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PREFACE

The pictorial art of the Church, as a spiritual product of the Christian
civilisation, has continually received great influences from its ecclesiastical
tradition and it was defined by its formal aesthetica standards and its
iconographic preferences. A more nuanced reading of the paralels can be
attained by placing the images in their visual context, which would alow a
better appreciation of the meanings within.

The biblical story of Adam and Eve, which is the theme of the following
thesis, reflects the differentiation between the Eastern and the Western
understanding of the events of the history of the holy Oikonomia, a point, which
is the mgor ground for the development of the relative pictorial motifs. The
protoplasts are the protagonists from their creation and life in paradise, the fall
and expulsion until their resurrection through Christ. Their story isvisuaised in
anumber of scenes and episodes, having thus their original sin and resurrection
for specific reasons centralised.

This doctoral thesis attempts to collect as many parallels of the scenesis
possible, trying to collate the Eastern with the Western visual approach in a
deductive way, in order to reach our congtructive conclusions and make
available the combination of the art, theology and liturgy in the scenes of Adam
and Eve in Genesis and in Anastasis. The reading we tried to perform was
based upon the specific iconographical elements, which were worth to be
commented. Our aim was to detect the direct bond between the production of
art and the relevant patristic and apocryphal writings or even the theological
theories, by quoting texts from the ecclesiastical literature, as well as the
liturgical praxis.
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INTRODUCTION

According to the patristic hermeneutics, man has been created by God,
without being asked, meaning his freedom is not a simple freedom of choice
and an independent way of living. It is actual the natural power that man hasin
order to accept his created limits, his nature, and his possibility to achieve the
likeness of God, always energetically dependent upon the grace of God'.

The one, who acts through the theophanies in the name of the Holy
Trinity in the Old Testament and simultaneously reveals God, is the unfleshed
Logos of God. He is the one who incarnates himself in the period of the New
Testament and through his entrance in the created world the theosis of people
obtained a potential energy and a positive possibility?.

The beginning of the story of the holy Oikonomia is the creation of the
world, whose part is the creation of the human beings. Adam and Eve’, the

! Lialiou, 2008, pp. 27- 9.

2, The creation is based on the revelation of God, meaning a theophany. See about the
theophanies in Israel and in the Church Matsoukas, 1992, pp. 58-65, and about the action of
Logosibid., pp. 67- 74. Also see Matsoukas, 1997, pp. 118- 27.

3, Adam comes from the Jewish "Adama", which is interpreted as earth (Kazhdam P.
A, Talbot A., Gregory E. T., 1991, p. 18, ®HE, Addu, 1962, pp. 369- 70, Kittel, 1953, pp. 141-
2). The etymology of the name ADAM also includes the initia of the four quarters of the earth;
Avatoldij, Avon, Aoxtog, MeanuBeia, Demus, vol. 1, 1984, p. 259. For the word Adam seein
Enclyclopedia of Early Christianity, 1997, pp. 18- 9 and for Eve ibid, pp. 407- 8. Also see
comments on the anthology of the Genesis story based on Jewish, Christian and Muslim
readings as presented on a book review, Castelli, 1999, p. 262 and Stone, 2000, p. 206). Earth is
the material that God has used in order to create the first human being, Adam. That is probably
why the word Adam has aso the meanings of man and human being. The same interpretation
has the "Adam's sons" (vioi Addu) and often is used instead of the word man (See "Addu" in
Ae&ue6 Bifliric Ocoloyiag, 1980, p. 30. In some occasion it is used the words " sons of men"
in the Greek translation (Yioi av6odmwv), which in the Jewish text is similar to the "sons of
Adam". See Gen 11, 5, lob 25, 6, Ps 8, 5, Prou 8, 31, Ps 43, 3, Regn Il 8, 39, Ps 32, 13, ler 39,
19). Moreover, in the Gnostic tradition the name Adam is the true, perfect man, the first Aeon of
light. That idea comes from the Apocrypha of John where Adam is not connected totally with
earth, but with light and the heavenly nature of man (Giversen, 1963, p. 69). According to the



protoplasts, and their life in and out of paradise, especialy their original sin,
were congtantly principal topics in the theological thought, the patristic
exeges's, the literature and art. The present doctoral thesis is written in order to
enlighten the individual pictorial features of the Genesis scenes, where the
protoplasts take part in, as well as the scene of the Resurrection.

The story of Adam and Eve directly explains the grounds of the
compulsory Redemption through the incarnated Logos of God. The moral
responsibility of the protoplasts and the theme of obedience and disobedience,
the human choices in other words, were essential especially for the western
theological way of thinking. On the contrary, according to the eastern patristic
writings, the fall was just an event, though a significant one, within the mystery
of the history of the holy Oikonomia, meaning that the incarnation of the
fleshless Logos was not an obligatory event, but it was already planned in God's
mind already from the first day of creation'. Thus, it will be demonstrated that
the widespread depictions of the Old Testament cycle?, and particularly the
story of creation, is an attribute of the Early Christian and Western medieval
church imagery, but not a Byzantine feature.

The extant illuminated scripture manuscripts® before the 9" c. are
limited in single books, such as the Gospels or the Pentateuch, but not the
complete Bible. The early examples have drawings spread between the text, at
the top or at the bottom of the pages. Gradually from the 9" c. a full- page

text, Adam was created good and fair. Y et, he maintained neither his communion with God nor
his stay in the perfect Garden of Eden. Loss of grace, vanity (Barrett, 1962, p. 13), corruption
(Rom 8, 20) and death (Rom 6, 23. cf. Barrett, 1962, pp. 8- 9) were the results of the fall.
Significantly, Adam is the first who has broken God's will, somebody €else had to provide to the
human nature a new dimension. That was Christ, who came to redeem the fall and to deify man
(A complete analysis of the first and second Adam there is in the Appendix).

!, For the different approach of the Eastern and Western tradition about the original sin
see Matsoukas, 1992, pp. 202- 16, Matsoukas, 1997, pp. 214- 6.

2, A discription of the typology and the iconography of the protoplasts on a whole see
Lexikon der christlischen Ikonographie, 1968, pp. 42- 57. It is interesting to see the instructions
of Dionysios of Fourna (monk and iconographer in Mount Athos, 1670- 1746) of the way that
the scenes should be illustrated by the Orthodox hagiographers (Dionysios of Fourna, 2007, pp.
86- 8).

%, For the history and the production of manuscripts see Diringer, 1955, pp. 24ff. For
the importance for the miniatures of the 12" c. see Garrison, 1952, pp. 1- 34.



miniature system is advanced', such as the Touronian Bibles, whose Genesis
frontispieces we examine in detail in each chapter. In other frontispieces, such
asin Arsena Old Testament, the pictorial trandation of the word Pantocrator is
a significant point. The meaning of Pantocrator is signified not only by his
depiction as the Creator, but also by the focus on his role as the Creator of
Cosmos, of al the living things, as the Giver of the covenant to man and as the
Judgé?.

From the 12" onwards an extreme boost of the illuminated manuscripts
of creation occurred in Northern Europe®. That production demonstrates the
extensive interest on the creation theories, which ether represent the old
theological attitude or the new one. The actua goa of the humankind is the
redemption, in which the Church plays an essentia role. In the western society
of the Middle Ages the account of Genesis was in some way engaged with the
authority of the Church and its responsibility for salvation. That determination
of the power of the Church penetrated in the faith of the believers also through
the religious art. Therefore, the art of the creation scenes gives the grounds for
its stylistic options, based on the theological thought*.

The traditional theology was impugned from the 12" c. onwards by the
theologians and philosophers. They supported that the old theological thinking
was only empirical or smply blind faith and it was combined with the
monopoly of the Church over the society®. Moreover, the creation was the main

! Kesdler, 1971, p. 143. For the beginning of book illumination see Nordenfalk, 1992.

2, Weiss, 1998, p. 156. For the iconography of Pantocrator, its pictorial background
and its development in Byzantine art see Capizzi, 1964, passim.

3, Particularly, the 11" c. there are only 7 manuscripts with miniatures of the creation,
on the 12" c. there are amost 61 and 233 on the 13" ¢. Cf. Rudolph, 1999, p. 29.

4, Rudolph, 1999, p. 4.

®. At the beginning of the 12" c. the financial development in the West brought the
requirement for more education and socia progress. Simultaneously a struggle started to take
place concerning the philosophical concerns and the role of logica in the theology. Indivisible
relationship with the logic in thought has the classical culture, meaning the learning of the
Aristotelian and the platonic philosophy. The new theology, represented mostly by French
scholastic philosophers/ theologians, with Peter Abelard (1079- 1142) as the most important
figure, focused on the classical literature and the platonic thoughts on cosmology. The
representatives of the old theological attitude, Bernard of Clairvaux, a French abbot, mystic of
the Cistercian monastery of Citeaux and a powerful clerical politician (1090- 1153) and
William of Champeaux, French philosopher and theologian and maybe the worst enemy of

10



point of the new theological thinking and its focus was not basically on the
humankind, but on the creation of the world as a whole. The interference
however of the platonic theory on Christian creation, according to the old
schools threatened the mystery of the Triune God and the role of each personin
the creation process. Consequently, the redemption and its requirements should
be alike before and after the incarnation of Logos'.

The creation imagery of the medieval production was influenced by the
above- mentioned way of thinking. The lines of the two theological tendencies
of the late Middle Ages are met especially on the miniatures of the manuscripts.
The increase of the interest for the creation, gave an impetus to the Priestly
account of Genesis, while the Yawist one remained in the same levels of
production?.

Aberland (ca. 1070- 1122), resisted with every means of their power and canonically with the
Council of Soissons (1121). See Rudolph, 1999, pp. 3- 23. At the period of the 12" c. there was
also a controversy between the Jewish and the Christian exegesis on the Old Testament. The
Augustinian theology, which supported the tolerance of the Jews within the Christian society, it
started to be abandoned and an anti- Judaism school was developed, especiadly in the
Franciscan and Dominican theologians of the 13" c¢. (Cf. Timmer, 1989, pp. 309- 21). Those
trends might have influenced the art of the Genesis, a common book in both the Christian and
the Jewish belief, which was variously interpreted.

!, Details of the influences of the new theology from the classical philosophy see
Rudolph, 1999, pp. 23- 9.

2, The Priestly account is the description of the hexameron, the six days of the creation
in detail. On the other hand, the Yawist account stands for the explanation of the presence of
evil, whose source is the human free will. Rudolph, 1999, p. 24. For instance, the initial of the
Genesis in a Bible from Salzburg (Stiftsbibliothek, St. Peter, MS A. XII. 18, fol. 6', 1150),
whose first episode is the fall of the Lucifer (Rudolph, 1999, p. 32, pl. 3), according the Yawist
account. On the other hand, the initia of the book of Augustine's City of God (Heiligenkreutz,
Stiftsbibliothek, MS 24, fol. 96", second half of the 12" c) represents the figurative
interpretation of the creation (Rudolph, 1999, p. 32, pl. 5). Conceivably, the following examples
are characteristic of the Priestly description are the lavish initials of the Pontigny Bible (Paris,
Bibliothéque Nationale, MS lat. 8823, fol. 1, end of the 12" c.) and the Souvigny Bible
(Moulins, MS 1, fol. 4", end of the 12" ¢.), Rudolph, 1999, pp. 32- 6, pl. 7 and 8 respectively.
During that period there was an expansion of the decorative picture of the Genenis initias. It
was widespread in many ateliers of the 12" onwards, such as the Alexander atelier, the Blanche,
the Soissons or the Du Prat etc, to adorn the initials of the Vulgate, where the scenes varied
according to the artists and their influence from the current theological tendencies (Cf. Branner,
1999, pp. 29- 30 (The Alexander atelier), pp. 30- 1 (The Blanche atelier), pp. 77- 8 (The
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Adam and Eve take part in the scene of Christ' s Descent into Hades,
which is considered from the Orthodox Church to be the actual scene of the
Resurrection, the Anastasis'. Briefly, the Orthodox art has adopted the Descent
into Hades, as the Resurrection scene, since that keeps pace with the
theological approach that the victory over death is not only individuaized in
Christ, but also the saving of the world. Thus, it is strongly stated the salvation
of the protoplasts and on them, the redemption of the whole human nation?. It is
also named "Harrowing of Hell", a term which origins on the Medieva
England®.

We tried to combine the participation of the protoplasts on the Genesis
cycle and on the Anastasis scene, pictorial norms perfectly based on the
espousal of the soteriological promise of God. Thus, our doctora thesis is
comprised of two parts: the Genesis and the Anastasis (Descent into Hades), as
well as an Appendix, which is titled the Visual language on the protoplasts
story, the Bibliography and the Catalogue of the Illustrations used.

Specificaly, the first chapter of Part A, Theology of creation, is a
succinct presentation of the theological aspects on each verse of the Genesis
account. We, without overlooking on the Eastern Church Fathers, mostly focus
on st. Augustine theological thoughts, since his way of thinking has totally
influenced the following western theologians and consequently the artistic
expressions. On the second chapter, they are examined The origins of the
scenes of creation, which are mostly based on the apocryphal tradition,
commenting on particular points of the Books of Adam and Eve and even on the
old English poem Genesis B. On the third chapter, the Iconographic Genesis
recensions, a genera analysis is made on the main artistic examples we use on

Soissons ateier), pp. 78- 80 (The Du Prat atelier), pp. 80ff (other smaller ateliers). The most
fashionable approach was the initial |, the first letter of the In principio, without having
however later on any link to the Genesis text (Rudolph, 1999, p. 32).

1 "Avdoraoic" is the Greek word for the Resurrection, Ross, 1996, pp. 10- 11,
Kazhdam, P. A., Talbot, A., Gregory, E. T., 1991, p. 19, ®HE, 1963, pp. 590- 634. For the
Descent into Hades see OHE, Kdfodog, 1962, pp. 436- 42. However, the Resurrection,
especialy in the western Christian art, is depicted by illustrating Christ coming out of His tomb
Kinstle, 1928, pp. 500- 11, Reallexikon zur deutschen kunstgeschichte, 1937, pp. 1230- 40,
Ross, 1996, pp. 215- 6. Sheingorn, 1982, pp. 112- 4. For the Western artistic approach see in
modern theology The Resurrection, 1997, passim.

2, Ryan, 1997, pp. 17- 9, O' Collons, 2004, p. 12, Schulz, 1959, pp. 1- 22. Anaysis on
the basic problem that can occurred with the iconography of the Resurrection as Christ triumph
over hisgrave, holding aflag see Paliouras, 1978, pp. 384- 97.

3, See"Harrowing of Hell" in Enclyclopedia of Early Christianity, 1997, pp. 509- 11.
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the thesis, such as the Cotton Genesis family, the Carolingian Bibles, the
English paralds, Junius 11, the Sicilian monuments, the Byzantine Octateuchs
etc. A significant point of this chapter is the evaluation of the origin of the
Cotton Genesis, which remains still an open question.

On the forth chapter the theoretical concept of creation acquires a
visble shape, examining in detail the stylistic grounds on the extant
illugtrations from the period of the catacombs and the early Christian
sarcophagi until the end of the 13" ¢. The adoption of the specific period until
the 13" c. is situated on the fact that after the Schism (1054) the artistic
performance was unfolded in a differentiate approach, either primarily based on
the western theological ideas, as it was mentioned above, or echoing an
amalgamation of the western and Byzantine iconographical elements.
Apparently, we can extract sriking conclusions about the aesthetical
preferences of the two Churches. The use of any pictoria example of the 14" c.
onwards does not pertain to the purposes of our thesis, since it is probably
affiliated with the influence of the Renaissance style. Furthermore, the eastern
liturgical act was developed until the specific period; consequently, we can use
the relevant texts. Hence, we discourse all the scenes and their episodes of
Genesis on which Adam and Eve are taking part in, trying to introduce a more
nuanced reading. Our repertoire has not undergone a minute description, since
our thesis is not a catalogue. We describe what we consider essential for the
theological or the aesthetical adequate argumentation. The extent of the account
of each scene depends on the frequency of their pictorial presentation as well as
on the relevant patristic exegesis. The scenes that we examine are the Creator,
as having a major role on our subject, Adam's creation (and its three phases
forming, animation and enlivenment), Adam's introduction into paradise, the
Naming of the animals, Eve's creation, the Introduction of Adam and Eve into
paradise and their admonition, the Original sin (and the three relevant episodes
of the temptation, the fall and the covering with fig leaves), the Punishment
(and specifically the episodes of the Hiding from the presence of God or the
Calling, the Denial of the Blame, the Punishment of the protoplasts and the
curse to the serpent, their Clothing), the Expulsion and the Labours.

The subject of the Part B of our thesis is the Anastasis, the main scene
of the Resurrection for the Orthodox Church and in other words the Descent
into Hades, the secondary episode of the Resurrection in the western artistic
performance. It must be stressed that we mostly allude to the western pictorial
tradition of the scene, even on the examples of the Mount of Hell. That attitude
is adopted due to the fact that the Anastasis is so repeatedly met in the Eastern
Church and it has been exhaustively studied. We would like to focus on the
western examples in connection with the eastern, in order to emphasise in our

13



final opinion about the occurrence of the protoplasts in the scene and their
exterior. We briefly mention the theological definition of the Anastasis, the
origin of the scene and its liturgical definition according to the Orthodox
Church, since it plays maybe the most significant role of the Orthodox theology
and the ecclesiastical life. We close the second Part with the forth chapter the
actual 1conographic analysis of the scene.

On the Appendix, Visual language on the protoplasts” story, we conflate
the participation of Adam and Eve on several pictoria accountsin such a way,
in order to perform a specific task, which we try to detect. The task of the
Christian pictures is not only to convey the Christian dogma, but
simultaneoudly to serve as an ocular estimation of the various sections of the
Christian society. There are a great number of meanings that are expressed by
the variety of the iconographic motifs as well as the techniques, which are used.
Christian art has applied for centuries the same pictorial modes, in order the
images to be identifiable and the Christians to feel at ease. Nonetheless, it does
not hesitate to import artistic innovations in order specific socia or historical
(apart from the theol ogical) meanings to be provided to the public'.

The term visual language can be defined as the "pictorial
approximation of verbal content and style'? The Latin verb illustrare also
means light up® and in a sense it can be interpreted as the means of explaining,
in the Christian art, either the text or the doctrines in an aesthetic way. As the
scholars notice, the visua assist of the illustrations in the reading of the
literature cannot be overlooked®. Every section of Christian art is linked with
the patristic literature and in a general way the ecclesiastical tradition, wherein
there are the doctrines, the liturgical act, the habits and the socia
circumstances. The various aspects can be more obvious when on a monument
anumber of artists have worked in different decades, meaning that it uncovers a

!, Alexander, 1993, p. 1 (in the following pages of the article, until p. 44, the writer
unfolds a plenty of examples, where the illustrations become the devices for the display of
social values. Even though Alexander examines the medieval art, his results are significant also
for the eastern Christian art, apart from the fact that the Western art had a more anthropological
approach than the Eastern.

2, Ohlgren, Visual language, 1972, p. 253.

3, See the word illustrare in Niermeyer, 1976, p. 510, Koumanoudi, 1958, p. 371.
Comments see Ohlgren, Visual language, 1972, p. 253.

4, Such as Ohlgren, Theillustrations, 1972, pp. 199- 201.
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series of opinions. Thus, in Christian art there is an interaction between the
word and the picture.

The purpose of our Appendix is to cite a number of thoughts, setting
them within the frames of our thesis, in order some exceptional reflectionsto be
itemized. In particular we examine the extension of the Adamic typology in
Christian art, the Impacts of the liturgical act on the Genesis cycle, the Impact
of the social and historical circumstances on the Genesis cycle, the Image and
likeness in art and the Body- gestural language. Each chapter speaks volumes
for specific aesthetical standards of the scenes and the fact that art is the mirror
of the dogma and the liturgical act, but smultaneously of the every- day life of
the Church.

It is worthy of remark that the studies around the creation of Adam and
Eve from previous researchers were devoted to the presentation of a number of
examples and their detailed iconographical anaysis. We cite the studies of
Sigrid Esche, Adam und Eva- Sindenfall und Erlésung, ed.: L. Schwann,
Dusseldorf 1957, of Johannes von Zahlten, Creatio Mundi- Darstellungen der
sechs Schopfungstage und naturwissenschaftliches Weltbild im Mittelalter, ed.:
Klett- Cotta, Stuttgart 1979 and in a more general frame that of Hans Martin
von Erffa, lkonologie der Genesis- Die christlichen Bildthemen aus dem alten
Testament und ihre Quellen |, ed.: Deutscher Kunstverlag, Minchen 1989.
About the scenes of the Anastasis of the Early Christian and the Byzantine era
the book of Anna D. Kartsonis, Anastasiss The making of an Image, ed.:
Princeton University Press, Princeton, New Jersey 1986 is until now one of the
most completed studies of the subject. On the book of Gertrud Schiller,
Ikonographie der christlichen Kunst 3, Die Auferstehung und Erhéhung Christi,
ed.: Guterdoher Gerd Mohn, Gulttersloh 1971 we found the examples we need
for discussing the western pictorial attitude towards the scene of the Descent
into Hades.

Our aim is not to be confined on the collection of the examplesin which
Adam and Eve are occurred. Obvioudy, we gather as many paradigms as we
need, in order to focus on our actual goal; to detect, wherever it is feasible, the
historical, theological and liturgical' background of the eastern and western
iconographical elements of the scenes. In addition to Genesis cycle we quote
the Anastasis scene, Christ’s descent into Hades. We anayse a number of
paralels, not having as a direct am to cite al of them, but to reach our

!, For the connection between the liturgy and the aesthetic see Handbook for Liturgical
Sudies, 1998, pp. 263- 79. For the link between art, architecture and liturgical act, according to
the Siena Cathedral see Van der Ploeg, 1993, pp. 1- 33.
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conclusions about the role of the protoplasts, in such a way that they
differentiate their task in the Western and Byzantine theol ogy.

The spirit of criticism of the secondary bibliography, that is likely the
reader to discern in some cases, is based on our attempt to enlighten certain
pictorial patterns in the light of theology, which can perform in favour of the
history of Christian art and it is much to be learned from that constructive
collaboration.

Consequently, we do try to determine, as precisely as it is admissible
and achievable, in what respects the various influences on the development of
theillustration of the protoplasts operate. It is fascinating for an art historian his
attempt to specify those iconographical features that are possible derived from
the theological thought of each period or from the liturgical act of the Church.
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PART A: Genesis



A. Theological definition of creation

We will briefly try to develop the main theological points, in order the
pictorial expression of creation to be better approachable and understandable'.

The theology does not refer to creation® as being created from nothing.
Nihil ex nihilo fit does not mean that nothing comes from nothing, but out of the
non- existing (€x tov un ovrog). That term (€x tov un ovrog) isused in order
to be stressed the connection of the existing and the non- existing, the created
and the un- created, the substance and the energies. That notion indicates the
fact that the created reality has not been brought into existence having the same
substance with God, but through the uncreated energy of God’.

!, During the 12th c. onwards the development of the liturgical act achieves its apogee,
both in the Western and Eastern Church. It is commonly accepted, as far as the Roman
Catholics, that the modern liturgical act did not exist in the Middle Ages (The liturgical
calendar, the mass and the canonical hours consists of the texts and hymns used in the medieval
Church up to the middle of the 20" c., Petersen, 2007, p. 103. As far as the main forms of the
historical development of the Western liturgical act see Harper, 1991, pp. 11- 152, Senn, 1997,
pp. 45- 9 and pp. 489ff, Vogel, 1986, passim and about the Roman Mass see Y oung, 1967, pp.
13- 43. See about the shape of the liturgy since the early Christian years Dix, 1954, passim,
Jungmann, 1925, passim, Steuart, 1953, pp. 132ff. Cf. Daniélou, 1951, passim. For the structure
of the breviary and the liturgy of the hours of the contemporary liturgical act see Campell,
1995, esp. pp. 6ff and pp. 30ff).

2, For the iconology on the world creation see Zahlten, 1979, pp. 207- 10.

3. See in details the theology of the creation éx tov uy dvroc, Matsoukas, 1992, pp.
144- 52. The creation out of the non- existing is also found in the Orthodox liturgical texts, such
as on the 30" January, the feast of the st. Basil, st. Gregory the theologian and st. John
Chrysostom, Matin, Theotokion of 3 Ode, "O wdvra €x un oviwv ovra momjoag, xal pvow
0ovg exdote tav yevouévor", ("He who brought all things from non-being into being and
gave each of them its nature..."). Cf. about the distinction between the created and the uncreated
in st. Gregory of Nyssa, Xionis, 1999, pp. 30- 55.

Cf. a western theological perspective Dello, 2005, pp. 279- 303. For the Christian
doctrine of creation on st. Augustine and its relationship with the Neoplatonic or Plotinian ideas
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The Holy Scripture describes with vivid accounts the world's
dependence on the Creator, which is a lively relationship'. Especially, Apostle
Paul described the notion of the relationship between the Creator and the
created by writing "God... who gives life to the dead and calls into existence the
things that do not exist"?. That phrase actualy inputs the creation within the
frames of the holy Oikonomia, having as a supreme goal the redemption.

The human being does not have a physical relationship with God (same
substance), but they can understand God through his energies’ and

see Crouse, 1989, pp. 229- 34. Cf. O" Connell, 1968, esp. pp. 1- 17. Analysis on the Genesis
verses according to Hebrew exegesis see Jacob, 1974, pp. 12- 33.

!, The Ps 103 (104) gives the perfect example of a characteristic description of the
creator: "You stretch out the heavens like a tent, you set the beams of your chambers on the
water (2- 3)... How manifold are your works! In wisdom you have made them all; the earth is
full of your creatures (24)... These all look to you to give them their food in due season; when
you give to them, they gather it up; when you open your hand, they are filled with good things
(27- 28)... When you send forth your spirit, they are created; and you renew the face of the
ground” (30)". K. Ware makes a comparison of this psalm with the office of Vesper. As man
came into life, he opened his eyes and he faced the beauty of the world (Gen 1, 31, where it is
mentioned that "And there was evening and there was morning the sixth day"), the Church
through the vesper demolishes the darkness by the coming of the new Adam, totally connected
with the Eucharist. Ware, 1971, pp. 157- 8. That comparison derives from the fact that Ps 103
(104) is being heard in the V esper, as well as there are other hymns, which have as a subject the
first light; indicatively, "O joyful light of the holy glory of the immortal Father, the heavenly,
holy, blessed Jesus Christ. Now that we have reached the setting of the sun and behold the
evening light, we sing to God: Father, Son and the Holy Spirit, one God. It isfitting at all times
to praise you with cheerful wvoices O Son of God, the Giver of Life"
(www.goarch.org/en/chapel/liturgical_textsivespers), "®ag ilagov dyiag 00&ns, dbavdrov

Iatodg, ovpaviov, dyiov, udxagog, Thoot Xowté, éA0ovtes éni v 1liov dvow,
i06vTeg Ppag Eomeowov, Vuvoduev Ilatéoa, Yiov xai Aywov IIvedua, Ocdv. Afiov oe év
mdor xaioic VuveioBar pwvais aiciovs, Yié Ocov, Cwnv o Odovs" (MIKRON
IERATIKON, p. 21). Some remarks on the Homilies on creation of Narsai, who was influenced
by Theodoros of Mopsuestia see Jansma, 1970, pp. 209- 31. The relationship between God and
man, as being examined by the modern protestant theology, with F. D. E. Schleiermacher
(1768- 1834) and his influential impact on the dialectical theology of K. Barth (1886— 1968),
see Songeregger, 1991, pp. 185- 203. Cf. Nimmo, 2007, pp. 24- 44.

2 Rom 4: 17.

3, See st. Gregory of Nyssa, De Hominis Opificio, PG 44, 124A- 185D and in st. Basil,
Adversus Eunomium, lib. IV, PG 29, 680A, "Eis tov aitiov 100 aitiatoV ueiCov xal
ddpooov xatd v ovoiav", ("The cause of the created is the most important and it
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simultaneousdly they do not deal with the possibility of annihilation, because
they are endowed with the grace of God'. That grace provides man the
opportunity to be God by grace.

According to the Genesis description "God said, Let us make humankind
in our image, according to our likeness' (1, 26)°. The in our image creation

differentiates in the substance"). Cf. the theology of st. Gregory of Nyssa about the energies of
God Xionis, 1999, pp. 166- 28. That arises another point of the theological discussion about
creation, which is the time distance. In order to put it into a logical base, we use temporal
words. So, the time space between the unbegotten God and the begotten creation can be
described as the creation was made after God. Origen (end of 2™ ¢.) supported that the Creator
co- exists with the creation. Going further he wrote that God for being powered (he uses the
word ITavtoxodrwo, meaning the All- sovereign) needs to have constantly present his
creation; "Ei ovx 0Tt Onuioveyos dvev Onuovoynudtwv, §§ momTns Gvey TomudTom,
0VOE mavToxdtwe dvev tav xoatovuévav", ("There is no creator without creatures, or
poet without poems, or all- sovereign without people under him"), Origen, ITepi Aoydv, 1, 10,
PG 11, 138D- 139B. See about this work, which actually is the first book of systematic
theology, Quasten, vol. 2, 1964, pp. 57- 62. Yet that view would imply a platonic origin, if
Origen did not support the difference between the non- existing and the existing. At that point
G. Florovsky interpreted Origen theology in a wrong way, without identifying the Origen's
view on the distinction of creator and creation. See Florovsky, 1962, pp. 50- 3. Cf. the
ratiocination of Matsoukas, 1992, pp. 154- 8, where he differentiates himself with Florovsky's
opinion.

!, St. Athanasius on his work against Arianism wrote Adversus Arianos, 1, 20, PG 26,
53A, "Ta uév ydg dAla oid éoti Ta yevntd, 0V00&v Suowv xat ovoiav &et mpog Tov
wemomuota- dAL EEwbev avtod éatt ydoitt xai foviioer avtod 1 Adyw yeviueva,
dote mdlw dvvachor xai mavecOai mote, €i OeAjoeiey 0 mowjoag: TAvTHS Ydo E0Tt
pvoews ta yevyrd", ("The born have not the same substance with the Creator; yet they were
made having the grace and the will of Logos of God, in order to be capable again and never to
be ceased, if the creator wants to; that is the nature of the created"). Analysis of st. Athanasius
theology, see Dragas 2005, pp. 37- 40, Matsoukas, 2001, pp. 31- 41. Cf. a totally different
persective we meet on the comparison between man and animals and the origin of Adam, such
asin Ardrey, 1971, passim.

2, Cf. some Orthodox liturgical indications, such as on the divine Liturgy of st. John
Chrysostom, Prayer of the Trisagion "... O éx 100 wy évrog eic 10 eival mapayayav Ta
ovumavia- 6 xtioag TOv dvlpwmov xat eixova xai xal ouoiwow xai mavti cov
yaoiouatt xataxoouoas", (... Out of the non- existing you brought the universe into being;
The one, who created man according to your image and likeness, adorning him with every gift
of your grace"), TRIODION (about the Triodion see in A Dictionary of Liturgy and Worship,
1972, p. 79), Holy Saturday morning, Encomium "O yewoi oov mAdoag tov Addu éx Tis yijg,
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refers to the entire human kind, as a unified existence, soul and body', while the
likeness concerns the tendency of the human beings to be developed in a way
straight to God. They have the grace, and accordingly their development, in
order to meet the whole existence of God, is amatter of receptivity’.

Moreover, the two human characteristics of the image and likeness have
another dimension. Man has the domination of the rest of the creation, since the

Ot avtod 11 Pvoet yéyovag dvBowmog", ("Your hand has formed Adam from the earth, and
through him man was made"), SMALL EUCHOLOGION, Service of the dead, 3© Stasis, "O
wdAar uév, €x un ovrov TAdoag ue xal eixdv cov Oelg TLuoag, mogofdoel EVvIoAs O0€
adlw ue émotoéyac, eic yiv EE e EjgpOny eic 0 xa® Juoiwow Emavdyaye, TO
aoyaiov xdAlog dvauoopaoachar”, (*You did fashion me out of nothingness, and with your
divine image honoured me; but because of the transgression of the commandments you did
return me again to the earth where | was taken from; lead me back to be refashioned according
to the ancient beauty of your likeness").

!, Partially in the theology of the Early Church, for example in Irenaeus, it is
mentioned that the image is the body of the human kind, while the likeness is the gift of the
Holy Spirit (Adv. haer. V, 6, 1). Cf. Ronanidou, 1992, pp. 129- 52, Daniélou, 1973, pp. 398- 9.
Also cf. Phan, 1985, pp. 117- 29. The history of the notion of image see Curtis, 1984, passim.
Cf. the discussion on Irenaeus” use of vijmog (infant) for the first man in paradise in Steenberg,
2004, pp. 1- 22. For the De hominis opificio of st. Gregory of Nyssa and his anthropological
disquisition about the action of the intelligible mind within the physical body see Wessel, 2009,
pp. 24- 46.

The Gnostic pattern of the initial creation of the psyche apart from the material body,
as presented in the Secret Book of John and comments on the Gnostic story of creation see
Littikhuizen, 2000, pp. 140- 51. For the influence of Gnosticism on the Rabbinic legends on
Adam and in particular on the myth that the group of the angels, who supported Satan, opposed
on Adam's creation see Altmann, 1944- 45, esp. pp. 371- 7.

Characterigtically in the Orthodox funeral service (MIKRON EUCHOLOGION, p.
207), it is mentioned in an hymn that, " @onvd xai 60voouat, 6tav vvoniow tov Bdvatov,
xal ©w év tois Tddois xewévny v kot eixdva OeoV, Thaobeioav Huiv wowdtnta,
duoogov, ddokov, un Eovoav eidoc", ("Weep and with tears lament when with
understanding | think on death and see how in the graves there sleeps the beauty which once
for us was fashioned in the image of God, but now is shapeless, ignoble and bare of all the
graces"' (www.goarch.org/en/chapel/liturgical_texts/funeralservice).

2 That receptivity derives from the fact that the relation of God and man is arelation of
participation. The whole world is able to participate and to be God by grace. See Matsoukas,
1997, pp. 197- 9. Also see comments on the theology about the creation according to the image
and likeness of God, Filiotis- Vlachavas, 2003, pp. 122- 40.

21



physical environment itself participates in man's route to God'. Undoubtedly
the nature seems to be a way or the barrier to the communication of man with
God. Through the fall the whole creation undergoes the consequences. Due to
the incarnation of Logos of God the humanity is restored and simultaneoudy
the entire world is renewed’.

In the West, the theology of the creation was developed in a more
scholastic way, which defers from the Greek Fathers. St. Ambrose of Milan
preached often on the Genesis text and those texts with commentaries are his
works on creation, with influences from Philo’s allegories’. St. Ambrose
writings were the base of st. Augustine's theology (354- 430). His apologetic or
exegetic works on the interpretation of Genesis has influenced the early and late
medieval western theologians in their exegetica works'. By reading
Augustine's texts it can be comprehend that his theory was advanced from his
early to his later works in that way that some differences to the eastern Fathers
can be noticed’.

