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Summary of Topic
The aim of this dissertation is to explore the development of Christian iconography, how it was affected by cultural changes, and its influence on the interpretations and artistic representations of the Biblical Narrative.  Many aspects of iconography were rooted in the pagan imagery of ancient mythology, and as iconography developed, cultural and economic changes in religious views caused a cycle of rejection (during the Reformation), and revival of iconography (Victorian era) throughout the ages.  Consequently, by comparing artworks of such time periods, a greater understanding of the influence of iconography on the depictions of Biblical narratives will be derived.

Introduction
When reading the Biblical text or contemplating its narrative, our visualisation of the text is often formed by how it is represented and depicted in artworks (O’Kane, 2008, p. 4).  Throughout history Christian artists have attempted to express their beliefs through the incorporation of symbolic imagery within their art to enhance the Biblical narratives (Howes, 2007, p. 92).  Such symbolic representations are often defined as Christian ‘iconography’, which in the Greek literally means ‘image writing’ (Morris and Maslakowski, 2012).  This implies the combination of ‘signs and symbols’, through the application of visual imagery to represent a religious concept (Ferguson, 1966, pp. 7-8).  
Therefore, this essay will consider how the development of iconography influenced the artistic representations of Biblical narratives.  The motivation behind exploring this theme was influenced by visual research conducted by Miles (2016) who expressed that many Biblical artworks he found, “were rarely loyal to the text” (Miles, 2016, p. 11).  Although it may be impossible to ‘prove’ which interpretations are accurate to the Biblical narrative (Thomasset, 2018, p. 6), by exploring the impact of the development of iconography on the artworks’ interpretation and artistic representation, a deeper understanding will be gained of its influence.
[bookmark: _Hlk513631237][bookmark: _Hlk513627851]Firstly, an investigation into the origins of Christian iconography will be made, to develop an understanding of how cultural changes and iconography influenced traditional interpretations of Biblical narratives.  Secondly the differences in the application of iconography in Biblical narratives between Catholic and Protestant artwork will be considered, particularly from before and after the iconoclastic turmoil of the Protestant Reformation.  The cultural context of the Reformation will be assessed, to determine the religious and aesthetic influences which affected the artists during and after the Reformation, before drawing comparisons between the artworks.  Finally, an evaluation of the consequences of the Reformation, on the art of the Victorian era will be considered, particularly focussing on the Pre Raphaelites, who sought to redefine the purpose and practise of religious painting, by reintroducing medieval iconography (Giebelhausen, 2006, p. 1).  In comparing the artistic works of these two time periods, a greater understanding of the effect of iconography on the depictions of Biblical narratives – within its cultural context – will be derived.


Christian Iconography: A Brief History
[image: ]
Fig.1: Cross Anchor and Fish Tombstone
[bookmark: _Hlk528438903][bookmark: _Hlk531356378]During the first few centuries of Christianity, iconography and Biblical imagery was scarce, due to the Early Christians’ fear that such artistic interpretations would become a form of idolatry.  This fear was derived from their understanding of scripture, particularly from one of the 10 Commandments given by God to Moses (see Exodus 20:4-5) which forbad the creation and adoration of man-made idols.  There were no cult images of Christ, neither did the believers meet in Churches, but rather held meetings in each other’s homes to remember the Last Supper in breaking bread together.  Nevertheless, around 200 AD the early Christians began to develop word-signs – the first forms of Christian iconography – which were inscribed within catacombs, symbolising their faith and hope, as derived from the written Word of God (Langmuir 2000a, p. 9).  However, due to their belief that the divine nature of God was beyond human understanding (Jensen, 2017, p. 412), God Himself was never represented within such symbols (Bremmer 2008, p. 4).  An example of such symbolic art is displayed in Figure 1, with hope being represented by an anchor which was influenced by one of Paul’s letters (see Hebrews 6:19) (Langmuir 2000a, p. 9), and Jesus being represented by the fish, since the Greek word for fish spelled the acronym ‘Jesus Christ God’s Son Saviour’ (Ferguson, 1966, p. 18).  Other forms of early Christian art focused on the theme of resurrection – a key teaching during that time – using Old Testament stories that foreshadowed Christ’s death and Resurrection, such as the story of Noah, the sacrifice of Isaac, as well as the story of Jonah (O’Malley, 2016).  Therefore initially, such artworks had no devotional function but simply expressed the Biblical narratives through iconography and images that were purely inspired by metaphors and word symbols found within the narratives (Jensen, 2017, p.408).
