The paper this evening highlights aspects of a three year project entitled Imaging the Bible in Wales that documented and contextualised significant trends in art relating to the Bible in nineteenth and twentieth-century Wales.  In terms of documentation, as well as capturing a representative range of biblical art digitally, the project sought particularly to record those biblical images at risk, as chapels, synagogues and other places of worship were sold off or demolished, unfortunately at quite an alarming rate;  and we also wanted to highlight what might be termed  ‘hidden art’  -that is, fascinating artworks and artefacts that somehow got tucked away in unseen corners and storerooms in museums and galleries throughout Wales that never have had the attention they so richly deserve. In terms of contextualisation, the project engaged with a number of other disciplines in assessing the significance of this biblical art work for the religious, cultural and political heritage of Wales during this period.  To date, around 7,000 images can be viewed on an on-line database hosted by the National Library of Wales, and a recent book and DVD deals with the religious and artistic contexts of a representative selection of these images. So that’s the background to the paper I’m giving this evening – essentially, I want to give a flavour of the variety of biblical art that exists in Wales and to locate it within its very unique context. 
Before I begin, just in case you don’t know your Welsh history as well as you should, here’s some significant information for you about 19th Century Wales:
· Welsh Protestant Nonconformity, with its distinctive chapel culture and its powerful emphasis on the word of God alone as the means of salvation was at its peak, as the 1851 census clearly reveals. 
· Catholic emancipation in 1829 resulted in a flurry of church building that required a lot of art work and so it was a time of artistic patronage,  invention and creativity – as indeed it was, too, in the established Church of Wales  throughout this period. 
· With the development of a major port at Cardiff as the centre of a worldwide coal trade in the 19th century came the establishment of a number of significant minority communities, for example a large Greek community and other ethnic groups that already possessed and brought with them a rich heritage in visual culture. Among Belgian and Italian refugees to Wales during the two World Wars, were some very talented artists and craftsmen who introduced new artistic styles.
· The building of synagogues in north and south Wales during this period was evidence of a growing and confident Jewish presence.

There were significant developments in the art world, too. As in England, the nineteenth century was the period of the Gothic revival which celebrated medieval romanticism. It was a period of flourishing artisan tradition and later the Arts and crafts movement and, of course, Pre-Raphaelite art was much in demand from private patrons in Wales, as well as in the large cathedrals such has Llandaff. 

So, all in all, 19th century Wales was a very vibrant place from both an artistic as well as a religious point of view.  And with that exceptionally select survey of modern Welsh history concluded, I can now turn to my paper.  
Introduction

In the religious, social and literary cultures of Wales the Bible has played a most crucial role. Translated into Welsh from an early period – sections were printed for general use from 1551 and the whole Bible followed in 1588 – it has been instrumental in the very survival of the language itself and its stories have been a major source of inspiration for the nation’s writers and musicians over the centuries. Compared with most other western European minority languages such as Breton, Cornish, or indeed Irish, the Welsh language has fared much better, due in very large part to the early translation of the Bible into the vernacular. 

The 19th century begins with the iconic image of the 15 year old Mary Jones receiving her Bible from the preacher Thomas Charles in 1799, a story which quickly became the stuff of Welsh biblical folklore. This is one of thousands of prints of the story disseminated throughout the 19th century. The story goes that in 1799, Welsh Bibles were so scarce that Mary, having scrimped and saved for 6 years, set out barefoot on a 26 mile journey to buy her Bible in Bala, on a journey  that would become legendary.   Thomas Charles was so inspired by Mary’s dedication, we’re told, that it was a crucial factor in his decision to form the British and Foreign Bible Society in order to make Bibles readily available to all.  Whatever about the credibility of this story, there is no doubt that from 1800 copies of the Bible did indeed become plentiful throughout Wales.
Between 1800 and 1850 in Wales, 50 separate editions of the New Testament appeared along with 98 imprints of the whole Bible, making 148 in all. From 1850 to 1900 a further 98 imprints of the New Testament were issued as well as 105 of the Bible as a whole, making a new total of 203.  This meant  there was hardly a home throughout Wales, or an individual in those homes, who did not have access to a Bible,  and there’s overwhelming evidence  from a variety of sources that these Bibles were read, listened to and pondered upon at great length; verses, chapters, psalms, and indeed whole books were memorized, their contents expounded from pulpits, studied in Sunday school classes, used in family devotion and so became the basis not only for personal piety but for an entire way of life.   The Bible caught the imagination of an entire nation and its people came to think and act in terms of its categories.
Lewis Edwards, Wales’ leading intellectual of the mid-19th century, could claim: 

We say there is nothing infallible except the Word of God. Man is not infallible, human reason is not infallible, the church is not infallible, and we find this infallibility nowhere but in the Word of God as found in the Bible.

