.134), dedicated to
a Great Mother goddess.©! On the principal register the goddess is grected by
the mounted Dioscuri, twin sons of Jupiter and gods of the underworld, while
female and male votaries stand at right and left. Helios drives his chariot across
the sky in the upper register and the sacred Mithraic meal is cclebrated in the
lower. A similar symmetrical organization can be found in a third-century
funerary stele from Tunis in North Africa (fig.135).92 Now it is Saturn-Baal as
the “grim reaper” who is in the center. He rides a bull with a sickle in hand
between the Dioscuri. Above are the cagle of Jupiter and two Victories, while
below the deceased couple and their farm appear.

Celtic gods were shown in similar symmetrical Compositions, such as
Cernunnos, the god of wealth on a first-century grave stele from Rheims
(fig.136), or Epona the goddess of the horse on a third-century relief from
Thessalonica (fig.137).3 Cernunnos is accompanied by Apollo and Mercury,
and from beneath his throne flows a river of gold coins to which the bull and the
stag have come to drink. A plaque from Rome mixes Roman and Egyptian
deities in a powerful symmetrical composition (fig.138).6*In the center, above a
wreathed, burning altar, Serapis and Isis hover on the wings of Jupiter’s eagle; to
either side Jupiter and Juno ride bull and hind, flanked by the Dioscuri.

Like Early Christian apses, all of these reliefs share a strong axial organiza-
tion and a visionary, irrational handling of space. All show a centrally placed
deity flanked by lesser or attendant divinities, as Christ is flanked by angels or
saints. Powerful magical beasts figure in all of them, presaging the role of Four
Living Creatures that carry Christ at Holy David or fly over his head at Saint
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136. Cernunnos Flanked by Apollo and Mercury, on a grave stele from Rheims, early first
century A.D., Musée Lapidaire, Rheims




CHAPTER S1X

REERKRRER o} YTy
s T
ERL IS L] ‘

L TR T SRR e

L ) IO
AAKAA LA

Vi
A

LR AN LI o

o 2

- 138. Jupiter Dolichenus and Egyptian deities, relief from the Aventine, second century A.p., Rome

S




CHAPTER S1X

Pudenziana (figs.88,71). The parallel between the Cernunnos’ river of gold and
the rivers of Paradise that low from the throne of Christ is most striking. These
Late Antique divinities establish the genre of images to which the great Early
Christian apse mosaics belong.

Processional convergence on an axially organized core image provided a
formula for the program of the Early Christian church. As an overall image-
structure thisis a far cry from the omni-systems of medieval art. Yet it served its
purpose. In their solemn stride the saints provided an exemplar to believers,
whose life was a procession in metaphor as well as in ceremonial. The faithful
were invited to fall in line behind their clergy as they marched to the vision of
the future. At Saint Apollinaris in Classe the first bishop of Ravenna raises his
hands in prayer as he mediates the vision of the Transfigured Christ to the sheep
of his flock (fig.119). All in step, heads held high, the sheep pick their way
through a flower-strewn landscape. The church, in the imagination of Late
Antiquity, was replacing eternal Rome and all her gods as the universial vehicle

of hope.
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a paradoxical figure of Christ (figs. 116&1 17). Though he sits in the

garden of Paradise, localized with the four rivers of the second chapter of
Genesis, his throne is the globe of the universe, the vehicle of many eastern gods
of Late Antiquity, signifying rule over the world and over all time.! With his
right hand he rewards Saint Vitalis with a crown, but with his left he clutches
the fateful seven-sealed scroll of the fifth chapter of Revelations. This detail
identifies Christ with the Lamb that opened the scroll, and it is significant that
overhead, in the center of the vault over the sanctuary, the figure of the Lamb is
represented against a circle of the stars of the firmament (figs.112&113). But
while the unfurling of the apocalyptic scroll revealed the terrible horsemen of
death and the downfall of kingdoms, this Christ, holding the scroll, is the
meekest child. Soft brown hair encircles his face and covers his ears; his mouth is
small, his checks are full and his eyes are very wide and innocent (fig.116). The
imagery insists on still another contradiction. In a medallion at the apex of the
arch that frames the entire sanctuary Christ appears a third time, a long-faced,
bearded, old man (fig.112). Old man, Lamb, Child, Judge of all the kingdoms
of the world—in his halucinatory changeability Christ chameleon embraces all
contradictions.

Like music played in a mistaken signature, the sense of Early Christian art
has been badly misrepresented. The theory that for sixty years has framed the
investigation has seriously skewed the results and must finally be set aside. The
art historians who in the 1930s proposed to interpret the imagery of Early
Christian art as an adaptation of imperial motives and compositions attached an
excessive value to the forms and trappings of imperial rule. Christ, they imag-
ined, must have been assimilated into the person and role of the emperor in
order to acquire the dignity and majesty that were his due. But the citizens of
Late Antiquity did not see their commander-in-chief in so positive a light as to
clothe their new God in his likeness. Indeed, dress and regalia that were in-
tended to make the emperor more imposing often succeeded in making him
into an object of ridicule.

ﬁ T SAINT VITALIS in Ravenna processions converge on two levels toward
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Justinian’s dress in the mosaic of Saint Vitahis difters from that of Galerius
chicefly in the addition of pearls and gemstonces (figs. 8&117). Rows ot pearls and
precious stones decorate his diadem, and tear-drop pearls dangle from it on
cither side. More pearls and stones decorate the shoulder clasp of his chlamys
and, incongruously, cven his military boots. In his palace, when managing
affairs of state and receiving ambassadors from abroad, the emperor wrapped
himself in the consular “toga trabeata,” a gold, embroidered garment of scarf-
like shape, heavy with precious stones. Constantius Il wears this garment scated
on his sella curulis (fig.79), as did Arcadius when he received the philosopher
Synesius.

The effect of such opulence was a certain bewilderment on the part of the
public. Euscbius would have us believe that Constantine took a superior attitude
toward the public reaction. But the public, he admits, were “astounded and
marvelling at the sight, like children at a hobgoblin”; the precious stones “made
men gape.”2 To his contemporary Ammianus Marcellinus, the statue-like be-
havior of a jewel-clad Constantius II during his adventus in Rome was affectation
and conceit.3 The reaction of Synesius was pure outrage. Arriving in Constan-
tinople as delegate of Cyrenc in North Africa, seeking relief for his native
province, he found the emperor Arcadius so laden with his consular garments
that he appeared insulated from all contact with his subjects.

“When do you think the Roman Empire reached its apogee?” he asked the
emperor. “Was it when you wrapped yourself in purple and gold and bound
your brow with stones and imported pearls, and put the samc on your feet,
when you clothed yourself in stones, dangled them on you, buckled yourself
with them, sat upon them? You have made yourself into a gold-spangled mas-
terpiece like a peacock, drawing down on yourself Homer’s curse of the ‘gar-
mentofstone.” . . . You glitter under the load like some prisoner bound in gold
chain weighing many pounds, who is unconscious of his suffering and does not
even know he is bound, deceived by the great expense of his surroundings. But
one can move more easily with poor clogs of wood.”#

Christ was never so clad. Late in the fourth century Saint Martin of Tours
had a vision in his sleep in which Christ promised to disclose to him the secret
day of his Second Coming. However, as the vision gradually came into sharper
focus, Martin suddenly realized with horror that his phantom Christ was
dressed as the emperor and therefore was not Christ at all, but the devil!> To
dress Christ as an emperor was to make him a devil.

Or a fool. According to the Gospel, the one context in which Christ did
actually wear imperial dress was the occasion of his mockery. Pilate’s soldiers,
delighting in having the “King of the Jews” at their mercy, “put a scarlet robe
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upon himi, and plaiting a crown of thorns they putit on his head, and putareed
m his right hand” (Mt 27: 28-29).