St. Augustine deals with the Genesis text as history and as prophesy at
the same time. At that period the Manicheans supported that the words in our
image, and our likeness resulted only in the belief that God has a human body.
St. Augustine gave (by his two books on Genesis against the Manicheans) to
the text a historical interpretation, by citing New Testaments anthropomorphic
examples and by pointing out that the Scriptures must be understood
spiritually®. However, historical events, as Genesis, have a beginning, a middle

' Gen 1, 26, "... And let them have dominion over the fish of the sea, and over the
birds of the air, and over the cattle, and over the wild animals of the earth and over every
creeping thing that creeps upon the earth". Also see, Ware, 1971, pp. 155- 6.

2 Ware, 1971, p. 159. In the celebration of Epiphania we heard on the Service of the
Great Holy Water, 2" Stihiron Idiomelon, "Zjusoov tédv vddrwv, dywiletar 1j o,
("Today through the water, the whol e nature becomes holy").

%, Hiswork De Paradiso is believed to have been read by st. Augustine, since the same
methods in some points can be detected. St. Ambrose does not consider as a original exegete on
creation, because he used Greek commentaries, however with unity and adjustment to the needs
and questions of his own area. Burns, 2001, pp. 71- 2. For the theology of Philo on man’s
creation cf. Tobin, 1983, pp. 56- 101, Wilson, 1957, pp. 421- 3.

4, For example we cite Venerable Bede (673- 735) and his commentaries on Genesis.
See Kelly, 2001, pp. 189- 96.

®. See St. Augustine on Genesis, 1991, pp. 16- 8, where it is mentioned that he did not
use atypica systematic terminology.

6, Such as Mt 5, 34- 35, Lk 11, 20, Eph 6, 16. See the text on the first book of De
Genesi contra Manichaeos (DGnM) 1. 17. 27. St. Augustine also manifested the extraordinary
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and an end and that is how he treats the text on his writings'. For st. Augustine
the image and likeness describe the eternal spiritual man, which is straight
connected with the power of man to control the earth, a characteristic not
originated from the physical power, but from the spiritual one’. Those two
terms are completely analyzed by him as being inseparable in Genesis text and
he persists on the idea that the image refers to the mind of man®. Only to our
image was not sufficient to show the fact that man "Is not like God in the
manner of one participating in some likeness, but that this image is itself the
likeness, in which all things participate which are said to be like"”.

He also presented the prophetic character of Genesis’, by combining the
six days of creation with the six days of the history and the six stages within the
life of the human beings’. Then the seventh day God rested himself and st.

link between the OId and the New Testament and that the Jewish tradition is the tradition,
which transformed into the spirit of Christianity. That acknowledge was trasmitted in the
contemporary art of the period, such as in Sant Maria Maggiore. The specific analysis see Miles
1993, pp. 162- 70.

!, See introductory comments Saint Augustine on Genesis, 1991, pp. 27- 31. Such asin
DGnM 2. 2. 3, "According to history events are narrated; according to prophecy future things
are foretold".

2, "Let them know, nonetheless, that the spiritual believers in the Catholic teaching do
not believe that God is limited by a bodily shape. When man is said to have been made to the
image of God, these words refer to the interior man, where reason and intellect reside. From
these man also has power over the fish of the sea... not by reason of the body, but by reason of
the intellect which we have and they do not have", DGnM 1. 17. 28. Cf. Bonner, 1993, pp. 75-
7. Also see Horsley, 1976, pp. 269- 88, where the notions of spiritual and physical dimensions
according to Apostle Paul are discussed.

%, For example that can be read On the Literal Interpretation of Genesis, De Genesi ad
Litteram (DGnl) 16, 60, "Though the other things in man are beautiful in their own order, man
has them in common with the cattle, and for that reason they should be lightly valued in man".

4, DGnI 16, 58. The explanation of the two terms also involves the fact that they are
referring to the Holy Trinity and not only to the Father, and at the same time st. Augustine
explain the difference between the likeness of the human beings and of the Son. See DGnl 16,
57, 16, 60- 61.

®. See comments Saint Augustine on Genesis, 1991, pp. 24- 6.

6. The first age is "For every man, when he is firts born and comes into the light,
passes through the first age, infancy. This age extends from Adam to Noah over ten generations
", the second age is the "Childhood, begins with the time of Noah and this age extends up to
Abraham over another ten generations', the third age "Begins from Abraham and... that is like
adolescence"’, in the fourth age " Came the kingdom of David. This age is like the age of youth",
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Augustine connected it with the rest of Jesus Christ on the Last Supper, after
having done a perfect work on the earth'. That figurative way of interpreting
Genesis characterizes a so his other works.

"Then the Lord formed man from the dust of the ground"?; forming of
man from the mud, that according to st. Augustine can set up questions about
the quality of that mud. St. Augustine claims that there was a body before the
sin; it did not however subject to corruption, even though the material was
worthless’.

the fifth age "Extends up to the coming of our Lord... the decline from youth toward old age,
not yet old age, but no longer youth" and the sixth age " Came with the preaching of the gospel
by our Lord, Jesus Christ... There begins the sixth, in which the old age of the old man
appears', DGnM 1. 23. 35- 40.

!, "For such men perform works that are very good. After such works one should hope
for rest on the seventh day, which has no evening... so that it has special regard for the
prediction of what isto come", DGnM 1. 23. 41.

2, Gen 2, 7. Cf. indicatively orthodox liturgical texts; TRIODION, Sunday of
Quinquagesima, Vesper, 1% Stihiron prosomion, "0 @idotng uov Kvoiog, yovv éx tijc yijc
mooclapaw ue, onod pvofuatt, Yuydoas ECdwaoe xal ETiunoev L s Vg doyovia,
00TV dmdviwv xai Ayyéloig duodiautov. Zatdv & 6 06liog, oydve TP JPet
20Noduevog, v fodoel €0eléaae xal Oeov 11 06ENG Exdoioe xal T xatwtdTw GovdTe
maadédwxey eig yiv. AL ¢ Aeondtng xai evomlayvog, mdlw avaxaiéood”, ("My
Creator the Lord, took for me dust from the ground, blew strongly to give me my soul and he
honoured me by being the master of the earth, upper from everything can be seen and having
the same fast with the angels. Satan, by using the snake as a weapon, he tempted me with food
and he separated me from God and he gave me in death. Yet, the Lord as merciful, he called me
again"), TRIODION, Sunday of Quinquagesima, Matins, 5" Ode, 3" Troparion, "Ex mij¢ y1jc
EnddoOnv yeol Ocov, avbic & émotoépew mooc v yipv", ("From the earth he was
created with the hand of God, and he returns to the earth"), MENAION (about Menaio seein A
Dictionary of Liturgy and Worship, 1972, p. 79) of December, 11" December, Feast of the Holy
Forefathers, Matins, 2" Odes, 2™ Troparion, "Adau tov modTOV TLUOWUEY, YELOL
TETIUNUEVOY TOD 2TiOOVTOG, *al maviwv fudv Ioomdrogpa, 10N yeyvnuévov xai €v
oxnpvals, tais Emovoaviug, UETA TAVIWV ExAextdv dvamovouevov" ("Adam, our
Forefather, the first we honour, he was made by the hand of the Creator and he is already
saved and he isresting on the sky among the selected ones"),

3 DGnM 2. 7. 8, "Why is it strange that the Almighty Maker could make the body that
was made from some sort of mud of the earth so that before sin it afflicted man with no trouble
or need and wasted away from no corruption?'. Cf. Solignac, 1993, pp. 101- 27.
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"And breathed into his nostrils the breath of life; and the man became a
living being"’ is the text that informs us that man consists of two elements, soul
and body. Both of those elements are created; the body belongs to the corporal
world, while the soul is a part of the created, conceivable world, waiting for the
resurrection of the body’. According to the patristic tradition the body and the
soul are an organic union, the dlog dvBowmos (entire man), a term that .
Dionysius Areopagita borrowed from the platonic philosophy?. Yet, the body
does not include the soul, but on the opposite; it is described that the soul
comprises the body as the fire encloses the glowing metal. The soul thus is the
vivid and energetic place, where the elements of the human hypostasis
harmonically coexist'. Relatively, that finds a visual display within the rules of
Christian iconography on the halo, which represents the holiness (actually of
the soul) of the person, surrounds the heads of Virgin Mary and of the saints'.

That is the crucia point on st. Augustine's theory on creation’.
Especiadly his books against Manicheans offer the best approach of the
suggestion that the soul felt into the mortal body after had sinned- that is
represented by the tunics of skin the protoplasts wore after the original sin. So
the whole man continuoudly fights to regain the lost paradise’. St. Augustine
suggested that "If up to a point there was only the body, we should under stand
that the soul was at this point joined to the body. Perhaps the soul had been
already made, but was still as if in the mouth of God, that is, in his truth and

'L Gen2,7.
2, St. Maximus the Confessor, Opusculum de Anima, PG 91, 356AC.

3, St. Dionysius Areopagita, Ecclesiastica Hierarchia, 1X, PG 3, 565BC.

4, St. John Damascene, Expositio Fidei 1, 13, PG 94, 853A (Kotter, 1973, p. 39, ver.
39- 41), "H ¢ yvyn ovvdéetar 1@ oduatt GAn GAw xoi éx uéoovs uéoel xoi ov
meouéyetar VT avToD, dAA mEQLéyel avTo Womep o GidNooV xal v avTd ovoa TAS
oixelag gvepyeiag evepyel”, ("The soul is totally connected to the body and it is not contained
on it, but the soul is comprised of the body as a flaming metal and of its own energies it acts").
Cf. Matsoukas, 1997, pp. 223- 8.

®. We refer here only to human beings, who managed to reach the stage of holiness.
We do not mention Jesus, since he is God and man at the same time and he is often depicted
with the glory over him (mandorla). The halo cannot be illustrated over unholy persons or Satan
himself.

6, St. Augusting's theory on the soul can be seen also as exegetical, with a
philosophical concept. See discussion O' Daly, 1993, pp. 92- 9. Cf. O Connell, 1968, pp. 31-
45,

7. Saint Augustine on Genesis, 1991, p. 38. Cf. Burns, 1989, pp. 219- 22.
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wisdom"’ or in another passage, he spoke about "The breathed the breath of life
into the mud he had formed so that the breathing forth signifies God's activity
by which he made the soul in man by the spirit of his power" (DGnM 2. 8. 10),
speculating the opinion that God made the human soul at the very moment of
Adam's embodiment®. Furthermore, he mentioned that God made the soul and it
was not a part of God's soul, which became man's soul. If it was that case, as
the Manicheans believed, then "The nature of God is mutable'’. On his late
book De Natura et Origine Animae he deals with the matters of the origin of the
soul, but in a more rhetoric and philosophical way*. We briefly referred to it,
since the . Augustine's hypothesis about the immortality’, which man received
through God's breathing, has influenced several iconographical elements of the
scenes of Genesis’.

"So out of the ground the Lord God formed every animal of the field and
every bird of the air and brought them to the man to see what he would call
them; and whatever the man called every living creature, that was its name"’, a
passage demonstrating the superiority of man towards the animals, in mind and
soul®. However western Church Fathers, such as . Ambrose, refer to that
passage as being a hint for Adam to realise the necessity of the two sexes, male
and female, in the earth’. On the passage "So God created humankind in his

! DGNM 2. 8. 10. The scholars believe that hypothesis, based on Origen's work ITeoi
Aoyaw |, IV, 4, PG 11, 155- 156. See speculation Saint Augustine on Genesis, 1991, p. 104,
note 43. Moreover, st. Augustine interpreted allegorically the Gen 1, 30 ("Everything that has
the breath of life, | have given every green plan for food") as being "An invisible creature like
the soul" (DGnM 2. 3. 4) before the sin. Generally, it can be said that st. Augustine does not
concerned alot about the pre or the non- existence of the soul and at the same time he does not
discriminate Adam's soul with the souls of the other human beings. See O' Daly, 1993, pp. 185-
6. However, scholars believe that Augustine started his thinking from Platon's theory about the
pre- existed ideas, but he developed it in a Christian way. See Preus, 1985, pp. 27- 30, 56- 7.

2, Saint Augustine on Genesis, 1991, pp. 104- 5, note 45.

3. DGNM 2. 8. 11, where passages are cited from the Old (Ps 32 (33), 15, Zech 12. 1)
and the New Testament (1 Cor 2, 11) regarding the fact that the human soul it was made as well
as the human body. Also see comments on DNOA, Preus, 1985, pp. 52- 3.

4, Preus, 1985, pp. 2- 3.

®. See O' Daly, 1993, pp. 97- 8.

€. Al- Hamdani, 1978, p. 17.

’.Gen 1, 19.

8 DGnM 2. 11. 16.

°. St. Ambrose, De Paradiso (DP) 11. 49- 50, "Following these observations, he would
become aware that association with a woman was a necessity for his lot". That is connected
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image, in the image of God he created them; male and female he created them'’
there is also a problematic ratiocination. St. Augustine’ wondered himsealf in
"What sense we should understand the union of male and female before sin, as
well as the blessing that said, "Increase and multiply, and generate and fill the
earth (Gen 1, 28)"°. The only way to comprehend the text, according to st.
Augustine, is spiritualy, since its definition was transformed with the original
sin, meaning the carnal way of conceiving, which was established after the
expulsion. Furthermore, st. Augustine mentioned a typology of Adam as Christ
and Eve as the Church, and that is why their creation of male and female
belongs to the sixth age, meaning the period of the coming of Christ*.

"And the Lord God planted a Garden in Eden, in the east” (Gen 2, 8).
That particular verb, planted, isused in order the origin of paradise to be clearly
described; the Creator built it and it was not the result of human labours. Thus,
it acts as a prefiguration of Theotokos, since she was virgin, exactly as the
uncultivated from human hands soil of the paradise®. Furthermore, in Christian
literature it is pointed out that the rivers of paradise were four, but in the
Church there is only one river, Christ himself, but from his source four
streamlets are derived and those are the four evangelists and their gospels°.

with the fact that Eve was "built", like a house, since "A household comprising man and wife,
seems to point toward a state of perfection”.

! Genl,27.

2, The scholars comment that st. Augustine's opinion about the role of the woman does
not keep pace with other contemporary ideas (See DGnM 2. 11. 15. Also secondary
bibliography, Saint Augustine on Genesis, 1991, p. 112, note 75) or, to put it into theological
frames, with the Christian way of thinking towards women.

3. DGnM 1. 19. 30.

4. DGnM 1. 23. 40.

®, St. John Chrysostom, De mutatione nominum, 3, PG 51, 129, 16, "... va ud0yg, 61t
ovx davlpwmivawv yewpdv Eoyov v o maoddeidoc maplévoc yao nv 1 vij, xai olte
dootoov deEauévy 1v... dmo émrayic uévo éBAdotnoe ta Oévroa éxeiva. Awd T0vTO
Edéu avtyv éxdleoev, dmep éoti mapbévog yij- alitny 1 mapbévog éxeivys tic Hoabévov
tvmoc v", ("... in order to know that paradise was not made by human hands; its earth is
virgin and it was not cultivated by a plough... and the trees were vegetated there by command.
That iswhy it is called Eden, since the earth isvirgin; and it was the prefiguration of the Virgin
Mary").

6, Hippolytus, Commentarium in Danielem 1 in Marcel, 2000, pp. 44- 5 (XVIII, 4- 8,
31"), "Ev tovte 1@ Edéu moTauos devvdmv DOdTwV dmogéel xai TECTaQElS ToTauOol
E&eoyouevol €& avTov motilovow maoay TRV TV dvOQdTWY YV, G xal EV T)f ExxAnoiq
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Man was placed in the garden of Eden "and there he put the man whom
he had formed" (Gen 2, 8). In the ecclesiastical literature there is a discussion
concerning the theological analysis of paradise. Specifically, there are followers
of the alegorica' or the literal® interpretation of the earthly paradise. However
the most of the eastern and western Church Fathers are in favour of the double
interpretation’. The significance of the double approach of paradise initiates on

OelxvvTaL TOTaUOS yaQ 0 XQIOTOG Ol TO TETQUUEQES OWTHOLOV EVAYyEAov mdvTa
Expvidrrer xal gic mavro modoeotw”. lconographically speaking, the motif of the oneriver,
symbolizing however the paradise or the new Jerusalem, is met for example on the conch of
Santa Maria Maggiore, where ariver runs aong the bottom margin of the conch. See Barclay
Lloyd, 2002, pp. 37- 8.

! Origen, In Genesim, PG 12, 100A, "Otav dvaywdoxoviec avapaivousy dmo
TV uVwv xal Tfg xatd 1O yoduuo €x00yns, tntaouev tiva ta EVia éotiv €xeiva, d O
Ocog yewoyei- Aéyouev, 6Tt ovx vt aiodnta EVia €v 1@ 167w 100 avTov”, ("Whenever in
our reading we rise from the myths and the literal interpretation, we ask what are those trees
that God cultivates. We say that there are no trees in that place which can be perceived by the
senses"). St. Ambrose on his work Die Paradiso deas with the notion of maradise spiritually
("Paradise has a certain vital force which receives and multiplies seeds in which each and
every virtue is planted”, DP 1. 6) and he has framed it as the "Land of fertility", DP 3. 12- 18.

Besides, even if the symbolic interpretation of paradise is accepted, the consequences
of the fall are totally alike with any literal analysis. See the text of Michael Glycas in Bekker
1836, p. 86 (10), "1t 0 vontog g Tov Ppuyixov avtois moovEévnoe Odvatov”.

2, Epiphanius of Salamis, Epistola ad Jaonnem Episcopum Jerosolymorum, PG 43,
386AD.

}. St. Badil, De Paradiso, Oratio |1, PG 30, 68CD, "Ottw xal 1ov mapddeisov
VOOUUEY UEV %Al COUOLTIXAG, dAANY000Tuey 08 xal mvevuatixdg", ("On the one hand we
understand paradise in a corporeal sense, but on the other hand we allegorize it in a spiritual
sense"). Moreover, often in the works of st. Basil there are references to the allegorica meaning
of Paradise for the life of the Christians. See for example St. Basil, De jejunio, Homilia I, PG
31, 168, "Eneidn ovx vnotevoouev, éEeméoouev 100 Ilapadeioov- vpotevowuev toivuy,
va mpog avtov emavélOwuev”, ("Snce we had not fasted, we lost paradise; we must to fast
again, in order to enter paradise again"). St. Augustine as well writes, "There are three nearly
general opinions concerning this matter. One is the opinion of those who want paradise to be
understood only corporeally. Another is the opinion of those who understand paradise only
spiritually. The third is the opinion of those who accept paradise in both senses, sometimes
corporeally, but at other times spiritually”, De Genesi ad litteram 8. 1 in Laga, C., Steel, C,,
1990, p. 189 (section 64, 42- 45), "mapddeioog ovtoc, 6 Y€l Oeov Pputevbeis... xal Tiva
10 §¥Aa td €v avtd, elte Oewgovueva gite voovueva".
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the fact that the paradisal situation has a specific goal; the glorification of the
entire world, apprehensible and mental. In other words, the paradise denotes the
tangible and the conceivable reality, which cannot act abstracted from the
Kingdom of God".

Despite the various patristic expositions, all the writers agree on the fact
that paradise, either a figurative or a genuine situation, has been given from
God, not only as a typological element, but also as the truth?, since it is the
typology of the Ecclesia®. Paradise was meant to be a holy place, the place for
moral people- and that is the reason for being decorated with natural beauty,
since that refers to judtification and holiness-, as well as the Church is the
system of the saints’. Nevertheless, it is clarified that paradise itself is unable to
be a charismatic and a compelling state without abiding by Gods™ rules’. The
original sin, and consequently every kind of sin, is not stated as an offence

For the symbolic interpretation of the utopia of paradise on the Hebrew literature see
Stordalen, 2000, pp. 466- 1.

!, Matsoukas, 1992, p. 540.

2, See the text of st. Ephraem Syrus in Phrantzoles, 1998, p. 238 (11), "Ov yao 6
maddelwog 060N eic Tvmov, dAA eig dAnOeioav".

3. Hippolytus, Commentarium in Danielem 1 in Marcel, 2000, pp. 40- 1 (XVIII, 19-
21, 309, Ot 0¢ ¢ mapddewos &v Edéu vmo 100 Ocot putevbeic eig Timov xai eixdva
gyéveto TS Exxinoiog, capéotatd EoTwv Emyvdoor Tovs ¢ilouabeig”, st. John
Chrysostom, De caeco nato, 1, [Sp], PG 59, 544, "K#jmog yao &g dAnbas xexdeiouévogs xal
mapddewog 1 ExxAnoia to0 Ocol 100 {dviog mapddeisov 0¢ Aéyw oV xard tov
doyaiov éxeivov, dlla molv éxeivov dvdteoov. Exel uév yao éfacilevoev dgig,
&vravba 0¢ faoidevel 0 Xoiotog".

4, Hippolytus, Commentarium in Danielem 1 in Marcel, 2000, pp. 42- 3 (XVIII, 7- 13,
30", "mapddeiooc xara dvatodac Eputeveto, EVA0IC hoaiolc xai xapmoic TavTodamoic
xEXOTUNUEVOS, BOTE E0TL VORjoaL TO oVoTiUA TOV dixaiwv Tomov eival dyov, &v ¢ 1j
Exndnola  Eputevero... Ti ovv Eotw ExxAnoia; Zvotnua dyiov év  dinbOeiq
molirevouévan".

®. In that case there is not a difference between paradise and manure, as st. John
Chrysostom, De caeco nato, 2, [Sp], PG 59, 544 mentions, "Oite yao mapddeiods ot
Oavuaotég, éav un &m Oeov Evroinyv tnoovuévyv... Ti Péltov, Tl noeltTov;
mapdoewog, § xompio; AM Suwg tov Addu od v maodfacy mapddewsos ovx
apéinaev- Tov Tof ¢ dia v vmouovnv xomoia ovx éflaypev- 6 Addu év mapadeiow
xataoyvvetar Owd v magaxonv, Iof 0& éxl i momolag otegpovoitar Ow. TV
vouovHv".
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towards God, but principaly as the negative reaction of man to the
reconciliation with his Creator. In fact, it was a direct refusal to God's offering,
his universe to be administrated by man. Y et, the protoplasts under a sense of
arrogance rejected the amicable natural environment of paradise. That
distortedness i s the authentic sources of the environmental attitude of nowadays
and that is the reason, which the Christian thought demonstrates its concern
towards the problems'.

In the middle of paradise there was the tree of life, which is actually the
relationship of man with the life- giver God and the tree of knowledge of good
and evil, the temptation of an immediate way of equality with God. Therefore,
man is placed between obedience, meaning life, and disobedience, as
knowledge of good and evil, which is death’.

Additionally, the two trees of paradise are aso figurative norms of two
elements of the forthcoming Church, law and speech. That concept derives
from the fact that through the law the awareness of the sin is occurred and
through the verbal expression an absolution is given®. Thence, as Adam tasted
the forbidden fruit and he was expelled from paradise, similarly whoever does
not guard the words of the Holy Spirit, he turns out to be detached from the
body of the Church®.

"So the Lord caused a deep deep to fall upon the man and he dept; then
he took one of his rips and closed up its place with flesh. And the rib that the

!, Bartholomew, 2008, pp. 98- 100.

2, Matsoukas, 1997, p. 203. Comments on st. Ambrose's theory about the allegorical
interpretation of the two trees (the tree of life is the divine wisdom, the tree of knowledge
stands for the corporeal pleasures) see Burns, 2001, pp. 86- 8. Analysis on the meanings of the
trees, see White, 1991, pp. 118- 20. Cf. Niero, 2001, p. 267, that the cross of Christ was made
from the tree of knowledge.

3, See Hippolytus, Commentarium in Danielem 1 in Marcel, 2000, pp. 44- 5 (XVIII,
10- 14, 31"), "t magadeion EViov Edeixvvto yvdoews xai EVAov Lwiis, dg viv v
Exxnlnoiq vouog xal Aoyos g 0vo EVia meputevuéva deixvvviar «owa ydo vouov
EMlyvwois» yivetar «tijs auootios», ot 0& 100 Adyov Cwn xal doeois didotal TV
TaQOTTWOUATWV" .

4, See Hippolytus, Commentarium in Danielem 1 in Marcel, 2000, pp. 44- 5 (XVIII,
14- 20, 31'9), "Kai yadp 6 Adau mapaxovoas Oeod xai yevaduevog éx tov EVlov tijg
Yvaoews ExpAntoc €yéveto 100 mapoadeioov, €x yijc AngOeic xal eig yiv mdAw
dvalvbeic. Ouoiwg [dlw ¢ melmotev[xwg] xai tag évroddg uy [pvid]Eag yvuvoivtar
T00 dylov mveduatog, ExPANTos yevouevos THS ExxAnoiag, unxéte Aapdv, dAra
yevoue[vog ynj gig tov] madawov avtov dvOowmov av]edb]eiv opelA]ed”.
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Lord God had taken from the man he made into a woman and brought her to
the man"', implying the union of man and woman in an inseparable, equal way”’.
Furthermore, she was created from Adam, in order to be demonstrated that both
of them have identical nature and that they can be one’.

Despite the blessing of the physical bond of man and woman and its
legidation as a mystery of the Church already from the creation, "Then the man
said. "This at last is bone of my bones and flesh of my flesh; this one shall be
called Woman, for out of Man this one was taken. Therefore a man leaves his
father and his mother and clings to his wife, and they become one flesh™,
marriage in the paradisal situation was not ontologically necessary. Matsoukas
elucidates that the Church Fathers by that aspect pointed out the fact that within
paradise there was an evolutional route towards likeness, without the
occurrence of death. Apparently, the increase of humanity was possible inside

! Gen 2, 21- 22.

2, St. Augustine claims that apart from that obvious interpretation of God's act, there is
also something hidden, "a figurative expression”, "mysteries and sacraments, whether they are
to be interpreted and understood in this manner as our weak intelligence is trying to interpret
or in some other better way which is till in accord with sound faith" (DGnM 2. 12. 17).
Scholars support that Augustine is one of the few Christian writers, who described with such
dark colours the fall, see Bonner, 1993, pp. 84- 5.

Analysis on Eve and their role according to Ap. Paul see Krauter, 2008, pp. 1- 17.
Comments on the dealing of the creation of the feminine Epinoia, the helper that the demiourge
gave to Adam, according to the Gostic thought see Littikhuizen, 2000, pp. 151- 5. Also cf.
Flasch, 2004, pp.17ff.

Cf. in the Orthodox liturgical act SMALL EUCHOLOGION, Service of marriage, Wish
(the English transl. see (www.goarch.org/en/chapel/liturgical_textswedding), " Avtog xai viv,
Aéomota, 0 doy)j midoas tov dvOowmov Oéuevos avtov ws Pactiéa Tijs xTioews xal

elmaw: «OV xadov elvar Tov dvOowmov udvov €mi tijg yiig- moujowuv avtd fonlov xat
avTovy xai Aapav uiav Tdv mleveodv avtod, émiacac yvvaixa, v dov Addu elme-
«Tovt0o viv 60TOVV €% TAV 60TAV Uov xai odo& €x T1jg oapxds uov»", ("Do You Yourself
now, o Master, Who in the beginning created man, and appointed him as the king of creation,
and said, "It is not good for man to be alone upon the earth; let us make a helpmate for him"
then, taking one of his ribs, made woman, whom when Adam saw, he said "This is now bone of
my bones, and flesh of my flesh, for she was taken out of her man"), "O @cog ¢ dywg, o
TAdoOG €x Y0OG TOV dvOpwmov, xal €x THS TAEVEAS aVTOU dvoodouoas yvvoixa",
("Holy God, Who fashioned man from the dust, and from his rib fashioned woman").

3, St. Ambrose, DP 10. 48, "There was one source for the propagation of the human
race... God willed it that human nature be established asone".

4. Gen 2. 22- 23.
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the ontological openness to the eschatological character of the paradisal life.
Hence, marriage, as a carna situation, became the first antidote to the fall and
death?. Yet, the Augustinian aspect of the existence of marital affinity in
paradise without however any pleasure has influenced the following scholastic
western writes, such as Thomas Aquinas’.

It is not aligned to the theological thought any connection may the
researchers brought up among the origina sin and sexuality®. Yet, it is
supported that st. Augustine referred to libido, as a constitutive element of the
marital union in paradise and consequently, he regarded sexua concupiscence
as a pendty for the origina sin, which apparently is transmitted to next
generations through copulation. Allegedly, that reflects a conformity to
Manichaeism, whose characteristic belief is that matter is the malevolent
notion’.

The patristic aspect of the legidation of marriage after the fal is
reinforced by an extant piece of art from the early Christian period.
Specifically, it cannot be accidental that the illustration of a wedding jewel (4"
c.) isthe origina sin. It is noteworthy that Eve wears a number of jewellery on

! Matsoukas, 1992, pp. 495- 6 and p. 541.

2, St. Athanasius, Expositiones in Psalmos, PG 27, 240, 44, "ij 0¢ mapdfaoic Tijc
&vtoljs tov yduov eionyayev owd 10 dvourjoar tov Addu", ("the violation of the
commandment brought forward marriage, for Adam to be in order again"), st. John
Chrysostom, De Virginitate, PG 48, 544, ""'Onov ydo Odvatog, éxei yduog", ("Wherever
there is death, there is always marriage"), idem, In Genesim, PG 53, 153, 7, "I1po yap tijs
TaQAXONS Ayyerinov Eupuotvio Biov, xai ovdauod ovvovaias A6yog... dAL Emewdn
émelonAOe Owa ogbvuia 1 magaxo... Emeloflbe 0¢ Aowrov o TIjg ouvvovolag vouos",
("Before the disobedience they mimitate the angelic life, and there were no reason for sexual
intercourse... but since the violation came from leisureliness... came the law of the sexual
intercourse"), St. John of Damascus, Expositio Fidei 4, 24, PG 94, 1208A, "dote dwd 0 un
Extolpval xal avalwlnval To yEévog Um0 100 Oavdtov 0 yduog Emvevontat, g dv Oid
¢ adomoias T0 yévog tav dvBodmwy diaowtntad”, ("In order not the human nation to
be distorted from death, marriage was invented, through the child-bearing the human nation to
be saved"). On the Jewish and Christian reflections of the notion of the garden of Eden and
their exegesis see Anderson G., 1989, pp. 121- 48.

3, St. Ambrose, DP 2, PL 14, 295C, st. Augustine, DGnM 2. 13. 18- 19, De civitate
Dei, PL 41, 434. Cf. Rebillard, 2000, p. 66, Matsoukas, 1997, p. 542, note 196. Comments on
the doctrine of Creation of Thomas Aquitas see Surin, 1981, pp. 401- 22. Cf. Bonhoeffer, 1958,
passim and comments on the natura theology Ballor, 2006, pp. 1- 22.

4, Matsoukas, 1997, p. 209. Cf. Stratton, 1995, pp. 102- 8.

®, Cf. the particular ratiocination Van Oort, 1989, pp. 382- 86.
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her hair, neck and hands, which define her as the bride'. On the one hand, the
clarification that could be given is based on the previous patristic exegesis on
marriage; even to the early Christians the mystery of marriage was totally
associated with the original sin, a belief that enter the art. On the other hand, a
direct influence from a Jewish legend can be added, which describes the service
of the wedding of the first couple. The introduction of Eve to Adam was made
after God has dressed Eve as a bride and he prepared valuable presents, while
angels were singing around them?.

The text "And the man and his wife were both naked, and were not
ashamed"?, indicates chastity and cleanness of the human soul”, virtues which
derive from Christ® and can be lost through sin.

The Genesis text "And the Lord God commanded the man, You may
freely eat of every tree of the garden; but of the tree of the knowledge of good
and evil you shall not eat, for in the day that you eat of it you shall die"’, is
related with the energies and the grace of God in human kind, which include the
right of freedom. By the freedom of choice, man had the right to choose the
constant communication with God and a continuous fight and obedience for
being God by grace or the immediate purchase of the immortality’. Using that
freedom, the protoplasts decided to follow the serpent's (devil) advice, meaning
the abandonment of the paradise (happy life)®.

! Esche, 1957, p. 19, fig. VII.
2, Ginzberg, 1995, p. 36.
3. Gen 2, 25.
4, St. Ambrose, DP 13. 63, St. Augusting, DGnM 2. 13. 19.
®.2Cor 11, 2- 3.
6, Gen 2, 16- 17. The particular words of the Creator are the image of the forthcoming
Fast. Cf. St. John Chrysostom, In Genesim, PG 53, 23, 41, "To ¢ Aéyew, t6d¢ pdye, xai
T60e W) Pdyns, viotelog v eixan".

7. Dragas 2005, pp. 86- 8, Matsoukas, 1997, pp. 203- 4.

8, "The serpent in paradise was certainly not brought into being without the will of
God. In the figure of the serpent we see the devil. That the devil existed even in paradise we are
informed by the Prophet Ezechiel (Ezech 28, 13)", writes st. Ambrose, DP 2, 9- 10.
Additionaly in DP 12, 54 Ambrose give apart from the historical explanation about the serpent
(the devil), an allegorical one; the serpent stands for the bodily pleasure. St. Augustine even
though he concludes that the serpent was the devil (DGnM 2. 14. 20), he aso supports that
Paradise is an incorporeal reality, where Satan does not belong, since he had fallen already from
that reality. That implies that he approached Eve spiritually.

The consequences of the fall, mainly death, was the inspiration not only for pictorial
artistic accounts, but aso for written rendering, such as a part of the poem of Aurdius
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It is noteworthy st. Augustine's paradox as far as the free will of
humanity is concerned and his predestination to death. Adam had been created
with freedom; that freedom differentiates from the one that the fallen man has.
The latter always tends to evil, while the true freedom is the submission to
God's will. So Adam's free will was pre- decided to lean to temptation, because
for following God's commandment there was no need of using his freedom. To
put it in other words, if we accept st. Augustine's opinion, Adam was not really
free and the only one, who can freely act the good, is God himself. However,
that leads us to a dogmatic misunderstanding, since God is by his own nature
good and holy. He notices that man is accurately free, when he performs in
agreement with his original character, meaning without any division from God'.

Furthermore, by the origina sin man's natura will (6éAnua pvowxov)
was adulterated and he obtained a gnomic will (0éAnua yvouxov). In other
words, the gnomic will allows the entrance of the sin. On the paradisal
environment no delusion had the opportunity to invade. Apparently, the will is
a feature of the nature, whilst the opinion is an element of the free person, the
person who can judge what is wrong and right. The opinion of man is the
consequence of the fal and it has two margina routes. the one to the
soteriological path and the other towards the nihilism, meaning destruction. The
gnomic will is the tragedy and the characteristic of the human existence, who is
obliged to be tried, to overcome all the gnomic alterity, to realise the lost and
finally to find its way to its original nature?. The fall of man and his expulsion
from paradise was the result of the denial of the original beauty, which is actual
the disability to communicate with the Triune Gocf.

A thought- provoking point on the history of the origina sin is the
overemphasised role of Eve as the actual temptress towards Adam, though the
genuine text of the Septuagint quotes that after having Eve eaten, "she also

Prodentius Clemens (Spain, 348- ca. 413) about the Origin Sin "Hamartigenia". He mostly
deals with the story of Abel and Cain, but as a satanic outcome of the original sin. An analysis
see Malamud, 2002, pp. 329- 60.