It was this conviction that provided the doctrinal underpinning for the religious life of nineteenth-century Wales and that spilled over so copiously into its social structures and cultural life.  Indeed, adherence to the Bible and its teachings was also seen as a distinctive national trait. The Bible was crucial, it was felt, to fostering a national consciousness as well as Christian knowledge and values.  In 1840, Christmas Evans, the Baptist preacher, could report:

There has never been such a nation as the Welsh who have been won over more widely to the hearing of the Bible. Meeting houses have been erected in each corner of the land and the majority of the common people, nearly all of them, crowd in to listen. There is virtually no other nation on earth whose members have, in such numbers, professed the gospel so widely.
And he continues:

Now, while it appears that the bulk of the working classes of England never attend the means of grace, and that a large proportion of the English are avowed infidels, fully ninety per cent of the corresponding classes in Wales regularly attend public worship, except in the large towns and the most Anglicized districts.

 In David Davies popular volume of 1883, Echoes from the Welsh Hills (or: Reminiscences of the Preachers and Wales) the frontispiece portrays the village smithy, the social centre where the biblical values of the common people were daily manifested. In most editions the image is captioned as follows:
It is the Protestant Christianity of the Welsh people as lived and taught by their religious teachers during the last two centuries, that has preserved them from ignorance, lawlessness and irreligion, and made of them one of the most scripturally enlightened nations on the face of the earth.  

In portrait painting from this period, the Bible was an absolutely essential accessory, full of significance for the subject of the painting and its intended viewers. When depicting preachers of the word, it became standard convention to include a Bible, a Welsh Bible, and the subject of the painting was invariably given an air of deep contemplative reflection and appropriate gravitas – their assiduously scrubbed-clean countenances outwardly reflecting the biblical values they undoubtedly possessed within.   This is Charles Y Bala (who gave Mary Jones her Bible). The eye glass too was an essential symbol – suggesting the close attention to detail with which the words of the Bible are being scrutinized. You could also sign prints of your portrait and send them off to your friends or members of your congregation to impress them with your biblical piety and virtue. This artistic convention continued right into the mid-20th century with Evan Walters’ depiction in 1937 of his mother engrossed in pious biblical study….the aged mother a symbol of a continuous tradition of biblical reading passed on from generation to generation.  This is one of the points I want to return to later – how artists, even up to the present day, appear to draw on a very distinctive collective religious memory in the choice of their subjects. 
This convention assured more gravitas than the image of the Welsh curate drawn in London in 1770s,  from an English provenance, which depicts the multi-tasking Welsh curate attempting to study his Bible while cooking the dinner, supervising his son’s lessons and rocking the cradle. Pinned to the wall behind him is a copy of a popular print of the earlier woodcut tradition – ‘Poor Taf’, who was the stereotypical Welshman of the seventeenth and early-eighteenth centuries, depicted riding to London on his goat.
It was not only the portraits of preachers which included a Bible but also portraits of the rising middle class. This kind of portraiture served to remind the viewer of the close relationship between spiritual and material success. In 1848, Hugh Hughes painted three middle class young women….probably a mother and her two daughters. Three symbols convey the cherished values of the subjects: a rose for innocence, scissors and a spool of cotton for domesticity  and on the table at the bottom of a pile of volumes, Hughes has placed a well-thumbed Welsh Bible. He’s marked a page unknown to us, but obviously familiar to, and a favourite of, one of the subjects. The painting clearly conveys the message that spiritual and social progress go hand in hand.  

This is Captain John Evans, a sea captain (as you can see from the ear-ring in his left ear), a pillar of middle class society in the coastal town of Aberaeron. Unlike other professionals such as engineers that either choose for themselves (or were obliged to choose by their patrons) symbols of their trade, when having their portrait painted,…. John Evans rejected the symbol of the sextant or telescope, that might have been expected in his case, in favour of the Bible. 
The Holy Land

In addition to the appropriation of the Bible as a national characteristic, the study of which ensured both moral and material advancement, another important association was made – this time between Wales and the Holy Land.  The geography of Wales was perceived, particularly in nonconformist circles, as mirroring the sacred topography of the Bible:  in other words, the landscape of Wales should be seen primarily in relation to the lands of the Old and New Testaments, where the Old Testament lawgivers and prophets walked and where Jesus preached.  Through such association, the landscape of Wales became sanctified and holy.  In this way, too,  when reading or listening to the words of scripture, the names of far-away places became closer, more immediate and tangible, and easier to identify with. 
The affinities between the landscape of Wales and the Promised Land were further intensified by a self-conscious association that was made, again especially in Nonconformity, between the people of Wales and the chosen people, the Jews. In 1901, Ernest Rhys could remark:

It is not a mere ingenious idea that the Welsh people have felt at times in their history that it had a very strange parallel in the history of the Jews. There is even a spiritual affinity between the two races that lie deeper than we know; and when a Welshman thinks of the Holy Land he is very apt to think of it as just another Wales over in the East.

Around the same time, Rhys’s conception of the Holy Land was expressed visually in a map published by the Sunday School Union of Great Britain and was entitled: Gwlad Canaan: Ar Gynllun Gogledd a Deheudir Cymru i Blant [Land of Canaan: On a Plan of North and South Wales].  The map, like many others from the same period, drew an exact parallel between the geography of Wales and the Holy Land: for example the territories of the twelve tribes of Israel were ‘twinned’ with the twelve counties that comprised mainland Wales, while the cities and towns of the Holy Land matched those in Wales: thus Jerusalem corresponded to Llandilo Fawr, Nazareth to Dolgellau and Hebron to Swansea and so on.  
[Of course at the end of the nineteenth century this was not unusual as several countries claimed the same association - an I just want to mention one example here because some say there’s a Welsh-American connection here: in the United States, Arthur Bird promoted how the metaphor of the United States as the new Israel meant that the actual landscape of Palestine and Syria could be invoked to suggest the notion of America as heir to the sacred topography, in his words the United States was ‘bounded on the north by the North Pole, on the South by the Antarctic, on the East by the first chapter of the book of Genesis and on the West by the Last Day of Judgment’. It may be interesting that some of Bird’s connections and influences were Welsh nonconformists who had emigrated to America in the late 19th century.]  