In the art of the period the separation of imperial and Christ-ly attributcs is
carctully obscerved. Of the thousands of representations of Christ in Early
Christian art I know of only two where he dresses in what may be taken for
imperial garments. One is a fifth-century sarcophagus relief from Taskasap in
Istanbul which has not been noticed in this regard.© A scated Christ wears a
garment that looks like a pallium over his lap, but is transformed into a kind of
toga trabeata across his chest. The other instance is the often cited mosaic in the
Archepiscopal Chapel of Ravenna, in which Christ dresses as soldier in mail and
cape, trampling on the lion and the serpent.? Since these amount toless than one
tenth of one percent of the total, they may be counted the exceptions that prove
the rule. The rule is that Christ, whose “kingship is not of this world” (Jn
18:36), did not assume the guisc of the carthly emperor of the Romans in Early
Christian art.

Morcover, this rule of the separation of imperial and Christ-ly attributes
held good through most of the Middle Ages. Not until the Romanesque period,
and then only occasionally, did Christ assume imperial attributes, a crown on
his head and a globe in his hand. In the East, however, the rule of the separation
of attributes never lost its vigor. Byzantine art knows no image of “Christus
Rex.” Christ did not enter into an arcna of competition with the emperor;
indeed he co-existed amicably with the emperor for many subsequent
centuries.

If we remove the incubus of the imperial interpretation that has encum-
bered his image, the Christ who emerges is far more vigorous and more ver-
satile than we had been led to believe. His rightful place is among the gods of the
ancient world. It is with them that he engaged in deadly combat, and it is from
them that he wrested his most potent attributes.

Once Christ had taken the throne of Jupiter, the father of the gods had not
so much as a stool on which to sit. His statues were melted down, and he never
again appecared on the coins of the realm. Similarly, once Christ took the mild,
caring look of Asclepius and appeared everywhere working the miracles that
the healing god had claimed, the shrines of Asclepius were abandoned. Taking
the youthful beauty of a Dionysus or an Apollo, Christ charmed their coteries
into his own shrines and churches. As androgyne he transcended the dichotomy
of the sexes; he was a God of nurture as well as a God of victory. Assuming a
divine halo and Olympian gold raiment, Christ replaced the entire pantheon of
antiquity.

At the same time, chameleon-like, he assumed a multiplicity of powerful
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roles unimagined for the gods of antiquity. For all their reverence toward the
philosophers, the Greeks had never invented a philosopher-god; Socrates was
never deified. It was a powerful role in which Christ appeared both as the
embodiment of his own cxalted teaching and as the president ot a circle of
philosopher-disciples; his school had replaced the academies of antiquity. Sim-
ilarly, the ancient pantheon lacked a magician-god, one who moved among the
populace curing the sick and raising the dead with a mere touch of his magic
wand or his magic hand. Assuming the magical powers ot the Egyptians and
Chaldeans, the miracle-working Christ etfectively supplanted the magicians of
antiquity. Emblazoned in countless church apses, he was the omega, the end of
the journey, the processional goal of all Christian life and worship. Simul-
tancously Child and Old Man, he was Lord of all cternity.

The old gods gradually faded from view. Their worship continued in
hiding in restricted and clandestine circles, but their existence was ever more
spectral. Their health had depended on the upkeep of their statues, and as these
crumbled their influence waned. The images of Christ had put them all to rout.

The imagery that was formed for the new God drew upon a variety of
potent sources—the gods, the philosophers, the magicians of antiquity. Its
dependence on the Gospel, however, was curiously oblique. Scripture had left
no account of the physical appearance of Christ, and in any event its claims for
Christ far exceeded all visual symbols. How was the artist to deal with Christ’s
own self-portrait: “Before Abraham was, Iam,” (Jn 8: 59) or “He who has scen
me has scen the Father” (Jn 14:9), or “I am the alpha and the omega” (Rev. 1:8)?
But, rising to the challenge, painters, sculptors, and mosaic workers invented
without inhibition. The narratives of the Gospel they rewrote with freedom to
forge images of memorable impact. By representing as many facets of his
person as possible they tried to encompass somchow the totality of the unim-
aginable mystery. Their success spelled the death of the sacred imagery of
classical antiquity and the birth of a new, Christian art.
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the Ejmiacin Gospel,” in East of Byzan-
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ton, D. C.,1982), 208.

10. For examples, scc Along the Ancient
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(1950), 63-85.
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scoperto nella catacomba di S. Domitilla,”
Attidella Pontificia Accademia Romana di Ar-
cheologia, Rendiconti 33 (1960~61): 209—24.
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13. Imperial claims for the imagery can
be found in Grabar, Iconography, 44; James
Snyder,“The Mcaning of the "Maicstas
Domini’ in Hosios David,” Byzantion 37
(1967): 143-152; Schiller, “Dic Majestas
Domini,” Tkonographie, 3: 233-36.
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carcful observation of Christ’s hair styles,
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does not represent Late Antique boys” hair
but a copious adolescent hair.
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sent Day, ed. Maria Jedding-Gesterling
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55.
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romischen Portrit des 3. Jahrhunderts
n.Chr.,” and Urs Peschlow, “Zum Kaiser-
portrit des 4. bis 6. Jh. n.Chr..” in Sptan-
tike und frithes Christentim (Frankfurt am
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entrics nos. 1—80, 380—478.
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tory of Religions 13 (1974): 180, n.72.
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witz and Helga Herdcjiirgen, Die Raven-
natischen  Sarkophage, Die antiken Sar-
kophagrelicfs, 8, part 2 (Berlin, 1979), 56—
$7, 112~14.

32. Kollwitz and Herdcjiirgen note the
“fast weiblich Form des Kérpers,” without
further comment, op. cit, 116.

33. See Kollwitz and Herdgjiirgen, op.
ct., pls. 42.3 and 45.3
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Ravenna, College Art Association Mono-
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Mpythsand Rites of the Bisexual Figure in Clas-
sical Antiguity, trans. Jenniter Nicholson
(London, 1961), 18=20.

36. Delcourt, Hermaphrodite, 21-22.

37. Sce especially Apollo with lyre, Lex-
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Androgyne: Some Uses of a Symbol in
Earliest Christianity,” History of Religions
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ment Apocrypha, 1: §13.
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CHAPTER SIX

. Emile Mile, The Gothic Image, Reli-

glons Artin France of the Thirteenth Century,

trans. Dora Nussey (N.Y., 1972).

2. Otto Demus, By zantine Mosaic Deco-
ration (London, 1948); but sce my reserva-
tions on this description of the system in
“The Sequel to Nicaca 1T in Byzantine

Church Decoration,”™ Perkins Journal of

Theology 41, no. 3 (1988): 11-21.

3. Karl Lchmann, “The ‘Dome of
Heaven,” AB 27 (1945): 1-27, repr. in W.
Eugene Kleinbauer, Modern Perspectives in
Western Art History (New York, 1971),
228-70. The article served as inspiration
for studies of dome decoration in the Ori-
ent and in Islam: Alexander C. Soper,
“The ‘Dome of Heaven’ in Asia,” AB 29
(1947): 225—48; Oleg Grabar, “From
Dome of Heaven to Pleasure Dome,” Jour-
nal of the Socicty of Architectural Historians 49
(1990): 15—21. I discussed my reservations
on Lchmann’s thesis in “Cracks in
Lechmann’s *Dome of Heaven,”” Source 1
(1982): 12—-16.