[bookmark: _Hlk530162220]However, due to the illegality of Christianity this began to change, when believers began to hide biblical symbolism within catacomb art, by adopting pagan imagery to represent Biblical narratives, which was possibly used as an aid to pagan conversions.  As recent research suggests, the relationship between the shepherd and his flock, as expressed in the Biblical narrative of the Good shepherd (see John 10:11-18) would have been easily understood by the pagans from their Greek mythology, such as when Helios cattle are killed in the Odyssey (O’Malley, 2016).  This development in Christian iconography, brought pagan influences on the symbolism of the images.  Therefore, Biblical narratives were no longer explicitly expressed, but rather hidden within pagan imagery.
[image: ]
Fig. 2: Chi-Rho
This pagan influence was amplified following the establishment of Christianity as the religion of Rome under Constantine during the 4th century, when Christian imagery and iconography depicting Biblical narratives began to increase, to educate the new converts about the Bible (Carnevale, 2008, p. 24-31).  Word-signs became influenced by secular traditions with pagan origins, such as the ‘chi rho’ (Figure 2) which although symbolised Christ, it was also a Greek abbreviation for ‘auspicious', which was eventually adopted as the imperial standard by Emperor Constantine (Langmuir 2000a, p. 9).  Consequently, with the conversation of Rome, pagan images were eventually inaugurated into the visual language of Christian iconography, separating them from their original context and imbuing them with new meanings (O’Malley, 2016). 
This demonstrates how, as the Christian empire became established, the original views of the first century believers were altered; with less emphasis being placed on the written word, rather metaphors and symbols were sought within the scriptures, altering the iconography.  Instead of images from Biblical narratives associated with resurrection – Noah, Isaac, Jonah – political images were made, particularly of Christ as a figure of authority (Figure 3) leading to the rise of the Christian ‘icon’ (Nasri, 2016, pp. 53-54).
The notion of using imagery to educate people about Biblical narratives, was further expressed by Gregory the Great (circa 600 AD); he believed that such imagery within churches would inform the uneducated of the scriptures, as interpreted by the learned (Jensen, 2017, p.421).  As a result, the visual interpretation of a Biblical narrative became as important as scripture itself.  Iconography was no longer passively applied to simply illustrate a Biblical narrative, but rather it was actively executed in its interpretation to express the deeper meanings hidden within a Biblical narrative.  Consequently, the iconography became more influential than the scriptural narrative (Nasri, 2016, pp. 45-47).
[bookmark: _Hlk529544965]A further development in the influence of iconography occurred when the Churches began to control the interpretations of the Biblical texts, for the artists were assigned a visual conceptual structure to follow on how they interpreted the text, through iconography, negating any creative theoretical input from the individual believer or artist.  Emphasis on the written word gradually decreased in favour of the visual image as a form of expressing the meaning of scripture (O'Kane, 2008, p. 7).  Therefore, the culture and beliefs of the society affected the artists expression of Biblical texts, since the Churches dictated the believer’s interpretation and application of iconography within the images.  Primarily it seems that the church in controlling the purpose of Christian iconography in art was indeed attempting to instruct and educate the believers, however the art eventually became a form of worship near the end of the seventh century, which was influenced by the Greek philosopher Epicurus (341BC – 270BC) whose followers worshipped paintings of their master (Bremmer, 2008, 6-7).  
[image: ]
Fig. 3: Detail from Christ Dressed as a Byzantine Emperor
Although there were several disputes on the veneration of Christian art or ‘Icons’ in the centuries following Constantine, it wasn’t until around 730 AD that the conflict between the iconoclasts – those who rejected the veneration of icons – and the iconodules – those who encouraged the worship of images – came to the fore, during the time period of Byzantine art (example in Figure 3) (Bremmer, 2008, pp. 8-9).  By portraying Christ through imagery, the iconoclasts believed that this would cause people to assume that Christ was only human, conflicting with the Trinitarian views of the time.  However, the iconodules considered that to not depict Christ in images was to express a disbelief in his existence and nature, for it was through such paintings of Christ that the ‘Incarnation’ could be genuinely understood.  After much conflict though the iconodules were able to suppress the iconoclastic views, and so Christian art of Biblical narratives and iconic images of Christ continued to be produced (Howes, 2007, pp. 8-9).  