!, From that theory st. Augustine excludes Virgin Mary, whom he considers to be a
special case, see Rist, 1993, pp. 183- 5 and 190.

2, The controversy during the Monothelitism brought up the discussion about the
natural and the gnomic will on man. Cf. Matsoukas, 1992, pp. 334- 49. Boojamra, 1976, pp. 24-
5. Cf. the understanding of fate and free will in Eusebius of Caesarea in Chesnut, 1993, pp. 13-
30.

3, Stamoulis, 2004, pp. 160- 2.
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gave some to her husband, who was with her and he ate"'. Apparently, the text
does not mention anything about her power over Adam and her feminine way
of seducing him. Thus, the paraphrase of the interpretation of the event, as Eve
devioudy deceived him does not seem so tied to the origina text. There are
researchers, who support the suggestion that Adam was present at the dialogue
between Eve and the serpent and obviousy was aware of the possible
consequences’.

Fall means disobedience and forgetfulness of God’. It is a result of
human pride' and willingness of obtaining more power that God, they desire to

!, Gen 3, 6. On the New Testament it is also mentioned that "Adam was not deceived,
but the woman was deceived and became a transgressor" (1 Tim 2, 14).

2, Cf. Higgins, 1976, pp. 639- 47. The particular theme was not unknown to the Church
Fathers and philosophers.

3, St. John Chrysostom, In Genesim, Homily 1Z', PG 53, 143, "I16c0ov Tij¢ duaotiac
T0UTHG %Al TS TaQAx01s 10 uéyehog, xal un Tov yovov meoiovtos Aoy magadds 1o
yeyevnuévov". Cf. Louth, 1996, pp. 63- 74, where a short analysis on the notion of man as
microcosm and the cosmic dimension of the fal in apposition to the Gnostic and Origenistic
cosmology.

Cf. the Orthodox liturgical texts TRIODION, Friday of the Quinquagesima week,
Matins, 6™ Ode, 4" troparion, "ITixpdg Tovyricas 6 Mowtémiaotog, év [Magadeiow wdiat,
Powow mapdioyov, dmepoipOn xai xatdxoitog, T ToVPNS EEefATON, dAA™ éri E¥lov,
1floiwg mooomaryeis", ("The gather- grapes of the protoplast in paradise was illogical, and he
was rejected and judged, and he was expelled, but through the wood, the sun will rise again"),
Sunday of Quinquagesima, Vesper, 4™ stihiron prosomion, "Addu éEwotodxiotal TaQaxol]
Hapadeioov, xal ToVPHG ExPEPANTAL, YVVAIXOG TOIG OHUACLY ATATOUEVOS, %Al YVUVOS
xdOnTow, T00 yweiov oiuol gvavtiov odvoduevog. Ao omovddowuev, mdvieg, TOV
xoupov vmodéEacbai, vnoteias vmaxovovtes, evayyeiixndv magaddoswv"”, ("Adam was
banished from paradise through disobedience and cast out from delight, beguiled by the words
of a woman. Naked he sat opposite the place, lamenting ‘Woe is me!’ Therefore let us all make
haste to accept the season of the Fast and obey the traditions of the Gospel"), Sunday of
Quinquagesima, Matins, 7" Ode, 1% troparion, ""O¢ic 6 O00Aoc motTé THV TYWOV OV
pOovijoac éiOvonoe délov tiic Evac év toic aoiv- €& 1jc éyw mhavnOeic EEwoioBny oD
%000V ¢ Cwrjs", ("The snake the deceitful was envy of my honour and he whispered to Eve's
ears, from her | was deceived and | lost the dance of the life"), Sunday of Quinguagesima,
Matins, 1% Stihiro idiomelon of Triodion, "O Addu v Oorjve xéxpaev, dti Spis xai yvvij,
Oceixijc moponoios ue EEwoav xai Iagadeioov tijg 1oV P EVAov fodais fjAlotoiwaev"”,
("Adam mourned with loud voice, that the snake and the woman expelled him from the holy
frankness and destroyed the comfort of paradise by eating the wood"), Sunday of
Quinquagesima, Matins, 3 Stihiron idiomelon of Triodion, "Addu tov MHagadeicov
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"Open their eyes and will be like God">. The Fathers point out that the tree of
knowledge is a testing for the human will, meaning a fast and self- restrained
way of acting’. Even though the human beings met God, they just interrupted
their relationships with him; that was not only an ethical relation, but mostly a
relation of life and by the transgression a line of constant future sins'. That
destroyed the image of man and also means a stop to the route towards God's
likeness’, an ontological conflict, which prevented man to take the way of
perfection. Apparently, the problem of the fall is not the lost of any kind of the

dxeTat, TQVPNS uetalapav ws mapnxoos”, ("Adamis expelled from paradise, giving away
his comfort due to his disobedience"), Thursday of the second week of the Lent, Vesper, 1%
apostihon idiomelon, " M1 viotevooavteg xat évtodnv 100 Ktioavtog dmo 100 ¢putol T1jg
yvaoews oi ITowtomdaotor tov €x tijg mapaxons Odvatov exapmdoavto”, ("By not
fasting from the tree of knowledge, according to the Creator's commandment, they gained death
through their disobedience"), Holy Wednesday, Troparion of Kassiani, " Qv év T T AdElow
Eva 1o detdwwov, xootov toig wolv rjynbeioa 1 ¢pofd exovfn”, ("In the evening, Eve in
paradise, heard a noise and she was hidden by fear").

!, St. Augustine mentioned that pride is the reason of the original sin, such as see,
DGnM 2. 15. 22. Bonner, 1993, p. 79.

2, Gen 3,5.

3. St. Basil, De Jgjunio, Homily 1, PG 31, 168AB wrote "To 0¢ ov ¢dyeobe
vnotelag 0Tl xal éyroatelag vouobeaia... Awd vyoteiag dmoddynoal 1@ Oed. AAAa xal
7 &v magadeiow Owwywyn vnoteiag €0Tiv eindv, oV uovov xabotL tois dyyélols
ouodiaitos v o dvlpwmog, Ota TG oAy apxias THY TEOS AVTOVS OUOLWwoY xaTwobov",
("The non- eating rule is a law of fasting and being restrained... Through fasting you apologize
to God. The fast in paradise is a type, not only because by that man can eat as the angels and
be frugal, but because he can act as the angels do"), st. Gregory of Nyssa, De Beatitudinibus,
Orationes VIII, PG 44, 1229D, "Eneidn rjuels vao Aawwagyias éxovoiwg to0 vavtiov
EvepopnOnuev- Aéyw dé 11 t0U Oeiov Adyov magaxors amoyevoduevor”, ("Because of
the voluntary edacity we gain the opposite- | talk about the volation of the holy Logos").

For the tree of knowledge as being interpreted from the law of Yahweh see Clines,
1974, pp. 8- 14.

4, Rom 1, 20- 21. Cf. Dragas 2005, pp. 81- 8, Matsoukas, 1997, pp. 202- 5.

°. TRIODION, Monday of the first week of the Lent (about the Lent see in A
Dictionary of Liturgy and Worship, 1972, pp. 212- 4, Vogd, 1986, pp. 309- 10), Evening
Service, 2" Ode, 6™ troparion, "Eomidwoa Tov Tj¢ 000#*6C Hov yITdVa %0l XATEQQUIWTA
70 xat eixdva, Zwtne, xal xal duoiwow", ("1 spoilt the tunic of my flesh and | destroyed
my creation according to the image and likeness of God"), Tuesday of the first week of the
Lent, Evening Service, 2nd Ode, 8th troparion, "Katéyowoa t1jg moiv €ixovog 10 xdilog",
("1 spoilt the previous beauty of the image").
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rationality, but the lost of God's grace'. Matsoukas notices that due to the
origina sin man realised his created nature (xtioua). His knowledge as the
original sin has a dynamic, which is repeated constantly with the post- original
sns (uetamatoouxd duapTiuata)’.

That is why, according to the eastern theology, the original sin was not
inherited into the next generations. Only the consequences, death and
corruption, were inherited?. It is noteworthy that st. John Chrysostom instead of
the term original sin uses expressions, such as the sin of the one, the
disobedience of the one, the transgression of the one or of Adam, in order to
proclaim the inheritance of the mortality and not the actual sin®. The eastern
interpretation of the original sin states that the fall was only an interruption of
the way to the likeness, which started continuing again after Christ's
incarnation. The fal is of secondary significance for the human beings, whilst
the most essential point is the grounds for the disobedience; the sin and
transgression, meaning the wrong state of mind®.

The fal is not the main point of the history of the mystery of the holy
Oikonomia, and apparently is not the centre of the history of the incarnation. To
put it in another way, the incarnation of Logos did not happen due to the fall; its
starting point was the distinguish between the non- existing and the created

!, Stamoulis, 2004, pp. 163- 8.

2, The post- original sins are the lost of God's glorification, the denudation of the social
and interpersonal relationships, the egocentric human situation, the lost of God's likeness. See
Matsoukas, 2002, p. 26.

3, St. John Chrysostom, Epistolae ad Romanos, 10, 1, PG 60, 475. Cf. the analysis of
his theology Papageorgiou, 1995, pp. 361- 9. st. Cyril of Alexandria, Epistolae ad Romanos,
PG 74, 789AB, where it is defined that Adam's sin is absolutely personal and only its
consequences exist in the next generations, (" OUtwg duagtwlol xateotdOnxav oi ToALoi,
ovy i T® Adau cvumagafepnxotes, 0V yag foav admote, AL i TS Exeivov Gpcews
ovteg TG VmoO vouov mecovons tov T duaotiag. Qomep Ttolvvv 1jgddotnoey 1j
dvBpdmov pvowg év Adau Owd s magaxons v Pplogav eloédv T, oltws avTnv 1A
mafn"). Cf. Romanidou, 1992, pp. 158- 61, Filiotis- Vlachavas, 2003, pp. 262- 6, 304- 26. A
review (in rather short terms) of the origin of the sin and its inheretence to next generations see
Geddes, 1946, pp. 248- 53.

. See the terms 1 duaotia TOU £VvEc, 1] maAxON TOV EVOS, TO TOV EvOg
aapdrtoua, 1 magodfacts Adau on Homily 10, On Romans, PG 60, 474- 476. Cf.
Papageorgiou, 1995, pp. 363- 4.

5. St. Maximus the Confessor, Quaestiones ad Thalassium 64, PG 90, 628. Cf.
Boojamra, 1976, pp. 22- 3. Cf. Matsoukas, 1992, pp. 202- 16.
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world and the mercy of God to the humanity of man, in order the latter to
become God by grace, asit was planned in the creation'. On the contrary on the
West, aready from st. Augustine, the incarnation is considered to be the result
of the fall; so if man had made no sin at al in paradise, then Christ would not
have been incarnated?®. The result of that belief is the inheritance of the original
sin, since it was actually against the holy justice. St. Augustine supports that all
men are alike with Adam, which indicates that through Adam's sin everybody is
a sinner’. He inaccurately believes that his interpretation is aike st.
Chrysostom’s one, especialy as far as the baptism is concerned”. Thus, the fall
is seen as the starting fact of the holy Oikonomia and not as just an episode,
while the redemption can only come through Christ, with the deification of the
image and finally the glorification’.

At that point we have to refer to the difference between the western and
eastern theology on the interpretation of the Satan's role on the origina sin.
Western Fathers thought that only the protoplasts are to be blamed, while the

! St. Athanasius, Oratio de Incarnatione Verdi, 44, PG 25, 173B- 176C. Cf.
Matsoukas, 2001, pp. 93- 4, Boojamra, 1976, p. 25.

2, Cf. the RCatholic liturgical texts for instance in MISSALE ROMANUM, p. 22,
"Concede, quaesumus, omnipotens Deus. ut nos Unigeniti tui nova per carmen Nativitas
liberet; quos sub peccati iugo vetusta tenet. Per eundem Dominum”, p. 85, "Subveniat nobis,
Domine, misericodia tua: ut ab imminentibus peccatorum nostrorum periculis, te mereamur
protegente eripi, te liberante salvari", p. 177, "O certe necessarium Adae peccatum, quod
Christi morte deletum est".

3, St. Augustine, Contra Julianum, 1V- VI, PL 6, 644B- 655C. Cf. Rist, 1993, pp. 190-
1, Bradshaw, 1996, pp. 33- 6.

4, Cf. the comparison and the analysis of the relevant texts Papageorgiou, 1995, pp.
369- 78. In the Orthodox liturgical act in MENAION of January, 4" of January, Matins, 9" Ode,
2" troparion, "Ayutovoyoc yevvybeic, éx ot Ilatodc, moo aidvwv, Etéyln ér éoydraw,
aroéntws oapxwleic, Koons €& ayvig Ocomaidog, oumAots Oeog xal dvOowmos Oélwv,
T0v Addu dvamddoot dwd Bartiouatog", ("The Creator was born from his Father, he, who
exists before the ages, was born to the end from the pure daughter, with two natures, God and
man at the same time, in order to reform Adam through Baptism™).

Cf. the RCatholic liturgical texts indicatively in MISSALE ROMANUM, p. 160, "... ut,
renati fonte baptismatis, adoptionis tuaefiliis aggregentur".

®. Generally about that doctrine based on Augustine terminology, see Bonner, Finney,
1993, pp. 89- 90. Cf. the anthropology of Tertullian and the corrupted human nature Steenberg,
2008, pp. 107- 32.
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serpent was a way to check human strength and obedience'. On the contrary,
the orthodox tradition reflects on man in paradise as the victim of Satan®. That
implies that God's philanthropy is inexhaustible and there has only one way and
one desire; the redlization of good (ayafov) and not the eterna punishment.
The orthodox suggestion is another part of the position of the non- inherited
origina sin as a personal mistake, but only as a consequence. Man exercises his
right for free will and he accepts or not God's intervention’.

In the light of the specific orthodox faith, the evil on the world is not a
punishment after a defiance of the law. Evil is sickness and undermining of the
creation’. The Genesis imagery of the first results of the sin, after Eve and
Adam have eaten the forbidden fruit (Gen 3, 1- 6), is that the protoplasts
immediately realized their nakedness (" The eyes of both were opened, and they

!, St. Ambrose argues that the forbidden fruit, was made by God and it cannot be more
powerful than him, in order to send the protoplasts to death. The only answer to this problem is
that "Disobedience was the cause of death, and for that very reason, not God, but man himself,
was the agent of his own death”, DP 7. 35. Scholars notice that st. Ambrose started his
description of the world from the naming of the animals, Eve's creation and the blessing of
humanity. He gives a symbolic intrepretation, based on Philo’s thoughts, to Adam as the mind,
to Eve as the sense, to the animals as the violent passions and the birds as the vain thoughts.
Consequently, he concluded that God induced the humans to sin, because he gave them the
passion, which makes them unable to judge. Cf. Burns, 2001, pp. 80- 2 (DP, XI, 51- 2, XI, 53).
That theory probably derives from the free will of man, while st. Augustine in his theory
excludes devil at all and he thinks of man as being free only in order to act badly. St. Augustine,
Die civitate Dei 14. 13- 15, PL 41, 420- 24. Cf. Saint Augustine, The City of God, 1966,
passim.

2, st. John Chrysostom, In Genesim, PG 53, 80, 4, "Todto ydo 0 dmatev odfolog
avtoic €leye dwa tov ddews”, idem, In epistulam i ad Corinthios, PG 61, 207, 39, "%
mapaxon xal 1 meog daiuovags ¢ilia mowei ue axdlaptov". Cf. Romanidou, 1992, pp. 153-
4.

3. Matsoukas, 1992, pp. 207- 14.

4, St. Maximus the Confessor, Thalassium Prologue, PG 90, 257D, mentions that the
evil has no ontological existence, but it is the distortion of the natural route of things toward
God. Cf. Boojamra, 1976, p. 24. St. Dionysios Areopagita, De divinis nominibus, 4, 2- 31 PG 3,
732BC, "IldvTwv xal Tdv xaxdv doxn xal Télog €otal 10 dyaldov... Ao olUte vméoTaoy
&eL 1o xaxov, dida magvmoortaow”, (" The beginning and the end of everything, even of the
evil is the goodness; Evil has no hypostasis, but only a non- existence"), meaning that evil isa
corruption of the good and honest. See the thesis on Satan, Matsoukas, 1999, pp. 105- 11.
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knew that they were naked", Gen 3, 7)', which was something to be ashamed of .
They covered themselves with fig leaves’. St. Ambrose writes on that subject
that Adam uses first the fruit and then the leaves. That derives from the
Scriptures and the passages about the trees, "The fruit of the Spirit is love, joy,
peace, patience, kindness, generosity, faithfulness, gentleness and self- control”
(Gal 5, 22)°, meaning that the fruit is synonym for purity, while man, who eats
the fruit has no more faith to God; heisasinner'.

!, On Gen 3, 6 is mentioned that "The woman saw that the tree was good for food",
while later the opening of their eyes is mentioned after the eating of the fruit. St. Augustine
supposed that the latter reference means the opening of the cunning and not the corporal eyes
(DGnM 2. 15. 23).

2, St. John Chrysostom (In Genesim 5, PG 53, 131A- 133D) describes the original oin
of the protoplasts as having lost the holy glory and having experienced of the human nakedness
("Meta v tovTtov Bodow xal THs dvwlev eyvuvadlnoav 06&ng, xal T aiocOntijc
youvadoews meioav Elafov"). To that nakedness refers as a shame ("Aioyvvy d¢dre
meotédafev”). St. Gregory the Theologian mentions the cover of any blame and shame with the
fig- leaves (Carmina Moralia, PG 37, 589A, "®vAla ovxijs u', ws modobev Addu EVdv te,
xaivmrol", ("The fig leaves covered everything, as Adam and Eve"). St. Augustine aso
interprets as " A certain itching, if thisis correctly saidin the case of incorporeal things, which
the mind suffers in wondrous ways from the desire and pleasure of lying" (DGnM 2. 15. 23). Cf.
Messana, 1982, pp. 325- 32. See about the Greek Fathers theology on nudity Harl, 1966, pp.
486- 95.

Cf. in the orthodox liturgical texts TRIODION, Service of the Great Canon, 1% Ode, 3™
troparion, "Tov mowtdmlaotov Addu 11 mapafdoer magalnldoas Eyveov uavtov
youvwbévra Oeov", 4™ troparion: "ti duoiddns tif medty Eva; Eides ydo xaxds xal
Etoafns mxows", ("Having rivaled the first-created Adam by my transgression, | realize that |
am stripped naked of God", "Why are you like the first Eve? For you have wickedly looked and
been bitterly wounded"), Sunday of Quinquagesima, Vesper, 2™ stihiron prosomion, "XzoAnv
Oeotipavtov, dmeEedvOnv 6 tdAag, cod 1O Ogiov modorayua mapaxovoas Kiote,
ovufoviia €y0oov- xal ovaijsc PUALa O€ xal TOVS OEQUATIVOVS VOV YLTAOVAS
meoBéfinuad”, ("Wretch that | am, | have cast off the robe woven by God, disobeying your
divine command, Lord, at the counsel of the enemy, and | am clothed now in fig leaves and in
garments of skin™).

3. Moreover, "Anyone who tends a fig tree will eat its fruits' (Prov 27, 18), meaning
that only the master can eat the fruits of that tree, "Make peace with me and come out to me;
then everyone of you will eat from your own vine and your own fig tree" (Isa 36, 16), "They
shall all sit under their own vines and under their own fig trees, and no one shall make them
afraid (Mic 4, 4), implying that under the leaves everybody can fell safe and that is why Adam
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Due to the philanthropy of Logos®, he replaced the leaves with garments
of skins (Gen 3, 21). Early Christian writers, such as Origen and Didymus the
Blind, collate the garments with the actual human bodies®. Precisely, that aspect
ploughs into the reality of man's creation, since by al means echoes an
imaginative condition of the creation®. That dimension completes the view that
the protoplasts obtained their bodily image after the fall®>. The synonymy among
the bodies and the skin garments has undergone differentiations on the Church
Fathers. The interpretation of those leather tunics was symbolic, since they

and Eve used them to cover themselves, "On that day, says the Lord of hosts, you shall invite
each other to come under your vine and fig tree" (Zech 3, 10).
! St. Ambrose, PD 13. 64.

2, St. John Chrysostom, Im Genesim, 3, PG 53, 152, "... dsondtov plavbowmios
DAGOE0IC NV, 2Ol E2A0TOC TLUWOLAC £I00C Ay afSTyTOC Yé el TOAAC".

3, Origen, Sdlecta in Genesim, PG 12, 101A, "ITdAw te, pvyovta 10 oUtws dromov,
Aéyew Tov¢ depudTivovg yitdvag ovx dAAovg elvor 1f Ta oduata mbavov uév", ("Again it
is possible that the leather tunics cannot be others from the bodies'), Didymus the Blind, In
Genesim in Nautin, P., Doutreleau, L., 1976, p. 250 (codex p. 106, line 18), "t0 coua déoua
xodeital... capec yap xai doldnddétarov deiyua 100 10D¢ SeQuaTivovs yiITdvagc eval To
ooua", ("The body is called leather... apparently, it is obvious that the sample of the leather
tunicsis the body").

Due to his benefaction man, though he lost the paradise, he regained it and he was
dressed in the salvation garments, in order to relief himself from the sin and pain ("...
exterminasti ex paradiso, et iterum revocasti; exuisti nos foliis ficulneis, indecoro illo
regumento et circumdedisti pallio pretioso... Non s posthac a te vocetur Adam, erubescet,
negue conscientia coarguente, sub luco paradisi lateens prae pudore se obvelabit... induit enim
me pallio salutary, et tunica laetitiae circumdedit me...", EUCHOLOGICUM, pp. 286- 7).

4, Nor should it be forgotten that Eve was created as the bond of Adams’ bonds and as
a flesh of his flesh (see in the Panarion of st. Epiphanius in Holl, 1922, 1933, p. 505 (15),
"oUnw 0¢ yitdves deoudtivol, oUmw 10 TAEA 0OV WYEVOUA AALNYOQOVUEVOV VIO EV.
00TtV T0lVVY €% TAV B0TAV Uov xal 0do& éx TOV 0axdv uov, OrjAov 6tL Ta oduata
oav xal ovx v doduatoc 6 Adau xai 1 Eva"), as well as that the original sin was a
logical outcome of carna will and volition (st. Athanasius, Liber de definitionibus [Sp], PG 28,
540" Oéinua 0& oagxixov fj mapaxon Tov Beiov vouov").

®. Origen, Scholia in Lucam, PG 17, 369A, "O dvlowmos, ds év 1) Tevéoel
yéyoamrat, xat eixova Oeol yéyovev. "Yotegov 0 Owd v avtod mapaxonv dvélafe
xal eixova yoixnv".
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were the sarting point for the promise for the renewal of the world'.
Additionally, after the original sin the human's nature became passive and
prone to passion. So, the protoplasts accepted the tunics, as a means to cope
with their nakedness and plainness and simultaneoudly to accept, through God's
assistance, the lack of the original, spiritual beauty’.

The harmonic union of the intelligible and the sensory world within the
human ontology was planned to be the base for the illumination toward the
likeness. Yet, the original sin acted as a check on that route, which could be
continued by the incarnation of Logos and hereupon the process of metanoia of
the human beings’.

Additionally, the nakedness of the protoplasts became a subject for
comments. Though Adam is ashamed to meet God, due to his nudity, the
Creator cannot be visually disturbed by the body, which he actually created
according to his image and likeness. That points out the fact of the corporal
beauty of human beings'.

After the origina sin was committed, the Genesis text (3, 8- 22)
describes the meeting of the forefathers with God and their punishment. "They
heard the sound of the Lord God... and the man and his wife hid themselves
from the presence of the Lord God"°. God, even from the very beginning of the
history of the holy Oikonomia, verifies his constant alertness, since he is the
authentic source of virtue and charity®. Albeit God's ability to know where the
protoplasts were and what they have committed, he called them to account, due
to his generosity and the fact that he wanted to establish the confession and
repentance’. The pride and the lie of the protoplasts are obvious by their
accusation of one another and of the serpent. Apart from that, at that passage

!, Matsoukas, 1992, pp. 206- 7.

2, St. Gregory of Nyssa, Dialogus de anima et resurrecitione, PG 46, 148A- 149A.

3, That metanoia could achieved after the struggle between man and devil, in such a
way that the love for the divine to be first and foremost, surely being an element of the post-
baptismal life. A discussion referring to st. Gregory the theologian and his possible reference to
the anti- demonic incantations (PG 37, 1397- 1406) see Kalleres, 2007, pp. 157- 88.

4, See St. Augustine on Genesis, 1991, pp. 137- 8.

®. Gen 3,8.

6, See the text Didymus the Blind, In Genesim in Nautin, P., Doutreleau, L., 1976, p.
210 (codex page 90, ver. 1), "IInyn ayabotntog vadoywv 0 Oog xal ueta td opdiuata.
TAAWY HUAg xalel".

7, Contrarily, on the Gnostic tradition, God by asking Adam where he was, he simply
acknowledges his ignorance as well as his absence of foresight, since he did not predict the
move of the serpent. See the analysis Magne, 1993, p. 60.
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there are aready words of salvation and God's mercy is obvious ("Where are
you?" Gen 3, 9), since he called the protoplasts with pity'. St. Augustine on his
Commentaries on John associates Christ's question to Lazarus sisters where
have you laid him (John 9, 34) to God's calling for Adam where are you (Gen
3, 9) and mentions that God's willingness to see the sinners demonstrates his
mercifulness and caring for his people.

Hence God declaims the punishments first to the serpent. Its main
punishment is to crow his belly on the ground (Gen 3, 14)?, while the passage
"He will strike your head, and you will strike his heel" (Gen 3, 15) refers to
Christ, who will defeat evil®. Asiconographical element that can be seen on the
scenes of the Crucifixion and Anastasis, where a snake lays under his Cross or
his feet.

The punishment to Eve (Gen 3, 16), "In pain you shall bring forth
children”, can be understand as a state of mortality and not as a penalty*, while
the "Yet your desire shall be for your husband and he shall rule over you" is
connected, according to Augustine's explanation, with her disobey to God's
commandment that brings a "good habit", the obedience to her husband’.
Generdly other Fathers took Eve's punishment alegorically explain it as a
reference to the mystery of Christ and his Church’.

The punishment of Adam has to do with the physical work until his
death; "Cursed is the ground because of you; in toil you shall eat of it all the
days of your life; thorns and thistles it shall bring forth for you... By the sweat
of your face you shall eat bread until you return to the ground"’. St. Augustine

! See St. Ambrose, DP 14. 70.

2, St. Gregory of Nyssa, Opera in Alexander, 1962, p. 300 (6), "70 ydo fomvotinov
Onoiov 6 o¢is 0 €ml T oTOeL nal T 2OLLig GVEOUEVOS PoduUa TOLETTOL TV YTV 0VOEV
OV ovpaviwv orwrovuevog, diAL v T@ matovuéve oveouEvos mEOS TO TATOVV del
PAémer.."

3, Matsoukas (1997, pp. 207, note 58) supports that this statement was considered by
the ecclesiastical tradition to be the first Gospel (ITpwrocvayyéiiov), meaning the first
promice, which was given by God to his people.

4, DGNM 2. 19. 29. By the fact that Eve will give birth to their children "The man
named his wife Eve" (Gen 3, 20); Eve in Hebrew resembles to the word living (DGnM 2. 21.
31).

°>.DGnM 2. 19. 29.

6, St. Ambrose, DP 14. 72. Cf. Burns, 2001, p. 85.

7. Gen 3, 17- 19. Cf. for example st. John Chrysostom, In Genesim, 4, PG 56, 533,"T{
vao émoattev 6 Adau éEw t00 mapadeicov xabijuevoc;, Hv oxdmtwv, uetd xAabuov
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analyzes that passage by saying that there are two groups of men; the one who
deals with the fields and the other who does not cultivate the earth. The latter
one "After this life he will have either the fire of purgation or eternal
punishment”, is the statement that was the inspiration of western theologians of
the doctrine of purgation'.

The Jewish literature and especially on a book of the ancient Jewish
biblica exegesis, the Book of Biblical Antiquities (Liber Antiquitatum
Biblicarum, 1% ¢.), an interesting conjunction is attempted. The text, using
poetic means, delates Adam's sin with the existence of thorns and thistles on the
earth. It refers to astory, in which a bramble talks and associates the thorns and
thistles with the hidden truth that re-emerged in the world with Moses’.
Hayward moves his ratiocination onwards and he relativises the particular text
with the thorn- crown of Christ. Thus, Adam's curse was totally recanted
through the thorns of his passion®.

Finaly, "The Lord God sent him forth from the garden of Eden, to till
the ground from which he was taken"*. Asit can be noticed, the writer does not
uses words, such as "exclude" or "regject”, in order to give a sense of hope for
the future restoration of the human nature’, since the movement to the theosisis
open and dynamic. "He drove out the man; and at the east of the Garden of
Eden he placed the cherubim and a sword laming and turning to guard the way
to the tree of life"®. By saying He it is understood that Logos himself showed

doyalouevog, ueta otevayuov, i0QdTL TEQLGPESUEVOS dYBoPpoodw... xai mpos TV Edéu
T0V¢6 0pOatuovs avametdlwv, THY xdoav T xwdv EvOev xdxeibev".

1. DGNM 2. 20. 30, see St. Augustine on Genesis, 1991, 126, note 136. Cf. some notes
for the labours of Adam and their work Wyatt, 1988, pp. 117- 22.

2, The text was incorrectly ascribed to Philo and only in its Latin version survives
nowadays. Harrington, 1976, pp. 274- 7 (37, 7). See the connections and the typology that is
developed on the book Hayward, 1994, pp. 501- 9.

3. Hayward, 1994, pp. 509- 11.

* Gen 3, 22- 23.

. DGNM 2. 22. 34.

6, Gen 3, 24. Cf. the text of st. Gregory the theologian in Boulenger 1908, (chapter 70,
section 2, line 5), "o 0¢ xai é0éEaro tavTyv (v modTny vouobeaiav) xai dieodoato xal
T EVA@ TS yvadoewms ovx EBAARN xal TV ployivy doupaiov mapelOav, £ oida, ToD
mapadeiocov tetvynxev”, St. John Chrysostom, In Genesim, 2, PG 53, 152, “H Jafvuio
avtoic, Nv %oy mepl v Oobcioav evtolnv émedeibavto, aitiov yéyove tol uera
T0000TN¢ dopaleiag drnoteyiobivar avtois v eivodov. Evvénaov ydo puot dtt 0v0é tif
amévavte 100 magadeicov oixnoet fjoxéoln o pildvOowmog, dAl' érale tag dvvduels



them the way out of paradise, though the majority of the iconographic parallels
of the scene depict an angel. By and large, on the particular scene there is also
the depiction of the door(s) of paradise, which, apart from its literal usage, acts
in ametaphorical approach. According to Christ'swords, he is the door*, behind
which the treasures of the knowledge and wisdom are hidden?.

The sword flaming stands for the feeling of mistrust between God and
man and al so relates the text of the creation with the forth chapter of Genesis,
which is about the murder of Abel from his brother Cain’. Yet, they were not
expelled from the upper sky, the heaven, but from paradise, the garden of Eden
on the east’, meaning that the fall does not exclude them from salvation.
Additionally, it is the temporal punishment, in order man to try to purify
himself and to try to regain the opportunity to reach the tree of knowledge’,
because man's image is in fact the dynamic way of achieving likeness, of
becoming by virtue (xatd ydow) the son of God’.

tavtag td Xegovfiu, xai v ployivyy goupaiav thv otoepouévny pvidocew tnv
000V TV Exeioe giodyovoav".

1.J10,9,"l amthe gate".

2, St. John Damascene, Sacra parallela, PG 95, 1112B.

3. White, 1991, p. 145.

Cf. in Ritus Ambrosianus, EUCHOLOGICUM, p. 971, "Discutite paradisi macheram
flammeis obicibus fluctuantem. Pateat redeuntibus floribus ruris ingressus. Recipiant imaginem
deitatis olim perditam livor e serpentis".

*. See st. Epiphanius, Panarion in Holl, 1922, p. 473 (12- 13), "undé 6 Addu €x tav
ovpavaw éEgfAN0n, dAla dmo tov xata dvatoids év Edéu meputevuévov magadeioov”.

°>.DGnM 2. 23. 35.

6, The route of human life towards God is connected with the holy Oikonomia, since
the mercy of God is being expressed through the incarnation of Logos; that means there is no
individuality in that route. It can only be seen through holy Oikonomia. See st. Athanasius,
Oratio de Incarnatione Verdi, 11- 13, PG 25, 113C- 120C. Comments see Matsoukas, 2001, pp.
82- 4.
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B. The origins of the scenes of creation

The research on the paintings in the early pre- Constantinian catacombs
has demonstrated that only a few subjects derive from the Old Testament' and
scenes with Adam and Eve are included, though are mainly illustrated in
sarcophagus and in the Dura Baptistery between 232 and 250 A.D. Those
scenes are repeated in the catacombs iconographical cycles in a more often
level than scenes from the New Testament. Different explanations have been
given for that occurrence?, which can be epitomized as the concern for the
eternal life after death and the catechism of the new members that is connected
to Jewish® and pagan® influences. Iconographically speaking, the choice of the
models, that were used, can be based, up to an extent, to previous artistic
stereotypes, to which were given a Chrigtian reinterpretation.

Moreover, the influence of the apocayptic tradition in the early
Chrigtian art is nowadays recognized®. The transitional period of the first three

!, Those depictions include scenes with Jonah, Daniel, Susanna, Noah, Prophet Helias,
the three men in the furnace, Moses striking the rock and Abraham's sacrifice. Th. Klauser
makes an comparison between the frequency in the depicted subjects from the Old and the New
Testament. See Klauser, 1961, pp. 133- 6.

2, The question that arises is which models were illustrated by any kind of influence
and which- if any- were new inspirations. Klauser, 1961, p. 141, supports that undoubtedly the
New Testament models are new creations. However that cannot surely be stated, since, as
mentioned above, the early Christian painters probably in the majority of the scenes had been
influenced technically by previous models. Goodenough, 1962, pp. 124- 5, gives certain
examples, such asin ViaLatina, where the almost destroyed panel with the person with an open
book and scroll can be recognized as Moses, aswell as Christ.

3, Indicatively see Bargebuhr, 1991, pp. 27- 31. Cf. White, L. M., 1990, p. 937.

4, For the influences of mythological motifs see Weitzmann, 1960, pp. 43- 68 (the
same article was republished Weitzmann, 1981, esp. pp. 45- 68), Weitzmann, 1951, passim. For
the pagan tradition and Christianity see Bargebuhr, 1991, pp. 19- 26.

%, Scholars support that the relation between the pagan and the Jewish art with the early
catacombs art is apparent, emphasising the fact that those models were borrowed after the
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centuries gives examples of the apocalyptic literature, which is a phase
between the pre- Christian understanding and the patristic interpretation of the
Holy Scripture. However, apocaypticism is not a fantastic image of the future,
but an allegorica expresson of visions or events, often having an
eschatological meaning, based on the salvation of the past. In addition, the
symbolic character of the apocalyptic texts approached the sense of consolation
and the hope that the Christians needed. That necessity is obvious in the artistic
expression of the early Christian art, which is, to a certain degree, symbolic'.
That is why the apocalyptic texts can be considered as one essential influence
on the genesis of the Christian pictorial images’.