4. Lchmann, “Dome of Heaven,” 1.

5. Ibid., 21-27.

6. Ibid., 4.

7. Ibid., 6.

8. Ibid., 7.

9. Lchmann’s misuse of the terms “pan-
tokrator” and “kosmokrator” is symp-
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the mentality bchind Christian art. The
term “pantokrator” Lechmann applicd to
the pagan divinities in his central “can-
opy,” whatever their identity. Thus we
find Helios, Jupiter, Saturn, Minerva, and
Diana all in turn called “pantokrator.”
(Op. cit., s—7, 9, 15, 16, and 18.) But the
term “pantokrator” (literally “all-ruler”) is
not part of the classical vocabulary; it was
invented in the 2nd century B.c. by the
translators of the Scptuagint to render
the Hebrew expression “yahwch elohai
scbaoth,” a phrase that is commonly put
into English as “the Lord God of Hosts.”
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The Greek translators rendered this “ky-
rios ho theos pantokrator.” Subscquently,
“Pantokrator”™ was the term used 1n the
Nicene Creed where the English has, “1
believe i one God, the Father almighty™;
and 1t was the term which in Middle Byz-
antine art designated the bust image of
Christ blessing with his right hand and
holding the Gospel in his lett. (Carmelo
Capizzi, Pantokrator: Saggio d'esegesi let-
terario-iconografica, Oricentalia Christiana
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graphic subject, see Jane Timken Mat-
thews, The Pantokrator: Title and Image,
[Ph.D. diss., New York University,
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Villa and the 'Dome of Heaven,”” AMit-
teilungen des Deutschen Archdologischen Insti-
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NoOTES

See also Joyce, The Decoration of Walls,
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a zodiac 1s the quite un-Roman Temple of
Bel in Palmyra. Malcolm A. R. Colledge,
The Art of Palmyra (Colorado, 1976), 38—
39.

12. Joyce, “Hadrian’s Villa,” 366.

13. Mathews, “Cracks in Lchmann’s
‘Dome of Heaven,™ Source 1 (1982): 12—
16.

14. Henry Maguire, Earth and Ocean,
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(University Park, 1987), 76.
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17 below) and the Pscudo-Clementine Rec-
ognitions, X: 1—12. From Alcxandria con-
sult Origen, On Matthew, XIII: 6; from
Cappadocia, Basil as in following notc.
From the Latin West, sce Tertullian, On
Idolatry, IX, and Augustine, City of God, V,
1-10, and On Christian Doctrine, 11, 20—24.

16. Basil, Hexaemeron, homily VI, 7.

17. Tatian, Oration to the Greeks, 1X.

18. For a recent discussion of Basil’s
place in the development of a Christian
cosmology, sce Cyril Mango, “The Physi-
cal Universe,” in Byzantium: The Empire of
New Rome (New York, 1980), 166-76. For
Basil’s interpretation of the creation of the
sun and moon, sec Hexaemeron, homily V,
1, and VI, 1—4; on the stars see homily VI,
S—11.

19. On astrology in Antiquity, sce E.
Riess, “Astrologic,” Paulys-Wissowa, Real-
Encyclopadie der classischen Altertumswissen-
schaft (Stuttgart, 1896), 2: 1802—28. Sce
also Ptolemy’s own introduction to his
Tetrabiblos.

20. M. J. Vermascren and C. C. Van Es-
sen, “The Aventine Mithracum Adjoining
the Church of St. Prisca,” Antiquity and
Survival 1 (1955-1956): 3-36.

21. Katherine M. D. Dunbabin, The
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Mosaics of Nortlt Aprica: Studies in Iconogra-
phy and Patronage (Oxford, 1978), $7—-359.

22. J. M. Blazquez ct al. Mosaicos Ro-
manos del Museo Arqueologico Nacional,
Corpus de Mosaicos de Espana, fasc. o
(Madrid, 1989), 27-28.

23. On the usc of candles at baptism, sce
Hugh M. Riley, Christian Initiation: A
Comparative Study of the Interpretation of the
Baptismal Liturgy in the Mystagogical Writ-
ings of Cyril of Jerusalem, John Chrysostom,
Theodore of Mopsuestia, and  Ambrose of
Milan (Washington, 1974), 3s1 and 417.

24. Spiro Kostof madc an cffort to asso-
ciate the twelve apostles of the Arian Bap-
tistery  with  the twelve months  of
Lehmann’s “Dome of Heaven,” but the
evidence for domes with twelve months is
most dubious. The Orthodox Baptistery of
Ravenna (New Haven, 1965), 115.

25. Annabel Jane Wharton suggests very
plausibly that the Baptism in the Arian
baptistery was rotated to address the
bishop whose position was in the castern
apsc. “Ritual and Reconstructed Meaning:
The Neonian Baptistery in Ravenna,” AB
69 (1987): 370.

26. Carl-Otto Nordstrém argued that
the procession of apostles in the Orthodox
baptistery subsumed the imperial cere-
mony of the aurum coronarium, by which
golden crowns were offered to the em-
peror on the occasion of his coronation.
Ravennastudien: Ideengeschichtliche und iko-
nographische Untersuchungen tiber die Mosa-
iken von Ravenna (Stockholm, 1953), 42—
46. Christ’s baptism, he maintained, was
equivalently his kingly investiture. Other
art historians, without making so specific
an argument, are in general agreement that
the ritual of the aurum coronarium furnished
the model for Christian images of crown-
bearing saints. K. Baus, Der Kranz in An-
tike und Christentum (Bonn, 1940); The-
odor Klauser, “Aurum Coronarium,” RM
59 (1944): 120—43; André Grabar, L’Emper-
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eur, $4~57, 131-33, and Ilconography,
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Byzantine Art and Statecraft in Ravenna
(Chicago, 1948), 94—101. Klaus Wessel,
“Kranzgold und Lebenskronen,” Archio-
logischer Anzeiger 65—66 (1950—51): 103—
114; Schiller, Ikonographie, 3: 173, 1953,
200, 211.

27. For examples in Late Antiquity, sce
Michacl McCormick, Eternal Victory
(Cambndge, 1986), 19 and 210.

28. Emile Egger and Eugéne Fournier,
“Corona,” in Dict. des antiquités grecques et
romaines (Paris, 1877—1918), 1: 1520—37.
Joset Kéchling, De coronarum apud antiguos
vi et usu (Giessen, 1914). Jokob Klein, Der
Kranz bei den alten Griechen (Glinzburg,
1912). A summary of this evidence is pro-
vided by Erwin R. Goodcnough, “The
Crown of Victory in Judaism,” AB 28
(1946): 139—59, esp. 150—53. M. Blech,
Studien zum Kranz bei den Greichen (Berlin,
1982).

29. Sappho, Frag. 81, Poetarum Les-
biorum Fragmenta ed. Edgar Lobel and
Denys Page (Oxford, 1955), 55—56. The
various gods had different preferences in
the wreaths they expected. Zeus preferred
oak, Aphrodite myrtle, Apollo laurel, etc.
With the greenery, all sorts of flowers were
entwined, but roses and violets were most
popular.

30. Sophocles, Oedipus Rex, lines 2—3.

31. “On account of our belief in the di-
vine, all men have a strong yearning to
honor and worship the deity close at hand,
approaching and laying hold of him with
persuasion by offering sacrifice and crown-
ing him with garlands.” Dio Cassius, Orat.,
XII: 12, 61. Emphasis addced.

32. Pliny, Natural History, XXI: 1-9.

33. Itis a custom in Greece today to save
the wedding wreath and bury it with the
first of the couple to pass away.

34. The sense of the religious value of
the games was still so strong in the third

201

century that Tertullian forbade participa-
tion by Christians. Being crowned, he felt,
was an impcrsonation of Jupiter or other
pagan gods. Tertullian, De corona, 13; De
spectaculis, 13.

35. Goodenough, “Crown of Victory,”
151. For evidence from Plutarch, sece Homo
Necans, The Anthropology of Ancient Greek
Sacrificial Ritual and Myth, trans. Pcter
Bing (Berkeley, 1983), s6-57.

36.J. M. C. Toynbee, Death and Burial in
the Roman World (Ithaca, 1971), 44.

37. Romans and Barbarians, cxh. cat. of
the Department of Classical Art, Muscum
of Finc Arts (Boston, 1976), 28.

38. Goodenough, “Crown of Victory,”
151, with further citations of Roman
sources.

39. The same metaphor is employed in
Jewish sorces. Goodenough, “Crown of
Victory,” 154—158.

40. “Henceforth there is laid up for me
the crown of rightcousncss, which the
Lord, the rightcous judge, will award to
me on that Day, and not only to me but
also to all who have loved his appearing”
(2 Tim 4:8); “When the chicf Shepherd is
manifested you will obtain the unfading
crown of glory” (1 Pt 5:4); “Blessed is the
man who endurcs trial, for when he has
stood the test he will receive the crown of
life which God has promised to those who
love him” (Jas 1:12); “Be faithful unto
death, and [ will give you the crown of life”
(Rv 2:10; and further references clsewhere
in Rv).