[image: ]
Fig. 4a                                     Fig. 4b                                      Fig.4c
From left to right: Veronica holding her veil, The Turin Shroud, The Transfiguration
Although none of Christ’s features are written or recorded in the Bible, a further development in the production of iconic images of Christ was brought about during the medieval age (600-1600AD) – the time period of Gothic Art – where a traditional interpretation of Christ’s ‘likeness’ became established that is still recognisable today.  Images of Christ’s face were reproduced claiming to portray the ‘true likeness’ of Christ; one of the most famous of these ‘Icons’ was the ‘Veronica’ (Figure 4a), which was eventually incorporated into Christian iconography; becoming part of the coat of arms of Christ (Finaldi, 2000b, p. 135).  There have been several versions of the story, but the most common was that St Veronica offered Christ a cloth to wipe his face on his way to the crucifixion, and when she received it back, she found an imprint of Christ’s facial features within it.  However, the traditional view of what Christ looked like – a bearded, long haired man – had been established long before with the ‘Mandylion of Edessa’, during the Byzantium era (700AD), which most likely inspired the ‘Veronica’.  The most famous Christian artefact though was the ‘Turin Shroud’ (Figure 4b) which was thought to have been used to wrap the dead body of Christ when he was in the tomb.  Although the ‘Veronica’ was lost during the 1527 Sack of Rome, its iconography in paintings remained (Figure 4a), which had a major influence on how Christ was and has been portrayed in art throughout the ages.  An example of this is portrayed in Figure 4c from the Renaissance period (1300 – 1600) which was clearly influenced by the previous iconic representations of Christ’s features (Avery-Quash, 2000, pp. 75-77).
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Fig. 5: The Creation of Adam
In contrast during the 14th century the Renaissance artists continued to be influenced by the previous iconic representations, however they began to question traditional artistic thinking, seeking to redefine the concept of Christian art and move away from the confines of the aesthetics expressed in the iconography of the Gothic and Byzantine tradition.  Instead they attempted to create realistic artwork, influenced by Greek and Roman philosophies of aesthetics and composition (McTaggart, 2018a).  Following the discovery of one-point-perspective during the 15th century (Hornik, 2008, p. 63), the artists used these ideals to create striking artworks which aimed to evoke an emotional response within the viewer, through the compositional elements and application of colour theory (McTaggart, 2018a).  Elements of iconography were still incorporated into the artists paintings, even though more emphasis was placed on anatomy, perspective and composition.  Some of the most famous paintings (such as Figure 5) were created within a Catholic context, for display and veneration within Catholic churches.  Therefore, the most famous artists of the Renaissance period possessed a wide understanding of the religious rituals and traditions within Roman Catholicism, as well as a comprehensive knowledge of various Biblical narratives and iconography (Hornik, 2008, p. 80).
Through these artistic interpretations Christians were able to glean a deeper understanding and appreciation of the Biblical narratives.  As the interpretation of the Biblical scriptures changed over time, so also did Christian iconography and Biblical imagery alter and develop to convey such concepts visually.  Therefore, the cultural influences and social perceptions or interpretations of the Bible within a time period, have also had a significant impact on how Biblical narrative were expressed visually.  (Nasri, 2016, p. 55).


Iconography and the Protestant Reformation (1517 - 1648)
[bookmark: _Hlk531554151]The Byzantium conflict between the iconoclasts and the iconodules resurfaced during the early 1500’s, with the Protestant Reformation.  The Reformers sought to retaliate against the pagan influences within Catholicism, considering the Bible as the only source of God’s inspired word; eventually forming the Protestant religion.  The Catholics in retaliation against the Protestant views initiated the ‘Counter-Reformation’ (1545-1650) around the same time period, stating that the primary aim of Christian art and iconography was to bring people to God, and to encourage them to worship him (Howes, 2007, p. 14).  However, the Reformers considered images of Christ and Biblical art – particularly the worship of such images – to be unscriptural, for like the Byzantium’s they deemed it impossible to portray Christ’s ‘divine’ nature through such imagery (Jensen, 2017, p. 421).  They believed that emphasis should be placed on the written Word, as opposed to the interpretive image (Howes, 2007, p. 9).  This caused widespread destruction of Catholic icons and architecture throughout Europe during that time period, as Reformers ‘cleansed’ the churches to make them suitable for Protestant worship (Pettegree, 2000, pp. 484-485).