In Wales, this association extended into the political world. David Lloyd George, Welshman and British Prime Minister, could make the claim that  ‘Many Welsh people see an affinity between themselves and the Jews’, and his Welsh Nonconformist background has often been cited as a factor in the British Government’s support for the cause of political Zionism through the Balfour Declaration in 1917. Several older traditions already existed claiming that biblical characters had actually visited Wales, and reciprocally, much medieval folklore describe how David, the patron saint, visited Jerusalem where the Patriarch, on his arrival, promptly promoted him to the highest position in the governance of the local church.

At the height of Welsh Nonconformity in 1850 a nonconformist called Rev. John Mills (who headed a Welsh mission to the Jews in London) developed the idea of establishing a Welsh colony in Palestine. While his main aim was to find out the conditions of the Jews living there, he also opened a number of Welsh-speaking schools in the area around Beth Shean.  However, one of the more sensible things he did was to write quite a good anthropological study of the Samaritans whom he studied in detail during his time there. 
 Visitors to Wales are frequently struck by place names taken directly from the topography of the Bible, the majority from the Old Testament;  thus it is quite common to come across names such as Zion, Bethel, Peniel, Jerusalem, Salem, Carmel, Nebo (more than one of them) Cesarea, Golan, Bethlehem and Bethany. These were the names originally given to Nonconformist chapels and then subsequently transferred to the villages or hamlets that grew up around them.  Frequently, especially in South Wales, the chapels were referred to, in Welsh, as  tabernaclau, a term deriving directly from the tabernacle (in Hebrew, mishkan), denoting the portable tent dwelling, or sanctuary, constructed by the Israelites during their forty years of wandering in the desert. The image of the mishkan or tabernacle in the wilderness appears frequently in Welsh religious literature during this period: it was an image that children, in particular, would have been very familiar with, for example from illustrations in the Nonconformist Sunday School magazine, Trysorfa y Plant.  

In painting, one of the most iconic and archetypical images of Wales is the depiction of one of these chapels, Salem (its now in the Liverpool museum).  The chapel, in  Llanbedr, near Harlech, was built in 1850 but the painting by Sidney Curnow Vosper dates from soon after the 1904 religious revival. Its central character is modelled by Siân Owen of Ty'n-y-fawnog and depicts not only the virtues of biblical piety but also what this piety implied for the viewer. When it was distributed at as print by Lord Leverhulme, it became very popular and by the late 1920s its mythology was fully developed, and it was to be seen hanging in thousands of Welsh homes. The image was used to market Lever Brothers' Sunlight Soap. People could collect vouchers from the packets and send them in to claim a colour print of the work: surely not a co-incidence that the innocent, pure, and above all clean, world of the chapel should be used as a marketing icon for soap. You’ll observe that the only visual image in this painting is the clock on the wall – reminding the congregation and the viewer of the temporality of life….a point I’ll return to later. 
However, there’s a misconception that all Welsh chapels were no more than empty transparent boxes, refuges from a visual world, and where the prohibition against images was strictly observed. On the contrary, chapels were characterized by far more than the absence of images; some possessed tremendous visual presence and were richly significant, both culturally and theologically, and sported discernible architectural styles such as Classical and Gothic. Many, particularly in the prosperous industrial areas of south Wales, were bedecked with elaborate wrought-iron work, carved and polished pitch pine, and imposing chandeliers. The development was indicative of larger and wealthier congregations; of a stronger sense of permanence, and of the establishment of Nonconformity as the unofficial national Church in Wales. 