The illustrations of Adam and Eve were very possibly framed by
apocryphal and apocalyptic texts® and their main purpose was to represent the
vivid belief of the eternal life and the future resurrection.

The first chapters of Genesis and the life of the protoplastsin and out of
paradise have inspired various literary sources, Jewish, Christian and totally
legendary, in such a degree that we can talk about the Books of Adam and Eve'.

The life of Adam and Eve, in various versions and titles', emerges
guestions about its origin, the dates and the influences the manuscripts have

christians had the need to express their faith to the eternal life, but at the same time to honour
their dead by symbols for the hope of the future. See Goodenough, 1962, pp. 137- 41,
Goodenough, 1942- 43, pp. 403- 17. The question is how, generally the Christian thought and
specifically the primitive Christian art, was influenced by the apocalyptic atmosphere of that
period and how that influence turned to receive pagan and Jewish iconographical elements. Cf.
in general the origins from the Hellenic background Aivaov, 1961, passim.

. The art in that period uses symbols, in order to express in a condensed way, seldom
with narrative means, the Christian teaching. At that particularly point, early Christian art
differentiates its models from the narration that Jewish illustrations have, such as in Dura
Europos and from wherever are influenced from, they have a symbolic meaning. See Buser,
1980, p. 6, Klauser, 1961, pp. 136- 7. Cf. Dalton, 1925, p. 226, where it is mentioned that the
catacombs art does not belong to Christian art, but more to a narrative expression with
Hellenistic scenes covered with the Christian teaching. Goodenough, 1962, p. 139, points out
that the Christianity was developed in aworld with lots of symbols, coming especially from the
Greco- Roman world, so it was impossible not to be influenced.

2, See Buser, 1980, pp. 7- 15.

3. Itis also believed that the scene of Moses striking the rock has apocalyptic basis. See
Buser, 1980, pp. 12- 13.

4, Stone, 1992, pp. 1- 5. Also see De Jonge, M., Tromp, J., 1997, passim.

47



been accepted. The most famous are those manuscripts in Greek and in Latin.
The first, according to recent surveys, is argued to be the oldest available
version, while the latter is depended on the Greek text and it is considered to be
closer to the Armenian and Georgian texts’.

Usually the Greek version of The life of Adam and Eve is peculiarly
named The Apocalypse of Moses (or The Apocalypse of Adam)®. In general the
scholars agree that the Greek version was the source for the other trandations.
Yet, it is still incoherent the basis of the Greek text; whether its model was a
Semitic original or not. Scholars argue that hitherto the documentation in
favour of a Semitic archetype is not enough for a secure conclusion, since there

! Apart from the Greek and the Latin versions, there are Armenian, Slavonic and
Georgian ones. Also there are the Ethiopic Book of conflict of Adam and Eve with Satan (6"- 7™
c.) and the Book of the cave of Treasures from Syria (a bit later than the previous), which
actually belong to the above-mentioned group and have a great number of "Recensions in other
oriental languages', Murdoch, 1973, p. 39. Also see about the traditions of the early Armenian
literature Stone, 2006, pp. 89- 122. See analysis of the secondary literature for Adam and Eve
and all the versions of the text up to the medieva worksin Stone, 1992, pp. 84- 123.

2, De Jonge, 2003, pp. 182- 4, where the recently found of a new manuscript and the
new elements are discussed and the outcome is that the belief that the Greek text dates from the
1%c. isnot any more persuading. Others support that the Greek and Latin versions come from a
period between the 1% and the 3 ¢. See Murdoch, 1973, p. 39. The Greek version of the Life of
Adam and Eve contains twenty- six manuscripts between the 11" and the 17" c. A list of those
manuscripts with bibliographical details see, Tromp, 2005, pp. 17- 27. The Latin version Vita
Adae was published in 1878 from W. Meyer. Reference to the MSS Meyer used and the text
itself see Mozley, 1965, pp. 121- 49.

It seems to us significant to quote the Genesis programme of the church of Alt” Amar
(915- 921), which iconographical details cannot be surely identified as influences only from the
Byzantine, or the Western art or even as the visual echo of the Armenian apocryphal tradition.
Since there have no direct parallels we cite here the entirely programme of the church, which
concludes the scenes of the Creation of Adam, his introduction into the garden of Eden, the
Creation of Eve, the naming of the animals, the punishment and the expulsion of the
protoplasts. See the relevant bibliography Thierry, 1983, pp. 289- 329 (with photographs and
sketches), Outtier, 1984, pp. 589- 92, Mathews, 1982, pp. 245- 57.

3, Tischendorf, 1856, pp. 1- 23. A critica edition of the text see, Tromp, 2005, pp. 122-
77.
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are a number of Chrigian elements both in Greek and in Latin versions'.
Moreover the variations of the text and the examination of the interrelationships
of the manuscripts need to be directly linked with secondary literature, in order
some genealogical concurrence to be done’. Others support that the work
demonstrates a relationship with exegetical traditions as well as with
apocalyptic sources and they suggest the effects more of the Jewish apocalyptic
traditions rather than of Christian or Gnostic background®.

Of primary interest in Adams' legends is the role of the angels® and the
interpretation that have been given to them. The Archangel Michael gives the
revelation to Adam and Eve in The Apoc. Adam, a mode that is aso found in
the Jewish literature’, while in The Life of Adam and Eve, due to God's promise
for resurrection, archangels bury Adam outside of paradise®. Those points are
connected with the angels role at the Nativity’.

!, Stone, 1992, pp. 42- 6, Sparks, 1984, pp. 141- 3 (the english translation that is used
here comes from the Latin versions of the text, as having been edited by Meyer in 1878). The
whole problematic that was developed from Tischendorf up to recent argumendation see in
detail, Tromp, 2005, pp. 3- 16. Yet, there are aspects in favour of the rabbinic origin of the text,
probably having been written from a Jew in Greek. Cf. Agouridis, 2004, pp. 168- 70, Sharpe,
1973, pp. 35- 46 (it isimplicitly stated throughout the text).

2, Tromp, 2005, pp. 67- 105.

3. The absence of gnostic topoi strengthens the suggestion that it represents a primitive
period at the development of gnostic theology. Perkins, 1977, pp. 382- 4. An analysis on
Gnostic artistic understanding see Finney, 1993, pp. 68- 88.

4, Wewill seethat in certain illustrations of the exodus of the protoplasts from paradise
an angel lead them outside of the Garden, even thought the text of Genesis mentions that God
has led them (... Therefore the Lord God sent him forth from the Garden of Eden, to till the
ground from which he was taken. He drove out the man; and at the east of the garden of Eden
he placed the cherubim, and a sword flaming and turning to guard the way to the tree of life",
Gen 3. 23- 24).

®. Perkins, 1977, p. 386. Cf. The role of the archangel Michael is also underscored on
the scene of the creation as well on the redemption of Adam in the apocryphal literature, such
as on the text of Bartholomew in "Questions of Bartholomew" in (English transl.) Elliot, 1999,
pp. 656- 7 (9 and 23- 24) and in (French trandl.) Kaestli, 1993, p. 99 and p. 103.

6. De Jonge, 2003, p. 185.
7. Lk 1. 26- 38.
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Moreover, other elements, such as the typology of the first and the
second Adam (Adam- Christ) and the first and the second Eve (Eve- Virgin
Mary)!, Seth's visit in paradise, in order to receive the seeds of the tree from
which the Cross would be made, Adam's fasting by the river Jordan, where later
Christ was baptized, encourages the suggestion of a parallelism with the New
Testament and presupposes the connection with Christian sources’.
Specificaly, Adam, in his attempt to return to paradise, fasts by the banks of a
still river, which oddly is not one of the rivers of Eden, but Jordan, patently
acting as an emphatic point of the adamic typology®. Occasionally, the history

!, See chapter about Anastasis below, where the whole theology and typology of those
connections are being discussed. Furthermore, in the Apoc. Adam Eve sees Adam to be
enthroned among angels, a typos of the enthroned second- Adam, Christ after his resurrection
(""Exerro ovv 10 odua 100 Adau Emi Tv yijv v 1 magadeion, xai élvmeito 6 N6
opodoa én avt@. Kal Aéyelr #x¥otog 6 Oedg- 6 Addu, ti tovt0 énoimoag; Ei épvlatag
™V EVTOAY uov, ovx Qv Egaipov ol xatdyovtéc oe eic Tov Témov tovTov. IIARY ovv
Aéyw oot OTL TV YAV AVTAV ETMOTOEY W €ig XaQdV, xal EmMOTEEY as xabiow o gig THY
aoynv oov &l Tov 6p0vov ToU dmaTHoOAVTOS O+ Exeivog 0 PAnOoeToL €ig TOV TOTOV
T00TOV, OIS ﬁ xoOniuevos érdve avts", Apoc. Mosis 39, Tischendorf, 1856, p. 21).

2, Murdoch, 1973, pp. 47- 50.

3, Murdoch, 2000, pp. 39- 40, Ginzberg, 1995, pp. 45- 8. The reference to the river is
met on the additions of the Greek text of The life of Adam and Eve (Tromp, 2005, XXIX, 277,
p. 157). Moreover, it is mentioned that Adam's illness could have been minimazed, if Seth had
brought the oil from paradise (Tromp, 2005, X, 71- 72, pp. 130- 1). However, the oil of mercy
could not be given since Adam was going to pass away in three (or according to other
recensions, in five) days (Tromp, 2005, XI1, 97- 102, pp. 134- 5). Likewise, the Latin text refers
the completion of five thousand five hundrend years until the coming of Christ and the
resurrection of the dead (Sparks, 1984, XLII, 1- 3, P. 158). Anaogically, on the New Testament
apocrypha Gospel of Nicodemus, and in particular on its second part, the Descensus ad Inferos
(meaning the Descent of Hell of Jesus Christ), there is a direct association with The Life of
Adam and Eve. Adam, being on Hades, expresses his will to his son Seth to narrate to the other
forefathers and to the prophets the incident when he was sent to paradise to ask for the oil of
mercy. His story continues, mentioning that the angel of God declares the passing of five
thousands years until the coming of the Son of God, who intends to anoint he himself Adam
and to resurrect him and to baptise him with the water of the Holy Spirit, in order to erase every
kind of disease or pain (the Greek text and its translation in modern Greek see Bozinis, 2005, |11
(XIX), 1, pp. 192- 195. Comments see Murdoch, 2000, pp. 44- 5). Iconographically that
connotation is also expressed by the protoplasts standing on a stone, a pictorial pattern, which
aludes to the Baptism of Christ (Murdoch, 2000, p. 39).
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of the Holy Rood is a part of the expanded accounts of the apocryphal text,
where it is reported that Seth puts the seeds of the tree in the mouth of the dead
Adam- in other versions Seth descries the Savour, as being a child or even in
the scene of Pieta- that utterly declared the promise for redemption®. By all
means, the texts with those minute descriptions about the Holy Rood
conceivably unfold a literal connection between the facts of the Old and the
New Testament®. Yet, the flood can be considered typos of the Last Judgment
aswell as can be combined with Gnostic and Jewish exegetical traditions’.

Generdly, it can be said that only from the paralels it cannot be
determined the origin of these books. However, the influence of Christian
sources can be suggested, if for example we combine of The Books of Adam
with the interpretations of Christian literature of the end of the 2™ and the
beginning of the 3 ¢. The main point is how the Christian writers approach the
apocryphal text and how they deal with the idea of a merciful God, instead of a
punitive God of the Jewish belief’.

Besides, it is interesting to discuss the context of the Armenian
apocryphal literature, concerning Adam and Eve’. It is noteworthy to mention
the existence of an Armenian document, named Adam, Eve and the
Incarnation, which uniquely combines the agreement between the protoplasts
and Satan with Christ's Incarnation, action, Passion, Resurrection and
Ascension®; for instance, Adam said to Satan "Until the unbegotten is born and

!, Murdoch, 2000, pp. 36ff.

2, The association of the Wood of Knowledge ("&vov mijc yvdoews") and the Wood
of the Cross ("&§vdov tov oraveod") is noticeable on the Descensus ad Inferos, where it is
mentioned that whatever it was accomplished by Satan through the §¥1ov tijs yvdoewg, it was
lost by the EvAov oV oraveod (Bozinis, 2005, VII (XXI11), pp. 204- 5).

Cf. in the RCatholic liturgical act for example in MISSALE ROMANUM, p. 166, "...
De parentis protoplasti fraude Factor condolens, Quando pomi noxialis in necem morsu
ruit...".

%, Perkins, 1977, pp. 387- 9.
4, De Jonge, 2003, pp. 186- 7.

®. Stone (1996, passim), in his survey has published a number of an unpublished
apocrypha Armenian manuscripts, dealing with Adam, Eve and their lives.

6, Two of the manuscripts are in the Matenadaran in Erevan, no 5913 and 5571 and
another oneisin the National Library in Paris, Arm. 306. Probably it is the only apocryphal text
that deals with the holy Oikonomia in such an obvious way, combining the fall with Christ's
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the undying dies, all my seed will be your servants'* and finally "The unborn is
born and the undying dies, while "Those who do not confess Christ God
become captives of Satan and are punished in Hell"2

Furthermore in the period of the 2™ and 3 c. there was a need of
emphasizing the role of the Old Testament and its completion in the New
Testament in order to form an apology against the Jews®; the promise to Adam
for redemption in the future is one of the main points, which led some scholars
to support the Christian identity of the apocryphal books of Adam and Eve'.
Characteristically one of the most important theologians of the 2™ c., Irenaeus

of Lyon® used the recapitulation (dvaxepalaiwoic), a term linked with the

Nativity and Crucifixion. See comments, Stone, 1996, pp. 8- 19 (comments), pp. 19- 79 (the
text in notrgic script and in English trandl., as well as a critical edition is available).

!, See the critical edition (from three manuscripts) and the trandation in Stone, 1996,
pp. 52- 53 (M5913, 35).

2 Stone, 1996, pp. 78- 9 (M5913, 64- 65).

3, For example, in the first apologetic text, The dialogue with Trypho, from Justin (2™
c.), it is explained that the mosaic law is temporary and can only be seen with the New
Testament's viewpoint. See Quasten, vol. 1, 1955, pp. 202- 4. The same period, Irenaeus wrote
"Apostles teach us that the two Testaments were obtained by one and the same God for the
benefit of men. Nor was it pointless, in vain, or by chance, that the first Testament was given
first. But God, making those to whom it was given stoop to his service for their own good,
showed them a type (typos) of heavenly things" (Adversus haereses |V, 32- 2). See Daniélou,
1973, pp. 168- 70. Also, Theophilus of Antioch (2" c.) pointed out that the New Testament is
as inspired as the Old Testament and he used, more than other Greek Apologists, the two texts.
See Quasten, vol. 1, 1955, pp. 236- 42. Tertullian (end of 2™ c.) mentioned in his works, for
example in Adversus Judaeos (Against the Jews), that the Old Testament has to be interpreted
spiritually and with only in connection with the New Testament. See Quasten, vol. 2, 1964, pp.
268- 9.

4. De Jonge, 2003, pp. 92- 187. It is adso suggested an interaction between the
apocrypha of the Old and the New Testament. Specifically, a relationship between the Adam's
books and the Protevangelium of James (2" c.), (see the text in Greek, Tischendorf, 1853, pp.
1- 49, the text in English transl. and comments, Elliot, 1999, pp. 48- 67). See the whole
speculation, Murdoch, 1973, pp. 46- 51. Genera information about the Protevangelium of
James, see Quasten, vol. 1, 1955, pp. 118- 22.

®. Historical and theological information about Irenaeus, see Quasten, vol. 1, 1955, pp.
287- 313.
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savation'. Irenaeus by that word explained the connection of the two
Testaments and especially the role of the recovery of Adam by one of his
descendant, Jesus Christ?. Besides, at that period, the mode of first and second
Adam as well as the first and second Eve strengthens the association of the Old
and the New Testament®. In that frame the Christian origin of the apocryphal
Books of Adam can be suggested.

That Christian influence can be detected in the later versions of the
Latin and the old English poem Genesis B in the 8" and the 9" c¢. That poem
derives from the history of the fall of man and especially The Vision of Eve is
connected with the Last Judgment®. We can identify the starting and the final
point of man's exile on earth in those two themes, the original sin and the Last
Judgment. That combination was easy enough to be done at the early Christian

!, That term derived from Apostle Paul words, "As a plan for his fullness of time, to
gather up all thingsin him" ("Avaxepalaidoacbdar ta wdvra év 1@ Xowrd"), Ep 1, 10. He
interpreted the term as everything is renewed and reorganized in the incarnate Son of God,
since by Adam's sin the world needed to be recapitulated. See Quasten, vol. 1, 1955, pp. 295- 7.

2, Irenaeus through his recapitul ation made comparisons between the first and second
Adam, in order to prove Christ's triumph (such as: "Christ is seen as head of the new race, as
Adam had been head of the old", (Adv. haer. V, 14, 2), "Therefore it was necessary that the
Lord, coming to the lost sheep, and making recapitulation... should save that very man who had
been made according to his own image and likeness, that is, Adam" (Adv. haer. IlI, 23, 1), "If
therefore the first Adam had had a man for his father, and had been born of the seed of a man,
there would be justification for saying that the second Adam was begotten by Joseph. But if the
first Adam was indeed taken from the earth and moulded by the Word of God, then it was
necessary that that same Word, when he made recapitulation of Adam in himself, should have a
likeness of the same manner of birth" (Adv. haer. Il1, 18, 7). See a detailed interpretation,
Daniélou, 1973, pp. 172- 83. The same documentation about the non- earthly Father of the first
and the second Adam used Tertullian in his works De carni Christi and De resurrectione
carnis. See Quasten, vol. 2, 1964, pp. 282- 4. Origen having as a starting point Apostle Paul
phase, develops atypology of Adam and being influenced by Hippolytus, connects the Old and
the New Testament, Daniélou, 1973, pp. 276- 80, 470- 1.

3, See about the connection between Eve and Virgin Mary in Irenaeus, Quasten, vol. 1,
1955, pp. 297- 9 and the Mariology of Tertullian, using the same model, see Quasten, vol. 2,
1964, pp. 329- 30.

4, The throne of God and the angels are motifs of the scene of the Last Judgment,
which are aso used to describe Eve's vision, after she ate from the Tree of Knowledge. Vickey,
1969, pp. 86- 7, Evans, 1963, pp. 1- 16 and 113- 23 for its background.
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times, since the Christians were familiar with the New Testament and its
combination with the Old, as well as with the apocalyptic literature'.

! Vickey, 1969, pp. 90- 1. In that context, the idea of Christ the Judge is linked with
Christ the King, who in art is applied as Christ in Majesty. Even though Christ the Judge is a
part of Christ the King, in Genesis B it is implied the idea of the judgment already from the
protoplasts” exile from paradise and it is probably more understandable from the Christians due
to its eschatological elements (see Vickey, 1969, pp. 94- 6)
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C. Iconographic Genesis recensions

The Cotton Genesis family': One of the most famous Christian
manuscript is the Cotton Genesis (London, British Museum, Cod. Cotton
Ortho, B. VI, c. late 5" ¢.). It can be characterised as the older and the most
extensive extant illustrated Genesis, being comprised of 221 folios. Though
having undergone a fire on 1731 the attentive reconstruction of Weitzmann
and Kesder gave to the research the opportunity to study the remnants and open
a discussion concerning its analysis®. However, by all means, there are open
topics’. In particular, the reconstruction of the manuscript of Cotton Genesis
and the comments on it by Weitzmann and Kesder are of multiple significance,
though requires a critical review as far as its origin is concerned. Weitzmann,
after the expedition of Yale University at the synagogue of Dura- Europos and
the revelation of the frescoes there, suggested that it should be examined the
possibility of the painting of Cotton Genesis from artists belonging in the
Jewish Diaspora’. Yet, later he suggests that the correspondence of the stylistic
elements of Cotton Genesis with manuscripts coming from Alexandria or
Antioch, such as the Milan lliad (Ambrosiana, cod. F. 205 inf.) and other

. Voss, 1962, pp. 62- 80.

2, All the history of the manuscript since its possession from Sir R. Cotton see
Weitzmann, K., Kessler, H. L., Cotton, 1986, pp. 3- 7.

3, Weitzmann, K., Kessler, H. L., Cotton, 1986, pp. 8- 18.

4, Lowden, 2002, pp. 13- 6, Weitzmann, Studies, 1971, pp. 45- 9, Bonner, 1962- 63,
pp. 22- 6, Diringer, 1955, pp. 87- 8.

®. Weitzmann, 1952- 53, pp. 116ff. That suggestion was followed by other scholars,
see Kessler, 1966, pp. 82- 3. For the influences of the Jewish tradition on Christian art see
Kogman- Appel, 2002, pp. 61- 96, Nordstrom, 1955- 56- 57, esp. pp. 487- 91. Cf. Gutmann,
1993, pp. 179- 216 about the Jewish art. A succinct reference to the Judaism after the
destruction of the Second Temple and the Jews of Diaspora see Claman, 2000, pp. 23- 4.
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examples of the early Christian period*. Schubert reaches the conclusion of the
Antiochean origin of the Cotton Genesis recension, where there was a rich
Hellenic tradition in connection with the Jewish element. That deduction
derives from a ratiocination concerning the existence of the three phases of
Adam's creation®. The late antique art of Alexandria is poorly documented.
Alexandria enjoyed in late antiquity the position of a stronghold of Hellenistic
conservatism, a position trandated by Chrigtianity into a stronghold of
orthodoxy. Egypt, outsde of the Delta, was by contrast strongly anti-
Hellenistic, and subject to violent espousal of heresies such as the Monophysite
as an expression of Upper Egypt's native opposition to the Greek culture of
Alexandria, of which the orthodoxy of the Council of Chalcedon was viewed as
afunction®.

The above- mentioned theories offered oppositions, abeit without
compelling confirmations®. Lowden raised a discussion about how usual it was
for the Chrigtian world to produce manuscripts, illuminated or not, that contain
only the Genesis alone. The Cotton and the Vienna Genesis are the two
examples that, though different, they share no parale as far as their type is
concerned. Meaning that in Late Antiquity the apologists frequently responded
to theological issues based on Creation, asit is aso found in Jewish and pagan
traditions. Later, it is more requisite the reproduction of the manuscripts with
compilations of Books from the Old or the New Testament®. Yet, Lowden
moves among the manuscripts using terms of textual content, but not based on
the iconography. His results affect our analysis only up to the point that he
argues that the Cotton and the Vienna Genesis embraces an indirect link with
the West rather than the East’.

Nor should it be forgotten the iconographica resemblance of the Cotton
Genesis with the mosaics of San Marco and their theological origin to the
Augustinian aspect of the creation of the body and the soul. It was reasonable

!, Weitzmann, K., Kessler, H. L., Cotton, 1986, pp. 30- 4. Al- Hamdani, 1978, p. 14,
Kétzsche- Breitenbruch, 1976, pp. 33- 4, Voss, 1962, pp. 61- 2, Weitzmann, 1947, pp. 193- 4.
Also earlier researchers, such as Morey, 1929, pp. 5- 11. Cf. Blchsel, 1991, p. 59.

2, Schubert U., 1975, pp. 1- 10.

3. Morey, 1952, p. 197.

4, Lowden, 2002, p. 15.

®, Cf. the whole ratiocination Lowden, Cotton Genesis, 1992, pp. 40- 53.

. Lowden, Cotton Genesis, 1992, esp. p. 42.
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for an artist in the West to have followed a western theological way of patristic
thinking than an artist in the East. Apparently, Biichsel convincingly supports
that the iconography of Cotton Genesis and consequently the other members of
the Cotton family, such as San Marco, are under the influence of the
Augustinian theological perspective on Genesis'. The obstacle of accepting that
it isawestern manuscript due to the Greek language is overcome due to the fact
that Greek was an international language. Thus, the flowing suggestion of West
as being the origin of the Cotton Genesis manuscript seems plausible and rather
adequate.

Another member of that family is the Millstatt Genesis (Klagenfurt,
Rudolfinum Museum, late 12" c.), which is comprised of approximately 90
drawings, which are inserted into an Austrian poem? It is considered to be a
poetic paraphrase of the Bible, written in Satzburg or Carinthia between 1180
and 1200, while the pictures were added on it approximately twenty years
later®. The archetype of the paintings is probably a Genesis Book; it is believed
to be a manuscript of the Cotton Genesis recension, due to the resemblances
that it bears with them®.

The dome of the narthex of San Marco (Venice, 13" c., fig. 1)° with the
Genesis illustrations belongs to the Cotton Genesis pictoria tradition. G. Moro
firstly restored the mosaics in the second quarter of the 19" ¢. The Creation was
constructed probably under the influence of a liturgical aspect, which is related
to the services from the Sunday of the Forefathers until the fourth Sunday of the
Easter Fast. The illustrations were displayed in three round frames; the inner
ring has five scenes, the middle eight and the outer eleven and it®. It is believed
that the prototype of the mosaics was an illuminated manuscript of the type of

!, Biichsel, 1991, pp. 59- 61.

2, That poem according to K. Weitzmann includes the Book of Exodus, without any
extant paintings or any free place of those, Weitzmann, Illumination, 1980, p. 121.

3, Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 23, Dane, 1978, p. 26.

4, Similarities can be identified in iconographical elements of the scenes of the
hospitality of Abraham and the sacrifice of I1saac. Details see Weitzmann, [llumination, 1980, p.
122. Weitzmann's conclusion about the membership of Millstatt Genesis and not from a
byzantine Octateuch is also supported from other scholars, see Voss, 1962, pp. 52- 80.

®. In general see about the iconography of San Marco in Nierro, 1996, passim.

6. Niero, 2001, p. 248, Demus, Vol. 2, 1984, p. 76. In general about the mosaics of San
Marco see Polacco, 2001, pp. 190- 245 and in early bibliography Tikkanen, 1889, pp. 14- 102.

57



the Cotton Genesis, though it is also recognised the artistic freedom on the
assortment of the scenes, the arrangement of the figures and their stances'.

Furthermore, the manuscript of Hortus Deliciarum (Strasbourg,
Bibliotheque de la Ville, 1168- 78), belonged to the Herrad of Landsberg (the
Abbess of Hohenbourg in Alsace from 1167 till 1195, now lost, but there are
trustworth copies). The scholars recognise on it the influences of the Millstatt
Genesis and it is linked with the narthex of San Marco and in genera terms
with the Sicilian mosaics (12" c.)2.

The Berlin ivory (Berlin, Staatliche Museen, 11" c.) is a great
monument, since it seems to combine the tradition of the Cotton Genesis family
and the new trends of the Italian painting of the 11" c. Moreover, it is a witness
of the influence of abbot Desiderius of Montecassino (1058- 87), whose support
to the arts brought out pieces of art under the combination of stylistic sources’.
A paradlel of it, the Salerno paliotto (New York, Metropolitan Museum of Art,
ca. 1084) share a number of similar iconographic patterns and according to
Kessler it undoubtedly belongs to the Cotton Genesis recension®.

Despite the fact that the Cotton Genesis does not bear any comparison
with the one of the earliest extant manuscripts, the Vienna Genesis (Vienna,
Osterreichische National bibliothek, Codex vindobonensis theol. gr. 31, ca. first
third (?) of the 6™ c.)?, there is a juxtaposition between them®. The twenty- four

!, Chatzidaki, 1994, p. 250, fig. 146- 149, Demus, 1955, p. 348. For the similarities and
the differentiations between the two monuments (Cotton manuscript and San Marco) see
Demus, 1988, pp. 162ff and Weitzmann, K., Kessler, H. L., Cotton, 1986, pp. 18- 20.

2, More details see on Kitzinger, 2003, p. 1070, Weitzmann, K., Kessler, H. L.,
Septuagint, 1986, p. 25, Weitzmann, K., Kessler, H. L., Cotton, 1986, pp. 20- 1, Green, 1955,
pp. 340ff.

3 Kesder, 1966, p. 76, fig. 1- 2.

4, Kessler, 1966, pp. 85- 6. Moreover, he explains the differentiations that are occurred
to those Italian examples towards the other members, as the result of the Christianization of the
previous earlier models, which had Jewish stylistic motifs (p. 84). Cf. Weitzmann, K., Kessler,
H. L., Cotton, 1986, pp. 22- 3 refer to the monument as a part of the secondary group of Cotton
Genesisfamily.

®. For its origin (Syrian- Antiochean or Syrian- Palestinian) and its transport to the
West, as well as other details see Walther, F. |., Wolf, N., 2001, pp. 60- 1, Weitzmann, Studies,
1971, pp. 51- 3, Friedman M., 1989, pp. 64- 77. A description of the manuscript see Buberl,
1937, pp. 1- 88.
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leaves (out of the original ninety- six) of the Vienna Genesis encompass a wide
range of iconographical sources’ and it is probably categorized into the same
group as the Codex Purpureus Rossanensis’. Schubert also suggested the
influence of the rabbinic tradition in iconographical details of the miniatures,
such as the hand of God, which emerges from the sky or the personification of
Sophia, the divine wisdom®. It is also suggested that the Vienna Bible did not
become the foretype for the following manuscripts, notwithstanding that there
are even ivory middle Byzantine parallels, which were inspired by the Vienna
norm°. Extraordinarily, the manuscript makes an exceptional combination
among the text and the miniatures, which are characterised by the luxuriant
imageries’.

The Carolingian Bibles. The Carolingian Bibles were products of the
renovation that took place on the kingdom of Franks, during the kingship of
Charlemagne (742- 814) onwards. Apart from the political propaganda on the
authenticity of the revived empire, which occurred that period from severa
pieces of art, the bibles were mostly a way of demonstrating the Redemption
through Christ’. The members of that family bear resemblance to each other in
their main outline, whilst a more detailed examination of the three of them
(Bamberg Bible, fig. 2, Grandval Bible, fig. 3, and Vivian Bible, fig. 4) result to
the conclusion that there were reconstructions of the prototype or the prototypes

! A succinct reference to the construction features of the Cotton and the Vienna
Genesis see Lowden, 2002, pp. 16- 8, Kotzsche- Breitenbruch, 1976, pp. 32- 3.

2, Fingernagel (editor), 2004, p. 41, where Christian illustrations (in Basilicas, as well
as sarcophagi) and Jewish literature are mentioned. Cf. Clausberg, 1984, pp. 5ff, Voss, 1962,
pp. 60- 1, Diringer, 1955, pp. 88- 94, Beyschlag, 1942, pp. esp. 63- 127.

3, Walther, F. |, Wolf, N., 2001, p. 60. Also see Morey, 1929, p. 12, where it is stated
that it is unquestionably to the same Anatolian school, which produced the miniatures of the
Gospel Book of Rossano (second half of the 6™ c.). Yet, scholars mention that the possibility of
another pedigree, such as Constantinople, should be taken under consideration. See the
discussion Lowden, 2002, pp. 18- 21.

4, Schubert K ., 1983, pp. 1- 2.
®. Fingernagel (editor), 2004, pp. 41- 2.
6, See details Fingernagel (editor), 2004, pp. 44- 5.

7, Calkins, 1983, pp. 93- 4. For the historical situation and the interest of the King
about the artistic production see Angold, 2003, pp. 214- 24.
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of the artists in Tour'. The fourth member, the Bible that is kept in the
Benedictine Abbey of San Paolo Fuori Le Mura (fig. 5), has a Touronian
background, with also stylistic variations’.

It is general recognised the relationship between the Carolingian
Genesis frontispieces and the Cotton Genesis family®. There are speculations
that the illustrations of the Grandval and the Vivian Bible illustrations reveal a
manuscript for Pope Leo the Great (at around the 5" ¢.)*. That hypothesis has
influenced the scholars understanding of the Carolingian illuminated scripts and
maybe genera the early Christian manuscripts productivity, since a Roman
archetype with the Cotton Genesis family and the Carolingian Bibles can be, up
to an extent, combined®; in particular, the Bamberg Genesis (Staatliche
Bibliothek, Msc. Bibl. 1 (A.l. 5), fol. 7', between 834 and 843) and the
Grandva Bible (London, British Museum, Add. MS 10546, fol. 5°, between
834 and 843). The Grandval Bible, one of the earliest Touronian Bibles, is a
combined work with influences from both of the Cotton Genesis and the frescos
of the San Paolo fuori le mura, where two new scenes are added: the
introduction of Adam and Eve in paradise and Lord's admonition, scenestotally
connected with the role of the Church in the salvation of people and the
regjection of the predestination®. Moreover, on that family they also belong the
Vivian Bible (Paris, Bibliothéque Nationale, lat. 1, fol. 10", 846)" and the Bible

! walther, F. 1., Wolf, N., 2001, p. 97, Calkins, 1983, p. 95 and pp. 102- 3, Kessler,
1971, p. 146, Beckwith, 1964, pp. 52ff.

2. Gaehde 1971, pp. 356.

3. It is believed that the Carolingian Bibles also are members of the Cotton Genesis
recension, having however a few stylistic innovations, Weitzmann, K., Kesser, H. L., Cotton,
1986, p. 22, Kessler, 1971, pp. 152- 60 and Kessler, 1965, pp. 26- 8.

4, Walther, F. I., Wolf, N., 2001, p. 97, Kohler, 1963, fig. 10ab. For the Vivian and the
Grandval Biblesin general see Browning, 2006, pp. 106- 22 and pp. 128- 34 respectively.

5. Kesdler, 1971, p. 143, Kessler, 1965, pp. 8- 10.

6, Rudolph, 1999, pp. 30- 1, Miitherich F., Gaehde J., 1976, pp. 73- 4, Fillitz, 1990, pp.
139- 140.

. Walther, F. I., Wolf, N., 2001, p. 97. General information about the scriptorium in
Tours Hellmann, 2000, pp. 22ff.
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of San Paolo fuori le mura (Rome, fol. 7, ca. 870)", which was made for
Charles the Bald?, having possibly a Touronian model®. It is also suggested that
there maybe is a lost Touronian Bible, which used as a prototype of the San
Paolo Fuori de Mura Bibl€".

The Hildesheim bronze doors (ca. 1007- 1015, fig. 6) was ordered by
bishop Bernward (ca. 960- 20 November 1022)° and they are famous for the
display (sixteen panels) of scenes from the Old Testament, as pre- figurations of
episodes of the New Testament, expressing the meaning of the fal and the
redemption of the human beings through the incarnation of the Logos of God®.
Yet, it is emphasised that the way of demonstrating the particular scenes is
mainly an approach to the belief of the catastrophic process of the abandonment
of God’. The design of the doors is a mixture of Early Christian art and the
pictorial forms of Carolingian and Ottonian examples. Specificaly, the
principal prototype was a Touronian bible, probably from the same scriptorium
as the other Carolingian bibles of the 9" c. More particularly in Hildesheim of
the 11" c. it was presented a Touronian copy of the Holy Scripture, as verified
from the text of Bernward Bible®. Also Kesser mentions the relevance of the
Hildesheim doors to the members of the Cotton Genesis recension, even
independent®. According to later studies, despite that relationship to the bible

! Walther, F. I., Wolf, N., 2001, p. 103, Kessler, 1971, p. 143. Cf. about the Bible in
general in Browning, 2006, pp. 180- 98.