Due to their emphasis on the written Word, the Reformers also believed that everyone should be allowed to read the scriptures and interpret it for themselves, in order to develop a deeper relationship with God.  Previously, the common people had not been allowed to do this, for reading of the scriptures had been limited to the church leaders.  Subsequent to the Reformation, emphasis was placed on the literal interpretation of scripture rather than visual iconography, thus affecting the purpose and concept of Christian art, for the Protestants considered it was no longer needed to inform or educate (Cameron, 2010, p1-3).  Consequently, many of the Protestant artists began to paint mainly non-religious subjects such as landscapes and portraits, with religious artworks being made for moral edification to be used in private homes and public spaces instead of churches (Pettegree, 2000, p. 488).  The Protestant artists were now able to convey Biblical narratives free from the influences of iconography, which contrasted greatly with the ethos and aesthetic ideals of the Renaissance only a few decades before.
[image: ]
Fig. 6a: The Holy Family with the Lamb            Fig. 6b Simeon in the Temple
[bookmark: _Hlk531544629][bookmark: _Hlk531544620]Raphael (1483-1520) was one of the many renowned artists of the Renaissance art period, whose asthetics were heavily influenced by the Greek ideals of form and perspective, as well as the Catholic iconography of his contemporaries.  Within Figure 6 are two contrasting artworks, one by Raphael (6a) from the Renaissance period, and one by Rembrandt (1606-1669) following the Reformation (6b), each artwork depicts a scene from Christ’s childhood.  A key theme in many of Raphael’s paintings was their emphasis on religious symbolism over narrative, through the application of iconography.  This is evident in his painting (6a) entitled The Holy Family with the Lamb (1507) where the diagonal composition, directs the viewer’s gaze down towards the child-Christ seated on a lamb; symbolising how Christ would die (see John 1:29) (Chapman et al. 2004, p. 194).  The figures on the path in the background imply that this scene takes place during the family’s flight into Egypt (see Matthew 2:13-15) however the primary objective of this artwork appears to be that of symbolic representation through the application of iconography, rather than to express a particular narrative (Chapman et al. 2004, p. 194).
[bookmark: _Hlk531544686]In contrast, Rembrandt’s paintings were essentially narrative in form and expression, as portrayed in Simeon in the Temple (1631), which depicts the scene when Christ was brought into the temple and was seen by Simeon and Anna the prophetess (see Luke 2:25-38).  Through the divergence between light and shadow, a far deeper sense of atmosphere and emotion was expressed in Rembrandt’s application of the Chiaroscuro technique (Italian for bright and dark), for he strove to emulate not only a sense of depth, but also express the complexities of human nature and the depth of religious experience (Wallace, 1968, p. 41).  Therefore, the contrast between these two artworks expresses how the Renaissance artists included many forms of iconography within their artwork whereas the Reformers rejected the use of such iconography, which illustrates the change in perception of iconography before and after the Reformation.
[image: ]
 Fig. 7a: The Holy Family with the Lamb         Figure 7b Simeon in the Temple
[bookmark: _Hlk531544705]Furthermore, many of the Renaissance paintings, as well as artwork from preceding eras (Figure 3), portray the saints and Christ with a halo above their heads (Figures 7a and 7b), to indicate their holiness or divinity.  Although this iconography may have been inspired by Christ’s characterisation as ‘The Light of the World’ (see John 9:5) the use of a symbolic halo can be traced back to the Babylonian era.  According to Woodrow (1966, pp.29-30) the halo may have first been used in Babylonian artwork to portray the divine.  Later the halo was adopted by different religions who used it as a symbol for their sun gods, such as the Roman goddess Circe (Langmuir, 2000a, p. 11).  Therefore the pagan converts’ need for visual images in worship lead to the adoption of pagan imagery, such as the halo, into Christian iconography (Cameron, 2010, pp. 15-16).  There is a clear difference between Raphael’s interpretation, where Christ has a clearly defined halo, and Rembrandt’s use of natural light to direct the viewer’s gaze.  Although the concept of halos is based on ancient pagan images, rather than scripture, the Biblical artworks containing such iconography have influenced our perception and understanding, so much so that the symbol still exists in modern culture today (Kosloski, 2017b).