Not only was there a marked sophistication in some of the architecture but especially so in the stained glass adorning their windows. Generally, such stained glass was not figurative. In this image from Colwyn Bay, 1888, the window has a background of the flower and fauna mentioned in the Bible – superimposed on which are the letter Alpha and Omega and the words taken from the Luke’s annunciation to the shepherds (and on earth peace goodwill towards men). Words, in chapel visual culture, frequently replace figures - for the nonconformist, the word itself was perceived as a verbal icon. A good example of the biblical word as verbal icon can be found  in how the parable of the talents (from Matthew’s Gospel) is depicted non-figuratively. Below the large star of David, the words of the parable read as the lines of a written text against a background of climbing flowers. God’s natural revelation in the world of creation is combined with the revealed word of the Bible. If you look at how the same parable is depicted in a nearby Church of Wales from the same period (which has no text or caption at all) you can appreciate the chapel emphasis on visualizing only the actual words of scripture.  In fact, in the way words and texts were visualized, chapel windows had much more in common with the stained glass windows of the south Wales synagogues than they had with their fellow Christian denominations….such as this window from a Cardiff synagogue depicting the 10 commandments in Hebrew…..if it weren’t in Hebrew, it could be easily taken for a chapel window. 
Just as chapels were called after biblical places, biblical surnames were often given to families, especially in the early 19th century. This came about through a change in the system of patronymics where children are called after their father – thus, for example, Howell ab Griffith – Howell, son of Griffith, was then shortened to Howell Griffith.  But since there could be many Griffiths of the same name, a distinguishing surname had to be provided and nonconformist ministers frequently took these from the Bible. Thus biblical surnames proliferated -  Levi, Ebenezer, Elias, Job, Japheth, Tobias and in North East Wales Bathar,  from Ab Adda, literally son of Adam.  So chapel culture was intensely biblical:  chapels were  identified by specific biblical placename,  many in the congregation would have had biblical surnames and all focussed on the biblical word.
Visual imaginings of what the Holy Land looked like, picturing the background against which biblical stories unfolded, was important in nineteenth-century Wales. This was made more accessible by trends in art that had begun to take place far beyond its borders. Throughout nineteenth-century Europe the desire to associate important sites in the Bible with the reader’s own world and the need for ‘pictorial aids’ are evidenced by the quantity and variety of illustrated Bibles from this period.  They demonstrate the popular demand for the visualization of biblical sites (and characters) that conformed, in many instances, to their own expectations.  Sketches, maps and prints of the ‘holy places’ included in early guide books and other literature show a demand for romantic and oriental notions of the holy sites. The arrival and widespread dissemination of such illustrated literature throughout Wales changed quite radically how Nonconformists imagined biblical scenes. 
Before the arrival of such illustrated literature, Nonconformists had imagined the biblical world by casting it into the mould of their own, substituting the scenery and fabric of their everyday life in Wales for what lay beyond their sight. The landscape of pre-industrial Wales, and the agricultural lifestyle of its communities were essentially the same, they imagined, as their historically, geographically, and culturally distant counterparts, described in the Bible. The biblical imagery of shepherds, flocks, green pastures, and still waters, and of sowers broadcasting seed would have been vividly and effortlessly comprehensible. 

In the mid-nineteenth century, however, images of the biblical lands and stories entered the chapel culture and the imagination of Nonconformists in the form of steel-plate engravings, in pulpit and family Bibles, Bible dictionaries, commentaries, devotional books, coloured lithographs, and Sunday-school-banners. In so much as these artefacts provided ready-made ways of visualizing the Bible, Nonconformity’s age of innocence and imagination was over. No longer could the Bible and the biblical world be one of words alone. Henceforth, when Nonconformists read the Scriptures, the chambers of their minds were already decked with pre-cast pictures. More specifically the all-important primacy of the word had now to give way and deal with the inclusion of at least some visual representation. 
Some illustrated literature from the nineteenth century had particular relevance for Wales and presumably reached quite a wide readership. For example, John Fleetwood’s classic Life of Christ (1811) was translated into Welsh (as Bywydein Harglwydd a’n iachawdwr Jesu Christ [Life of our Lord and Saviour Jesus Christ]) in the late-nineteenth century. The Welsh edition was richly illustrated on almost every page and included engravings, some after Old Master paintings, of contemporary scenes in the Holy Land, of flora and fauna, and maps of particular regions. A notable inclusion is a series of engravings from photographs by Francis Frith who had travelled to the Middle East in the late 1850s.  Another work of interest to a Welsh readership was the massive, four volume Picturesque Palestine, Sinai and Egypt, edited by Sir Charles Wilson, and produced in London. Wilson had spent two years surveying Jerusalem and the surrounding countryside for the Palestine Exploration Fund, and his edition was lavishly illustrated with steel and wood engravings. Wilson had strong Welsh connections  and volumes such as these found their way not only into the homes of the burgeoning middle-classes, but also into the libraries of the larger, urban, Nonconformist homes.

Visual images could also be used to for pedagogical and preaching purposes. In the 1830s and 1840s, woodcuts and popular prints were disseminated very widely, those by the engraver James Cope being particularly popular. In several of these, such as this one of Adam and Eve (which was so large it had to be cut on six blocks), several biblical texts were brought together, in this case the story of creation, Adam and Eve and glossed with Isaiah 11.6. The heading here reads: ‘for the lazy and careless Christian’. In the woodcut of Noah’s ark, detailed notes were provided on each of the animals entering the ark with considerable expansion on non-familiar and non-Welsh species. But what’s interesting from both examples is not only the high degree of biblical literacy that was expected of their readers and the ability to make intertextual connections - but also how these prints must have provided a powerful means for the advancement of child and adult literacy generally among the population. It was the Bible, and popular prints such as these, more than any other literary source,  that kept the Welsh language alive and made it flourish. 
The clock symbolising the passing of time was a particularly important symbol in biblical wood-cuts and its appeal can be implied from a popular nineteenth -century biblical meditation on the striking of the clock. Each hour of the clock was intended to stimulate an appropriate pious thought: for example, one symbolised one God, two for two testaments, three for the trinity…four for  the four evangelists…or sometimes each of the digits on the clock could inspire the memory of a biblical text ….the numerals of the clock were sometimes replaced by the initial letters of the appropriate texts, known by heart by the congregation.  Texts tended to concentrate on sin, death and redemption – concepts that transcended social classes and the rapid passing of time was an especially relevant meditation in a period of high child mortality and adult deaths in epidemics.  Just as the words of scripture became verbal icons, so the digits and figures (in this case the clock) could offer a visual means of edification.   
Mae Duw Gyda Ni (God is With Us) 

Cred ac ufuddha (Faith and Obedience).