41. Wharton, “Ritual and Reconstructed
Meaning,” 374-75.

42. Ambrosc, De sacramentis, 1: 2, 4. Em-
phasis added.

43. Alfred C. Rush explores patristic
sources on both the Christian rejection of
funcral crowns and their rich use of the
mctaphor of a crown as the reward of life.
Death and Burial in Christian Antiquity
(Washington, 1941), 133—-149.
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14. Wharton's suggestion that the Apos-
tles actually offer the crowns to the neo-
phytes below is ingenious, but it does not
fit parallel crown-ottering processions at
the Arian Baptistery and at the “new”
Saint Apollinaris. Wharton, “Ritual and
Reconstructed Meaning, ™ 375.

45. John Wilkmson, trans. and cd.,
Egeria's Travels to the Holy Land, rev. ed.
(Warminster, 1981).

46. John Baldovin, The Urban Character
of Christian Worship, The Origins, Develop-
ment, and Meaning of Stational Litirgy, Ori-
entalia Christiana  Analecta, vol. 228
(Rome, 1987), 39.

47. Ibid., 236.

48. Ibid., 184.

49. Chrysostom, De s. hieromartyre
Phoca, PG 50:699; trans. in Baldovin, 183.

so. Ambrose, Epistolae, 40.

s1. On the choice of saints, sce Otto von
Simson, Sacred Fortress, 81—88. The saints
arc sometimes said to reflect the manners
of the imperial court; but their dress sets
them dramatically apart from the imperial
court shown in Saint Vitalis (fig. 117a&Db).
The enthroned Christ and the Adoration of
the Magi have been heavily restored.

s2. Richard Krautheimer, Corpus Basili-
carum Christianarum Romae, 1: 137—43;
idem, Rome, Profile of a City, 312—1308
(Princcton, 1980), 75. The building was a
simple spacious hall, roughly s8 fect
square, clothed with splendid marble re-
vetment on all its walls. The mosaic was
heavily reworked in the seventeenth cen-
tury, the figures on the left suffering most.
Marguerite van Berchem and  Etienne
Clouzot, Mosaiques chrétiennes du 1Vme au
Xme siécle (Geneva, 1924), 119—24.

53. L’Orange imagined that Christ was
not departing but arriving, appcaring on
the Last Day, in the guise of the emperor in
his adventus. H. P. L'Orange and P. ].
Nordhagen, Mosaics, trans. A. E. Keep
(London, 1966), 19-20. But the escha-
tological imagery of the arch over the apse
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seems to bealater addition to the program.
The style and the workmanship are quite
diverse: the mosaic cubes in the arch are
twice the size of those in the apse and the
faces have been reduced to a Byzantine
schematism in contrast to the vivid hu-
manity of the saints in the apse. The apsce
image itself lacks cschatological symbols,
and the hand of God holding a wreath
above Christ’s head implies that the diree-
tion of his movement is upward, to receive
the crown that is offered. As at St
Pudenziana, Christ has no imperial at-
tributes.

s4. Christa Ihm puts the apse in the class
of compositions of Christ appcaring as
“Empceror with Militia.” Die Programme
des Apsismalerei, 39—40. Theodoric is a
Gothic name meaning “king,” for which
Theodore is the closest Christian cqui-
valent.

55. The carlicst document for recon-
structing the external shape of the Roman
liturgy is the scventh-century Ordo Ro-
manus 1. Mathews, “An Early Roman
Chancel Arrangement and Its Liturgical
Uses,” Rivista di Archeologia Christiana 38
(1962): 73-95.

56. Otto von Simson, Sacred Fortress,
29—30. D. Stricevic, “Iconografia dei mo-
saici imperiali a S. Vitale,” Felix Ravenna
80 (1959), s—27; “Sur l¢ probleme de I'ico-
nographie des mosaiques impériales de
Saint-Vital,” ibid., 85 (1962): 8o-100.
Grabar, by contrast, ignored entirely the
liturgical context of these representations
in order to emphasize supposed parallels
with other scencs of imperial donation.
“Quel est le sens de I'oftfrande de Justinien
ct de Théodora sur les mosaiques dc Saint-
Vital?” Felix Ravenna 81 (1960): 63-77.

7. Kitzinger, prescinding from the rite
represented, analyzes the panel in spatial
terms and places the emperor at the head of
a “v-shaped” procession. As he pursucs
this analysis, however, the “v-shape”
gradually disintegrates, for he notices first
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that bishop Maximianus “appears to be
standing in front™ of the emperor and then
that the censer-bearer at right overlaps the
frame and hence is furcher in front. By zan-
tine Art in the Making, 87—88.

s8. Mathews, The Early Churches of Con-
stantinople, 138—47.

$9. In his effort to put an imperial spin
on the program, Maguire contends that
the emperor and his court represent an
carthly parallel to Christ and the twelve
apostles. This is unconvincing. Besides
Justinian’s third place in the procession,
the twelve-ness of his company is not very
legible since some of the soldicrs arc hid-
den. Henry Maguire, Earth and Ocean, 76—
8o.

60. Von Simson, Sacred Fortress, 36; IThm,
Die Programme der christlichen Apsismalerei,
26-27; Beckwith, Early Christian and By z-
antine Art, 50; Kitzinger, Byzantine Art in
the Making, 85.

61. Christine Alexander, “A Lead Tablet
of the Second Century A.p.” Metropolitan
Museum of Art Bulletin 26 (1931): 148—50.
Stephen R. Zwirn, “Plaque with the
Danubian Horsemen,” in Age of Spiritu-
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androgyny, 127, 138, 179
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animal kingdom, 48

Annunciation, 84

Antioch, entry into, 25

Apamea (Syria): mosaic of Socrates, 109,
110

Aphraates, 192 n. 46

Aphrodisias (Turkey): bust of a philoso-
pher, 126, 127; school of philosophy
at, 109-11, 126-27; torso of Aphro-
dite, 8

Aphrodite, 8, 107

Apion, so

Apollinaris (bishop of Ravenna), 176

Apollinaris Sidonius, 68

Apollo, 127-28, 135, 137, 173, 179

Apollonius of Tyana, 68—69

Apostles: in apse imagery (with Christ),
14, IS, 95—96, 96, 97, 98; in Catacomb
of Saint Domitilla painting, 4, 5, 111,
139; in Catacomb of the Via Anapo
fresco, 111, 111; on Twelve Apostles
Sarcophagus, 124, 124; and wreaths,
98. See also Paul (saint); Peter (saint)

apse imagery: and architectural program,
94, 96—98; of Christ, 14, 15, 95—96,
96, 97, 98; alleged imperial models for,
97, 98, 100—109

Ara Pacis (Rome), 151

Arcadius, 178

Archacological Muscum (Thessalonica):
Hercules table support, 8, 9; rclief of
Epona, 173, 175

Archacological Muscum (Alexandria):
Good Shepherd table support, 8, 9

Archepiscopal Chapel (Ravenna): Christ
mosaic, 179

Arch of Constantine (Rome), 73, 76, 100
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Arch of Galerius (Thessalonica): adventus
of Galerius, 25, 26

Arch of Septimius Scverus (Romie), 15

Arch of Titus (Rome), 15

Arian Baptistery (Ravenna): mosaics of,
132, 133, 134, 134=35, 138, 155, 157,
107

Arianism, 10, §2—53, 89, 101, 114, 134,
167, 168; and anti-Arianism, §2—53,
117, 118, 169, 188 n. 20

Ariminum (Rimini), council at, 52

Arius, §2

Arkcoloji Mizceleri (Istanbul): relief of
Danicl in the Lion’s Den, 78; sarcoph-
agus fragment with Raising of Lazarus,
64, 65; sarcophagus frontal with mira-
cle scencs, 61; sarcophagus with Flight
into Egypt, 43, 44, 48