2, Compendiously, see the discussion about the principal of the Bible- whether he was
Charles the Bald or Charles I11- and the final conclusion on Charles the Bald, according to the
iconographical linkswith his scriptorium, see Walther, F. 1., Wolf, N., 2001, p. 103.

3 Kesder, 1971, p. 146.
4 Gaehde, 1971, pp. 356- 60.

®. For the personality, as well as the theology of Bernhard of Clairvaux see Elm
(editor), 1994, pp. 5- 374.

6, Cohen S. A., Derbes A., 2001, p. 19, fig. 1. Cf. Mohnhaupt, 2000, pp. 74- 87.

7. Mohnhaupt, 2000, p. 75. For the vertical typology that is developed and the inner
symbolical system of the scenes seeibid., pp. 76- 8.

8, That Bible echoed an excellent Touronian model. Cohen S. A., Derbes A., 2001, pp.
21- 2. Cf. Tschan, 1951, pp. 246- 70, where it is citied his ratiocination on the artistic influences
that the artists of the doors received.

° Kesder, 1965, pp. 27- 8.
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production in Tours and the common features, there are a number of
iconographical differences. The direct typology that is developed between the
juxtaposition of Old and New Testament scenes refers to the cypress doors of
the basilica in Rome, Santa Sabina (ca. after 432)' and the undecorated bronze
doorsin the Palatine Chapel of Charlemagne in Aachen (1009)>.

The Junius 11, or Caadmon® Genesis, (Oxford, Bodleian Library, MS
Junius 11, first quarter of the 11" ¢.) is a sizeable compilation of biblical text in
the form of a poem in the local dialect (2936 lines). It comprises of the Genesis,
Daniel, Christ and Satan. As far as the Genesis is concerned, it contains two
parts; Genesis A (late 7" or early 8" c.), an Anglo- Saxon verse paraphrase of
the Bible, though following closely the biblical text, and Genesis B (ca. 9" ¢.), a
piece of an older Saxon edition of a poem for the story of Genesis. It principally
focuses on the battle and the fall of the angels, as well as the temptation and the
fall of the human beings’. It may be not accidental that it was written a period
after the controversy on the role of the predestination or the free will on the fall,
which took place on the mid 9" c., and echoes the non- importance of the free
will on man's life’. Those depictions characterise the manuscript as the atypical

!, Kotzsche- Breitenbruch, 1976, pp. 22- 3, Delbrueck, 1952, pp. 139- 45. Despite the
fact that the programme does not include any scene with Adam and Eve, it is interesting to see
the analogies among the scenes. A whole problematic was raised on the ornamentation of the
doors (eighteen panels have survived) and especially the most famous scene, the Crucifixion,
which is considered one of thefirst depictions of the scene.

2, Even undecorated, probably Bernward was inspired by the doors structure, since
Charlemagne revitalized the large- scale doors, which was of earlier Roman design.

%, For the miraculous way that Caedmon went ahead with the composition of poems
inspired from the hiblical text and the attribution to those poems divine origin see Kauffmann,
2003, p. 37.

4, Blum, 1976, pp. 211- 3, Ohlgren, The illustrations, 1972, pp. 201- 2. Also cf. Cohen
S. A., Derbes A., 2001, pp. 25- 6, Lowden, Cotton Genesis, 1992, pp. 42- 4. The Junius 11
manuscript might have copied from another manuscript, probably from a Benedictine scribe,
who thoughtfully left enough margins for later illustrations- 54 in number. Ohlgren, Visual
language, 1972, pp. 256- 7. The discussion of the prototype of Junius 11 and the iconographical
forms that may or may not have followed see Blum, 1976, pp. 214- 21. Cf. Weitzmann, K.,
Kessler, H. L., Cotton, 1986, pp. 24- 5.

®. Kauffmann, 2003, pp. 38- 9.
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early example of creation with figurative elements about the redemption’. The
biblica description is enlarged with various aterations, which probably
encouraged the artist to create new pictorial forms, totally harmonized with the
account of the poem, without following faithfully previous iconographic
grounds or having any stylistic bias, yet, having an inclination more to Western
rather than to Byzantine models.

Western medieval manuscripts: We guote two examples of the Catalan
Romanesgue Bibles that were produced in the Benedictine abbey of Santa
Maria de Ripolli (Girona)- (Cittadel Vaticano, Biblioteca Apostolica Vaticana,
vat. lat. 5729, second quarter of the 11" c.), under the guidance of abbot Oliva
(1008- 1046) and the Bible of Rodes (Paris, Bibliotheque Nationale, MS lat. 6,
I, 11™ ¢.)? Their influences can be traced in the Octateuch narrations or in the
Roman synthetic types, but Conzalez proved that they are connected with the
monastic schools of Ripolli, where the classical inheritance on cosmology were
taught®. The Ripolli Bibleis amixture of Italian and Byzantine iconography and
it can be an example between the tradition of the Octateuchs and the Cotton
Genesis family*.

Besides, there are a number of Romanesque frescoes of Genesis
survived (though having been transferred in amuseum) from the S. Julian in the
village of Bagiiés (Zaragosa, North Spain, late 11" ¢.), which, according to Al-
Hamdani, were influenced from the iconography of Cotton Genesis recensions
aswell asfrom the Carolingian pictoria forms, though they follow amore plain
style’.

The Eton Roundédls (figs. 7, 8) are the miniatures of a manuscript in
roundels, which started with the creation and ended with the coronation of the
Bride/ Church/ Virgin/ Soul and it is accompanied by Anglo- Norman text
given briefly (Eton College- Windsor, MS 177, fol. 1'- 2', 13" ¢.). The awkward
point on the roundels is the way of the reading sequence and the fact that the
outline is thematic and not depending on the text of the Bible. For instance, on
fol. 1'the creation of the world poses on the centre roundel, while Adam seems

! Blum, 1976, p. 221.

2, The information comes from Conzalez, 2002, passim.
3. Conzalez, 2002, p. 35.

4, Conzalez, 2002, p. 38.

5. Al- Hamdani, 1974, pp. 169- 94.
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like having been created before the birds on the left'. Simultaneoudly, it is
identified that there is a typological sequence between the illustrations of the
Old and the New Testament, a point that can interpret the sequence that the
artists decided to picture the roundel <.

The Bibles Moralisée are illuminated biblical books containing in each
page short moralisation notes and relevant illustrations, in order to succeed a
densely, written and visual, focus on the moralising remarks’. The Moralized
Bibles of our concern are the earliest examples from Vienna (Osterreichische
Nationalbibliothek, MS 2554, 13" c.), the Oxford manuscript (London,
Bodleian Library, MS 270b., ca. 1240) and the Toledo one (now in New Y ork,
The Pierpont Morgan Library, MS 240, 13" c.). In the atelier of the Bibles of
the Oxford and the Toledo Biblesit was likely to cover two trends, more or less
paralel to the styles suggested by the Vienna Bibles'. They were
iconographically closed to the Arsenal Old Testament”.

The Arsenal Old Testament (fig. 9): The time of the stay of Louis in
Acre (four years, since May of 1250) became a period with a significant
production of art pieces, through which the religious symbolisms as well as the
multiculturalism of the society in Acre were described®. The Arsenal Old
Testament (Bibliothégque de I”Arsenal, Paris, MS 5211, middle of the 13" ¢.) is
probably the most origina illustrated miniature program of the Acre
scriptorium, where a lot can be derived from, about the relations between the
eastern and the western attitude in the Latin East’. It was made while the king
of France Louis IX® was in Acre, during his crusade to the Holy Land. Its

! Henry, 1999, pp. 170- 1.
2, Henry, 1999, pp. 169- 88.

3, General information about the Bibles as well as aspects on the utterance Moralisée
see Lowden, 2005, pp. 500- 2.

4, Details on the patterns of the figures see Branner, 1977, pp. 53- 4.
®. Weiss, 1998, pp. 117- 9.

6 Weiss, 1998, pp. 82- 3.

7. Buchthal, 1957, p. 54.

8, The compilation consists of twenty books and their frontispieces are adorned with
full- page miniatures as well as the initials of each book are embellished with scenes and
figures. The luxurious miniatures refer to the possibility of a roya owner. Buchthal, 1957, p.
54.
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pictorial program reflects Louis ideology on the role of the crusade and it
exposes the fatalistic approach of the policy of the sacred war'. The text starts
with the Genesis and it ends with the Book of Ruth, al given in an abbreviated
way. The illumination of the Arsenal Old Testament cannot be examined apart
from the contemporary making of manuscripts and icons within the crusade
community of the Latin Kingdom in the Holy Land. The illustrations conclude
artistic springs from the Gothic tradition, especialy as the ornamental initialsis
concerned, and the Byzantine patterns, in such a way that the visual language
refers to the Latin, Byzantine, even Islamic elements’. The Genesis frontispiece
consists of twelve scenes and their arrangement reveals influences from western
illugtrations. The single ones have a Byzantine basis;, the first six scenes
pictured Logos standing to hold a globe, where the creation is being formed®,
while there is the icon of the seated Pantocrator, a representation of the seventh
day of creation’.

There are a plenty of illuminated manuscripts with the Histoire
Universelle, most of them originating in Italy and in France (from second half
of the 13" c. until the 15" ¢.)®. In our research we focus on the manuscript of

1 Weiss, 1998, pp. 6- 7.

2, As an example Weiss (1998, pp. 115- 7) quotes the resemblance of the story of Job
in Arsenal Old Testament with the Oxford Moralized Bible. At the same time, he uses the
correlation in the story of Joshua between the Arsenal manuscript, the Vatopedi Octateuch
(Mount Athos, MS 602, 13" ¢.) and the Joshua Rotulus (Vatican Library, cod. Palat. gr. 431,
10" ¢.). The illuminations are within rectangles, roundels and lobes of different shapes, a plan
taken from western patterns, such as an English Psalter (Munich, Staatbibliothek, lat. 835,
1220). Buchthal, 1957, p. 55, pl. 148a, b. However, Buchthal points out that some iconographic
elements are unique and they have no paralel in any motive, western or eastern. He also
mentions that more or less the Arsenal iconography is repeating in amost al of the French
manuscript producing in the second quarter and the middle of the 13" c. (Buchthal, 1957, p. 56,
see in detail about the western and the eastern forms pp. 56- 9). General comments on English
thirteen- century manuscript art and the Anglo- French style Watson, 1976, pp. 34- 41.

3, That pattern, the Logos standing and holding the creation globe, is aso met in the
Moralized Bible, a manuscript probably known in the miniaturist of the Arsenal Old Testament.
Buchthal, 1957, p. 56, pl. 147b.

4, Buchthal, 1957, p. 55, pl. 62.

®. The Histoire Univerelle is the earliest historical anthology from the creation of the
world till the reign of Julius Caesar, a type of event- tracing quite fashionable in the Middle
Ages, which actually was addressed to an uneducated group of people, Buchthal, 1957, p. 68.
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Dijon (Bibliotheque Municipale, fig. 10), the earliest copy and probably
belonging to the same scriptorium as the Arsenal Old Testament. Their
similarity as far as the combination of the western and eastern iconographic
elements is impressive, only with a trivial stylistic advance’. The other
manuscript of our interest is the London copy (British Library, MS Add. 15268,
fol. 1%, fig. 11), a luxurious production, depended on the Dijon copy? The
copies present a combination of western and eastern iconographical elements
and they probably have the same source or they are made on the same
scriptorium as other parallels, as for example the Arsenal Bible. As well as
there is close parallelism with Byzantine manuscripts, such as the Octateuch of
Vatopedi 602 and the Gospel Paris gr. 54°.

The Lilienfeld Bible (Osterreichische Nationalbibliothek, second
quarter of the 13" c., fig. 12) follows the previous stylistic manuscript tradition,
though it is incomplete. Its pictorial performance belongs to the classica
Romanic style, while the artist included in short the history of the Genesis in
theinitial letter (fol. 8)".

Byzantine manuscripts. We quote a marvellous example of the early
Macedonian period, made for the Emperor Basil I, the illuminated manuscript
of the Homilies of Gregory of Nazianzus (Paris, Bibliotheque Nationale, gr.
510, 879- 883, 52")°. Theillustration of the oration On Peace® we are interested
in a combination of facts of the holy Oikonomia and, generaly speaking, the
miniatures serve as pictorial remarks or graphic continuation of the text’. The
link between the text and the miniature, which is established by the ingpiration

! Details cf. Buchthal, 1957, p. 69, pl. 82a.
2, Buchthal, 1957, p. 80ff, pl. 83.
%, Buchthal, 1957, p. 69.

4. Yet, there are two thirteen- century manuscripts at the Lilienfeld Stiftsbibliothek,
which could possibly be considered as the supplement of the Lilienfeld Bible. Fingernagel
(editor), 2004, p. 106ff.

®. Brubaker, 1985, pp. 1, Der Nersessian, 1962, p. 197. For the codex Parisinus gr. 510
see Omont, 1886, pp. 65- 6.

6 PG 35, 721A- 752A.

7. See the comments on the chapter for visua interpretation of Genesis.
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of the artists from the text itself, is also found in Psalter marginal miniatures
and on the Chludov manuscript®.

Six manuscripts of Byzantine Octateuchs’ are known today?®, as listed
below; Smyrna (Evangelical School Library, cod. A. 1., 12" c., now destroyed
on the Turkish- Greek war on 1923)*, Seraglio (Constantinople, cod. 8, (?) 12"
c.), Vat. gr. 746 (Rome, Biblioteca Apostolica Vaticana, (?) 11" c.)°, Vat. gr.
747 (Rome, Biblioteca Apostolica Vaticana, 11" c.)°, Vatopedi Monastery
(Mount Athos, cod. 602, 13" c.)’, Florence (Florence, Biblioteca Medicea
Laurenziana, cod. 38, 13" c.- others say 11" c¢.). The Octateuchs contain a great
number of miniatures, which though their chronology extend in a period of
approximately two centuries, their iconography does not vary, since it is
possible the existence of a common eleventh- century model®.

The Ashburnham Pentateuch (Paris, Bibliotheque Nationale, MS nouv.
acg. lat. 2334) has undergone an extensive discussion on its origin and date of
product, having the latest suggestion from Verkerk, who placed its existence on
the late 6™ c. probably in Rome. She convincingly argued that, albeit the non-
development, at least as far as after the examination of the Pentateuch and the
Saint Augustine's Gospels (5" and 6™ c¢.) are concerned, of a formal Roman

!, Der Nersessian, 1962, pp. 226- 7. Yet, Brubaker mentions that it is likely Photius to
have intervened in each stage of the illumination of the manuscript, as conducted from the link,
direct or notional, between the scriber and the miniaturist (Brubaker, 1985, p. 10).

2, Lowden, The Octateuchs, 1992, passim, Weitzmann, 1979, pp. 34-6.

%, The following information see in general Anderson J., 1982, p. 83 and in detail the
main iconographical elements of the manuscripts Lassus, 1979, pp. 86- 92. Also see Kotzsche-
Breitenbruch, 1976, pp. 27- 30, who mentions a fragment of an Octateuch of the 4"- 5" c. in
Leiden, Paris and Leningrad.

4 Lowden, The Octateuchs, 1992, pp. 15- 21. For the Smyrna manuscript see
Papadopoulos- K erameus, 1877, p. 4.

®. For the Vaticanus gr. 746 see Devreesse, 1950, pp. 261- 2.

6, Lassus, 1979, p. 86. Yet, Anderson J. (1982, p. 83) argues that the chronology of the
manuscript on the middle or the third quarter of the 13" c. Lowden, The Octateuchs, 1992, pp.
47- 53. For the Vaticanus gr. 747 see Devreesse, 1950, p. 263.

’. Lowden, The Octateuchs, 1992, pp. 47- 50. For the Octateuch 602 of Vatopedi see
Eustratiadis, Arkadios Batopedinos, 1924, pp. 118- 9.

8, Anderson J., 1982, pp. 103- 4.
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style, it did occur the possibility Rome, as the multicultural centre of that
epoch, to perform a main role as a pilgrimage midpoint and as a scriptoria
place, where a variety of styles proclaimed their co- existence'. The extant
folios number 142 out of the original 208 and eighteen miniatures out of sixty-
nine’.

Norman monuments. The two representatives of the Sicilian art, the
cathedral of Monreale (ca. 1183) and the Chapel of the Palace in Palermo, the
so- called Capella Paatina (1160- 1180), were created within a frame of
amalgamation of different styles and trends. The architecture and the
iconographical cycles of the Old Testament unite a number of Western,
Byzantine and Moslem architectural and pictorial elements, as well as a display
of liturgical and theological thoughts®. Despite the artists coming from
Constantinople, the Normans wished to produce a unique, singular way of
iconography, using Byzantine patterns within a Latin outline’, which
simultaneoudly display an emphasis on the royal triumph®.

Thus, they bear resemblance to the frescoes of Sant Angelo in Formis
(1072- 1087) and to the ivory pallioto at Salerno. The most likely explanation
of that parallelism is the nearness to Monte Cassino, where there were Greek
artists having taught the Benedictines. The aspect of the Sicilian cycles could
have been Byzantine and have a great number of iconographical similarities
with the Byzantine Octateuchs® is not so accurate, if we consider the wide-
ranging decoration of the cycle of the Old Testament was a characteristic of the
Western art’. Moreover, the visual culture of the Normans was greatly formed

!, Hoogland- Verkerk, 2002, pp., 119- 20, Lowden, 2002, p. 47. Cf. adiscussion on the
Jewish antecedents of Christian monuments Roth, 1953, pp. 34ff.

2, Lowden, 2002, pp. 45- 8. Cf. Kotzsche- Breitenbruch, 1976, pp. 35- 6, where it is
mentioned nineteen pictures aswell as an incorrectly date (7" c.)

3., See the previous discussion about the church in Monrede, the historical

circumstances and the political meaning of the church in Dittelbach, 2003, passim (esp. pp.
158- 92 see the programme of the mosaics, their iconography and style).

4, Angold, 2003, pp. 278- 86.

®. For the style and the discussion of the Byzantine influences within the art expressed
by a Western dynasty see Kitzinger, 2003, pp. 1004- 54, Kinzinger, 1949, pp. 269- 71, p. 291.

6. Demus, 1949, pp. 252- 65.
7. Kitzinger, 1949, pp. 269- 70.

68



by the political and social grounds, such as the fact that the idand was densely-
populated by Arabs and Roger and his successors were quite L atinised'.

!, See about Roger Il and Capella Palatina in Tronzo, 1997, pp. 134- 44. It is not
irrelevant the fact that in his portrait within the Capella Palatina Roger || was characterized as
rex and not Baoilevg. Ultimately, the legacy of his authority was due to the papa acceptance
of hisuncle, after the occupation of Sicily. Angold, 2003, pp. 271- 5.
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C. Iconographic analysis on Genesis scenes

i. The Creator

Primarily, we would like to identify the word used for expressing that
the Triune God was the Creator of humankinds. On the Genesis text, such as
"Let us make humankind in our image, according to our likeness' (Gen 1, 26),
the plura indicates the three persons of God and their equality during the
creation of the universe. In Christian exegesis on Genesis' the citations to God
refers to him as the Triune God; On the apologetic literature of the 2™ c., for
example, Irenaeus stated the ex nihilo creation, but at the same time he
described it as amaking of the Triune God?. The Church Fathers tried with their
works against the trinitarian heresies to notice the unity of the three- fold God
throughout the history of the holy Oikonomia®. Of course, the references to the

! 1t is noticeable that Philo of Alexandria, the Jewish philosopher, aso writes about
Logos of God, is the instrument for the Creation. Weitzmann, K., Kessler, H. L., Septuagint,
1986, p. 37.

2, Irenaeus, Contra Haereses, Book 11, 2, 4- 5. See Jensen, 1999, p. 534.

%, For instance St. Basil in his Hexaimeron mentions God, "Ev doy)j émoinoev 6
Ocog tov ovpavov xai v yriv" ("At the beginning God created the sky and the earth"), Giet,
1968, p. 194 (Homily 3, 2, 56B), the Holy Spirit of God, "Kai I[veduo Oeod, ¢pnoiv,
Emepéoeto Endvw 10U UVoatog. Kai undev diio IMveduo Oeod, i 10 dytov 10 THjs Oelag
xal paxapios Towddog" ("And the Spirit of God were on the water. And not any other spirit of
God, but the Holy (Spirit) of the Holy and the Blessed Trinity"), Giet, 1968, p. 166 (2, section 6,
44A). He aso makes references to the voice of God, which actually implies the incidences of
the New Testament, as Christ's Baptism, where the voice of God the Father was heard from
("And God said, let there be light. With the first voice of God, the light was created”, "Kai
gimev 0 Oedg, yevvmOntw pac. Hodty pwvyy Oo0h Pwtog Ppvow édnuiovoynoev”, Homily
2, section 7, p. 170, 44C- 45A). Laga, C., Stedl, C., 1980, p. 50- 1 (II, 22- 30) and pp. 76- 7
(VII, 1- 18), following the previous patristic tradition, mentions the Triune God as the light.
That on purpose the writer of Genesis uses plural and not singular, in order to refer to the
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Triune God are also related to the baptismal Creeds of the 2™ and 3 ¢., as well
as with the faith confession in the baptismal liturgy”.

The Logos of God, the second person of the Holy Trinity, is actua the
one who acts in the Old Testament through his theophanies and in the New
Testament as the incarnated Logos of God, Christ?. That ensures also the
historicity of the Christological doctrine, since it reveals the connection of the
fleshless Logos and the incarnated Logos, Christ, in the united body of the
history of the holy Oikonomia®. The reference to Logos as the maker of the
universe in the name of the Triune God is obvious aso in the liturgical texts,
where we notice the link between Adam, Logos in creation and the incarnated
L ogos of the New Testament”.

Triune God, while at the same time there are not implications of the existence of three gods,
since man was able to meet God the Father, the Son and the Holy Spirit. See D' Alverny, 1956,
pp. 288- 90. For the symbolism on the Trinity and the Cross, see the analysis of the poems of
the St. Ephrem the Syrian in Y ousif, 1978, pp. 52- 60.

. We refer to the liturgical tradition of the 4™ c. and specifically for example to the
Sacramentary of Serapion (middle of the 4™ c¢.), a representative text of the process of the
formation of the liturgica praxis and it also has a connective role between that period and the
earlier ecclesiastical authors. It is interesting to see the eucharistic prayers and the direct
reference to the reconciliation of the three-fold God and his energies as a unity and at the same
time as three persons. See the analysis, Podopoulou, 1993, pp. 366- 455.

2, The Triune God definitely acts undivided and particularly Logos cannot perform any
action without the Father and the Holy Spirit. See Voulgaris, 2000, pp. 135- 49 (the same article
see in Voulgaris, 1997, pp. 245- 58). Cf. a critical approach on the theology of Robert Jenson (a
contemporary American Lutheran theologian) as far as the freedom of the Son in Creation and
the redemption see Gathercole, 2005, pp. 38- 51.

For Christian art, Logos is considered to be the architect of the world, asit is obviously
seen in the miniatures of the later Middle Ages, where he is holding a compass. See for example
the Vienna Bible MS 2554, fol. 1", and MS 1179, fol. 1", the Moralized Bible MS 270b, fol. 1",
in Friedman, B. J., 1974, pp. 419- 29.

%, See Matsoukas, 1992, pp. 217- 8.

4 MENAION of December, 26" December, Matins, 6™ Ode, Theotokion "O midooac,
xat eixdva idiav tov dvBowmov, o moAAY evomdayviav, Avarldttel TOUTOV €% 00D,
HoapBéve, Oeourjtopos, oloxAows oavtov evdvoduevos'("He, who fashioned man
according to his own image, because of his mercy, he fashions his Son wearing the human
nature, through Virgin Mary").
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Apparently, in the iconography, Logos of God himself should be the
depicted Creator in the scenes of Creation, always as a representative of the
Triune God. Yet, that cannot be faced as a strict iconographical rule. For
example, in the Byzantine or the Byzantine- influenced scenes, we often met
the Pantocrator as the fleshless Logos of the Old Testament. That could be
clearly explained by the fact that God had on his mind the incarnation of his
Logos, thus he can be depicted as the Pantocrator already from the creation
scenes. Likewise, it is compelling the fact that in the ecclesiastical tradition, and
its written or artistic expression, the fleshless and the incarnated Logos, who
acts in the Old and the New Testament respectively, is being understood as an
inseparable union.

In the early Christian masterpieces there are a few illustrations, which
caused an interesting discussion on whether they reflect the doctrine of the
Triune God or not.

Specificaly, there are two early- fourth- century examples one in the
new Museum de I' Arles Antique (around 325, fig. 13) and the second in the
Museum Pio Cristiano (Vatican, second quarter of the 4" c., fig. 14), the so-
called "Trinity sarcophagi"*. Our interest is the left scene (of the middle row of
the Arles sarcophagus and the upper row of the Vatican sarcophagus), where it
was said that the Triune God is depicted. In both sarcophagi, there are three
male figures, with the usua roman clothing. Only the central man is seated on a
throne, in the pose of blessing or spesking?. Heimann supported that
unquestionably the scene is the creation of Eve by the Holy Trinity, since it is
the transformation of st. Augustiné's theology into a picturesque way”.
However, that interpretation raised a whole discussion based on the fact that
there are not only three, but four figures taking part in the scene. In the Arles
sarcophagus is the man on the right, who holds the small male figure from his
shoulders, while in Vatican one is the man at the back, whose head is apparent.
Even though it was said that the seated figure and the one on the left- hand part
are bearded, while the man on the right- hand side is beardless’, Engemann

!, The second sarcophagus is aso called "the dogmatic sarcophagus', because of its
scenes relating with the salvation. Jensen, 1999, pp. 529- 30. Markow, 1981, pp. 650- 55.

2, Detailed discription of the motif see Kaiser- Minn, 1976, pp. 10- 11.
%, Heimann, Trinitas, 1938, pp. 43- 4.

4. In general the facial characteristics of the three persons of the Triune God and their
differentiations or similarities could be depended on the exact date of the illustrations, meaning
before or after the Ecumenical Council of Nicaea; the pre- Nicaea pictures present Logos and
the Holy Spirit as younger than the Father, while the after- Nicaea models demonstrate them as
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pointed out that al three men are bearded, though he categorically stated that
the depiction does not refer to the Holy Trinity and there is no representation of
the Holy Spirit'. Despite Heimann did not mention at all the fourth person,
some scholars tried to verify his identity. Jensen, interpreting the other three
persons as the Holy Trinity?, brings up the resemblance of the fourth figure with
portraits of Apostle Paul of the 4" ¢®. Besides, Engemann supported that maybe
they are Logos and two angels' and the fourth person isin general an assistant
figure®. Yet, he continues his ratiocination, the assistance in the Genesis story
can only be an angel and since it is more than possible the seated person to be
the Father, then it is likely to be accompanied by his Logos and two bared
angels’. Kaiser- Minn relates the seated person with the Father, whilst on the
right is his Logos and the other two figures are two royal assistants’. In the later
bibliography it is supported by Koch, Bovini and Brandenburg that the figure
may stand for an angel, a statement, which is pointed out already from all of the
above- mentioned researchers as another possibility?®.

The prospect of being aroyal assistant is rather vague, since it cannot be
documented by the Genesis text or the patristic literature. Also, it isusual in the
art Logos or an angel to be depicted, an element that comes from the fact that in
the Old Testament Logos is revealed through his theophanies and often, as for
instance in the Abraham’s hospitality, has the appearance of an angdl.
Moreover, as the later artistic evolution has demonstrated, the angels as retinue
are amost always two; it is rare to meet an angel alone (that can be seen in the

identical. Also about the special characteristics in the Trinity sarcophagi see Jensen, 2005, pp.
125- 7, Jensen, 1999, pp. 531- 2.

! Biichsel, 1991, p. 62, Engemann, 1976, p. 161, pp. 165- 7.
2, Jensen, 1999, pp. 535- 6.

3, Jensen, 1999, p. 531. That aspect was first supported by Christe (the information is
taken from Kaiser- Minn, 1976, pp. 23- 4), who said that the two men around the seated
Godfather are the Apostels Peter and Paul.

4, Engemann, 1997. 65- 9.

®. Buichsel, 1991, p. 62. Engemann 1976, pp. 168- 9, pointed out that on the sarcophagi
of the 3“ and 4" c. there are a number of indefinable figures, which can be considered as
assistants or attendants (p. 169).

6. Engemann 1976, p. 170.
7, Kaiser- Minn, 1976, pp. 20
8, Repertorium 111, 2003, p. 23, Koch, 2000, p. 134.
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miniatures of the Millstatt and in two episodes of the Grandval Geness).
Apparently, if we support the aspect of being an angel, then we have to state
that the seated man is the Father, on the right Logos, and the other two persons
on each side are two angels.

Should we agree with the aspect (which is going to be examined in the
chapter about Eve's creation), according to which the scenes in both sarcophagi
represent the raising from the dead, then a potential interpretation of the fourth
person would be the humankind in its entirety. This assumption can be based on
the humankind's creation according to the image and likeness of God and that is
why there is an iconographica resemblance of the four persons. Furthermore, it
can be, that in the scene the human being is already created and he is dressed,
according to God's promise for redemption, while in the lower part of the scene
the resurrected man and woman are blessed by God.

A totally different approach of the drawing of the Holy Trinity comes
from the destroyed fresco of the creation in San Paolo fuori le mura In its
(baroque) copy (Barb. lat. 4406, fol. 23, 1634, Vatican) God the Father is
pictured in bust within a half- circle, below from which a lamb, with a
cruciform halo, stands for Logos. Lower there is a dove, as the Holy Spirit,
which however was probably added later (13" c. in the restoration from
Cavallini)*.

The examination under ultra violet light of the Ashburnham Pentateuch
by Narkiss has first demonstrated the existence of a second person with a halo
beside the Creator, whose figure was erased and repainted. The two Creators
were both Omnipotens, meaning Pantocrator, the All-mighty God and probably
due to influences from the movement of the Adoptionist or Nestorianism in
Spain and France during the 8" c. the one figure was removed?.

Imageries of the Holy Trinity are more common in the late medieval
and renaissance iconographical cycles®’. That occurrence happens especially in

1, Biichsel, 1995, p. 144, fig. 365, Biichsel, 1991, p. 71, fig. 43, Al- Hamdani, 1978, p.
16, fig. 1.

2, Narkiss, 1969, pp. 45- 60. Also see Capizzi, 1964, pp. 155- 74.

%, For instance God the Father differentiates from the other two persons with his older
age and his triangular halo, while the Holy Spirit is depicted as adove or in Pentecost as rays of
light. Seldom there are depiction of the Holy Trinity as a unity, totally alike, Fergusson, 1961,
pp. 92- 4. Also see the Book of Genesis in the Bible of Robert de Bello (London, British
Museum, MS Burney 3, fol. 5', ca. 1230- 1240), where on the left- corner roundel of the
decorative initial, the Holy Trinity, resting on the seventh day, is depicted; two
anthropomorphic figures and one dove. That was a rejection to those, Abelard, William of
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western examples, were an anthropomorphic figure of the Triune God was
often, opposite to the origina eastern painting (until the Cretan School and its
influences from the West), where the depictions of the Father are considered
againgt the belief that only the second person of the Holy Trinity, who was
incarnated, can be depicted as a human'. For instance, in the Genesis
frontispiece of the Walters Bible (Monastery of Michelbeuren, 12" c.), apart
from Logos, there are on the creation scenes two more identical figures, having
the same size and they wear the same halo. Those two figures gradually were
replaced by the accompaniment of the angel(s)?.

The depiction of Logos can be recognised such as in specific members
of the Cotton family®. He is holding a cross- staff, which symbolizes Christ's
passion and resurrection. Still, even in the pictures that there is a lack of the
cross- nimbus or any other characteristics of Logos, we point out that Logos
himself is depicted. The Christian belief of the incarnation of Logos and his
anthropomorphic illustration in contrast with the Jewish one is enough for

Conches, Thierry of Chartres, who believed in the various roles of the Trinity in the creation
(cf. Rudolph, 1999, p. 43. About the Chartres rosette windows (13" c.), especially No. 138 and
144, and the connection of their iconography (esp. the Creator) with the interpretation of
Thierry of Chartres see Meulen, 1966, pp. 82- 100). Sometimes, as in the Bible Ms. Harley
(2839- 40, fol. 310", 13" ¢. ), the dove is too tiny to be identified and in other miniatures, as in
Bible MS. Royal (2. AXXII, fol. 132", late 12" ¢.), there is an iconographic link, referring to the
filioque. Cf. Henry, 1999, p. 175, 177, fig. 11, 9 and 10 respectively. Also see Heimann, 1966,
pp. 46- 56.

1 In Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 37, it is written that "In fully
harmony with the Christian theology, the illustrators represented God the Father, rather than
God the Son", a statement which is absolutely based on an incorrect theological understanding.

2, Heimann, Trinitas, 1938, p. 45, where also mentions the example of the Creation of
the Cathedral at Chartres and the appearance of a younger figure by the Creator only on the
scene of the fifth day. On the following pages of the particular article (pp. 46- 50) the writer
refers to some later Byzantine illustrations as well as to the Neapolitan School of the 14" c.,
where depictions of the Triune God have been observed.

3, M. Friedmann mentions that even though in Cotton Genesis there is a cross nimbus,
other illustrations, such as in some of the Carolingian Bibles there is not. His conclusion is that
maybe the model of the Cotton Genesis was Jewish, while its literary sources were not. He
connects his assumption with the prototype of the unique elements of the later Canterbury
psalter manuscript, Friedman M., 1991, pp. 89- 90.

75



concluding that when there is a depiction of the Creator, then it is probably the
L ogos of God".

The Jewish interpretation of the plural used in Gen 1, 26 and in other
texts of the Old Testament was that refers to God the Creator and his angels%.
That belief was developed mostly during the 2™ c. and in such a way the
Gnosticism adopted it, since it served the Gnostic dualism and several Jewish
traditions about the creation of the world®. That can be explained by a trend
againgt the Chrigtians, who believe that the presence of the Holy Trinity is
obvious in the Old Testament through the theophanies’. Therefore, the Church
Fathers were very careful about the role of the angels on man's creation’.
Maybe that also derives from the fact that the angels are mental, formed
creatures, who serve the history of the holy Oikonomia, in a way that totally
derived from God himself®. If we compare them with the material of the human
beings are incorporeal, but comparing them with God are definitely corporal
beings’. Also some references in the apocryphal literature, such as in The

! Kesder, 1971, p. 157.

2, To the Jewish interpretation also refers st. Basil in his Hexaemeron, Giet, 1968, pp.
516- 20 (6, 205B- 208A).

3, See the theory of Philo (man's image bears resemblance with the angels, while the
plura, meaning the co- creators, are the "powers"’, probably a synonym of angels) and of Jewish
interpreters (such as R. Jonathan- beginning of 3® c¢. and R. Yohanan- 250- 290 C.E.), in
connection with Gnostic ideas (the Gnostic dualism begins with the idea of the existence of the
one and only supreme being at the beginning, while the material world is a production of
another inferior God, since it is the source of every malice), Fossum, 1985, pp. 202- 39.