------------

In contrast to nonconformity, of course, the established church of Wales revelled in figurative art. They had access to a patronage provided by wealthy families which were in a position to endow lavish stained glass windows depicting almost every scene imaginable from the Bible – a great many of these have now been digitized and entered on the database. Unlike the sober portraits of their nonconformists counterparts, several of these patrons were more flamboyant and less modest in requesting to be included prominently in the windows they paid for. 
Lord Cawdor, who paid for several church restorations in South Pembrokeshire in the mid-nineteenth century, insisted on being depicted as Solomon directing the building of the Temple in 1 Kings at the Church  in Stackpole. At Machynlleth, Lady Londonderry insisted on being identified as the good wife of Proverbs 31, an association she felt she was entitled to, because of all her charitable works.  Around 6 verses from Proverbs 31 are included in this window and it’s clear that considerable thought was given to the selection and juxtaposition of the verses to maximise Lady Londonderry’s identification with the text.  When the artist Theodor Salusbury depicted the Adoration of the Magi in St Peter’s Church Newchurch, in the 1930s, the patron, Sir John Curre, insisted that he should be one of the three wise men and that his favourite foxhound should be included in the scene. 

----------------------

So far, I’ve referred to images that were quite readily accessible to the general public. However there are some superb examples of biblical art in Wales that would only have been seen by the privileged few. I only have time to mention briefly two of these and the first is from Cardiff Castle.
In the late-nineteenth century, the wealthy third Marquess of Bute, a linguist and scholar of some note, commissioned the artist and architect William Burgess to execute a set of biblical scenes as tile paintings for the roof garden in Cardiff Castle.  The most important and impressive of these depict the Elijah story cycle from 1 Kings.  Unfortunately we couldn’t find much background information about these tiled images but they’re fascinating for a number of reasons: the episodes selected from the life of the prophet are the most psychologically charged in the entire narrative and the central scene is occupied by two large panels depicting the sacrifice to the Baals. The Hebrew texts that accompany the images, acting as captions, have been copied meticulously from the Hebrew Bible and an example that the artist -or his adviser -actually understood the Hebrew can be found in the way the caption below the scene  depicting the summoning of Obadiah by Ahab (1 Kgs 18: 3-5) is presented.   The Hebrew caption omits the parenthesis of vv. 3b-4 (as extraneous to the main story (just as several English translations bracket these same verses) – and just gets on with the story, as well as saving some space on the tile.  However, stunning as they may be, such examples of biblical art were unique in Wales and not representative of how people in general ‘viewed’ the Bible and its characters. 

The second example comes from the beginning of the 20th century. The wealthy art-collecting sisters Gwendoline and Margaret Davies who were ardent Calvinists established the Gregynog Press at their home in Montgomeryshire in 1922 and the artist and engraver Blair Hughes-Stanton who was artist in residence there was commissioned to illustrate an edition for the Press of two of the most visually appealing books of the Bible:  Lamentations and  Revelation. Professor Chris Rowland has written a chapter in the project book about Hughes Stanton’s Book of Revelation so here, I’ll just give you an indication of the illustrations in the Book of Lamentations.  Each chapter heading includes a full page illustration and smaller illustrations incorporated into the text on almost every page. Many of the illustrations are inspired by the text as a compression of the sequence of lamentations rather than by specific verses.  
Chapter 1 depicts Jerusalem:
Jerusalem sinned grievously, so she has become a mockery. All who honoured her despise her for they have seen her nakedness. She herself groans and turns her face away.

Chapter 4 depicts the streets of Jerusalem:
How the gold has grown dim. How the pure gold has changed. The sacred stones lie scattered at the head of every street.  Those who feast on delicacies perish in the streets.

Chapter 5:

Remember O Lord, what is come upon us. Consider and behold our reproach. 

Like the roof garden of Cardiff Castle, these volumes with their limited edition were for the connoseur and wouldn’t have been known to the general public but as Chris Rowlands demonstrates in his chapter, the illustrations they contain reveal a remarkable sensitivity and understanding of two of the most visually rich books of the Bible. 
I now want to move to the 20th century: the work of two artists well known in Wales.