Armenia, apsc decorations in, 110

Armenian Infancy Gospel, 139

Ascension of Christ, 24, $3, 96, 150, 169

Asclepicion (Rome), 66

Asclepius, 66, 69—72, 70, 109, 127, 179

asscs. See donkeys and asscs

Asterius (bishop of Pontus), 59

astrology, 149. See also cosmological im-
agery; zodiac

Athanasius (bishop of Alexandria), s2,
53, 89, 117, 188 n. 26

Athcna, 108, 135

Augustine (saint), 6, 39, 127, 128

Augustus (Gaius Octavius), 83, 101

Aurclian (Lucius Domitius Aurclianus),
101

aurcole (mandorla), 14, 117-18

Aventine Mithracum (Rome), 152, 155,
158

Bacchus, 152, 159

Balaam: and Adoration of the Magi, 83,
85, 86; and the ass, 46, 47, 48

Baldovin, John, 167

Balthasar, 139

Baptism of Christ, 132, 134-35, 150,
155—57, 162

Barb, A. A., 190n. 15§
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basilica: decoration of, 94—98; definition
of, 15; and democratization of Chris-
tian worship, 92—94. Sec also church
architecture

Basilica Euphrasiana (Parenzo): apse with
synthronon, 112, 113, 113

Basil the Great (saint), 89, 149—50, 164

Becker, E., 75-76

Beskow, Per, 184 1. 22

Biblioteca Apostolica Vaticana (Rome):
codex s407, fol. 81 (drawing by Ciac-
conio), 99; codex Barberini lat. 2154,
fol. 13 (drawing of Constantius II),
106; codex vat. lat. 3867, fol. 234 v.
(Roman Vergil), 103, 108

Birth of Christ, 48, 49. Sce also Nativity

bishops: cathedra of, 113—14; ceremonial-
ism of, 15; clevated role of, 23, 89;
standing versus sitting, 109; as
tcachers, 114

Blessed David (Thessalonica): apse mo-
saic, 11§—19, 119, 120, 121, 128, 1306—
37, 139, 173; dating of, 116

Bodce Muscum (Berlin): biographical sar-
cophagus, 33-34, 34

British Muscum (London): coin of King
Kanishka I, 117, 122; gold coin of
Constantius Chlorus, 26; hcad of Mecr-
cury, 7; statuc of Scrapis, 136

Brown, Pcter, 23

Buddha, 45, 117, 122

Bynum, Carolyn, 121

Byzantine Muscum (Thessalonica): silver
casket (reliquary), 79, 8o, 124

Byzantium. See Constantinople

Cabinet des Médailles (Paris): ivory dip-
tych of consul Magnus, 105, 107;
Saint-Lupicin ivory diptych, 39, 42,
43, 139, 140

Caesar, Gaius Julius (Roman empceror),
18, 19, 105

Camcron, Avecril, 106

Camposanto Teutonico (Rome): sarcoph-
agus fragment with Crossing of the
Red Sea, 75, 76
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Cana. See Miracle at Cana

Capitoline temple to Jupiter (Rome), 5—6

Cappadocia, apsc decorations in, 116

Caracalla (Marcus Aurclius Antoninus),
68

Carthage, carly Christian community of,
23

Catacomb of Priscilla (Rome): Adoration
of the Magi fresco, 81, 83

Catacomb ot St. Callixtus (Rome): Cure
of the Woman with Issuc of Blood sar-
cophagus fragment, 63, 64; Moscs
frescocs, 73

Catacomb of Saint Domitilla (Rome):
Chapel of the Six Saints, 153—55, 160;
Christ enthroned among his Apostles,
3—4, 5, 111, 139; Christ in Aurcolc of
Light mosaic, 118, 122

Catacomb of Sts. Mark and Marccllian
(Rome): Adoration of the Magi fresco,
82; Trial of the Three Young Men
fresco, 82

Catacomb of Sts. Petrus and Marcellinus
(Rome): Curc of the Woman with Is-
suc of Blood fresco, 63, 63

Catacomb of the Via Anapo (Rome):
Christ Enthroned among his Apostles
fresco, 111, 111

Catacombs of the Via Latina (Rome):
Balaam and the Ass fresco, 46, 47; phi-
losopher fresco in, 109; Sacrifice of
Abraham fresco, 46, 46; Samson with
the Jawbonce of an Ass fresco, 46—48,
47

Cathedral (Ferrara): Certosa sarcophagus,
134 .

Cathedral (Ravenna): sarcophagus of
Bishop Exuperantius, 134

Cato the Younger, 25

Ceclsus, 67

Cernunnos, 173, 174, 176

Chaldean magic, 72, 77, 86

Chardin, Tcilhard de, 97

Chartres Cathedral, Royal Portal: Christ
in Majesty, 97, 121

chlamys, 35, 76, 79, 101, 178

Christe, Yves, 100

Christian imagery: Constantine’s usc of,
4, 5—6, 24; development of, 12-13, 14;
iconography of, 12, 13—16; alleged im-
perial models for, 12, 13-16; replace-
ment of pagan imagery by, 6-10, 12,
179—80

Christianity: and imperial ceremonial, 15;
Arian schism in, 10, §2—53, 89, 101,
114, 134, 167, 168; burial practices of,
33, 35, 187-88 n. 21; and empceror
worship, 79, 87; legalization of, 3, 13,
23

Christ Pantokrator, 142—43, 149, 152,
199 1. 9

Christ’s Trial before Pilate, 89, go

Chronos, 203 n. 1

Chrysostom, John (saint), 45, 67, 154, 168

church architecture: decoration of, 20,
04—114, 173—76; in Gothic cathedrals,
142; imperial models for, 15—-16; versus |
pagan temples, 92—94. See also basilica |

Church of the Holy Scepulchre (Jerusa-
lem), 23

Ciacconio, 100

Circce the witch, s7

coinage: adventus imagery on, 25-20, 26,
and apsc imagery of Christ, 100; cur-
ing imagery on, 62; messianic imagery
on, 18; pagan imagery on, 3, 4, 0,
107-8, 179; scated imperial imagery
on, 10§, 105; stars on, 83

Commodus, Lucius Aclius Aurclius (Ro-
man cmperor), 101

Constantine I (Roman emperor): and
apsc 1magery, 100; comparced to i
Moses, 75—76; and consistorium, 109;
conversion to Christianity, 13, 14, 23;
and council at Nicaca, 52, §3; and de-
cline of pagan imagcry, §—6; divine
kingship imagery for, 14, 89; cstrange-
ment from Licinius, 3; exccution of
Licinius by, 4; garments of, 101, 178;
German interest in, 19; hairstyle of,
123; historical importance of, 23; legal-
ization of Christianity by, 3, 13; as pa-
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Constantine I (cont.)
tron of carly Christian art, 23—24; usc
of Christian imagery by, 4, §-6, 24;
victory over Licinius, 4; victory over
Maxentius, §, 75—76

Constantinople (Byzantium): apsc deco-
rations in, 116; Council of Constant-
inople, $2; Licinius’s flight from, 4;
masterplan of imperial statecraft for-
mulated 1, 20; personification of, 108;
Phidias’s statuc of Jupiter carted off to,
6; proccessions in, 167-68, 171

Constantius Il (Roman empceror), 27, 52,
89, 1058, 100, 178

Coptic Muscum (Cairo): wooden lintel
from Church of the Virgin, 39, 40, 53,
I17—18

Corippus, Flavius Cresconius, 105-6

cosmological imagery, 143, 144, 149—50

Council at Nicaea, §2, §3, 101, 109

Crossing of the Red Sea, 72, 74, 75, 75,
76

crowns: in adventus imagery, 26; and au-
rum coronarium, 200—201 n. 26; and’
baptism, 164; funcrary, 163, 164; im-
perial diadem, 101, 106, 157-61; of Pe-
ter and Paul, 114; in processional
imagery, 157-64, 168; of Victory, 161,
163. See also wreaths