[image: ]
Fig. 8a: The Mond Crucifixion                       Fig. 8b: Descent from the Cross
In a similar vein, Figure 8a and 8b portray two artworks by Raphael and Rembrandt respectively, which both depict one of the most well-known Biblical narratives, Christ’s Crucifixion.  Once again the striking difference between these interptretations is apparent, in Raphael’s The Mond Cucifixion (1500-1504) which contains many forms of symbolic iconography, whilst Rembrandt’s Descent from the Cross (1633-1634) expresses a more literal interpretation of the subject, reflecting his focus on the representation of scripture.  Raphael’s artwork depicts the ‘beautified’ Christ suspended on the cross, whilst the saints look on, each one wearing a garment with an element of red in it symbolising their redemption by Christ’s blood (Clayton, 2012).  The angels hovering above use goblets to collect his blood, similar to those used during Mass to distribute the wine (Chapman et al. 2004, p. 120).  Raphael’s use of various forms of iconography contrasts greatly with Rembrandt’s lack of symbolism.  Once again Rembrandt utilized the contrast between light and dark to emulate an emotional atmosphere, using the brightness of the white sheet in his painting to contrast with the darkness surrounding it, thereby arousing a sense of hope and deliverance (Munz, 1967, p. 72).  These contrasting artworks further demonstrate how the perceptions and ideals of the Reformation, impacted the use and portrayal of iconography within artistic representations of Biblical narratives.
[bookmark: _Hlk531544801][bookmark: _Hlk531544883]Figure 8a also illustrates how, as Raphael’s artwork portrays, God’s messengers the angels were typically portrayed with wings.  However, in scripture angels were often mistaken for men (see Genesis 18v1-16, Genesis 19:1-5, Judges 13:3-11) therefore they may not have had wings.  Such iconography was most likely adopted from the pagan winged gods, such as Eros, of Greek mythology.  However, the closest thing to a winged angel mentioned in the Bible was the ‘Cherubim’, which not only had four wings but also had four faces (see Ezekiel 1:6-10).  Once again, despite the possible pagan origins of this Christian iconography, the concept of angels having wings is still a common part of modern biblical iconographic culture today (Davies, 2010).


[image: ]
Fig. 9: Section of Egyptian Tomb of Merenptah
Another instance of how pagan imagery influenced iconography can be seen in the artistic representations of the ‘cross’, which may have been influenced by pagan imagery.  For example the Egyptian cross of Tau (Figure 9) – with its lowered cross-piece – could have influenced the visualisation of the ‘Cross’ of Christ.  This is also demonstrated by the ‘T’ shape of Rembrandt’s Cross (Figure 8b) which contrasts with Raphael’s more traditional cross (Figure 8a), although both are quite similar, the traditional ecclesiastical form of the cross consisted of two beams.  Subsequently, pagan imagery may also have inspired the worship of the Cross (Woodrow, 1966, pp. 40-41) – such as the Cult of the Cross during 300AD (Jensen, 2018, p.417, 418) – and its superstitious use for protection against evil spirits, which according to the Protestants was not based on scriptural principles, therefore influencing their visualisation of the cross (Woodrow, 1966, p. 40-41).  As the historian Seymour states… 
…the ‘cross of Egypt’, or the Tau cross, is shaped like the letter T, often with a circle or ovoid above it, but was reverenced… among the Chaldeans, Phoenicians, Mexicans, and even ancient people in both hemispheres… (Seymour quoted by Woodrow, 1966, p. 41)
All of these artistic representations and interpretations of Christ on a ‘cross’ illustrate that, despite not knowing what the Cross may actually have looked like – the Greek word in the New Testament for cross, is ‘saturos’ which implies “an upright stake or post” (Strong, 1890, p66) – the iconography and symbols that became associated with it, caused the cross to become the universal symbol for Christ and therefore a sign of Christianity, which is recognisable even today (Ferguson, 1966, p. 164).
[image: ]
Fig. 10a: Adam and Eve                                 Fig. 10b: Adam and Eve
[bookmark: _Hlk512765872]Another example of the contrast between the art of Renaissance and art after the Reformation, is expressed in Figures 10a and 10b by Albrecht Durer (1471-1528) and Rembrandt respectively.  Durer was a well known scholar and theologician, who included complicated layers of iconography and symbolism within many of his artworks (Miller, 2015).  His etching (Figure 10a) entitled Adam and Eve (1504) however was primarily produced as a study of two classical Greek nudes.  Nevertheless there are many hidden symbolic elements that imply the narrative of Genesis 3, such as the cat – representing lust (Ferguson, 1966, p. 14), the ash branch which Adam clings to referring to the the Tree of Life, whilst the parrot on the branch represents wisdom, contrasting with the serpent on the forbidden tree representing evil (Wallace, 1968, p. 71).  Through his application of symbolic iconography Durer attempted to express the narrative.