4, Comments and bibliography see Friedman M., 1991, p. 82. Furthermore, in Jewish
iconography often God is represented by angels, such as in the Giving of the Torah to the
Israelites miniature in Laud Mahzor prayer book (Bodleian Library, MS. laud, or. 32, fol. 127",
ca. 1290), in the previous article, fig. 9.

5, St. John Chrysostom, In Genesim, Homilie VIII, 2, PG 53, 71. It is aso noteworthy
even in the early text of the Shepherd of Hermas (PG 2, 884B- 886C) the interpretation of the
angel as the appearance of Logos of God. See the comments of the scholars Moxnes, 1993, pp.
49- 56.

6, About the angels and their role, see Matsoukas, 1992, pp. 187- 93.

7. A great number of Church Fathers have dealt with that topic, such as st. John
Damascene, Die Fide Orthodoxa I1, 25, PG 94, 1345, "Ayyelog 0¢, xai Yuyis xai daiuwv,
TOOG UEV OOV TUYRQVOUEVOL, TOV UOVOV AOVYRQOLTOV, OOUOTO €i0(- TOOG 08 TA VAxd
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Apocalypse of Moses, comment on the presence of the angels during man's
creation’, which can be suggested that was a central influence on the portrait of
an angel in a pose of praying or worshipping in the scenes of the creation? and
not only a decorative element. Likewise the presence of an angel in every scene
of the Creation in the Millstatt Genesis (12" c., fig. 15) has raised a discussion
about his possible interpretation as an angel or the Holy Spirit®. A significant
and very interesting observation is the progress of the angel's portrait in his
five- time- appearance; his clothes are plain in the first and second scene, while
in Adam'’s animation he wears fully- decorated, liturgical clothes. On the scene
of taking Adam's rib is less decorative, even without wings, whilst on the
expulsion of paradise the clothing is not at al ornamental and the angd is
crying. This climax can be trandated as the metaphorical route from man's

oouata, aoduator”, ("The angel, of the soul, and the Satan, comparing with God, have
bodies, but comparing with the corporeal bodies are bodiless'). The angels are liturgical beings
(Heb 1, 14), members of the universal reality (see st. Dionysios Areopagita, De Coelesti
hierarchia, 6, 1, PG 3, 200D- 201A), who are not having a physical corruption or death and
they can be seen, whenever God permits (they are numerous situations where angels took part
in, in the Old Testament, such as the Hospitality of Abraham Gen 18, 2- 15 (Thunberg, 1966,
pp. 560- 70), Moses and the Burning Bush Ex 3, 2, 1Sam 23:27, Zech. 4, 1- 5, Isa 37, 36 and in
the New Testament, such as Lk 1, 11- 28, Acts 5, 19). For the depiction of angels in Christian
art, see Peers, 1997, pp. 409- 20, S. Koukiaris, 1989, passim.

1 ""Ore émoinoev fjudc 6 Oedc, éué xal ™y untéoa Vudv, ot e un éobiew &
avtov, O avtod, Ol oV xai dmoOvijoxwow, iyyioev 8¢ 1 doa TAV dyyélwv TdV
pviaoooviwv v untéoa VUMV Ttov avafnvar xal mpooxvvijoar tov xvgowov", (“When
God made us, me and your mother, who is responsible for my death, he gave us all the plants of
paradise, except one, from which we were not permited to eat and due to our eating we die; the
time has come that the angels, who were protected your mother are going to kneel in front of
our Lord"), Tischendorf, 1856, pp. 3- 4.

2, Kesdler, Tours, 1965, p. 29. Such as in Grandva and in Vivian Bibles, where the
angels are depicted in the background scenery, in three quarters and in fully frontality. The
presence of those angels was interpreted by scholars as the existence of an archetype, different
from the other Carolingian Bibles, in which there were two scenes of Adam'’s creation or just a
diversification from the two scenes of the one model of those Bibles. The latter speculation can
be reinforced by the two episodes of Adam's creation in San Paolo fuori le mura Bible;
enlivenment and animation (Kessler, 1971, p. 147). Moreover, it can be noticed that the two
angels are identical and both they look towards Adam's enlivenment.

3. Voss, 1962, pp. 52ff. Analysis on Pickering's interpretation based on the verbal
semantics and pictoria syntax of the text, see Dane, 1978, pp. 23- 36.
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creation, the most memorable moment of the whole creation, towards the fall.
In other words, it can be the symbolic representation of the ancient beauty
(aoyaiov xdaAiog) of humankind, which was lost with the fall, but it would
come again after the resurrection.

The attendance of the scenes from angel(s) is aso ascribed to the fact
that in Christian iconography the angels creation is not aways delineated as a
separated episode. Even though there is not a particular passage in Genesis that
refers to their making?, there are monuments with that scene®, whilst in other
cases, that episode does not exist and that absence is suggested by scholars that
it isreplaced from angelsin the other scenes’.

In Christian art the direct participation of the angels in Adam's creation
is exceptional. According to M. Friedman®, there are only two later examples,
both with Catalonian origin; The Great Canterbury Psalter (Bibliotheque
Nationale, MS. lat. 8846, fol. 166, 14™ c.), where an angel performs the
creation, while Logos is standing on the other side blessing and the Jewish
manuscript The Sster to the Golden Haggadah (British Library, Or. 2884, fol.
1Y, ca. 1330- 40), where there are two angels shaping Adam, while there is no
depiction of God the Creator, according to the Jewish prohibition of depicting

!, The poses of the angel in each scene, standing, hovering, standing with fully
frontality complement the decoration of the clothes. In the last two scenes J. A. Dane puts a
guestion- mark on the gender of the angel, as it can be supposed a female depiction. Dane,
1978, pp. 31- 2.

2, St. Augustine interpretation of the passage "Let there be light" (Gen 1, 3) is that it
refers to the creation of the angels (Las civitas dei, XI, 9 and De Genesi ad Litteram, I, 5), an
anaysis which others support that has influenced in away Christian art (Friedman M., 1991, p.
87) and others find its route to Jewish literature (D' Alverny, 1956, pp. 282- 4, Friedman, 1991,
p. 93, note 53).

3. For example, in an ivory plague (South Italy, now Berlin, Staatliche Museen, 11"c.),
in the mosaic of the nave in Monreale (12" ¢.).

4. D' Alverny, 1956, p. 283, Friedman M., 1991, pp. 86- 7.

®. See Friedman M., 1991, pp. 80- 2, fig. 1, 7. In the same article, p. 85, fig. 12, we can
see Eve's forming, getting out of Adam'’s ribs, while Logos is being hepled by an angel, in
accordance with a Jewish legend, which says that the Archangel Gabriel or Michael brought the
dust to God for Adam's forming. Moreover, another Jewish myth narrates the reaction of the
angels to the creation of man, because of his perfection of his body and his spiritual qualities.
See Ginzberg, 1995, pp. 27- 34.
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the figure of God'. In Jewish later art there are examples, focussing on the
angels’ appearance instead of Logos, such asaminiature in Sarajevo Haggadah
(National Museum of Sargjevo, fol. 2, a possible origin of Barcelona, 14" ¢.),
where the presence of God is presented as beams of light coming from the sky
towards Adam's head®. Yet, in the Catalan tradition, such as in the Ripolli and
Rodes Bibles (second quarter of the 11" ¢.), the Creator is not always a part of
the compositions of the creation, probably due to the allegorical way that the
artists used for the miniatures, which originates on the platonic theory®.

!, The second Commandment (" You shall not make for yourself an idol... You shall not
bow down to them or worship them" Ex 20, 4- 5) was the Jewish ban against the illustration of
God (Gutmann, 1971, pp. 3- 16) and as well the base for the theology against the icons during
the iconoclasm (itsfirst phase 726- 787 and its second 813- 843, Sideris, 1979, p. 181).

2, Friedman M., 1991, p. 82. fig. 8.
3, Conzalez, 2002, pp. 35ff.
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Ii. Adam's creation (Gen 2, 7)

The following iconographical report is divided into scenes, according to
the steps of the narration on the Genesis text and the interpretations reported on
the eastern and western ecclesiastical literature. We will examine the way those
influences act directly to the depiction and the character of each composition.

The basic forms of the stylistic imagery of Adam'’s creation was inspired
from the compositional schemes of the ancient- pagan art and especially from
the mythology of man's creation from Prometheus, a divine man, with
intellectual abilities, who is considered to be the creator of all the animals' and
as well as of a wonderful man from dust and water’. On the other hand,
according to the Jewish legends, Adam was not created as a child, but as a
complete man on his early twenties, having an oversized body and
extraordinary strength as well as spiritual perfection immediately after his
creation. That derives from the fact of his assignment to name the animals with
maturity, in order to prove his authority over the earth®. Having that elements
on mind, we can only make the assumption that the standards of Adam's
depiction as a young man and not a child are influenced from the Jewish
tradition where there are no narrations of Adam's childhood, since in ancient
imagery Prometheus was pictured having a small figure.

The three episodes of Adam's creation bear resemblance with the three
stages of the myth of man's creation, as it is depicted in sarcophagus’. For
example, the shaping episode can be seen in a fragment of a Vatican

!, See Kaiser- Minn, 1976, p. 33, fig. 13f, Heimann, Trinitas 1938, p. 44.

2, Kerényi, 1998, p. 202, Headlam, 1934, pp. 63- 4 and p. 67. Cf. Robert, 1969, pp.
436- 449.

3, Ginzberg, 1995, pp. 31- 3.

4, Weitzmann, 1947, pp. 176- 8, idem, 1952- 53, pp. 115- 6. K. Weitzmann not only
describes the three stages of man's creation in three different sarcophagi, but also supports that
the Cotton Genesis manuscript had as an archetype an ancient mythology book or in particular a
text with Prometheus myth, which has used as a model for Adam's creation. Of course he
notices that the Christian artist borrowed the pictorial models from the ancient art, but they
transformed in such a way that the Christian meanings to be exported. The same opinion share
other scholars, such as Gerke, 1940. For the common iconographical background of the
Prometheus scenes and Adam's creation see comments in Jensen, 1999, pp. 541- 2.
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sarcophagus where a small clay figure stands in front of the seated Prometheus'.
Moreover the same form is applied in depictions with Aesculapius and his
patients, such as in a sculpture in the British Museum in London? In the
enlivenment of man in Museo Nationale in Naples the clay model lies on the
ground with his hands totaly attached to his body, while Prometheus sits
behind it and he touches the man's head®. The man's animation stands in another
sarcophagus in Rome"; the goddess Athena holds the soul, which is depicted as
asmall bird or abutterfly upon the model's head®.

The Genesis text consists of three different phases. "Then the Lord
formed man from the dust of the ground”, which refers to the forming of Adam,
"And breathed into his nostrils the breath of life", referring to Adam's
enlivenment, and "The man became a living being" to Adam's animation®. That
division and the questions or problems that derives from each stage of Adam's
creation is also influenced by Augustine's theory about the existence of the
soul”.

In Christian art there are also patterns, which perform the creation of the
animals within the same frame with the creation of man, frequently due to lack
of space. Such imagery is unfolded on the same page miniature on the Cotton
Claudius (British Library, B. 1V, fol. 4, second quarter of the 11" c.)?, likewise
the two distinctive representatives of the Norman twelve- century art, Capella

!, Weitzmann, 1947, fig. 180. That model was used also in Promentheus paintings,
such asin Kestnermuseum in Hannover, in coins, in Metropolitan Museum in New Y ork.

2, See Kaiser- Minn, 1976, fig. 13- d.

3, Weitzmann noticed that the different pose of Logos in connection with Promentheus,
such as the latter holds Adam with one hand, while Logos with both hands (See Weitzmann,
1947, p. 177, fig. 181).

4 Weitzmann, 1947, fig. 182. Paralel depiction are in coins, in Staatliche
Minzsammlung in Munich or in acode in Bibl. Vaticana (Cod. Vat. Cappon. 285). However in
one bronze metallion from Antonius Pius can be noticed that Prometheus holds afemale figure,
while by Athenathereis atree and a serpent. Comments see Kaiser- Minn, 1976, pp. 34- 7.

®. That is actually a motif that derived almost simultanuesly with the illustration of
man's creation from Prometheus and scholars believe that it came mainly from literature
sources of the second half of the 4™ ¢. BC. See Kaiser- Minn, 1976, p. 34.

®. Friedman, 1991, p. 81, Zahlten, 1979, pp. 197- 201.

’. For his understanding on the human body and soul see Miles, 1979, pp. 9- 39.

8, Kauffmann, 2003, fig. 42. Cf. the comments and the comparison to the Vendum
manuscript (Bibliotheque Municipale, MS 1, ca. 1100) Heimann, Creation, 1938, pp. 271.
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Palatina (fig. 17) and the Cathedral of Monreale (fig. 16)*. Yet, it seems more
than possible the artists of the above- mentioned examples to have followed the
Genesis account of God having created "humankind (dvBowmov)" (1, 26- 27)
together with the living creatures of the earth. Thus, Kauffmann's titles of the
scene as Adam's creation and the naming of the animals do not infuse much
aptness.

The following monuments are analyzed according to their
iconographical features and their way in presenting Adam'’s creation.

Adam's forming and animation

The first stage of creation is the shaping of man and it is transferred in
art as an accomplished statue of clay’. An interesting problematic was
developed about the fact that Genesis first reference on human being's creation
says, "Let us make humankind" (1, 26). That means there is no sex indication,
in order it to be created in the image of the Triune God, having no sexua
picture. That creature was not male and any kind of gender sign emerged at the
moment that both male and female were mentioned®. That vagueness makes
difficult the humankind to be illustrated and that is why the artists avoided
using that reference as a pictorial model and they focused on the second
Genesis passage (1, 27), in which a division between male and female is done
and the mal€e's shaping is depicted”.

In the original manuscript of Cotton Genesis the scholars can only
assume the occurrence of the three phases of man's creation. That is based on

. Von den Steinen, 1965, p. 30, fig. 11, Demus, 1949, p. 44, fig. 27b and p. 122, fig.
95a respectively. Comments on the remarkabl e resemblance between the figures of the Creator,
who has totally the appearance of Pantocrator and Adam, see on the Appendix of the present
thesis.

2, The only example that Adam in the first episode is a white unshaped mass of clay is
the miniature of the 92 (93) Psam in the Great Canterbury Psalter from Cataonia
(Bibliothégque Nationale, MS |at. 8846, fol. 166", 14™ ¢.), Friedman M., 1991, pp. 79- 93, esp.
pp. 80- 2, fig. 1. For the western art of the 11™ up to the 13" c., such as the churches of Saint-
Maurice and Saint- Jean- Baptiste of Chateau- Gontier see Millon, 1998, p. 105 and Thibout,
1942, pp. 18- 21 respectively.

3, An analysis on the Jewish terms which are used on the Genesis original text refering
either to Adam as a human (approximately twenty times) or to man (only four times), see
Kawashima, 2006, pp. 46- 9.

4. Jolly, 1997, pp. 21- 2.
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the presence of the two episodes in the mosaic of San Marco and that in Cotton
Genesis family there are examples, such as the Carolingian Bibles, in which a
third episode is depicted'.

In San Marco in Venice the creation narration in the mosaic on the first
small dome of the narthex is astonishing, even thought it was badly restored,
the lower part of Adam was changed, and some cubes are missing?. The first
episode of Adam's creation is Adam's forming. It lays on the second line of the
mosaic in sterile, but symmetrical scenery, with the inscription FACIAMUS
HOMINEM AD IMAGINEM ET SIMILITVDINEM NOSTRAM?®. As being on the
sixth day of the creation the scene is accompanied by six angels, one for each
day; five on a back line and one opposite to the seated Logos. It is noteworthy
that Logos has raised hands, but not in the pose of speech, since in the text there
is no reference to any speaking of God. So he holds the model's right hand in a
way that a constructive work is done’. The model is small, stative, as well as
brown, as being created from the dust®, having likely its pedigree on the
iconographic tradition of the Egyptian pharaonic art®.

The second episode of man's creation in San Marco is Adam's
animation, which is situated after the Blessing of the seventh day’, where only
the two protagonists take part in®, with the faces much spoiled®. Logos offers to

!, Weitzmann, 1952- 53, p. 115.

2, Demus, Vol. 1, 1984, p. 78.

%, Demus, Vol. 1, 1984, pp. 77- 8.

4, Jolly, 1997, p. 22. According to Weitzmann and Kessler, the throne finds a parallel
in the throne of the Hortus Deliciarum Bible (fol. 17", 12" c., fig. 18), while Logos holds
Adam's head, instead his hand. Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 53.

®. A decription of the mosaic and a short comparison with miniatures, see Weitzmann,
K., Kessler, H. L., Septuagint, 1986, p. 52.

®. Niero, 2001, p. 256.

7, Jolly (1997, p. 24) points out that the presence of those two scenes makes them
shown as the high points of God's Creation. It is a plain scene, with an inscription upon the
episode INSPIRAVIT IN FACIEM EIVS SPIRACULUM VITE, Demus, Vol. 1, 1984, p. 78.

8, 1t is worth- noticed that there are no any interpolation of angels (as symbols of the
day of the creation) on the composition, asin the first episode. That short illustration of Adam's
animation is uniquely seperated from Adam's forming, with the scene of the Blessing of the
seventh day, even though on the Genesis text they are totally connected. That may be linked
with P. H. Jolly's speculation, as cited before, on the fact that the sexless humankind could be
illustrated and a male figure took that role. Also see Weitzmann, K., Kessler, H. L., Septuagint,
1986, p. 52.

°. Demus, Vol. 1, 1984, p. 78.
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Adam an animus, which reminds us of the ancient mode of the psyche’. In
mythology, the man that Prometheus has formed was like a lifeless statue, until
goddess Athena sent him a butterfly, which represents the soul®>. The same
structure used the mosaicists in San Marco, where Adam is placed in the front
position, while Logos stands in the second®. In the middle of two men, thereis
the soul, as a flying, undersized male figure. Niero supports the origin of the
motif from the early Egyptian art, as the dark puppet on the previous episode’.
In our opinion, he bears resemblance to Adam, especidly if we observe their
hair- style and their facial characteristic. Logos grasps psyche's right hand,
since he sends her to Adam, while she embraces with her left hand Adam, as
trying to become one with him. Both Cotton Genesis and San Marco
compositions of Adam's creation do not suffice on one episode, but they focus
on a more extensive narration, which can be understood as an influence of the
augustinian theory on man's soul and its pre- existence. Furthermore, another
observation on Adam's figure could be that of Niero; his androgenic
characteristic before Eve's creation, which gradualy fade away, probably in
order to be depicted asidentical to Eve asit possible could be.

Adam's enlivenment and animation

On the Genesis frontispiece of the San Paolo fuori le mura Bible (fol. 8,
ca. 870) the two episodes of Adam'’s creation are depicted on the upper line on
the left side’. On the first phase, his enlivenment, there are secondary elements
from the scene of forming. Adam'’s body lies on a hillock in a crosswise way
with his handsfitting closely his body. The beardless L ogos, with a halo around

!, According to G. Fergusson in primitive Christian art, birds symbolized the soul and
general the corporeal world, a symbol an ancient Egypt (unfortunately he does not give any
extra explanations or bibliographic references), Fergusson, 1961, pp. 12- 3. Cf. two examples
with Hermes as the soul messanger Sichtermann, 1970, pp. 110- 22.

2, Kerényi, 1998, p. 202. The psyche was adopted to the biblical descriptions aready
from the 3" c. in the synagogue of Dura- Europos, as the personification of Ezekiel's spirit,
Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 53, Weitzmann, 1947, pp. 176ff, fig. 178-
9,181- 2.

3, Comments on Logos's position in that scene in connection with the others on that
mosaic, see Jolly, 1997, p. 24.

*. Niero, 2001, p. 256.

®. Niero, 2001, p. 254.

6, J. E. Gaehde supported that the starting episodes are those of Adam's forming and
animation, while he does not mention at all the existence of Adam's enlivenment to any of the
examples used, Gaehde, 1971, p. 365, fig. 1 (a comparative chart from the protopl asts scenes).
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his head- in alevel lower than Adam, due to lack of space- bows over Adam
and he holds his left shoulder and arm. Paralels of that composition are
considered to be the depictionsin Grandval and Millstatt Genesis'. The incident
is framed by two trees; one tiny over the hillock and another on the right, large
enough to cover the scene in width?. Yet, the feet of the lying Adam overcome
the tree, being in the next scene, the animation. In our opinion, that may occur
in order a continuation of the phases of the same action (Adam's creation) to be
demonstrated. The two participants are illustrated reversed from its parallels of
Vivian and Millstatt animation; Logos does not touch Adam, but he is blessing
him, while Adam seems to make steps towards Logos and his hands are in a
light pose of speech.

Much later, on approximately 1195, the drawings of a poetic paraphrase
of the Bible, the Millstatt Genesis (Mus. Cod. VI, 19, fol. 3") conclude aso two
episodes of man's creation, while we have aready discussed the appearance of
the angel in the miniatures. The enlivenment shares resemblance with the one
of the San Paolo fuori le murafrontispiece, as far as the status of Adam's figure,
who is lying diagonal on the ground. However he folds his armsin the front, as
if he is in the postion of prayer, in connection with the present angel.
Moreover, Logos is standing on the left side of the scene and not kneeling,
while both of them are bearded. On the next episode, the resemblance to the
Cotton Genesis family is obvious. The two bearded figures are standing
opposite to each other, Logos holds Adam'’s right hand and he also blesses him.
Adam's figure does not differentiate from the model in other pictoria
examples’.

Monuments with one episode:

Enlivenment

The Adam's creation in frontispiece of Grandval Bible (British Museum,
London, Add. MS 10546, fol. 5", ca. 840) covers the two third of the length of
the upper line and it is bordered by two large trees. The scene was recognized
by Kohler as being man's forming®, since Adam is lying on the earth, from
which he was created. On the contrary, Weitzmann distinguished the man's

! Kessler, 1971, p. 147.

2, The same or similar trees there are at the end of each episode of the protoplasts in
this Bible, indicating on the one hand the frame of the scenes and on the other that the action
takes place in paradise.

3 Kesder, 1971, p. 147.

4, Kohler, 1963, pp. 199ff.
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enlivenment, due to the kneeling of God upon Adam'’s head, as transferring his
breath to Adam'.

Besides, the presence of a smaller tree in the middle of the composition
and of the angels strengthens the suggestion of an archetype with two episodes.
Adam, with a stretched body is lying motionless on the ground and L ogos bows
totally over Adam head. The movement of Logos finds a similar form on the
angel, who attends the enlivenment in Millstatt Genesis™.

The pictorial forms of the first picture of the Genesis frontispiece of
Bamberg Bible (Staatliche Bibliothek, MS. Bibl. I, fol. 7, 9" c) are a
conflation among the episodes of the enlivenment and the animation. This is
probably an innovation of the artist of the Bamberg Bible, who probably has
united elements taken from both the scenes®. The figures are tiny, without the
personal characteristics to be distinguished. Adam is sitting on an undersized
hillock and he raised his hand(s) towards Logos, who is on the right side,
standing, and blessing with hisright hand.

Animation

The first scene of the frontispiece of the Vivian Bible (Paris,
Bibliothéque Nationale, cod. lat. 1, fol. 10", 9" c.) is recognized as Adam's
animation. Only Logos and Adam take part in the composition, while an angel
in half figure and in supplication there is in the background. The two
protagonists are standing opposite to each other; Logos has his right hand
extended and he holds a cross nimbus. Adam's figure is long, linear and almost
stative- apart from his hands, which have a kind of movement. The scene finds
parallels particular in Millstatt Genesis or in San Paolo f.I.m. Bible and in a
genera analogy with the mosaic in San Marco, comparing only the status of the
models and not the presence of the personification of the soul*- descriptions of
these works of art have aready been made.

In the Seraglio Octateuch (Constantinople, Topkapi Saray Library, cod.
8, fol. 36", 12" c., fig. 19) man's animation is demonstrated by depicted Adam
seated on the ground®. The composition pictures Adam in the frontal place,

1 Weitzmann, 1947, pp. 176ff, Kessler, 1971, p. 146, Kessler, Tours, 1965, pp. 14- 5.

2 Kesder, 1971, p. 146, Schade, 1966, pp. 108- 17.

3, See the suggestion in Kessler, 1971, p. 147. He adso mentions that the scene is
claimed by analogy to be the enlivenment. We only can guess that the fact of the seated Adam
is closer to the lying Adam of the enlivenment than the standing Adam of the animation.

* Kesder, 1971, p. 147.

®. His position is not unknown to us, since it can be seen in earlier examples, such as
the Bamberg Genesis fronti spiece, however not in the animation, but in the enlivenment of man,
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whilst there is a background full of hills and tiny plants and trees. His figure is
extended, especially as far as his feet is concerned and he has his hands raised,
in order his liveliness to be shown. The lines that were used by Painter A for
expressing Adam's nakedness succeeded to articulate a three- dimension
impression in a more obvious way than for instance on the figures of the
expulsion (fol. 47)". His eyes look straightforward to the sky; a beam of light
appears from a hand on the upper central part of the scene. That represents God
himself, according to the Jewish pictorial forms. Y et, beside the hand thereis a
medallion with the portrait of Christ, which gives a direct implication about the
Christian origin of the manuscript?®.

while his raised hands were probably influenced by the animation scenes in plenty of
monuments, such as San Marco and in Carolingian Bibles.

!, Anderson J., 1982, p. 88, fig. 3.
2, According to Weitzmann (1952- 53, pp. 119- 20), the Jewish and the Christian
elements can only be connected under the umbrella of the suggestion that the Jews of Diaspora

have designed the archetype of both the Seraglio and the Vatican Octateuch 747. Also cf.
Friedman M., 1991, p. 89.
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lii. Adam'sintroduction into paradise (Gen 2, 8)

The particular incident does not indicate a frequently pictoria account,
albeit the repeated iconographic depiction of paradise. In particular, in Genesis
there is a full description of paradise (Gen 2, 9- 14) and its topography. The
main river of the Garden is divided into four rivers- Pishon, Gihon, Tigris and
Euphrates'. Those four rivers are frequently described in Christian
iconography, not only in the scenes relevant to the creation, but also they play a
symbolical role in other scenes, where it is important to be connected with the
prelapsarian situation®. The four rivers function as the boarders of paradise and
they frequently have an eschatological significance?.

As far as the particular scene of the introduction of Adam is concerned,
we quote the Millstatt Genesis and its small miniature (cod. VI, 19, fol. 8)

. Holl, 1922, p. 472 (line 16). An impressive illustration of the four rivers of paradise
is that on the Homilies of Jacob Kokkinovaphou (Vatican, Bibliotheca Apostolica Vaticana gr.
1162, fol. 35a, 1125- 1150). They have the same source and through their heady running of the
water they dominate on the miniature. Galavaris, 1995, fig. 144. Also cf. the examples in
Maguire, E. D., Maguire, H., 2007, p. 65, fig. 58.

2, Demus, Vol. 1, 1984, p. 254. It is noteworthy that the four rivers are also used as a
model on the mappae mundi, as for example on the Jerome map of Palestine (London, British
Library, MS 10049, fol. 64", 12" c.), Deluz, 2007, pp. 26, fig. 2, Harley, B. J., Woodward D.
(editors), 1987, p. 328, fig. 18.30.

3, Such scenes where the four rivers of paradise have the role of the link with the New
Testament and the liturgical act are the scene of the illustration of the hymn "“Exi coi yaipet
Keyaourwuévy maoa 1 xtiows...". That topic is an iconographical suggestion of the Cretan
School (15"- 17" ¢)) and it was directly inspired by the particular hymn, a theomitorikon
megalunarion, which later enter the text of the holy Liturgy of st. Basil. For instance we cite the
earliest, according to most of the scholars, exant icon with that topic is in the Byzantine
Museum of Athens (first half of the 15" c.), Acheimastou- Potamianou, 1998, p. 86- fig. 23.
Also see the icon of George Klontzas, in the Museum of the Greek Institute in Venice (second
half of the 16™ c.), where the episodes of the life of the protoplasts in paradise on the top of the
depiction are associated with all the other episodes due to the flow of the four rivers throughout
the icon. See Chatzidaki, pp. 166- 72, Aliprantis, 2005, p. 28, fig. 4 (reference to the symbolism
of Paradise see throughout the book).
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among the text of the introduction of Adam into paradise’. The scene is
minimal, without any additional aesthetical sets. The composition is centralized
and it has a harmonious balance. Adam, in the middle, has an austere figure and
a steady pose, while his hands are up, in a horizontal straining pose. He is
flanked by the two most important trees of the garden of Eden- Adam holds one
of them with his left hand. A unique drawing of two baskets is hanging from
the letters of the text above.

The scene in San Marco? is located on the middle line of the mosaic and
it consists of several remarkable el ements. Starting from our left side, we see an
architectural construction, where it isindicated with a vertical inscription that it
is the gate of the Garden of Eden (PORTA PARADISI). Adam seems to walk
through that entrance with the assistance of Logos, who raises his hand in order
to demonstrate Adam his new paradisal environment. The other one half of the
composition is occupied from densely decorative parameters, which basically
have an alegorical dimension. On first site there are the symbolical depiction of
the four rivers of paradise, being illustrated as four male figures, which are
sitting among the waters of the rivers. Their busts are naked; while the rest of
their bodies are covered with dark tunics and general their raised hands display
gestures of speaking®. On the background, there are the two significant trees of
paradise, and iconographically that is shown by making those trees oversized,
opposite to the rest of the plants, which are smaller and spread around the
scene. The persistence of the artists to delineate the details is obvious not only
on that scene, but on the entire mosaic of the Creation in San Marco. The
preciseness on the performance of the natural environment probably presents
the influences from the classical art, as well as the combination with the
conservative elements of the art of the 13" ¢*.

! Kesder, Tours, 1965, fig. 11.

2, On the iscription of the scene it is read ET CITAUIT EUM IN MEDIO PARADIS
LIGNUM SIENCIE BONI, Demus, Val. 2, 1984, p. 78.

3, Scholars support that the four figures may be originated or influenced from early
Christian similar depictions, such as the mosaic of Qasr el- Lebia (Libya, 6™ c.). See
Weitzmann, K., Kessler, H. L., Septuagint, 1986, pp. 53- 4. The ancient river gods were
depicted in ancient Roman art, as well as in the early Christian art, such as in the Arian
Baptistery of Ravenna (late 5" ¢.). Cf. Barclay Lloyd, 2002, pp. 39- 42. Yet, the particular
figures cannot be easily identified as the gods of the river, since they used to be pictured
standing and not lying.

4, Chatzidaki, p. 250.
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The pictorial language of the Sicilian monuments differentiates in
specific details, in such a degree that the figures seem quite dissimilar. Asfar as
the degree of their motion is concerned in Capella Palatina (fig. 21), Logos and
Adam afford the minimum of the gesture of moving, having more restrained
emotions, whilst in Monreale (fig. 20) the figures move towards the right side
of the scene, without approaching each other. Accordingly, it is evident that the
rushing, decisive step of Logos in Monreale was meant to unfold a biblical
conflation among the Old and the New Testament, since his stance is
reminiscent of his posturein Anastasis'.

On the Morgan Old Testament the presentation of the sixth day? is under
an exceptional pictorial form; the artist includes also Adam, who is being
grasped from his arm by Logos. That particular movement as well as the
speaking gesture of Logos give us the impression of the combination of scenes.
Therefore, it isnot only the display of the sixth day of creation, but also Adam's
introduction into paradise.

An extraordinary combination is noticed on the iconography of the
Pentecost and elements that refer to the paradisal environment®. Chavannes-
Mazel redligtically argued on that relation, which was developed on western
examples on the late 12" c. onwards. Moreover, on the encyclopaedia De
universo the author Rabanus Maurus (ca. 780- 856), on his etymological part to
the word paradisus he gives as synonym the word hortus, meaning garden,
which actually is indistinguishable to the notion of the Church®.

Specificaly, in the middle of the Pentecost illustration it is placed the
tree of life from paradise (fig. 110ab), as for instance on a manuscript with
pericopes from Echternach (now in Brussels, Bibliothéque Royale, MS 9428, f.
104v, early 12" c.) having twelve golden flowers’ or on a diptych of King
Andreas |1l of Hungary (Bern, Historisches Museum, Inv. Nr. 301, 1290-
1296)°. In other paralels, such as on a sacramentary from Mainz

! Demus, 1949, p. 258.

2, Cockerell, 1970, p. 29.

%, The parallelism between the birth of the Church, Pentecost, and itsfinal goal, enter
paradise, was classified by the Church Fathers, as st. Ambrose, De Spiritu Sancto, PL 16, 760,
"Flume nest spiritus sanctus'.

4, Chavannes- Mazel, 2005, p. 130.
®. Chavannes- Mazel, 2005, p. 129, fig. 8.
6, Chavannes- Mazel, 2005, p. 133, fig. 17.
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(Di6zesanmuseum, MS cod. Kautzsch 4, fol. 108", ca. 1100)* and on the
Benedictional of the archbishop Robert de Jumieges (Rouen, Bibliotheque
Municipale, MS Y7, fol. 29v, second quarter of the 11" c.)? it is met the column
of the city of Jerusalem (Ez 5, 5), which designates the centre of the world and
has a direct reflect to the tree of life.

!, Chavannes- Mazel, 2005, p. 132, fig. 14.
2, Chavannes- Mazel, 2005, p. 132, fig. 15.
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Iv. Naming of the animals (Gen 1, 19)

The supremacy of man over the other creatures on earth!, as well as his
authority and freedom to identify and to establish judgments about them? are
elements that can be noticed in the passage, where Adam, with God's will, is
naming the animals.

Even though the scene was depicted from the years of the art in
catacombs®, it does not always exist in compositions within the cycle of
creation. We suppose that happens, especialy on the miniatures, due to the lack
of space, since apart of its significant meaning, it is not as vital as the other
scenes of creation®.

It seems possible that the scene naming of the animals originates in the
creation of the animals of the sea, the air and the earth on the fifth and the sixth
day. For that comparison, Blchsel persuasively indicates the resemblance
between an ivory with the scene of the creation of the animals of the Cathedral
of Salerno (New Y ork, now in the Metropolitan Museum of Art, middle of the
12" c., fig. 22) and an ivory with the scene of the naming in Cologne (12" c.,
fig. 23). He points out the similarities in the pose of the animals and also the
existence of the almost the same animalsin the two examples’.

The following analysis of the scene would be performed, according to
the patristic explanation of the meaning of paradise; literal, allegorical or both
of them at the same time.

At the category that is compatible with the literal interpretation of
paradise exactly as the Genesis text mentions, the Creator attends the naming of
the animals. Though there are not iconographical elements, which refer to any

!, st. John Chrysostom, In Genesim, 9, 6, PG 53, 79, "»ai toito ydo deomoteiog
avupoiov”, ("Because that was the symbol of domination”).

2, St. Ambrose, DP 11. 49, "How can we explain this other than by saying that the
untamed beasts and the birds of the air were brought to man by divine power, while man
himself hled power over the beasts that were tame and domesticated? The former lay within the
province of God's activity. The latter were due to the diligence of man".