Cumont, Franz, 84

Cure of the Paralytic, 13, 54, 57

Cure of the Woman with Issuc of Blood,
61, 62~63, 63, 64, 68

curing: by classical gods, 66, 69; by Jew-
ish magic, 67; by medicine, 66-67, 69.
See also Jesus Christ, as a magician;
miracle imagery

Damasus (pope), 118

Daniel, 66, 72, 77, 84

Daphne, and tree imagery, 33

Daphni, church at (Greece): dome mo-
saics in, 152

Dassmann, E., 194—95 n. 12

De Bruyne, L., 189—9on. 9

Deckers, Johannes G., 83
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de Rossi, Giovanni Battista, 98

Diactus of Cirrha, curc of, 66

Dinkler, Erich, 24, 33

Dinkler-von Schubert, Erica, 62

Dio Cassius, 161

Diocletian (Gaius Aurclius Valerius Di-
ocletianus), 101

Dion (Greece): statues of philoso-
phers from Villa of Dionysus, 110,
111

Dionysius, 45, 107, 127-28, 135, 136,
179

Dioscuri, 173

divine kingship, 14, 15

domed churches: decoration of, 21, 143—
44, 155—57; imperial models for, 15—
16, 143—45

Donatcllo, 48, 49

donkeys and asses: Christian symbolism
of, 41—50; compared to horscs, 43—45;
and Jesus Christ, 28, 30, 33, 41—45, 54;
male versus female, 188 n. 35; side-
saddle riding of, 41—45; and stupidity,
48; worshipped by Jews, so

Dumbarton Oaks symposium on impe-
rial imagery, 20

Dura Europos: Mithracum, 8s; proces-
sional frescoes, 152—53, 159, 167; syna-
gogue frescoes, 76, 191 n. 40

Dvornik, Francis, 20

cagle symbolism, 3

Early Christian style: and imperial style,
14, 24; frontality in, 12, 14, 96; versus
Late Antique style, 11—12; staccato im-
ages in, 12, 13, 24, 59, 66, 75, 86; sym-
metry in, 14, 95, 96—97, 173, 176;
unified world view in, 143

Ecclesius (bishop), 171

Edict of Milan (313), 3, 10

Egeria (Spanish nun), 167

Egypt: apsc decorations in, 116; Chris-
tian art in, 27, 39; magic of, 72, 86

Ejmiatsin Gospel, 39

Elagabalus (Roman emperor), 101

Elijah, 169
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Emperor Mystique: in Early Christian
art, 12, 13—16; rcasscssment of, 21,
177-80; In twenticth-century art his-
tory, 16—21

Endymion, imagery of, 30-31, 32,

37

Entry into Jerusalem: depiction on
Roman sarcophagi, 27-39; castern
(Byzantine) version of, 27, 39—50;
emerging imagery of, 24, 50—53;
alleged imperial models for, 14, 24-27,
28—30; and Constantine’s entrance into
Rome (312), 24, 50—52; Roman
aristocratic models for, 30, 33-39;
Roman (and medieval) version of,
27-39

Epictetus, 126

Epiphanius (bishop of Constantia), 139—
40

Epiphany of Christ, 1§

Epona (Gallic goddess), 43, 173, 175

Eucharist, 45, 48, 49. 63, 170

Eugenius, 6, 89

Euphrates, 126

Euripides, 12~

Euscbius of Caesarea (bishop), 14, 68,
75, 76. 89, 178

Euscbius of Nicomedia (bishop), 52

Eustorgios, tomb of (Thessalonica), 35,
36

Ezekiel, vision of, 116, 118, 137, 138

Feast of Dedication, 30

Feast of Tabernacles, 30

Felix IV (pope), 169

Flavian (Roman general), 6

Flight into Egypt, 43, 48

Frederick II (Holy Roman emperor), 17,
19

funerary tables (table supports), 8, 9

Galerius (Gaius Galerius Valerius Maxi-
mianus), 25, 26, 26, 178

Gaspar, 139

Gaza, temple of Jupiter in, 6

George, Stefan, 17

21 7

Gerke, Friedrich, 19, 197 n. 17

Giotto, 59

Gnosticism, 138

gold: in Christ’s clothing, 101, 109, 179;
1n mMosaics, 95

Good Shepherd imagery: Early Christian
depiction of, 13; in funcrary table sup-
ports, 8, 9; hairstyle in, 124, 125; and
processionals, 155, 160

Grabar, André: background of, 16, 18-
19; and devclopment of carly Christian
themes, 24; and imperial modcls for
Christian imagery, 12, 13, 16, 18—19,
20, 100, 144; omission of miracle 1m-
agery by, 61

Great Mosque of Cordova: sarcophagus
fragment, 128, 132

Gregory of Nazianzus, 167

Gregory of Nyssa, 10

Hadrian (Publius Aelius Hadrianus),
143

Hadrian’s Villa (Tivoli): ceiling, 143,
144—48, 145

Hagia Sophia (Istanbul), 167

hairstyles, 123

halo, 96, 101, 109, 116, 118, 179. See also
aureole (mandorla)

Helios, 173

Hellemo, Geir, 194-95 n. 12

Hellenism, 12

Hephaistus, 45

Hera, 107

Hercules, 8, 9, 135

Hosius (bishop of Cordova), 89

hospitality, 30

Hypogacum of the Aurelii (Rome), 189

n. s

iconography, imperial. See Emperor
Mystique

IThm, Christa, 97, 100, 150

imagery, power of, 4-5, 11

image-signs, 184 n. 18

imago clipeata (shicld) imagery, 14,
117
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Irenacus (saint), 48
Irish high crosses, 150, 156
Isaac, sacrifice of, 89

Isis, 173
Istanbul. See Constantinople
(Byzantium)

Jacob, 41

James (samnt), 139

Jehu, reception of, 30

Jerome (saint), 52

Jerusalem: destruction of, 118; gates de-
picted on Roman sarcophagi, 28; per-
sonification of, 39; processions in, 167

Jesus Christ: as an ass, 48, 50; in apse im-
agery (among Apostles), 14, 15, 95—
96, 96, 97, 98; as ass-hcaded, 48-50,
51; breasts of, 128—35; changing cm-
phasis on scenes in life of, §9-61; con-
ceptualization of, 10-11; Constantince’s
usc of imagery of, 4, §; as a cross, 150,
156, 157; depiction from Catacomb of
Domitilla (Rome), 3—4, 5; depiction on
Roman sarcophagi, 27-39; and divine
kingship imagery, 14, 15, 179; cmer-
gence of imagery of, 10-11, 22, $2—53;
facial features of, 108—9; in feminine
roles, 43, 118—19, 121, 128, 135~40;
hairstyles of, 123—28; as historical fig-
ure, 21; humanity versus divinity of,
10; in imperial garments, 178—79; im-
perial models for imagery of, 12, 13-
16, 21, $3; as judge, 150, 154; as larger
than life, 97; as a magician, §4—91, 92;
majesty of, 116-18, 120, 121; mocking
of, 178—79; and Moscs, 76—77; as pan-
basileus, 100; as a philosopher, 28, 38—
39, 45, $4, 63, 109—11, 114, 118, 169,
180; portrait of, 11, 180; as a Roman
gentleman, 34—35, 37-39; as scated
figure of authority, 54, 118; scxual
identity of, 116, 119—35; variability of
images of, 11, 21, 98, 138-39, 141,
142, 177, 179—80

John Chrysostom (saint). See Chrys-
ostom, John (saint)
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John the Baptist (saint), 135

Jonah, imagery of, 12—-13, 13, 30~33, 32,
37

Joyce, Hetty, 14548

Julian the Apostate (Roman emperor),
52, 66, 109, 111

Jung, Carl, 138

Juno, 108, 173

Jupiter: on coinage, 3, 4, 6, 107—108,
108, 179; downfall of imagery of, 4, s—
6; enthroned, 107—9, 179; facial fea-
turcs of, 109; in feminine roles, 135; on
funcrary stele, 173; 11 gold garments,
101, 103; hairstyle of, 127; pagan usc
of imagery of, 6; Phidias’s statuc of, 3,
6, 8, 108; on plaque with Egyptian de-
itics, 173, 175; power of, 3, 4; worship
of, s—6