David Jones
The celebrated poet and artist David Jones, especially in the early 1920s after his conversion to Catholicism, drew on biblical motifs in many of his paintings. In 1925 he made 13 engravings to illustrate an edition of the Book of Jonah; formally, probably the best of these is the first where he depicts the angel Gabriel accosting Jonah. The text doesn’t mention Gabriel but Jones interprets the word of the Lord coming to Jonah via the same messenger as in Daniel and in Luke’s Gospel.  Jonah is silhouetted against an unmistakably modern metropolis representing Nineveh. The city is arranged on a steep plane and is viewed from the side and from above all at once, creating a sense that it is about to spill over into the foreground.  In contrast to the sunny hillside where Jonah’s encounter takes place, the city in the background is dark, as though it is always night there. 
Jonah 1.15 relates how the sea calms when Jonah is thrown overboard and here Jones depicts the prophet at the bottom of the sea. The viewer is transported to a peaceful underwater realm populated by God’s fascinating creations, an important theme for Jones. Currents are conveyed by horizontal striations across the foreground but the picture is chopped up and sundered by the intersection of multiple planes both angular and curved to suggest the disorientation a human must feel at the bottom of the sea. Jonah steps across the ocean floor, arms raised in supplication while at the upper right hand column, a whale menaces.
David made use of other biblical themes too, often as autobiographical illustrations; such as in his depiction of his engagement to Petra, the very young daughter of artist Eric Gill, which draws on the image of the enclosed garden in the Song of Songs 4.12.  From the same period comes his celebrated Christus de Capelyffin, now in the Tate, which depicts the crucifixion against the Black Mountains in Mounmouthshire where he was living at that time in an artist colony set up in a deserted monastery in Capelyffin.  
 John Petts:  
The second of these two artists, John Petts, worked almost all his life in Wales. In 1953 the Golden Cockerel Press published anonymous Welsh poems from 1500s: one was a satirical piece against female wiles entitled against women and the other was a response entitled in defence of women. In essence both were short recitations based on example of virtuous, and not so virtuous, women from the Bible.  The artist John Petts provided the illustrations for both and these are two of his depictions of Eve. Essentially the first depicts Eve in a sexually provocative pose as she picks the apple from the tree, an act interpreted in the poem as entirely the cause of the Fall. The second depicts Eve clamped behind bars for such a catastrophic crime perpetrated against all humanity, but she clearly remains unrepentant, as reflected in her pose.  
Another of Pett’s celebrated biblical figures is King David the Psalmist. This was a commission for a long lancet window for a church at Maesteg to bring light and colour to a darkened mining village and to provide an inspiring uplifting and joyful image.  This is Petts’ cartoon for the stained glass – the figure of David raising a harp in praise, his neck tilted in song, elongated to fill the high opening in rich blues rubies and purples. 

Pett’s largest commission was for the Brighton and Hove synagogue: a 40 foot spread of windows to commemorate the Holocaust, a commission given to Petts after being declined by Chagall, due to ill health. The centre piece of this window is the Burning Bush and the 10 commandments.  Most of this work was completed in Llansteffan, the sea-side village outside Carmarthen and transferred to Brighton. Petts had already completed many windows throughout Wales that continued the chapel tradition of depicting the biblical word as verbal icon and so he was well placed to take on this non-figurative Jewish commission.
Industrial Landscape:
Wales has three very distinctive landscapes:  a rural landscape, well represented in pre-Raphaelite circles in Wales; a large coast line, along which you’ll find scores of churches that feature biblical artwork with the theme of the sea. But the third is the industrial landscape of the early and mid 20th century and this is what I now want to refer to here briefly. 
In stark contrast to the rural, often idyllic landscapes in which biblical scenes were set, (and which pre-Raphaelite circles in Wales cherished) painters of the South Wales’ coalfields frequently used biblical themes and motifs too, both directly and indirectly, sometimes by way of social commentary and sometimes simply as history painting. Chief among these artists were Evan Walters, Archie Rhys Griffiths and Nicholas Evans. In contrast to the rural landscapes depicted, here the colours are generally sombre and dark; in the case of Nicholas Evans, the vast majority of his paintings of industrialized landscapes are executed only in black and white. Evan Walters sets his Nativity against the grim black/charcoal grey of a coal mine. The darkness of the scene is relieved only by the stark whiteness of the hats of the Magi - the whiteness underlying the fact that they are outsiders to this grim scene - and by the light that illumines the straw on which the child lies.  The industrial world of the pit has replaced the rural  pre-raphaellite world of the stable. In another of his paintings, Mother and Babe (1919), drawing on the iconographical tradition of the Virgin and Child, an exhausted and despairing mother suckles her child, set against a background of a miner’s home. Archie Rhys Griffiths’s painting On the Coal Tips (painted in 1932, a particularly sombre year for the miners in the valleys) depicts three women carrying sacks of coal on their backs against a bleak background of coal tips, drawing on the iconographical tradition of the three women who go to the tomb to anoint the body of the dead Christ. So different from the same story depicted by another Welsh artist against the green hills and background of rural North Wales near Ruthin. His Miners Returning from Work (1931), is reminiscent of painterly traditions associated with the disciples on the road to Emmaus (Lk 24: 13-29), prints of which were abundant in 19th century Wales, the scene now transferred to the barren landscape of the pit, where even the single tree that appears in the background seems to be dead.   But it is the paintings of the artist Nicholas Evans who uses biblical motifs to most striking effect.  In his youth, Evans was a pit-boy in a colliery in Aberdare near Glamorgan, but at sixteen, he left the pit to become a railwayman and a lay-preacher in the Pentecostal Church.  His paintings skilfully interweave two elements, one about mining and one about religion, the all-encompassing lower and upper storeys, the architecture of the miner’s world: the lower storey is the visible, physical, world of the coal mine while the upper storey is the invisible, spiritual and implied world  of the divine supernatural. 