3, A painting in a country catacomb in Gudia, Malta is such an example. The figure of
Adam as well as of the animals and fish are presented as geometrical patterns, being far away of
any sense of drawings even of the early art of catacombs. Stevenson, 1978, p. 65, fig. 36.

4, Muratova, 1977, pp. 367- 94 for a general presentation of the scene in medieval
monuments of the 12" and the 13" c.

®. Buichsel, 1991, pp. 38- 9, fig. 14, 15. Cf. Muratova, 1977, pl. V1.
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allegorical meaning, but only to the fact that Adam, as the master of the earth
names the animals.

The Bamberg Genesis (Staatliche Library, MS. Bibl. 1, fol. 7', second
quarter of the 9" ¢.), is exceptional among the other Carolingian Bibles, since it
is the only one with the scene of the naming of animals'. The scene lies on the
upper first line of the frontispiece, on the right side. Christ is standing on the
right opposite Adam on the left, with their hands raised, showing the animals or
better speaking, each other. Between them there is a large group of animals,
being illustrated in a background perspective. The only plant of the sceneis a
tree beside Chrigt, which actually seemsto usthat it acts as a borderline of each
composition, since it isrepeating in the frontispiece.

Even though the Millstatt Genesis (Klagenfurt, Rudolfinum Museum,
cod VI, 19, fol. 9, 12" ¢.) belongs to the Cotton Genesis family, it is very close
to the Carolingian Bibles’. Asin the Bamberg Genesis, on the right side Christ
is standing, facing Adam, who is depicted on the left side of the scene. Both
Christ and Adam have their right hand raised in the pose of speech. Adam is
nude and standing. In the scene there are no plants at all and the animals around
Adam are bowing their heads to him, as away of showing their submission. In
both miniatures (Bamberg and Millstatt) the animas come from various groups,
birds, water- fowl, fish and earthly animals.

The scene of San Marco in Venice (13" c.) is located in the external
circle of the dome mosaic, in a horizontal narration®. On the left side of the
viewer it is illustrated the enthroned God with a nimbus around his head and a

! Kessler, 1971, p. 152. Konowitz (1984, p. 485) mentions the Bamberg manuscript as
amember of Cotton Genesisfamily.

2, Kessler, Tours, 1965, p. 34, Kessler, 1971, p. 152, Weitzmann, |llumination, 1980,
pp. 121- 2.

%, In San Marco, only terrestrial animals are depicted, Weitzmann, K., Kessler, H. L.,
1986, Septuagint, p. 54. Maybe that occurs because the painters wanted to stretch each animal's
symbolism in connection with the world's creation (about the symbolism of animals and birds
from the early Christian art until the Renaissance, see Fergusson, 1961, pp. 11- 27) or the
participation of specific species can be irrelevant of any kind of symbolism, but it happened
only due to the artists preferences. Moreover, the presence of the lions in front of every other
animal is linked with the fact that the lion is the landmark of the city of Venice, since it is the
symbolic illustration of St. Marco (Polacco, 2001, p. 218). The particular scene of the Millstatt
is linked with that in the Bamberg, see Green, 1955, p. 343.

4, Comments see H. Maguire, 1987, p. 365. The viewer reads the inefficiently restored
inscription APELLAVITQVE ADAM NOMINIBUS SUIS CUNCTA ANIMANTIA, Demus, vol. 2,
1984, p. 78.
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cross staff on his left hand. He faces Adam and with his right hand he makes a
gesture, implying that he orders him to name the animals. Adam, naked, stands
straight’, in afrontal position, while he faces on the opposite side from his pose.
Jolly points out that Adam, for the first time since his creation, stands on the
left side of the episode, as he stands in the following scenes with Eve and
identifies that as a dreadful prophesy for the coming fall of the protoplasts’.

Without any specific facial expression, Adam's figure is austere and
stately at the same time. His right hand's movement, pointing to the animals, is
similar to God's one, meaning that Adam takes the power over the animals from
God®. A few plants and different kinds of animals adorn the episode’; however
it is noticeable the presence of alion, which lies under Adam's hand®. That isa
sign of tameness, even of the wildest animal <.

!, That means the master power over the other creatures of the earth. See st. Gregory of
Nyssa, De Hominis opificio, 8, PG 44, 144AB.

2 Jolly, 1997, p. 44.

3. It is mentioned that the scene in San Marco reflects the augustinian theology that
Logosisthe Lord of the world and Adam is not actually the one who names the animalss, but the
one who speaks, through God, the divine language; that language was lost after the fall. That
means that the power of man over the animals is based on man’s temperance and modesty and
his virtues before the fall (Saint Augustine on Genesis, 1991, pp. 76- 9, chapters 18- 20). The
situation of man’s dominion over the world is, according to st. Ambrose, the scale of man from
the corporeal to the spiritual world (Saint Ambrose, Hexameron, Paradise, and Cain and Abel,
1961, pp. 330- 2, chapter 11, 52- 53). Also see Biichsel, 1995, p. 46.

4, Those terrestrial animals are demonstrated in pairs, as they are in scene of their
creation, Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 54.

®. According to H. Maguire (1987, p. 365) that element remind to us Abbot Gerasimus
and his vegetarian lion, which lived peacefully with him. That lion is an example of the pre- fall
situation in paradise and the cam relationship between Adam and the animas. St. John
Moschus, Pratum Spirituale 107, PG 87°, 2968A- 2969B. Besides, Origen (In Genesim Hom.,
17) interprets the lion, as the "lion of Juda" and he makes apparent the difference between the
natural and the tropical symbolism. See Blchsel, 1995, p. 206. Moreover, in genera the lion
can represent Christ's Resurrection; in particular the emblem of the city of Venice was the lion,
because Venice is under the protection of Apostle Mark, whose evangelical sign is the lion. See
Fergusson, 1961, pp. 21- 2.

6, Moreover, there is a whole discussion on the symbolism of the animals in the
patristic texts and consequently in the Christian art. For example, according to st. Augustine
(Contra Faustum, 6, 7) there are "filthy animals", which are the symbols of the forthcoming sin.
See Biichsel, 1995, p. 206.
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Furthermore, the three episodes in San Marco concerning the fauna (the
creation of the earthly animals, the creation of the birds and fish and the naming
of the animals from Adam) can be combined with the relevant scenes of the
Oktateuch of Smyrna. That could possible be a way of adaptation for the artists
in the narthex in Venice, since the Cotton Genesis itself has a gap in that
episode’.

The analysis of these three monuments, which either belong to the
Cotton Genesis family or are influenced by it, give the conclusion that the
archetype of the Bamberg and Millstatt miniatures or the manuscript of the
Cotton Genesis itself must have depicted L ogos standing opposite to Adam and
not enthroned, asin San Marco?.

There are illustrations, which represent the figurative interpretation of
paradise as a spiritual situation of the sinless human soul before or as an am
after the fall. Such a depiction is an incomplete floor mosaic in the nave of the
north church in Huarte, north of Apamea® (472 or 487 according to the dating of
the inscription, fig. 24)*. Adam, at the central position of the scene, is
recognized by a Greek inscription above his head®. He is placed on a backless
throne and he isfull- clothed with a purple tunic®. With his |eft hand he holds an
open book, while hisright hand is extended towards, in the gesture of speaking.
His plagtic facia features and his haircut refer to a very young, beardless
person’. Around him there are petite plants and flowers, wild animals and birds
and his throne is between two cypress trees with a serpent around?; all the

!, For the whole problematic see Biichsel, 1995, pp. 37- 9, fig. 11- 13.

2, Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 54.

3, For the importance of the city of Apamea from the 4" to the 7" c. see Wisskirchen,
2002, pp. 140- 1.

4, See the discussions for the dating of the inscriptions and by extension of the mosaic,
Canivet M.- T., P,, 1975, pp. 51- 2.

®. Canivet M.- T., P., 1975, p. 53. Comments and a general description of the mosaic,
see Maguire, 1987, pp. 367- 8.

6. The purple is the colour of royalty and of the imperial dominance (Fergusson, 1961,
p. 152). Consequently, even the use of this colour reinforces the connection between Adam and
Christ, as the second Adam.

7. A complete description of the face of Adam, even of the colours of the tesserae used
on his face and clothes, see Canivet M.- T., P., 1975, pp. 55- 6.

8, The cypressiis related to death in pagan and in Christian tradition (Fergusson, 1961,
p. 30). The particular tree with a serpent around it probably demonstrates the deadly
consequences of the fall, aswell as the soteriological intervention of Christ.
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animals seem to be peaceful and calm, having each of them a particular reason
to be depicted there.

Parallels with the composition in Huarte are considered to be two other
mosaics from Syria (probably end of the 5" ¢.). The first is at the time being in
the National Museum in Copenhagen, in the Carlsberg collection. In its
iconographical elements shares resemblance with the Huarte mosaic, such as
the inscription, Adam, as a dressed, beardless young man, who is seated in a
throne among the two cypress trees and some animals, he wears a halo, but he
does not hold a book?. The other parallel is a mosaic fragment in the Hama
museum, where only Adam's figure has been conserved, with his name written
above his head in Greek and in Syrian. Even though he is dressed, seated in a
throne- a bit more decorative than the others- we are not in the position to
understand his surrounds®.

According to the Canivets the three mosaics borrow iconographical
elements from the depiction of Orpheus among the animals, playing his harp.
This Roman- Greek tradition can also be connected with the illustrations in
catacombs, such as in St. Peter and Marcellino and in Domitilla’. However,
Wisskirchen rejects that hypothesis. After examining four depictions with
Orpheus, he ends up to the conclusion that they do not bear iconographical
resemblance to the Huarte mosaic, which is closer to illustrations of the
enthroned Christ between his Apostles’.

Moreover the three examples illustrate Adam in majesty, as being in the
earthly paradise, which is something that promotes the symbolical
interpretation of the compositions. However, the situation before the original
sin imposes the nakedness of Adam, even though if we talk about his
domination in the earth and his name with the initials of the four cardina
dimensions. Another explanation can be given by the fact that Adam stands for

!, There are for example awinked griffon, a lion, a bear, a phoenix, an eagle etc. See
the analysis of each animal and bird of the composition, Canivet M.- T., P., 1975, pp. 53- 5.

2, Wisskirchen, 2002, pp. 138- 40, Maguire, 1987, p. 368, Canivet M.- T., P., 1975, pp.
56- 7.

3, The throne is elegant with two columns- which has a corinthian rythm- up to Adam's
shoulders and alarge pillow. Maguire, 1987, p. 368, Wisskirchen, 2002, p. 138.

4. Canivet M.- T., P., 1975, p. 58.

®. He examines the mosaics in Tarsos (middle of the 3" ¢.), in Adana (second half of
the 3" ¢.), in a house in Chabba- Pilippopolis (244- 49) and in a monastery in the north Syria-
now in Kestner Museum, Hannover (after 350). However, Orpheus is depicted with his head
bowed, holding his harp, with his feet crossed, while Adam in the floor mosaic is enthroned,
sitting frontally in the middle of the illustration. Wisskirchen, 2002, pp. 142- 5.

96



the new Adam, Christ, asthe "0 t¥moc to0 uéAlovroc"'. Besides, the Canivets
writes that the Ecumenical Council of Chalcedon (451) established the two
natures of Christ in such a union, which can be seen in Huarte, as being
depicted the second Adam?. Yet, his book refers mostly to a teacher than a
leader and apart from his being seated in a throne, he holds nothing, which
could be refered to Christ. Maguire makes another more possible supposition,
which refers to Adam as a spiritual concept of "wisdom and glory". With those
virtues before the fall he managed to avoid the attacks from the wild animals,
whose nature was renovated by Christ. Furthermore he compares those
monuments with an early Byzantine hymn and a Syrian hymn from Ephrem, in
order to reach his conclusion®.

To that explanation, we only add the suggestion of an ideal prelapsarian
situation, which alows Adam to be God by grace. That theological clarification
may originate not just in the throne and the animals still position, but also in his
clothes, as a promise of God for salvation and in his halo of the Copenhagen
mosaic. That means there is Adam, dressed with the promise of God after the
original sin that he is not going to abandon the protoplasts- the trandation in
Christian art is their tunics. In other words, we can suppose that Adam was
depicted as Christ's prefiguration.

Those thoughts could be combined with the convincing Wisskirchen's
conclusion about Huarte mosaic, that Adam is not only a prefiguration, but heis
depicted instead of Christ. His ratiocination is based on the relevant texts of the
Old Testament, the patristic interpretation of the relation between Adam and
Christ, as well as the liturgical tradition. That is combined with the fact that in
Syrian and Palestinian Christian monuments the wall and the apse decoration
are rare. Thus, Wisskirchen concludes that since it is inappropriate to picture
Christ on the floor, Adam is replaced him, while Christ's presence is obvious
within the altar with the holy Communion®.

The double interpretation corresponds to the early illustration of the
Carrand Diptych (Florence, Museo Nazionale del Bargello, end of the 4™ or the
first quarter of the 5" c., fig. 25)°. Adam, naked, has a pose of sitting on the
ground and he holds a fruit- tree (a number of trees are spread around the

!, See the suggestion, Canivet M.- T., P., 1975, pp. 61- 3, where a number of Syrian
literature sources are mentioned in order that proposal to be documented.

2, Canivet M.- T., P., 1975, p. 65.

3, The hymn in a French translation in Lavenant, 1968, pp. 83- 4 (VI, 5- 8). Comments
see Maguire, 1987, p. 372.

4, Wisskirchen, 2002, pp. 151- 2.

®. Maguire, 1987, p. 365, note 15.
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sculpture)* at the top of the left leaf, while the four rivers at the bottom of the
scene also refer to the Garden of Eden. With his left hand grabs one of the trees
and his right one he makes a gesture; he extends his index and middle fingers.
His figure turns to face the viewer and it is built as if he is an ancient Greek
statue; even his short haircut, with embossed ornaments. On the left of the
panel, but mostly under Adam, various animals of paradise are depicted; that
symbolizes their submission to Adam. It is noteworthy that the serpent does not
use his belly to craw and none of the animals seems violent?.

That particular pictorial form of Adam is likely to be influenced by the
composition of Orpheus’. As an example we mention an ivory pyx (it is
contemporary with the diptych) in the Bargello in Florence®. The compilation is
developed in height as in the diptych and Orpheus, on the middle top of the
scene, seems to sit on the landscape and to be surrounded by the same animals
as Adam. Besides, Orpheus in Christian art symbolizes the Kingdom of God
and the creatures, which peacefully live in there, while his songs can lead men
to redemption’.

!, The trees here represent the fact that the scene takes place in Paradise, while scholars
refer to the fruit as a symbol of the "Twelve fruits of the Spirit: love, joy, peace, long- suffering,
gentleness, goodness, faith, meekness, patience, modesty, temperance and chastity", Fergusson,
1961, p. 31, p. 39.

2, According to the patristic works the animals of paradise were living in peace and
with no violence at all, before the original sin. Such as st. John Chrysostom, In Genesim, 9, 4,
PG 53, 79, "Kai opdv mAnoiov avtod ywiouevo td Onola, ovx damemidnoev, diid
x00dmep 11 OeomoTnG doVAoIs Voxewévov ovouata gmtifeis”, ("When he (Adam) saw
the beasts around him, he did not jump, but he gave names to them, just like the master does to
his servants'), st. Basil, De Paradiso 3, 7, PG 30, 68AD.

Another ivory having a similar structure, though on the top are the protoplasts
committing the original sin, is the back side of the Areobindus Diptych (Paris, Louvre Museum,
9" ¢.). See analysis Coldschmidt, 1969, p. 77, fig. 158. It seems to us that the difference,
between the ivories in Florence and in Louvre, is that the animals in the first case are peaceful,
while in the second one they seem more aggressive, probably as an aesthetical interference, due
to the consequences of thefall.

3, Cf. about the picture of Orpheus in Dura- Europos Stern, 1958, pp. 1- 6.

4. An eagle is depicted beside Adam and usudly the same bird sits by Orpheus. See
Konowitz, 1984, pp. 485- 6.

®. Clement of Alexandria, Cohortatio ad gentes, PG 8, 56A- 57B, "Euoi usv ovv
doxovow 6 Opdxiog éxeivog OpPevs... moooyriuatt wovowxrs... Kai mdvta doa tadta
ayotdrata Onoio xal Tovs ToLVTOVS AlBOVS 1] 0VEAVIOS PO QVTYH UETEUOQPWOEY €iG
avOodmovs fjuéoovs... ‘Ooa ti doua T xawov doov ioyvoev dvlodmovs éx LiBwv xai
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That description relates the scene with a literal interpretation of
paradise. However, the combination with the other leaf of the diptych offers a
symbolic version. On the upper part Apostle Paul sits on a smple throne
between two men, who are holding books and scrolls. It is interesting the fact
that his right hand has the same pose as Adam, suggesting that they are
gpeaking; Adam points to the animals, giving names to them, Apostle Paul
preaches to people’. On the middle of the panel, Apostle Paul performs a
miracle in Malta? and a serpent, which derived from the fire, covers his hand.
The combination of that particular miracle with the snake is not irrelevant with
the scene of Adam before the sin®. We can assume that the meaning has also to
do with the tameness of the serpent, the devil, after his defeat from Christ
during his descent into Hades and consequently from the Apostles with their
missionary to the world. Probably the conception of those two themes in the
diptych provides Christian catechism and supports didactic purposes, by the
combination of Old and New Testament®.

It is also noteworthy to quote the fact that there are examples, where, in
our opinion, the adamic typology is met in an obvious way. Specifically, Adam
is depicted fully- dressed, blessing the animals, a pure alegory of Christ, as for
instance two miniatures (Leningrad, Public Library Saltykov- Schedrin, MS |at.
Q.v.V.n. I, fol. 69" and 5, end of the 12"- beginning of the 13" c., fig. 26ab).
Simultaneoudly, in a part of the gate on the Cathedral of Souzdal (13" c., fig.
27) the dressed, beardless, enthroned Adam is accompanied by an entirely-
dressed female figure. Altogether, sheis Eve, referring to Virgin Mary?.

avBodmovs €x Onoiwv memoinxev”, ("l think that man from Thrace, Orpheus... with his
music... And always all those wild beasts and all those stones, his divine music transformed
them into calm human beings... See that the new song managed to make people from stones and
people from animals"). Konowitz, 1984, pp. 485- 6. Cf. Huskinson, 1974, pp. 68- 97 about the
meaning, the use and the discussion on Orpheus’ picture in Christian art and Stern, 1974, pp. 1-
16 in the early Christian art.

! Maguire, 1987,pp. 365- 6.

2, Acts 28, 1- 4. Description of the panel see, Maguire, 1987, pp. 366- 7.

3, Konowitz, 1984, p. 488.

4, Konowitz, 1984, p. 485.

>, Muratova, 1977, pl. 1X and pl. VIII respectively.
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v. Eve's creation (Gen 2, 21- 23)

In Christian iconography there are two episodes for describing Eve's
creation; Drawing Adam's rib and Eve's shaping. The first episode acts as a
preparatory phase of the second and both of them operate as a unit. The fact
that there are monuments that both of the episodes take place and others only
with one phase depicted and a more dense version of the text, it is based on the
possible lack of space. Adam felt into Sleep in order Eve to be taken out of his
rib and to be formed. Her creation acts with a different way from Adam's. The
likeness and equality that both the creations share originate on Eve's forming
from exactly the same substance as Adam’.

The early Christian sculpture has a few examples to demonstrate, to
which it was given the interpretation of scenes of Eve's creation, though
analysis was under discussion. Firstly, the episode of the Pronuba- sarcophagus
(Vatican, Museum Pio Christiano, beginning of the 4" c., fig. 28) on the upper
left image there are three men and two tiny figures on the botton; one seated
and the other (the female?) on her feet’. Kaiser- Minn supports that it is the
raising from the dead®, whilst for the above- mentioned Triniti sarcophagi (in
the new Museum de I' Arles Antique and in the Museum Pio Crigtiano in
Vatican, second quarter of the 4™ c., fig. 29) she supports that the scene stands
for the creation of the humankind and especially Eve's creation®. She rejects the
possibility of the scene being the raising from the dead due to the half open

!, Some Jewish legends stress out the fact that the first reference on Genesis text talks
For the creation of male and female. That combination permits Logos to shape Eve (the female)
from Adam (the male). Eve's creation from Adam, meaning not from the ground but from his
flesh, permits her, according to the explanation of the Jewish legends, to be more mature and
more spiritually promoted than Adam. Ginzberg, 1995, pp. 34- 6. Cf. for the Western art
Flasch, 2004, pp. 11- 6.

2, Its decoration is a combination of the pagan and Christian iconographical elements.
Repertorium |, 1967, pp. 71- 2, fig. 25, 86, Kaiser- Minn, 1981, pp. 9- 10, fig. 5, 5a.

3, Kaiser- Minn, 1981, p. 10.

4, See her whole problematic Kaiser- Minn, 1981, pp. 10- 31, esp. 27, fig. 6, 7, 910a
Ladner in his theoretical research about the image of man in the mediaeval pictorial formation
mentions that the rendering of the dogmatic sarcophagus opens with the creation of man and
woman by the Triune God. Ladner, 1962, p. 9, fig. 10.
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eyes of Adam, which do not correspond to the ancient illustration of the dead".
Sooner Heimann indisputably supported the subject as Eve's creation, without
however a sufficient analysis. In the later bibliography in favour of that aspect
is also Bovini, Brandenburg® and lately Engemann has repeated the conclusion
of Kaiser- Minn®.

On the other hand, Blchsel’s documentation on the option that the
episode is indeed the raising from the dead provides a number of acceptable
iconographical points’. The scene can be connected more with the ancient death
and the revival of the humans, than the man's creation from Prometheus.
Moreover, the gesture of Logos over the head of the female statue is related to
the virga thaumaturgica of the miracle in Cana in a sarcophagus in Museum
Capitolino (fig. 38)°. That can also be identified in the synthesis of various
sarcophagi in the Museum Pio Christiano. For instance, we mention a
sarcophagus (second quarter of the 4" c., fig. 39), where a female tiny statue
lies on the ground, whereas the virga thaumaturgica is on her head’. In another
one (first third of the 4" ¢.)%; afigureis lying on the ground and another one is
still raised by miracle. In those sarcophagi the scene is following the episode of
the fall, as a promise for resurrection after the sin. In another one (first third of
the 4™ c.) there are two standing figures and one lying®.

Additionally, it should also be mentioned in the Trinity sarcophagus the
scene below of the examined picture is the adoration of the Magi, which
actually reinforces the view of the above scene as the incarnation of the
protoplasts. That suggestion could act within the theologica frame of the

! Kaiser- Minn, 1981, p. 27. Comments see Biichsel, 1991, p. 63- 4.
2, Heimann, Trinitas, 1938, pp. 42- 52.

3. Repertorium 111, 2003, p. 23 (also sooner they supported the same conclusion,
Repertorium |, 1967, p. 40, fig. 43).

4, Konstantin der Grosse (excibition), 2007, p. 282, fig. 2. Cf. Engemann, 1976, pp.
159ff, where, on his discussion about the four figures of the episode, he unambiguously referred
to Eve's creation.

5. See his problematic in Biichsel, 1991, pp. 63- 8.

6, Buchsel, 1991, fig. 37.

7. Buichsel, 1991, fig. 36, Repertorium |, 1967, pp. 20- 1, fig. 23a.
8, Repertorium |, 1967, pp. 11- 12, fig. 12a.

°. Repertorium |, 1967, pp. 13- 4, fig. 14.
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adamic typology, meaning Christ's birth as a presupposition of the resurrection
of the dead".

That version is also relevant to the notion of the sarcophagus and the
meaning that might the artists have wished to depict; God's promise and future
resurrection is a soteriological topic that can also act as a consolation. We think
that it is significant to point out Biichsel"s conclusion that if we do not accept
the scenes as the creation, then there is not any illustration of the episode of the
Genesis of humankind in the early Chrigtian art.

In the development of the scene the figure of Adam acquired a specific
deeping pose by leaning his head on his hand, even his body is turned to the
viewer or not. Theologically, the position of deep in the Genesis can be
trandated into the deep in the arms of the Church and a prophecy for
resurrection and the waking of the sleep can be the victory over death?. Besides,
the Greek text of Genesis uses two actions; éxéfalev 0 Oeog éxotaoy Emi
T0v Addu, xai Umvwoev (2, 21), meaning Adam was put into a trance and also
he was deeping. The trance is a hypnotic state and it is combined with the deep
in order death to be defined as a current situation, which will be gjected through
the blood of Christ®. After all, the trance is the condition of unconsciousness,
which actually originates in awkward circumstances® and finally death could be
only the parallel of sleep', which drive the human beings to the resurrectior?.

!, Even though Jensen writes in favour of the aspect of the depiction of the creation of
Eve or of Adam, too, she concludes that the connection of the two scenes is the prefiguration of
the old and the new Adam, and the incarnation of the first due to the second one. See Jensen,
2005, pp. 127- 8. Exactly an identical aspect see Guldan, 1966, pp. 22- 4.

2, Cf. Biichsel, 1991, p. 54. General comments on sleep see st. Gregory of Nyssa, De
Hominis Opificio XI1I, PG 44, 165A- 168D.

3, St. John Damascene, Sacra Parallela VI, PG 95, 1433D, "Kai domeo 10T €V
éxotdoer Elafe thv Thevpav xabevdovios Tov Addu, oUtw xai viv ueta Odvorov to
aiua xai 10 V0w dédwxev, xai Smep 16T EnoTaocic v, tovto viv Odvaroc" ("And as
Adam was into a trance and (God) received his side, with the same way that through his death
he gave his blood and water, as he was in trance, and that is death"). In a kontakion (Romanus
Melodus, Cantica in Grosdidier de Matons, 1965, p. 204 (hymn 27, section 5, line 4)
concerning the resurrection of Lazarus, it is pointed out that "“Yavog dvBodmois moog
owtnoiov" ("The death of people happens for their salvation™).

4. St. John Chrysostom, Expositiones in Psalnos, PG 55, 324, ""Exotacw ydo
&vtavfa v dvaioOnaoiov v x Tav xax@v ywouévnv Aéyer. Emnel xai émi 100 Addu,
Stav Aéyn, 6t énéfalev én avtov éxotaow, dvawoOnaiav twva Aéye" ("It is said that the
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|conographically speaking, the deeping posture is known in the ancient
art from the picture of Eros’. It is also met in the portrait of Jonas, whose
history is a prefiguration of the resurrection. That illustration is met in
sarcophagi for example from Rome (one dates the last quarter of the 3 c., now
in the Staatliche Museen und Museum fir Byzantinische Kunst, Berlin, a
second one in Santa Maria Antiqua around 270 and a third in Vatican, Museo
Pio Christiano, end of the 3°- beginning of the 4™ ¢.)* as well as another, where
the whole story of Jonas is depicted (Vatican, Museo Pio Christiano, last
decade of the 3" ¢.)°. His pose differentiates from Eros or from Adam only on
the gesture of his right hand, which lies around his head. That pictorial form is
for scholars similar to the idolatrous depictions of Endymion® or Dionysus, to

trance is the anaesthesia, which comes from bad situations. Thus, when it says that Adam was
put into trance, that means unconsiousness").

!, St. John Chrysostom, Catecheses ad illuminandos 1- 8 in Wenger, 1957, p. 162
(Catechesis 3, section 18, lines 9- 11), "AAL" drep 101 1 Exotaoig TovTto viv 6 Odvarog
yéyovev a uddns 6t 6 Odvarog ovtog mvos Aowtév éotw”, ("The trance became now
death, in order you to understand that death is sleep™).

2, St. Athanasius, Expositiones in Psalmos, PG 27, 197D- 200A, "Ilac¢ vouilete
Oavdre meoifaltetv v Cwnv; “Yavog ydo éott uoi 10 mabeiv. Avayxoaing 0¢ Aéyer thf
xowrjoer v avdotaow EmecOar. 'H 0& xoiunoils éotwv 6 Odvatog: dvayxaiwg Td
Oavdre dxolovOijoel xal 1 dvdotaots” ("How do you think that death wreathes life? It is
sleep what happens to us. Necessarily after sleep comes the resurrection. The sleep is the
death; unavoidably the resurrection follows death™).

3. The myth of Eros (for the different kinds of variations in the story of Eros in
mythology see Kerényi, 1998, pp. 29- 32), as a part of the creation of the first beings in the
universe, is not totally far away of the history of Adam, as the first- born person in the earth.
See Blichsel, 1991, pp. 54- 5, fig. 30 (Erosin Newby Hall).

4, Konstantin der Grosse (excibition), 2007, fig. 5 and 7, Repertorium |, 1967, p. 97,
fig. 152 respectively.

®. Repertorium |, 1967, p. 31, fig. 35. Also see for the sarcophagus of Lemta in
Bejaoui, 2002, pp. 13- 8 and frangment of a sarcophage (Vatican, Museo Pio Christiano, inv.
31496, ca. 300- 320, fig. 30).

6, Biichsel, 1991, p. 53, Goette, 1989, p. 468, fig. 20, Goodenough, 1962, p. 127- 8,
Van der Meer, F., Mohrmann, C., 1959, fig. 107 with comments. The subject of death is not
present on the Christian funerary art, neither on the catacombs nor on the sarcophagi, on the
contrary to pagan art, where the death of Meleager or Endymion are frequently pictured,
Grabar, 1968, pp. 14- 5. See the discussion also in Engemann, 1997, pp. 1- 3, fig. 1- 2.
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some others there cannot be such collaterality®. In Byzantine art the scene of
Christ as Anapeson (fig. 31) expresses the slegping position?, which as principal
model s has the above- mentioned compositions. The Anapeson refersto the lion
in asymbolic way according to the Genesis text (49, 9)%. Asthe lion Slegps with
its eyes open, in order to wait for his enemies, with a similar way Chrigt, as
Anapeson, is adeep with wide- open eyes, in order to signalize the wakefulness
of the Deity and his Anastasis’.

A characteristic of Eve's creation in the Cotton Genesis recensions is
that Logos is demonstrated to remove from Adam hisrib, an act referring to the
first materia from which Eve was born. According to Kesder, that proves a
literal devotion to the Genesis text®, a feature that is not common to al of the
representatives of that episode. That motif is met in the frontispieces of the
Bamberg and the Grandval Genesis. It shows Adam totally lying on a small
hillock and Logos like bending over his ribs. The particular stylistic structure
repeats the frequently illustrated standards from Adam'’s enlivenment, except of
the fact that Logosis not holding his head, but his ribs. The figures of Grandval
Genesis have, relatively with Bamberg Genesis, a bigger size and more crystal
characteristics. Logosis perfectly alike with the one of the previous scene in the
same frontispiece. Adam has the deeping pose, while in the Vivian Genesisis
stretching his tall figure horizontal upon the ground, having though an
absolutely motionless way. His hands are tied over his sides, exactly as it is
presented in the other examples of this recension- such asin Grandval Genesis-

!, Konstantin der Grosse (excibition), 2007, p. 285.

2, The sleeping position of Anapeson is also met for other holy protagonists, such as on
Joseph and his dream on a miniature of a Lectionary of Monastery of Dionysiou. Cf. Eller, K.,
Wolf, D., 1967, fig. 57.

3. "Iuvuvoc Aéovra Tovda éx fAactod, vié uov, avéPnc avameoaw éxowunidne oc
Aéawv" (we quote the Greek text in order the word anapeson to be recognised).

4, St. Epiphanius, Physiologus, 2, PG 43, 520AC. Cf. Kaokyris, 1967, pp. 196- 7. It is
also noteworthy that in the western Christian art, it is not unsual for Christ to be metaphorically
depicted as alion. For instance, we quote the Codex Aureus from the church of St. Emmeram in
Regensburg (Munich, Bayerische Staatbibliothek, 870) where in the first page of the Mathews
Evangelium there is a lion in mgesty and around the symbols of the four Evangelists. Cf.
Mitherich F., Gaehde J., 1976, p. 105, fig. 36. That symbol probably derives from the fact that
the lion is the king of the animals and it is known for its power and strenth, St. Dionysius
Areopagita, De Coelesti hierarchia 15, 8, PG 3, 336D.

® Kessler, 1971, p. 148.
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the episode of Adam's animation. In Millstatt miniature Adam apart from his
stylish figure, his deeping pose is more apparent than in the above- mentioned
monuments. Logos draws the rib and he holds it with an apparent and
descriptive way and the angel, who is praying, wears the liturgical clothesasin
picture 3, but he does not have wings.

The Byzantine iconography was widespread during the 13" c. in the
West, meaning that the influences on the medieval illustrated manuscripts were
a mixture of Byzantine archetypes and Western models. The following
paradigms do not deny the Byzantine iconographic lines, without,
simultaneoudly, rejecting the contemporary western trends. That demonstrates
that the artists worked without any stylistic bias and their pictorial programmes
were under the religious and also the social impact of the period.

It is almost widespread in the art of the medieval miniatures the pattern
of the extraction of Eve from Adam'sribs, usually depicted half- figure, but asa
totally formed person. Eve is, aimost always, nude and she is in the pose of
praying or speaking with God. Adam is lying on the ground and he has the
above- mentioned deeping pose. The motif of the removal of the ribs was in
many cases abandoned and it was replaced with the picture of the totally-
formed figure of Eve in a bust, such as in Capella Palatina (fig. 33) and
Monrede (fig. 32)'. A comparatively close relationship with the Sicilian
monuments is met in Spain and specifically in the Sala Capitular of the Sigena
Monastery (early 13" c., fig. 34)%. Presumably, that happens due to the
emphasis of the prefiguration between Eve and the Church (Ecclesia), though it
was already mentioned in the earlier patristic literature®. The focus on the new
Church formed by the incarnated L ogos of God is observable for instance in an
ivory plagque from South Italy (now in Berlin, Staatliche Museen, 11" c., fig.
35). On the top of the one side, the Crucifixion is carved and on the botton an

! Kitzinger, 2003, p. 1070, fig. 5 (Capella Palating), Von den Steinen, 1965, p. 30, fig.
8, Demus, 1950, fig. 28a and 96a respectively.

2, Kitzinger, 2003, pp. 1069- 70, fig. 8.

%, We quote a characteristic text of st. John Damascene, Sacra Paralldla VI, PG 95,
1433D, "Qomep yap tote lafe v mhevpav ¢ Oeds, xai Emdaoce v yvvaixra, o¥twg
Ewney uiv alua xal Towe €x THe avtod mAevods, xal dvémiaoce Ty Exxlnoiav" ("With
the way that God took the ribs and he shaped woman, with the same way he gave his blood and
water from his side and he created the Ecclesia"). Iconographicaly speaking, the particular
female figure was argued that it could be the depiction of Eve as well as of Theotokos, under a
more wide way of prefigurations. See for example the discussion Chavannes- Mazel, 2005, p.
123.
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angel welcomes the Ecclesia, a full- leghth female figure with luxurious, royal
clothes and ornaments on her head. On the right side another angel expels the
Synagoga, afemale statue, with plain clothing and her hand in supplication'.