Rembrandt’s Adam and Eve (1638) in comparison (Figure 10b), did not possess any symbolic elements or iconography, instead he attempted to express a particular moment in the Genesis narrative through the emotion and realism of the figures.  Rembrandt endeavoured to portray them realistically with a ferocity that contrasted greatly with the perfect figures of the classic ideal (Wallace, 1968, p. 71), this was in an attempt to portray the complexity of human nature and emotion and their need for redemption (Munz, 1967, p. 11).  These artworks demonstrate the contrast between how Renaissance artists applied iconography to express a Biblical narrative, whereas after the Reformation, Protestant artists strove to depict the narrative literally through emotional realism, without the application of symbolism.
Overall, artworks before and after the Reformation were drastically different in style due to the shift from the combination of iconography with aesthetically pleasing ‘beautified’ religious imagery, to a focus on literal interpretation that rejected symbolic icons.  Many of these aspects of Christian iconography were influenced by pagan beliefs and mythology, which altered society’s perception and understanding of the Biblical art, and whilst Raphael whole-heartedly embraced religious iconography, Rembrandt’s artworks demonstrated his rejection of such traditional iconography due to its pagan influences.  These contrasting artistic styles also express how conflicting views in society affect the influence of iconography within artistic representations of Biblical narratives.


The Revival of Iconography: The Pre-Raphaelites (1600 - present)
In the decades that followed, whilst the Catholic countries continued to produce religious iconographic art, Protestantism’s rejection of iconography led to artistic developments in other genres of art which had not been explored before, such as landscape, still life, and portraiture, paving the way for new art movements and forms of expression (Pettegree, 2000, p. 489).  Furthermore, the conflict between the iconoclasts and the iconodules continued through the ages, for example with the destruction of images during the French Revolution (1789-1799) (Bremmer 2008, p13).  Moreover, during the late 1700’s to early 1800’s the Reformation ideology had dramatically shifted society’s perception of religious iconography, particularly in Britain, where religious artwork had become scarce (Howes, 2007, p. 32).  Likewise, with the dawn of the Industrial Revolution (Roe, 2014), the purpose of religious art was being brought into question (Giebelhausen, 2006, p. 1).
Nevertheless, despite the detachment between the religious traditions to do with iconography and visual representations, the Pre-Raphaelites in the Victorian era began to seek new forms of expression, by reintroducing the influences of Christian iconography.  Their aim was to make Biblical narratives relatable to the society of the nineteenth century through their artwork, so that a wider and clearer understanding of the scriptures could be gleaned from their visual interpretations (Giebelhausen, 2006, pp. 4, 7).  Established in 1848 the Pre-Raphaelite brotherhood (as their name suggests) rejected the ideals of the Renaissance.  Instead they looked back to the iconography of medieval art from the 1300-1400’s, perceiving the artwork to be pure in its simplicity and devoid of external academic influences.  The Pre-Raphaelites particularly despised the works of Raphael, considering that his Biblical art did not accurately portray “the thing as it really must have happened” (Ruskin quoted by Giebelhausen, 2006, p. 8).
Although the Pre-Raphaelites rejected Raphael’s aesthetics, many of their artworks also portrayed aspects of iconography, however they attempted to combine the symbols with a sense of realism that was strongly inspired by John Ruskin’s ethos, surmised in the phrase “Truth to nature” (Giebelhausen, 2006, p67).   Similarly, Dante Rossetti’s aesthetic definition of beauty in religious art also heavily influenced the Pre-Raphaelites, for he perceived that true beauty and meaning could be achieved through the diligent study of the meaning and spirit of religious art combined with the scientific observation of nature.  By the combination of excessive realistic detail with Biblical narratives, the Pre-Raphaelites perceived it as the key to making the historical narratives seem ‘real’ (Giebelhausen, 2006, p70).  Furthermore, this led to the Pre-Raphaelites’ development of symbolic realism, in which they tried to portray the iconography as realistically as possible, for they considered doing so would give the symbols “the authoritive status of the real” (Ruskin quoted by Giebelhausen, 2006, p74).  This in turn influenced the brotherhood’s interest in scientific observation to attempt to portray every subject in all its minute variations of colour and detail, to enhance the symbolic realism of their artworks (Giebelhausen, 2006, p67).  By attempting to replicate nature through observation, Ruskin believed that a better understanding of God would be gained through contemplation of his creation (Sanders, 2001, p. 73).  Ruskin also considered that previously medieval religious art had expressed spiritual facts and meanings through iconography, whereas now those religious meanings were simply portrayed in art, therefore conforming the artist to the needs of the art market as well as academic tradition, rather than deepening religious understanding through the application of visual symbols (Giebelhausen, 2006, p. 7).