In his paintings, Evans powerfully recalls the miner’s lot from life to death, and beyond, for example his Ashes to Ashes (1978) depicts the mass interment of miners killed in one of the numerous and horrific colliery disasters in south Wales. The companion piece, ‘The Trumpet Shall Sound’ – Resurrection (1979), is set in a cemetery but here Evans does not depict the bodies of miners being lowered into the earth but rather their souls rising to heaven on the Last Day. 

 The painting that best typifies his work is: Entombed ​– Jesus in the Midst (1974). It depicts a scene underground in a coal mine, following a mining disaster where a section of the roof has caved in, and so isolating and imprisoning four miners in the shaft.  Three of the miners are seated but the fourth man kneels and prays fervently in the direction of the last member of the group who, according to the title, is Jesus. The word ‘entombed’ in the title has a double meaning because it refers not only to the situation of the miners trapped in the tomb of the mine but also refers to the tomb of Christ where he was buried after his death – and, most significantly, from which he rose. The painting has a compositional affinity to Piero della Francesca’s Resurrection of Christ (1463–5) where Jesus triumphantly mounts the tomb, at the base of which the legionaries (in positions not unlike those of the miners) still slumber. However, the large flag in della Francesca’s scene symbolizing his victory over death is substituted by Evans for the biblical symbol of the lamp, and portrays Christ holding the keys of death and hell. 

The tons of coal that obstruct the miners’ way of escape have not prevented Christ from entering to be with miners in their distress. In Entombed, a nail print and the wound are clearly visible to remind the viewer of the biblical episode where Thomas had been invited to place his fingers in the nail prints and thrust his hand into the wound in Christ’s side to convince him of his humanity. Evans has painted the risen Christ as fully human, as simply another miner. Entombed is a particularly good example of how a biblical motif was appropriated into the Welsh industrial landscape and contains some very striking details: the only lamp that illumines the dark underworld of the miners comes from the mining lamp that Christ wears around his head and from the lamp that he carries in his right hand. The lanterns of the miners, on the other hand, have been completely extinguished. In this image, Evans may also allude to the iconographical tradition in Orthodox iconography of Christ’s Descent into Hades, a re-assuring motif that anticipates the hope of immortality for all. Christ holds the keys in his left hand, not only of Hades, but also the keys to immortality. 

Contemporary

 I want to conclude by looking at some recent and contemporary artwork that builds on this rich visual heritage that I’ve just outlined. Welsh historians agree that the period during and after the First World War heralded the death knell for the chapel culture. The chapel ministers had enthusiastically endorsed the war but the traumatic experiences of those who joined up hastened religious decline as many left their faith behind in the trenches. Many who had been devout and observant chapel goers before the War and who survived service in the armed forces ever attended chapel regularly again and neither did their wives or their sisters. 

And so artists belonging to the last generation to experience the chapel as the core of the community’s life tended to focus less on the Bible than on the social implications of secularisation and the loss of naturally welsh-speaking communities as they did about religion and its decline.  Nevertheless, it’s quite remarkable how, in the work of recent and contemporary artists, the rich biblical heritage of their forebearers continues to be a powerful, if implicit, influence.  
In the case of Robert Alwyn Hughes, his mother’s Baptist faith and influence is evident in several of his autobiographical paintings, or in commenting on contemporary social and national issues…..as in this painting entitled The Expulsion, which draws on Masaccio's Expulsion, in the expression on Adam's face  and in the strong division of the painting into the two sections, presumably to denote two states before and after the expulsion.  His Dogs are at my Feet  was inspired by the text of Psalm 22. 16: ‘For dogs are all around me; a company of evil doers encircle me’.

Clive Hicks-Jenkins doesn’t paint from the point of view of a believer but says he is attracted by the narrative content of the Bible and its possibilities. For example, he uses the theme of Elijah and the Raven to explore themes relating to alienation and particularly to multiculturalism in Wales as he feels it is experienced outside of the larger cities and towns. Unusual and very vibrant colours are superimposed against the traditional Welsh landscape with its green hills and sheep…..whether it is a window on the past,  or simply a picture of the past hanging on the wall, is for the viewer to decide. 
The work of Christine Kinsey can be located in a similar way, though from a feminist standpoint. In her exploration of the historical and spiritual dimensions of women’s lives she confronts the Bible as mediated by male authority over two millennia, and challenges the roles that male writings and readings have imposed on women. As with Hicks-Jenkins, many of her subjects and compositional references situate themselves within the long tradition of biblical painting, but again subvert both message and familiar image. Kinsey, who has made an extensive study of biblical tradition and the roles it assigns to women, reinterprets biblical subjects from the woman’s viewpoint, for example in Ymson/Soliloquy 3 (2001),  draws on the story of Eve. 
The usually glamorous Eve, Kinsey comments, often portrayed in a voyeuristically sexual way, is transformed here into a strong female figure.  She conceals her face behind a mask, rather than presenting a pretty face to the male viewer and she is clothed rather than naked. The placing of the apple, referring to the mysogynistic rhetoric about women using their sexuality to tempt men to their ruin, can be read, she suggests, as a female re-appropriation or celebration of their own sexuality in a scene with no male figures present. The apple also evokes fruitfulness and fertility, so shifting the emphasis from (male) sexual pleasure to women's power as birth-givers. 
The position of the woman with the pole with coils around it is evidently linked with the conventional representation of the tree with the serpent coiled around it and the (female) face looking out of the foliage.  But here the woman is in fact standing behind the pole and comparison with other works by Kinsey confirm that this is a very positive female image, especially in conjunction with the companion 'Eve' figure. 