Jupiter Terminalis, 135

Justinian I (Roman empceror), 20, 168,
169, 171, 178

Justin II (Roman emperor), 105

Justin Martyr (saint), 39

Kaiscrmystik. See Emperor Mystique

Kaiscrtriumph, 100

Kanishka I (king of India), 117, 122

Kantorowicz, Ernst H.: background of,
16—17; and impcrial models for Chris-
tian imagery, 16—17, 19, 20

Kitzinger, Ernst, 12, 194—95 n. 12, 202-3
n. s7

Kohler, Wilhelm, 98

Kollwitz, Johannes, 20

Krauthcimer, Richard, 184 nn. 23, 24, 25

Lactantius, Lucius Caccilius Firmianus,
68

lambs, and Christ, 114, 148, 149, 151,
177

“Late Antique” period, 11-12

Lateran Cathedral (Rome), 23

Lausos (a Constantinople court official),
6

Lazarus, 54, 55, 56
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Lehmann, Karl, 20-21, 143—44, 145,
148, 150, 155§

Libanius, 67

Licinius (Valerius Licimanus Licinius), 3,
4, 4,5

light. See aurcole (mandorla); halo

L'Orange, Hans P, 19, 20

Magi, 66, 72, 77, 79-86, 90, 139, 168.
See also Adoration of the Magi

magic: Chaldean, 72, 77, 86; Egyptian,
72, 86. See also curing; Jesus Christ, as
a magician; miracle imagery

magicians, wands of, $4, §7—-59

Magnus (Roman consul), 105, 107

Maguire, Henry, 148, 203 n. 59

Majesty of the Lord (Majestas 1Domini).
See Jesus Christ, majesty of

mandorla. See aurcole (mandorla)

Martin of Tours (saint), 168, 169, 178

Mary (mother of God): apse imagery of,
98; in Byzantine world vicw, 143; and
inversion of rulers and ruled, 48;
mythical conversion of image to
Christ, 115-16, 118—19; side-saddle ri-
ding on an ass by, 43, 48

Matthiac, Guliclmo, 101, 194—95 n. 12

Mausolcum of Galla Placidia (Ravenna),
149, 153

Maxentius (Marcus Aurelius Valerius
Maxentius), s, 75—76

Maximian (Marcus Aurclius Valerius
Maximianus), 115

Maximianus (bishop), 171

McCormick, Michacl, 186 nn. s, 6, 7

Mecks, Wayne A., 138

Mclkon, 139

Menstruation, and uncleanliness, 63

Mercury, 7, §7-59, 173
Meshach, 77

Metropolitan Muscum of Art (New York

City): glass bowl showing Christ’s
miracles, 54, 57, 78; glass bowl with
Raising of Lazarus, 56; Icad plaque of
Great Mother Goddess, 172, 173; sar-
cophagus with Endymion, 32

Millet, Gabriel, 18

Milvian Bridge, battle of (Rome), s, 75—
76

miracle imagery: depiction by two fig-
ures, 60; depiction on Roman sarcoph-
agl, 59; as first theme of Christian are,
65—66; and health, 66-67; and impcrial
“restitutor provinciac” imagery, 62—
63, 65, meanings of, 62; popularity of,
59—60. See also Jesus Christ, as a
magician

Miracle of the Multiplication of Loaves,
<4, 07, 08

Miracle of the Water-to-Wine at Cana,
45, 54, 59

Mithras, 84, 152

Mommsen, Theodor, 18

mosaics, materials for, 95

Moses, 15, 66, 72=77, 87, 90

Moscs Receiving the Law, 72, 73

Moses Striking Water from the Rock, 72,
73, 87

mules, Dionysian, 45

Musée Lapidaire (Rheims): grave stele of
Cernunnos, 173, 174

Musée National (Bardo): funerary stele of
Saturn-Baal, 35172, 173; mosaic from
Villa of Dominus lulius, Carthage, 3s;
mosaics of Khéreddine, Carthage, 152,
158

Musée Réattu (Arles): Adoration of the
Magi sarcophagus from Villa Trin-
quetaille, 81-83, 84; Orpheus mosaic
from Villa Trinquetaille, 6g; portraits
on sarcophagus from Villa Trin-
quetaille, 35, 37; sarcophagus from
Saint-Honorat, 160; “Susanna‘ sar-
cophagus, 81; Traditio Legis sarcoph-
agus, 140, 141; Trees Sarcophagus, 55,
64

Musci Capitolini (Rome): rehief of Jupiter
and Egyptian deitics, 173, 175

Musei Vaticani (Rome): Birth of Christ
sarcophagus, 48, 49; gold glass with
ass, 48, 50; Good Shepherd statuctte,
124, 125; Raising of Lazarus on a sar-
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Musci Vaticani (cont.)
cophagus, 55, 64; sarcophagus from
Saint Lawrence outside the Walls, 160,
sarcophagus with Peter scencs, 88,
Trial of Christ sarcophagus, 9o, 124

Musco Archeologico (Ravenna): ivory di-
ptych with miracle scenes, 58 Traditio
Legis sarcophagus, 35, 128, 130, 136

Musco Arqucologico Nacional (Madrid):
Bacchic mosaic, 152, 159; sarcophagus
from Berja, 87, 88

Musco Civico (Velletri): sarcophagus,
12—13, 13

Musco Nazionale (Naples): coin of Hadr-
ian restoring Judaca, 62, 62

Musco Nazionale delle Terme (Rome):
Dionysiac Sarcophagus, 136; sacro-
phagus with Peter’s Water Miracle, 87,
87; sarcophagus fragment with miracle
scenes, 60—72, 70, 71; sarcophagus
with Entry into Jcrusalem, 27-30, 28,
29, 31, 39, 46, 54, 123; statucttc of
scated Christ, 128, 129

Muscum of Fine Arts (Boston): funcrary
crown, 163, 164

mythological imagery, 12

Nativity, 84. See also Birth of Christ

Natural History (Pliny), 66

Nauerth, Claudia, 189-9on. 9

Nazism, 17

Ncbuchadnezzar, 77, 79, 118

Ncoplatonism, 52

Nero (Nero Claudius Cacsar Drusus
Germanicus), 87, 88, 143

Nero’s Golden House, 143

Necusner, Jacob, 190 n. 15§

New Saint Apollinaris (Ravenna): mo-
saics, 165, 166, 168, 171

Nicaea, council at, 52, §3, 10I, 109

Nicomachus Flavianus, 68

Notre Dame (Paris), 94

Odoacer, 134
olive tree imagery, 34
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Olympia, temple of Jupiter at, 3, 6, 108

Origen, 67-68, 77, 85-86, 139

Orpheus, 68, 69, 69, 72, 77, 84

Orthodox Baptistery (Ravenna), 134,
1§5—57, 162

ovatio imagery, 186—87 1. 7

Ovid (Publius Ovidius Naso), 127

pagan imagery: appropriated by Licinius,
3; continuity of mythological themes
in, 12; decline under Constantine, $—0,
23; outlawed by Theodosius, 6; re-
placed by Christian imagery, 6-10, 12
Palestine, Christian art in, 27, 39
pallium: worn by Asclepius, 69, 72;
worn by Christ, 28, 30, 38, 72, 101,
128, 169, 179; worn by Mary, Mother
of God, 83
palm trces and branches, 30, 34, 39, 41
Paribeni, R., 128
Parthcnon, 151
Paul (saint): and androgyny, 138; apsc
imagery of, 98; crown of, 114, 163; de- ’
piction on Roman sarcophagi, 27, 28,
123, 128, 130.155, 160; and hairstyles, '
126, 128; imperial judgment of, 87-89,
88; in processional, 169; as scated fig-
ure of authority, 54, 118
Pentheus, 127
Peter (saint): apse imagery of, 98; crown
of, 114; depiction on Roman sarcoph-
agl, 27, 28, 123, 128, 130, 155, 160; .
imperial judgment of, 87-89, 88; as
magician, 86-87, 87; in procession, .
169; as scated figure of authority, 54,
118
Pharoah, and impcrial imagery, 76-77
Phidias, statue of Jupiter by, 3, 6, 8,
108
Philo of Alexandria, 126
philosopher imagery: of Christ, 28, 38—
39, 45, $4, 63, 109—11, 114, 118, 169,
180; classical, 28, 34; and hairstyles,
126—-27; of Moscs, 77
Phocas (saint), relics of, 168