Influenced by Rosetti’s aesthetics and Ruskin’s ethos the Pre-Raphaelites derived inspiration from early medieval art.  They surmised that an understanding of the intricate iconography from early Christian art would be a valuable aid to the contemporary art of their time period, therefore providing the artists with an exuberant form of visual symbolism and iconography that had not been explored since the Reformation (Giebelhausen, 2006, p. 69).  They also considered that by imbuing the religious iconography with a sense of symbolic realism, it would enhance the symbolism making it real and believable (Giebelhausen, 2006, p. 74).  Therefore, the artists persisted on painting directly from nature, to capture and emulate its many shades and tones which could not be captured in a photograph (Treuherz, 1993, p. 100).
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Fig. 11: Christ in the House of His Parents
An example of how the Pre-Raphaelites incorporated medieval iconography into their art, is portrayed in Millais’ Christ in the House of his Parents (1849-1850) (Figure 12) which was one of the most notorious Victorian artworks, that radically altered traditional perceptions of the holy family.  Although a specific Biblical narrative is not displayed in this artwork, Millais attempted to emulate a hypothetical circumstance of Christ working within Joseph’s carpentry shop, whilst applying religious symbolism to emphasise the true narrative of his piece.  Some of the hidden symbols include, the blood on Christ’s hands and drops on his feet signifying his crucifixion, whilst a bowl of water brought by John the Baptist implies his later work.  The attentive sheep in the background represent the role and example of the Good Shepherd, whilst the triangular set-square in the background represents the Trinity.  The iconographic elements demonstrate how Millais often incorporated hidden symbolism within his work for the viewer to contemplate and meditate on, emulating how a believer would read and analyse the scriptures (Sanders, 2001, p. 73), which also illustrates how the medieval iconography influenced Victorian artists in their depictions of Biblical scenes.
Nevertheless, for many of the Victorian critics, they considered the harsh realism, and incredible attention to detail to detract from the hidden symbolism rather than enhance it.  They considered it an irreverent, grotesque depiction of the Holy Family (with their unidealised faces, crumpled garments, and dirty fingernails) which undermined and lowered the divine to the mundane and ordinary (Treuherz, 1993, p. 80).  As an article in the Times describes:
The attempt to associate the holy family with the meanest details of a carpenter’s shop, with no conceivable omission of misery, of dirt, of even disease, all finished with the same loathsome minuteness, is disgusting; and with a surprising power of imitation, the picture serves to show how far mere imitation may fall short, by dryness and conceit, of all dignity and truth (The Times cited by Sanders, 2001, p.71).
Despite the symbolism being lost on the contemporary viewer of the Victorian era due to its unbecoming realism, Millais through his combination of medieval iconography and realism attempted, like many of the Pre-Raphaelites, to imbue a deeper underlying narrative within his paintings in order to enhance the concept it portrayed.
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Fig. 12: The Finding of the Saviour in the Temple
[bookmark: _Hlk531544936]In contrast to Millais’ depiction of a hypothetical scenario, Holman Hunt attempted to illustrate a scene that had been described in the Biblical narrative, within his painting entitled The Finding of the Saviour in the Temple (1854-1855) (Figure 13).  It was one of his first New Testament subjects influenced by the culture he had witnessed during his first visit to the Holy Land (Giebelhausen, 2006, p. 11).   The painting portrays a scene where the child Jesus was found by Mary conversing with the Temple leaders (see Luke 2:42-52).  In contrast to Millais’ combination of Middle Eastern and contemporary English design in his painting, Hunt strove to portray Biblical art as authentic and realistically as possible, this mindset was quite likely influenced by his Anglican (Protestant) sensibilities.  Altogether Hunt visited the Holy Land four times, his motivation to do so was to discover locations from Bible times, in order to portray authentic scenes which accurately depicted the culture and landscape of the Middle East (Treuherz, 1993, p. 96). 