In Kinsey’s Guardians of a Spiritual Memory, she includes the familiar round-topped arches and conjunction of two figures normally found in scenes of the Annunication but here,  the woman may refuse rather than submit meekly to her fate. The slightly threatening shadow of a female form replaces the angel Gabriel, whilst the seated woman holds Eve’s apple, and a cross is seen beyond her, each detail heavy, Kinsey explains, with the weight of religious tradition as experienced by women.
The artist Tony Goble demonstrates the imaginative possibilities of biblical imagery using a rich mixture of scriptural reference to explore the narrative of his own life and Welsh upbringing. In Flowers from a Poem, for example,  there are clear echoes to Genesis 2-3 in the male and female opposition and in the serpent.  The curious sculptural form behind the man could suggest the Tree of Life, the Crucifixion and Entombment of Christ or even the empty tomb. 

These examples demonstrate that, at present, biblical art although far less prevalent than in the past, remains a rich and productive strand in Welsh painting.  Some are inspired by their faith but more from their cultural upbringing and memory. However, many of the established professional artists responding creatively to biblical narratives are middle aged or older and the culturally Christian upbringing and biblical education that were once such powerfully formative influences are increasingly outside the experience of younger generations. 

But to conclude, I want to give three examples of how, even in the younger generations, attempts have been made in Wales to capitalize on this very rich tradition of biblical art.

1. In 1976, The Welsh Arts Council commissioned and funded an exhibition on The Fall from art students in Schools of Art throughout Wales. These two images are from that exhibition.
2. In 1988, to commemorate the quatercentenary of William Morgan’s authorised Welsh translation of the Bible in 1588, with which I began this talk, an experimental theatre group called Brith Gof commissioned  forty large banners to form the backdrop to dramatic performances, each book inspired by a book of the Old Testament and each featuring the title of the book together with a text or image evoking the subject matter.  Exodus, for example, featured the bulrushes where Moses was found and Joshua the tumbling walls of Jericho while others featured abstract or semi-abstract designs.  

3. In 2008, as part of our own project, Welsh staff and students at the School of Art at Aberystwyth University were commissioned to draw or paint works of art based on their interpretation and collective memory of the Bible. As well as choosing a topic, the students had to articulate why they chose it…..
· Iwan Davies chose Rev. 3.20.  He was aware that his great grandfather had established several chapels in North Pembrokeshire in the 1870s and 1880s.  He wove the words of Rev. 3.20 ‘Behold I stand at the door and knock’ into a door-mat---because he explained that the tradition of visualising the words of this text was more appealing to him than the ubiquitous figurative image of Holman Hunt.
· Paul Joyner choose Psalm 90.12 that he found on a gravestone in the church of Llandbardawn Fawr.  ‘so teach us the number of our days that we may apply our ears to wisdom’.  What appealed to him was the strong temporal  aspect – which, he explained, he perceived lay at the heart of traditional Welsh biblical painting.
1. Eloiza Mills: chose the description of the garden in the song of songs 4.12.....in preparation, she researched the plants and flowers mentioned and the structure of gardens.  The blurred two-dimensional figure is her grandfather whom she associated with teaching her the Bible when she was young. 

· Christopher Webster: chose Joel 2.31, the black sun and red moon that allowed him to paint an  Apocalyptic image. In his commentary, he drew particular attention to the nonconformist clock, which he explained was an important element in his research for this painting.
. 

To conclude:

The philosopher Hans-Georg Gadamer, in his hermeneutical aesthetics, makes the important point that, in the experience of art, seeing and understanding are not merely passive. On the contrary, the spectator is a condition of what is ‘held within’ a work of art and he explains how this can effectively change the subject matter it discloses. He uses the term Darstellung to express how an image occasions the coming forth of the subject matter it depicts, facilitating its epiphany, its coming into appearance.  Thus for artists, patrons and viewers, depicting the biblical scenes is an active and reflective process.  And so when we explore different aspects of biblical art in Wales, the term reception history seems to me to be a far too passive term to describe the intense personal and communal appropriation of the Bible that took place. As Professor Chris Rowland has shown for William Blake, the term Wirkunggeschicte (or the working of the tradition) is more appropriate since it conveys more powerfully the active participation of those involved in shaping a distinctive and vibrant biblical tradition. Coming from communities and circles so steeped in the knowledge of biblical texts, artists and viewers alike were able to make rich and creative intertextual associations and so were actively involved in appropriating biblical texts within the Welsh social and religious context – associations, in many cases, that even the most well-informed biblical commentator  today might struggle to interpret
 Biblical iconography from nineteenth- and twentieth-century Wales makes a most significant and distinctive contribution to the general repertoire of biblical art and provides an invaluable resource for those interested in how the Bible has been interpreted through the eyes of the artist and I hope you’ll browse through our database that you’ll find on the National Library of Wales database. 
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