Pilate, Pontius, 89, go, 178

Pinacoteca (Brescia): Raphael’s Christ
Blessing, 123

Pliny, 66, 161

Plutarch, so, 126

Pluto, 107

Ponce, Nicolas, 144, 145—48

popes, antiquity of, 8

portraiture: of Christ, 11, 180; Late An-
tique style of, 12; of Socrates, 11

Priscilla (sect leader), 140

processional imagery, 150-71, 173, 200—
201 n. 26

Rabbula Gospel, 39, 41

Raising of Lazarus: miracle imagery in,
$4, 55, 56, 68; mosaic in Catacomb of
Saint Domitilla, 118; painted by Gio-
tto, s9; on Traditio Legis sarcophagus,
130, 130

Raphacl Sanzio: Christ Blessing, 123;
vaults in Villa Madama, 148

rebirth, and baptism, 135-38, 153

Rivers of Paradise, 136, 176, 177

Robigahia procession, 167

Roman coins. see coinage

Roman emperors: imagery 12, 13—16;
twenticth- century interest in, 16—21.
See also Emperor Mystique

Romanesque style, 179

Romec: Constantine’s entrance into {312),
24, 50—52; carly Christian community
of, 23; personification of (Roma), 108,
108

Romisch-Germanisches Zentralmuscum
(Mainz): carthenwarc bowl with Cure
of the Paralytic, 60

Romulus, 104

Rossano Gospels, 39-41, 43

Sacopoulo, Marina, 53

Sacrifice of Abraham, 46

St. Anthony (Padua): High Altar by
Donatcllo, 48, 49

Saint Apollinaris in Classe (Ravenna):
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apse mosiacs in, 149, 156, 176; mterior
view of, 157; Twelve Apostles Sar-
cophagus, 124, 124

St. Gilles: sarcophagus lid with Magi,
81

St. Peter’s, Old (Rome), 23, 86, 94, 97

St. Pudenziana (Rome): apse mosaic
from, 96, 97, 98—109, 99, 102, 173—76;
architecture of, 116; dating of, 98; im-~
perial models for, 100; political impli-
cations of, 113—14; restorations and
reconstruction of, 98; vicws of, 93

Sts. Cosmas and Damian (Rome): apse
mosaics in, 97, 100, 169, 170; con-
struction of, 169

St. Trophime (Arles): sarcophagus with
Crossing of the Red Sca, 74

Saint Vitalis (Ravenna): interior view,
146; mosaic dccoration in, 147, 148,
149, 150, 151, 154=55, 169=71, 173,
177

Samaritan woman at the well, 138

San Francesco (Ravenna): sarcophagus
with scated Christ, 128, 131

Santa Marna Antiqua (Rome): sarcoph-
agus with Jonah, 32

S. Maria in Porto fuori (Ravenna): Ro-
man sarcophagus, 134

Santa Maria Maggiore (Rome): Moscs
mosaics in, 72

Saphira, 86

Sappho, 161

Saturn-Baal, 173

scrolls. See philosopher imagery

Scrovegni Chapel: Giotto’s paintings in,
59

Sccond Coming of Christ, 178, 202 n. §3

Scdlmayr, Hans G., 20

Scleucia (Silifke), council at, 52

Seneca, Lucius Annacus, 127

Scnouphios (Egyptian monk), 115, 138

Septimius Severus (Roman emperor),
143

Serapis, 109, 135, 136, 173

Serdaroglu, Unmit, 188 n. 24
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Scth (Egyptian god), so

Severus Alexander (Marcus Aurclius Sev-
crus Alexander), 68, 105, 203 n. 1

Shadrach, 77

Silenus, 45

Silivri Kapi tomb (Istanbul), 35-37, 38

Simon Magus, 86

Smith, Morton, 61

Socrates, 11, 109, 180

Sophocles, 161

Sossianus Hicrocles, 68

Staadliche Muscum (Berlin): biographical
sarcophagus, 33-34, 34 Egyptian re-
licf of Entry into Jerusalem, 39, 41;
Moses sarcophagus, 73

stational liturgy, 167

Steinberg, Leo, 119

Stricevic, D., 171

Synesius, 178

synthronion, 20, 112, 113, 113

Syria, Christian art in, 39

Tacitus, Cornelius, 5o

Taskasap (Istanbul): sarcophagus relicf,
179

Tatian, 149

teacher imagery. See philosopher
imagery

Temple of Bel (Palmyra), 200 n. 11

textiles: Christ in imperial garments,
178—79; garments of Constantine I,
101, 178; Jupiter in gold garments,
101, 103; miracle imagery on, 59, 60

theandric (god-man) imagery, 117

Theodora (mythical princess), 115, 139

Theodora (Roman empress), 171

Theodore (saint), 169

Theodoric the Ostrogoth, 134, 168, 169

Theodosius I (Roman emperor), 6, 52,
76, 89, 124

Thessalonica, Licinius’s arrest in, 4

Three Young Men in the Ficry Furnacce
miracle, 54, 57, 77-80, 79; Trial of the
Three Young Men, 78-79, 81, 82

thrones: and bishops’ cathedra, 113-14; of

Christ, 98, 103—9, 118, 179; imperial
(sella curulis), 104, 104=6, 105, 100,
107, 114, 118, 178; thronos or soliun,
107-9, 108, 195—96 1. 253

Transfiguration ot Christ, 150, 176

triclinia, 15

triumphal arches: adrentus imagery on,
25, 26; in churches, 15. See also nanies
of individual arches

Ulfilas, s2
Underwood, Paul A., 20

Valens (Roman emperor), 52, 89

Valentinian II (Roman empcror), 89

Valentinian sect, 168

Valerius Aper, cure of, 66

Vergil (Pulbius Vergilius Maro), 18, 101,
103, 108

Victoria and Albert Muscum (London):
testile with miracle scencs, 59, 60

Victory: in adventius imagery, 26; crown
of, 161, 163; on funcrary stcle, 173;
held by Jupiter, 3; on sella curnlis, 100;
Scnate altar to, 89

Vienna Dioscurides manuscript, 109

Vienna Genesis, 43

Villa Borghese (Rome): triumphal arch
relief in, 84

Villa Madama, Raphacl’s vaults in, 148

Vitalis (saint), 171, 177

von Simson, Otto Georg, 15§, 20, 171

wands: as an Egyptian symbol, 72; car-
ricd by philosophers, 189 n. 5; held by
Balaam, 46; held by Christ, 28, 39, 54—
57, 55, 56, 57, 58, 63, 77, 86, 180; and
imperial scepter, 101, 105; as staff of
authority, s4, 101; used by Mercury,
57—-59; used by Moses, 72, 76, 77; used
by Peter, 87

Wansbrough, Henry, 86

Wharton, Annabel Jane, 164

Wilhelm II (German kaiser), 16
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wreaths: on Apostles in apsc imagery, 98;
n processionals, 155, 157=04, 160; re-
ligious uscs for, 161=63; worn by Jupi-
ter, 30201 n. 34, See also crowns

Yerevan (Armenia): Ejmiatsin Gospel
vory cover, 39

Zacchacus, 187 n. 10
Zcechariah, 43

Zeus, 107

zodiac, 144, 148, 149

Yale University Art Gallery (New |Ha-
ven): fresco of Baptistery of Dura Eu-
TOpOs, 152-53, 159; magician from
Dura Europos, 85
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