Symbolic realism was a key element within many of Hunt’s artworks, this one is no exception, with many references to Christ’s later life hidden within its composition.  Some examples include, the blind beggar at the entrance, a strand of wheat at Mary’s feet, the moneylenders behind the rabbis, and a lamb being separated from its mother in the background (Silver, 2008, pp. 25-26).  By imbuing his paintings with Christian iconography, influenced by medieval art, Holman Hunt attempted to enhance the Biblical narratives he portrayed, in order to evoke a deeper hidden meaning and narrative within his artworks.
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Fig. 13a: Betende Hände                 Fig. 13b: Praying Hands
To summarise, although the Pre-Raphaelites tried to re-vitalise the use of Christian iconography and symbolism, such knowledge and understanding of the symbology, particularly of early Christian art, is now unfamiliar to many modern audiences, with several aspects of Christian iconography no longer understood.  However, those symbols and aspects of iconography that are still recognisable (such as the fish, the cross, as well as angels with wings and halos) are often desacralized and applied for material rather than spiritual means, as seen in the media and in advertisement (Howes, 2007, p. 46).  For example, Morris and Maslakowski’s writings (2012) expand on the concept of how iconography has become a form of branding in consumer culture; particularly focusing on how Durer’s Betende Hände (Figure 13a) have been reproduced as consumer goods and functional art, such as nightlights, toilet roll dispensers and salt shakers.   Another example of this is demonstrated in Figure 13b where the Renaissance drawing was used as the basis for a sculpture promoting American patriotism, therefore transforming the image into a public icon (Morris and Maslakowski, 2012, p. 271).
 With the rise of literacy in Western society, the purpose of Christian iconography to inform and educate, is no longer as crucial in the development of modern Christianity.  Many can read scripture for themselves, however few can now read the symbolism within Christian paintings.  Whilst religious art may retain moral or aesthetic value, many now consider that its intellectual purpose has now diminished, since such narratives can be interpreted and understood from reading the Bible.  Although such illustrative interpretations may be useful for those who are young and cannot read, those who are literate do not necessarily have need for such imagery (Howes, 2007, p. 19).


Conclusion
In conclusion, from the very beginning of Christianity, the believers – through their word-signs and iconography – attempted to express their beliefs through imagery.  However due to oppression pagan influences began to seep in, which led to elements of pagan imagery eventually being adopted into Christian iconography.  Following the establishment of Christianity however, images of Biblical narratives with iconographic elements were actively used to inform and educate the believers (Nasri, 2016, pp.45-47).  Eventually the various Churches began to control the artists’ interpretations and application of iconography in their representations of Biblical narratives, limiting the artists’ ability to express their own interpretations.
During the Renaissance, the traditional aesthetic interpretations were confronted, and although they incorporated iconography within many of their artworks, emphasis was primarily placed on the Greek ideals of form and perspective.  As religious interpretations and beliefs changed, the iconoclastic views of the Reformation challenged the concept and purpose of iconography, resulting in Protestants (such as Rembrandt) rejecting the use of iconography.  However, after the Reformation the Church began to lose its influence on Christian art and iconography, leading to Protestant artists freely expressing and exploring other forms and genres of art.  As the influence of iconography diminished, the Pre-Raphaelites of the Victorian era sought to revive its impact and importance in religious art by deriving inspiration from medieval artworks.
[bookmark: _GoBack]These examples determine how artists have applied iconography in the interpretation and artistic representation of the scriptures; however the art did not just portray the Biblical texts but expressed the artists interpretations of them (Jensen, 2010, p. 174), which were also influenced by the culture and beliefs of their time period, and this in turn influenced the development of the icons.  Consequently, this cycle of influences on the development of Christian iconography (pagan imagery, control of the churches, the rejection and revival of the icons) has led to the role and purpose of iconography in modern society to be questioned, with many icons (such as the ‘cross’, fish, angels, and Durer’s Betende Hände) being taken out of the context of the Biblical narrative, and instead being reproduced for comercial use in media and advertising.  Thus in the modern age, iconography has lost much of its influence and importance in the interpretation and artistic representation of the Biblical Narratives.
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