Even though the fundamental models of the muralsin San Paolo fuori le
mura (Barb. lat. 4406, fol. 25, fig. 36) are under the Cottonian influences and
also the motives from the Byzantine Octateuchs, the creation of Eve follows
latter model®>. Almost the same pattern can be traced in the Octateuch of the
Laurentian Library (Plut. V 38, fol. 6”), which may be one of the editions based
on the San Paolo's picture’.

Apart from that early example, the particular pattern is more typical of
the art since the end of the 11" c. onwards, particularly in the western
manuscripts” production.

An extraordinary composition is met in the manuscript Hortus
Deliciarum of Herrad of Landsberg (second half of the 12" c., fig. 37), bearing
similar pictoria characteristics with the above- mentioned Sicilian monuments.
Adam is deeping and the viewer can discern the wound on his ribs, since the
extraction of Eve has already been made. Eve is shaped to her waist, from
which she was hold by the standing Logos. She has her arms raised as being in
supplication, as God blesses her’. It is interesting here to quote the scene from

! Cf. Kessler, 1966, p. 76, fig. 1. That motif is also met on the Gunhild Cross (England
or Denmark, ca. 1075- 1150), where Ecclesia holds a banner and a cross, whilst Synagoga has
her eyes closed as an allegorical element of the blindness of the Jews towards the truth of the
Christianity (see Claman, 2000, p. 130, fig. 5- 1). Furthermore, we quote the Exultet Roll in
Trioa (13" ¢.) and also in a Cilician Gospel (Erevan, MS 7644, fig. 43), where the two episodes,
the angels with Ecclesia and Synagoga, are distinguished at the background of the Crucifixion.
Kessler, 1966, fig. 10, Millet, 1960, p. 450.

It is noteworthy the fact that the scene of the Crucifixion is also frequently combined
with other incidents that have a notional link. Indicatively, an ivory in Metz (Stédtisches
Museum, ca. 1000), where under the Cross the protoplasts are committing the original sin,
having, especially Eve, a peculiar downward posture. See Coldschmidt, 1969, pp. 43- 4, fig. 78.

2, Her pose is like a prayer to the Creator, who is depicted seated on his globe of
dominance and she blesses the new- born Eve. Moreover, there is no a touching- point among
the figures. See Al- Hamdani, 1978, p. 21, fig. 5a. There is aso the aspect that Logos on his
sphere reminds to the viewer the healing of the sleeping patient from Asklepios. Blichsel, 1991,
p. 54.

3, Al- Hamdani, 1978, p. 21, fig. 5b.
4, Kitzinger, 2003, pp. 1070- 2, Green, 1955, pp. 343- 4, fig. 1c.
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the Hexameron of s. Ambrose in the manuscript from St. Emmeram in
Regensburg (Munich, Staatbibliothek, 12" c., fig. 38) the exceptional contact
between God and Eve; he grasps her from her elbow".

The Parisian manuscript (New York, The Pierpont Morgan Library, ca
1250, fig. 39) and the illustration in the baptistery of San Giovanni (Florence,
ca. 1270- 90)?, apart from a few western iconographical elements follow the
byzantine pictorial forms. Logos drags Eve from her wrist, an act that recalls
the identica move in the Harrowing of Hell. A parallel can be traced in the
iconographic and stylistic details (even though the Morgan manuscript has
more elegant figures and motives) of another illustration of Genesis (Paris,
Bibliothéque Nationale, fr. 20125, 13" ¢.); Logos is blessing the new- born Eve,
who isin the pose of praying®.

Despite the plain aesthetical standards in the drawings of the Toledo
Bible (first quarter of the 12" c.)*, there are interesting elements, such as the
seated L ogos on his globe and the stick that he holds towards Eve's hand. That
stick reminds us the virga thaumaturgica and it is also an imaginable line,
which ties God and Eve, in a period that it was under discussion and doubts the
direct association of woman with God himself.

However, in the mgjority of the miniatures of the Bibles Moralisée Eve's
creation is frequently depicted on the same medallion with the terrestria
animals, probably as an alegorical image of the role that al the creation plays
in the union between Christ and the Church®. The typology between Eve and

!, The similarities with other examples and the discussion about the origin of the
masters see Kitzinger, 2003, pp. 1072- 4, fig. 6.

2, Jolly, 1997, plate 10.
%, Buchthal, 1957, p. 70, pl. 150a

4, The research has indicated that probably the Toledo and the Oxford Bibles were
productions of the same atelier, even though they differ methodologicaly. According to the
motives followed by the artists, the Toledo Bible must be examined as the first work, while the
Oxford Bible came after; that might suggest that the Oxford manuscript was a copy. A
description of the iconographic and technica elements of the Bibles and their atelier see
Branner, 1977, pp. 52- 4.

®. It is not accidental the fact that the sixth day of creation was not completely devoted
to the human beings, but also to the creation of living creatures (Gen 1, 24). That occurred in
order an exceptional bond to exist between man and the rest of the creation. Despite the image
and likeness to God of the protoplasts, their affiliation to the universe is based on their
creatureness. See Bartholomew, 2008, pp. 105- 7.
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Ecclesia isthoroughly visible in the Oxford Moralized Bible (Bodleian Library,
MS 270b, fol. 6, fig. 40). Under the typical creation of Eve from Adam's
wound is depicted the Crucifixion. Apart from the fact that the Old Testament
acts as a type of the New Testament, it is outstanding that from the wound of
Christ on his ribs emerges a dressed female figure, the Ecclesia’.

The Bibles Moralisée, especialy the above- mentioned Oxford
manuscript was the Latin norm from the Arsenal Old Testament (Paris,
Bibliothéque de |I” Arsenal, MS 5211, fol. 3%, 13" c,, fig. 9). At the top of the
Genesis frontispiece, six scenes of the creation of the world are depicted. The
creation of each day is pictured within a globe, whilst Logos is standing and
holding the sphere on his hands. The creation of Eve is on the right of the
second line, after the creation of the terrestrial animals and the birds. The
omission of Adam's creation happens either due to the lack of space or the artist
wanted to depict in a scene the creation both of man and woman?.

The scene differentiates from the one in the Oxford Moralized Bible:
Eve appears through Adams ribs, but Adam obtains a rather odd position. He is
drawn deeping with his back to the viewer, while Eve is like rising out of his
feet®. According to Buchthal, only in two more manuscripts, versions of the
Histoire Universelle, the one in Dijon and that in London (figs. 10, 11), the
unusual pose of Adam is observed and can only be explained by the thirteenth-
century- typology on the born of the Ecclesia through the wound of Christ’.
Logos, depicted as the images of the Pantocrator is in half- figure; in the copy
of Dijon he blesses Eve with his left hand and in the British copy he carries a
scroll, whilst in both copies hisright hand touches the hand of Adam.

About the analysis of the iconography and its symbolism of the Bibles see Christe,
1999, pp. 177- 98, esp. on Eve's creation pp. 182- 4, fig. 3, 11, whileon fig. 4 Eveisillustrated
to be created in a separate medallion.

! Weiss, 1998, p. 118, fig. 55. Yet, there are examples of the family of the Bibles
Moralisée, such as the Toledo Bible (New Y ork, The Pierpont Morgan Library, M 240, fol. 8',
13" c.), where Blanche of Castile and her son, Louis I X, seem to be depicted, having though an
alegorical reference to Christ and his Mother or his Ecclesia. Cf. Lowden, 2005, pp. 507- 8,
fig. 3- 5.

2 Weiss, 1998, pp. 155- 6.
* Weiss, 1998, p. 118, plat. V1.
4 Weiss, 1998, p. 118, fig. 56, Zahlten, 1979, fig. 119.
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The paralelism between the Old and the New Testament is also seen in
the Eton Roundels (Windsor, Eton College, MS 177, fol. 1*, 13" c.)'. Eveis
created on the left- down- corner roundel, who apparently has his eyes opened
and the scene refers to the Crucifixion and the blood (Ecclesia) that came from
Christ's side?.

Besides, there are two extraordinary examples we would like to quote,
which, to our knowledge, have no paralld. Firstly, in the narration of the Rodes
Bible (11" c.), the creation of Eve is performed with a unique iconographic
element; she jumps out of Adam almost dressed, having even a hair- ornament
over her head®. Assumedly, the dressed Eve could be influenced by the focus of
the Western Church on the original sin, its fatal consequences, but mostly that
could refer to the belief of predestination and the pre- decided role of womanin
the world®. Secondly, in a miniature from the Psalter of the Monastery of
Polling (Munich, Staatbibliothek, 13" c.) two more figures, behind L ogos, take
place in the scene. The first one is probably an angel; he wears ahalo and he is
blessing. The second figure wears no nimbus and his hands are in a pose
indicating his surprise’.

As far as the sculpture is concerned®, we cite the ivory plague from
South Italy (now in Berlin, Staatliche Museen, 11" c., fig. 41), where the
creation of Eve is on the second panel of the bottom row of the plaque. Logos
is, as in Adam'’s creation nimbless, enthroned and he contacts with his hand
with Eve's shoulder. Eve seems more like standing behind Adam than emerging
from him. Kesder supports the fusion of the two episodes of San Marco and

! Henry, 1999, pp. 170- 2, fig. 2a.

2, Henry makes a comparison with the Worcester manuscript (12" c¢.), which might
acted as the pattern for the Eton roundels. Henry, 1999, p. 178.

3, See Conzalez, 2002, fig. 2.

4, Cf. Boojamra, 1976, pp. 25- 6. Presumably, though not so possible to occur, the
ornaments of Eve are the visual rendering of the above- mentioned theological interpretation of
theresults of thefall.

®. Kirchner, 1903, p. 73, fig. 12.

6, A parallel from the 11" c. can be seen in the doors of the Cathedral of Augsburg
(1042- 1065), where the scene takes place on the left and Logos grasps Eve from her left wrist,
a gesture, which reminds us of the Harrowing of Hell. Kirchner, 1903, pp. 58- 9, fig. 6. Almost
paralel, but on the right side, is the scene in the sculpture of the forefront of the Church of San
Zeno in Verona (1139), Kirchner, 1903, p. 63, fig. 7.
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apparently no resemblance at all with eastern parallels’. A close parald is the
ivory paliotto of Salerno (fig. 42). Despite the similarities in a number of
iconographic details, the scene of Eve's creation in the Salerno ivory takes place
on the tree of knowledge, while Logos, standing and blessing, reminds us of
Byzantine illustrations. Adam is deeping horizontal on the branches of the tree
and Eve, in bust, is among its leaves and fruits. Kesder, with an undocumented
ratiocination, supports that the exceptional account of the scene derives from
the misunderstanding of the models’. It could be given a theological
justification; the belief in the predestination of the humanity and the lack of free
will.

Outstanding paradigms with both the episodes of Eve's creation are the
miniature of the frontispiece in the Genesis of San Paolo fuori le mura and the
mosaic in San Marco. For the first case, Kesder supports that it is influenced
from a model of the Cotton Genesis recension®. On the first episode Adam, on
the upper line on the right side, isin the usual deeping position, but his body is
turned towards the viewer; by that way it differentiates from the enlivenment.
The second phase takes place on the left side of the middie line. Eve is sitting-
as Adam on the enlivenment- on arocky hillock with atree on the top. Both she
and Logos on the right have exactly the same stylistic imagery as the scene
above. The only ateration can be observed on the smaller side of Eve'sfigurein
comparison with Adam on the top.

In San Marco* the particular scene has a rich décor as far as the
background natural surroundings is concerned. The tree behind Adam is alike
with the tree of life in Eden and it refers typologically to the future; the fall and
the Cross of Christ®>. Two other trees dissociate the two episodes from each

! Kessler, 1966, pp. 88- 9, fig. 2. Kaiser- Minn identifies the scene in the Berlin ivory
as an example of the adjustment of iconographical elements of the resurrection of the dead of
the Pronuba sarcophagus. See Kaiser- Minn, 1981, p. 83, note 62, fig. 47a, b.

2 Kesder, 1966, p. 88, fig. 22. Cf. Zahlten, 1979, fig. 1.
* Kesder, 1971, p. 148.

4, The inscription of the scene writes CUM OBDORMISET TULIT VNAM DE COSTIS
EIUSET REPLEVIT CARNE, Demus, vol. 2, 1984, p. 78.

®. The typology between the tree- Cross, Adam- Chist and the Eucharist see Jolly,
1997, pp. 32- 4. There is aso in the scene the tree of knowledge in the colour of blue-
something unique for Christian art. Jolly explicates that by quoting the scene of the creation of
the (souls) humankinds in the murals of San Paolo fuori le mura and its parallel in the upper
church of San Francesco (Assisi, ca. 1290). Adam and Eve are surrounded by mandorlas in red
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other; a common element on the miniatures’. Firgtly, on the left side Adam's
figure lies on the ground. His elegant posture is a parald of the Millstatt
Genesis, with the difference that he crosses his feet, having his left foot upon
the right- in Millstatt manuscript is the opposite. His left hand clasps the ground
and from that point a grapevine grows. By all means, that feature is a visual
juxtaposition of the adamic typology, since the grapes refer to Christ®.

Logos, on the right, grasps Adam's rib and his body has a petite
declination to the front. It is noteworthy that Logos is depicted in profile. That
position is normally used in Christian art to ascribe iconographically the
unholy, the evil, in order the viewer to be unable to meet them on the eyes. The
same posture has Adam on the scene of their expulsion from paradise, namely
when he is already a sinner®. Apparently, the only logical explanation on the
Creator's depiction may operate as a prefiguration of the fall. The incident takes
part on the left side and Logos takes the ribs from Adam's left side instead of
the right, as usual. That explained by Jolly as the condemnation of Eve even
before her creation: Adam and Eve symbolises the union, the marriage of Christ
with the Church (Ecclesia)®. Yet, the right side was similar to the Ecclesia,
whereas the left was parallel to the Ecclesia of the Jews, the Synagogue®. On

and blue respectively. The red has rays of light on it, while the blue is darker; the sun and the
moon, the light and the darkness in the creation of the world. See Jolly, 1997, pp. 38- 41, fig.
17, plat. 9 respectively, Zahlten, 1979, fig. 28. On the other side, we could just cite the meaning
of blue in the Middle Ages: it is the colour of Heaven, since it refers to the sky as well as it is
met on the mantles of Christ and Virgin Mary. Red is the colour of blood and symbolises love
and passion. Fergusson, 1961, pp. 151- 2.

!, Maybe the presence of two instead of one tree is another alegorical point on the
scene, which may be combined with the tree of knowledge (Eve) and the tree of Jesse (Virgin
Mary). See Jolly, 197, pp. 35- 6, fig. 15, 16, who also supports that it can also be a combination
with the trees of Virtues and Vices.

2, Indicatively see st. Athanasius, Orationes contra Arianos I, 74, PG 26, 304BC, st.
Gregory the theologian, Apologetica Il, 6, PG 35, 493A, st. Cyril of Alexandria, In Genesim,
PG 69, 356B, st. John Chrysostom, De mutatione nominum, 4, PG 51, 139.

3, Jolly, 1997, p. 32. Identical pose, as far asthe fact his profile depiction is concerned,
has Logos in the creation scenes in the French Bibles moralisée, Christe, 1999, p. 177, fig. 1-
11.

4, That is a common belief in the patristic literature. For instance, Saint Augustine on
Genesis, 1991, p. 133, chapter 24, 37. Cf. Christe, 1999, p. 177f.

5, Jolly, 1997, p. 32.
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the second episode on the right side, the protagonists are Eve and Logos, who
formed her. The arrangement of the scene is almost identical with the phase of
Adam's animation of some above- mentioned examples, Eve has a restrained,
austere, motionless figure and Logos holds her shoulder and her wrist.
Paradoxically, Eve's creation does not consist of any kind of her animation with
a soul, as Adam's does. For Jolly its explanation is placed within the whole
attempt from the mosaicists of San Marco to reproduce an entirely misogynist
history of Genesis'.

Moreover, the Carolingian Bible or a similar source is likely, according
to Kauffmann, to be the iconographical norm of the Junius 11 two episodes of
Eve's creation?. That aspect is reinforced by the amendment that is observed on
the depiction of the extraction of the whole figure of Eve from Adam, as it was
mostly usual on the Anglo- Saxon art, with only his ribs, as adherence to other
Western traditions’.

A remarkable pictoria point isthe ladder, which, though it is not quoted
on the text, is depicted as a connection between the paradise and heaven. That
could be clarified through st. Augustine's reference to Adam's vision of heaven
or as an allusion to Jacob's dream (Gen 28, 17)*.

A couple of distinguishing examples are noteworthy to be mentioned in
our examples citation. In the bronze doors in St. Michael (Hildesheim, 1015)
the narration of the Genesis on the left part of the doors begins with Eve's

! Eveis subordinated to Adam, due to her weak nature and her creation from his ribs
and not straight from God's image and likeness. Her suggestion is documented on the writings
of st. Augustine (Cf. DGnM Il in Saint Augustine on Genesis, 1991, p. 111, chapter 11, 15),
Thomas Aquinas and Peter Abelard. See Jolly, pp. 34- 5 and anumber of bibliography over the
topic of mysogynism in Medieval West. Cf. aso Kawashima, 2006, pp. 46- 57, which is a
response to feminist propositions on Genesis text.

2, About the pictoria similarities and differences with the San Paolo f.l.m. frontispiece
see Kauffmann, 2003, pp. 46- 50, fig. 26.

%, For instance see the depiction of an 11" c., Anglo- Saxon manuscript, Cotton
Claudius (British Library, B. 1V, fol. 6", second quarter of the 11" ¢.), Kauffmann, 2003, p.
56ff, fig. 43. Aswell see the depiction of Eve's creation on cloth in St. Paul in Lavanttal (end of
the 12" ¢.), Fillitz, 1990, p. 264, fig. XLV.

Cf. Adfric’s treatment on Eve and in general the Anglo- Saxon treatment in Starr,
2008, pp. 128- 156.

4, Kauffmann, 2003, pp. 52- 4.
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creation'. Yet, scholars in previous decades incorrectly supported that the scene
represents Adam's forming and enlivenment?, an assumption that does not
acclimatize to the artigtic depiction of the figures as well as to the socia
environment of the period and Bishop Bernward's attitute. The figures of Logos
and Adam follow the previous tradition; Adam has a reclined position, whilst
Logos is bending over him. Mohnhaupt remarkably refers to the reclining man
as having no life, even though he has his eyes widely open®. The extraordinary
in this picture is the figure of Eve on the right corner, who is standing alone and
seems like watching her creation. A large tree lies in front of Eve and it gives
the impression of a line between the two episodes. Simultaneoudly, on the left
there is a tiny plant, which seems like being developed on the larger plant on
the right, an imaginable figurative line and reference to the creation and
evolution®. In the bronze doors of the Cathedral in Novgorod (middle of the 12"
c.) is met an antique naturalism deriving from the Romanesgue art. Even
though the figures repeat, up to a point, the ancient Greek statues, the symbolic
naturalism of the scene is obvious and parallel to the new theological trends of
the period®. Yet, the beginning of an organic naturalism, with the combination
of a spiritual character, is found in the sculptures of the Cathedral of Chartres
(1260), where Logos creates Eve, while the deeping Adam is on the other side;
by that way there is an iconographical line among the figures of the episodes’.

1 Kesder, 1965, fig. 5.

2, Tschan, 1951, pp. 180- 4.

3, Mohnhaupt, 2000, p. 79.

4, Mohnhaupt, 2000, p. 79.

®. Ladner, 1962, pp. 48- 53, fig. 49.

6, Buichsel, 1995, p. 161, fig. 278- 80.
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vi. Introduction of Adam and Eve into paradise (Gen 2, 23- 24)-
Admonition (Gen 2, 16- 17)

The visua account of the history of the protoplasts as a unit isinitiated
by Eve'sintroduction to her partner.

The particular scene is included on the extant charred fragments of the
Cotton Genesis manuscript itself (London, British Library, cod. Cotton Otho B
VI, fol. 3, fig. 44) and it was probably the archetype of the examples onwards,
albeit only the whole figure of Logos and a part of Eve's body are now
preserved’. Almost identical the scene is presented on the Carolingian Bibles,
particularly the Vivian illustration, which is closest to the archetype?. The other
paralels bear minor iconographical differences, such as the stances of the
protagonists. For example on the Grandval frontispiece Logos does not hold
Eve's shoulder, but he is on the pose of speech, while on the San Paolo f.I.m.
Bible their figures are characterised by easticity and vividness; Eve's figure is
more pliable than in the other parallels and also Adam's posture is not so rigid®.
A faithful parallel of the Cotton Genesis manuscript is the illustration of San
Marco (fig. 45)*, whose pictoria performance does not differentiate from the
analysis of the previous examples of the Carolingian frontispiece, apart from
the rich vegetal setting. Despite her central position, which objectively is the
authoritative one, her reserved posture, according to Jolly, refers to the inert
female personality contrarily to the dynamic character®.

Despite the appearance of Logos according to previous pictorial forms
(Logos is also holds a closed book®), Adam and Eve are portrayed with an
innovative approach on the second frame of the Hildesheim doors; having their
arms outstretched and widely open. That could be Bernward's inspiration, in
order broadly their prelapsarian unity to be emphasized on the contrary to the

! Weitzmann, K., Kessler, H. L., Septuagint, 1986, pp. 54- 5, fig. 39.
2 Kessler, 1971, p. 148.

%, Gaehde, 1971, p. 368.

* ET DUXIT EAM AN ADAM, Demus, Vol. 2, 1984, p. 78.

®, Jolly, 1997, pp. 43- 4.

6, According to Tschan (1951, p. 184) the book possibly symbolizes the law- rules that
the Creator is going to give to the protoplasts.
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following scene and their separation'. Besides, the non- touching of the
protoplasts performs as an antithesis towards the gesture of Logos; he is
contacting Eve by holding her right shoulder, a signal which probably stands
for the thought that as man and woman were separated by God, they are soon
going to be one again by congtituting marriage’. Furthermore, the almost
identical shape and size of the trees of the scene provides a symmetrical
character, since they act as borders of the frame, as well as the notion of the
completion of the creation®.

In order to compose a more symmetrical, detailed pictorial rendering of
the text, the artists of Monreale (fig. 46) inserted on the iconographical
programme, among others, the scene of the presentation of Eve to Adam®. The
account pinpoints innovations towards the preceding tradition; Adam expects
Eve's advent seated on a hillock, while Logos brings her to Adam. He grasps
her arm, whilst she is not motionless any more, but she seems to react
positively to her environment.

Iconographically the scene of the Admonition is developed arbitrarily
from the biblical text®, meaning that the pictoria rendition includes both the
protoplasts as well as it is depicted as a following event of the introduction,
despite the Genesis text, which develops the scene before Eve's creation. The
artists, who have introduced the scene on the specific place, might have been
acquainted with the apocryphal text of the Apocalypsis Mosis’.

On the north wall of room 14 on the New Basilica (on the necropolis of
Cimitile, outside the town of Nola) there is an end- fourth- century illustration

! Cohen S. A., Derbes A., 2001, p. 22, fig. 5, Mohnhaupt, 2000, pp. 82- 3. The
description of the scene also see Tschan, 1951, pp. 184- 5.

2, Mohnhaupt, 2000, p. 80.
3, Mohnhaupt, 2000, p. 80, Tschan, 1951, p. 185.
4. Demus, 1949, p. 246, fig. 96b.

®. Gen 2, 16- 17: "And the Lord God commanded the man, ‘ You may freely eat of every
tree of the garden; but of the tree of the knowledge of good and evil you shall not eat, for in the
day that you eat of it you shall die'". For the symbolism of the tree of knowledge on the
Hebrew literature see Stordalen, 2000, pp. 462- 5.

6. ""Ore émoinoev ijuac 6 Oedc, éué te xal v Ruéoa Vudv, oL ¢ xai

AmoOVIioxw, E0wxnEY HUlV TAY GUTOV £V T@ TAQAOETW TEQL EVOG O€ EveTeilato Hulv un
éoBiev €€ avtov, O oV xal amobvijoxouev", VI, 47- 50, Tromp, 2005, p. 128, Tischendorf,
1856, pp. 3- 4. See Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 36.
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of the protoplasts without contemporary paralels. Both Adam and Eve are
pictured on the left side, a tree almost on the middle of the scene and a male
figure dressed with a long tunic on the right'. Persuasively, Korol refers to the
scene as the admonition of the protoplasts and not as an episode after the
original sin, using cogent reasons and comparing the picture with other early
Christian examples or later Carolingian scenes”. Yet, a poem of Prudentius
(after 400) refers to the protoplasts as "Eve was then white as dove, but
afterwards she was blackened by the venom of the serpent through his deceitful
tempting, and with foul blots she stained the innocent Adam. Then the
victorious serpent gives them coverings of fig- leaves for their nakedness' and
its seems that it plays the role of the reminiscence of the arrangement of the
scenes, certainly much less systematic that on the description of Bede (6" c.)>.

The particular scene is scarcely occurred on the programmes of the
Cotton Genesis family. An early example of that iconographic family is the
Grandval frontispiece and a later one is the Hortus Deliciarum (second half of
the 12" c.; the protoplasts’ gestures are retained and timid and Logos is on the
pose of speech, which on the second miniature he clutches Adam from his
wrist®.

Despite the previous illustrative tradition the mosaicists of San Marco
deposited the scene of the admonition together with the introduction of Adam
into paradise and according to the biblical text, before Eve's creation. The
guery whether the mosaicists wanted to follow the Genesis passage or their
intension was to display Eve's lower place towards Adam and her nature only as
an object®, might be not answered.

The rendering of the scene on the manuscripts of the 13" c. is unfolded
with a different sequence as regards the placement of the figures. The
protoplasts accompanied Logos, who drives them towards the tree of
knowledge, as it is seen on the Arsena Bible (fol. 3'), the Morgan Old
Testament (fol. 1¥)° and on an English Psalter (Paris, Bibliothéque Nationale,

! Korol, 1987, pp. 38- 41, fig. 5c (a sketch fig. 29 and an outline &fter its
reconstruction fig. 30).

2, Korol, 1987, pp. 52ff (esp. for thefinal conclusion pp. 70- 1).

%, Davis- Weyer, 1971, p. 25.

4, Kessler, 1971, p. 152, fig. 2 and 24 respectively, Green, 1955, p. 344.
®. For that rather feminist aspect see Jolly, 1997, p. 43- 4.

6, Weiss, 1998, p. 126, plat. VI and fig. 65 respectively.
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lat. 8846m fol. 10, ca. 1200)'. Nevertheless, on another English Psalter
(Munich, Staatsbibliothek, lat. 835, fol. 8', ca 1220)? the account of the
Carolingian Bibless Adam and Eve are standing facing the Creator- is
preserved, though there is a novel element. The warning is also written on a
scroll, which isfinely waving around the heads of the protoplasts.

!, Buchthal, 1957, plat. 147a.
2, Buchthal, 1957, plat. 148b.
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vii. Theoriginal sin (Gen 3, 1- 7)

In the third chapter of the Genesis text there is the description of the
steps of the origina sin', which ended up to the fall of the protoplasts and its
aftermaths for all the human beings.

As far as its pictorial synthesis is concerned, in the majority of the
illustrations the artists demonstrate in detail the most representative episodes or
even in some cases there is a combination of al the episodes, while a number of
imageries are inspired from each stage of the biblical text and thus al (or the
most) of the episodes take part in theillustration?. The relevant episodes are the
temptation, the fall and the covering with fig leaves.

The second stylistic alocation of the motif attempts to portray the
origina fall historically and in a more narrative way, rather than symbolically.
In the early Christian artistic symbolism was a characteristic of the illustrations,
which however is met also in pardlels of the Medieval and Byzantine art
especially of the manuscripts, due to the lack of space.

The episode of the fall® is a wide- spread artistic motif already from the
first Christian centuries; the tree of knowledge’, with the serpent around it- as

!, An alternative suggestion on the role of Eve on the history of the original sin and
specifically of averse of Sr 25, 16- 24, which refersto evil woman- wife (espec. on verse 24, it
is mentioned that "From a woman sin had its beginning, and because of her we all die", a fact
that is associated with the wife, who is always malevolent and immoral. See Levison, 1985, pp.
617- 23.

2, An overdl description of the iconography of the scene from the very early examples
until the Renaissance paintings of the fall see Poeschel, 2005, pp. 39- 40. An account of the
third chapter of Genesis as well as relevant bibliography see Erffa, 1989, pp. 162- 6. Cf. Older
bibliography comments on the Tree of knowledge, finding similarities on the forbidden fire that
Prometheus has stolen from the Olympus gods Headlam, 1934, pp. 64- 5.

3. Erffa, 1989, pp. 178- 86.

4, According to the tradition that was an apple- tree and that is followed in the most of
the visua presentations of the fall. It is interesting to point out that in Latin, the word malum
represents the evil, the disaster and also the apple. Apparently, the apple represents the fruit of
sin, thought simultaneously the fruit of redemption. The first case is when it is depicted on the
hands of the protoplasts and the second on the hands of Christ. That is a prefiguration for the
new Adam, according to the analysis of the text of the Song of Solomon (2, 3, "As an apple tree
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the emblem of the fal, is flanked by the protoplasts, who usualy cover their
nudity with tree- leaves, which is the symbol of their shame. Frequently, fig-
leaves are depicted; a pictorial form related to the symbol of desire and
fertility', as well asthe Latin Life of Adam and Eve mention that Eve after the
eating of the fruit tried to cover her shame, but "the leaves dropped off all the
treesin my part of Paradise, except the fig- tree. So | took some leaves from it
and made myself a girdle"2 Moreover, in the New Testament Christ ordered the
fig tree to run dry, because it produces only leaves and no fruits at al®.
According to Christian exegesis the reason that Christ commanded its dryness
was based on its sin; having provided Adam and Eve with leaves to cover their
shame’. Relatively, Christ penalised the fig- tree in a symbolic act, since it
refers to the individuals, who would wish to conceal their faults’.

Despite the fact that there is no digtinctively Chrigtian art until the
beginning of the 3 c., it is understandable that the patterns concerning the Old
Testament is familiar to the Chrigtians, especially to those who have had a
Jewish background. Besides, the origina sin has a significant role in the history
of the holy Oikonomia, as well as in the conscience of the believers. On this
ground, it is reasonable the episode of the fall to be pictured aready in the
catacombs and in the early sarcophagi.

As having undergone through a Jewish literature background, Schubert
refers to the dense illustration of the original sin in Via Latina. He is mostly
focus on the writings of Midrasch (an ancient commentary on part of the
Hebrew Scriptures, attached to the biblical text. The earliest Midrasch come
from the 2™ c. AD, although much of their content is older) as far as the way
the snake is exhibited around the tree is concerned®.

among the trees of the wood, so is my beloved among young men. With great delight | sat in his
shadow, and his fruit was sweet to my taste"). Ferguson, 1961, pp. 27- 8. Nonetheless, in some
pictorial forms of the fall, the tree of knowledge is instead of an apple tree, a fig tree, being
linked with the covering of their nakedness. Cf. Frye, 1960, pp. 24ff. For Satan as the character
of evil.

!, Ferguson, 1962, p. 31.

2, Sparks, 1984, XX, 4- 5, PP. 163- 4.

8, Mt 21, 19- 20, Mk 11, 13, Lk 13, 6.

4, St. Athanasius, Quaestiones in scriptoram sacram [Sp], PG 28, 716, 51.
®. Nautin, P., Doutreleau, L., 1976, p. 200 (codex p. 85, line 21- 27).

6, Schubert, 1973, pp. 14- 7, fig. 2. For the possibility of decorating Via Latina under
the Jewish influences see Schreckenberg H., Schubert K., 1992, pp. 189- 91. In genera, the
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The iconographic origin of the episode probably derives from the
ancient visua form of the myth about the apples of Hesperides'. For instance,
the cubiculum N of the catacomb of Via Latina is decorated with the cycle of
Hercules (fig. 47)% the particular scene is the grab of the gold apples. The
Ladon, the snake that was placed in the tree with the gold apples, is depicted
around the tree, while Heracles is facing the viewer®. In other illustrations of the
theme, there are also secondary figures, the Hesperide(s), such as on the one
side of the Medallion of Antoninus Pius (second haf of the 5" c.)*. A parallel
could be found in the scene of the Elysium garden, which actually was the
paradise of the ancient mythology. Two female figures, as in the Velletri
sarcophagus (ca. on the turn of the 3“ to the 4™ c., fig. 48)°, cut the fruits of the
tree in the middle. That account is in agreement with the Hesperides scene, if
we take into account that the gold fruits in the garden of Hesperides were
giving life. Apparently, the women who pick them could be interpreted as the
souls of the dead, who are desperate for redemption. The influences from the
scene of Heracles and tree of Hesperides are obvious in the early fresco under
the church of SS. Martiri in Cimitile (ca. 300, fig. 49)°. Eve is on the left side
from the viewer's part and Adam takes place in the scene, as Hercules, on the
right side. Despite the Genesis text, Adam is taking the forbidden fruit,
following the above- mentioned pagan pattern, while Eve is standing having an

Jewish art, as it is expressed for instance on the Synagogue of Dura- Europos, extricates itself
from its seclusion and it assimilates into the trends of biblical art either Christian or Jewish.
That aspect see Weitzmann, K., Kesser, H. L., 1990, p. 143- 50. A critical review on the
monograph of Weitzmann and K essler see Wharton, 1994, pp. 1- 25.

!, Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 38, Esche, 1957, pp. 10- 1, fig.

2, For example Hercules is pictured with Athena (Ferrua, 1991, p. 140, fig. 132) or he
is dragging Alkestis out of Hades (ibid., p. 141, fig. 135). Also see Koétzsche- Breitenbruch,
1976, pp. 11- 2. Even though the cycle of Hercules is plainly distinguishable, it is difficult to
specify the exegesis of the scenes beside the Judaeo- Christian pictorial faith expression
(Elsner, 1995, pp. 176- 7).

3, Elsner, 1995, pp. 274- 7, fig. 78, Ferrua, 1991, p. 142, fig. 137, Fink, 1978, p. 54,
fig. 32.

4, Kaiser- Minn, 1981, p. 63, fig. 35b.
®. Kaiser- Minn, 1981, pp. 63- 4, fig. 36b.
6. Gerke, 1967, p. 23.
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elegant pose'. Nevertheless, the scholars pinpoint a partial influence from the
Christian art into the Hercules cycle, as far as the presence of episodes of his
life within Christian imagery is concerned, which is not meaningless, but
probably belongs to religious typology, pagan or Christian, developed in the art
of the 2™ c. onwards’.

The early Christian art can demonstrate a number of sculptural
examples, sarcophagi, since the episode of the fal is linked with the theme of
death. The research has presented three motives of the episode. The variations
mostly concern the positions of the protoplasts and especialy their hands.

The first motif applies the same iconographical elements as in Dura-
Europos, namely a symmetrical arrangement; the protoplasts, who are facing
each other, are around the tree, contacting with their right hand the foliage and
hiding their shame with the left hand. We quote the Cyriaca- fragment (Napoli,
Museum Archeologico Nazionale, first third of the 4" c., fig. 50)*, asculpturein
the Museum Pio Christiano (second third of the 4™ c.)* and a scene on the
columnar sarcophagus in Marseille (Musée d* Archéologie Méditerranéenne,
middle of the 4" c.)°. A fragment of a sarcophagus without any structural
parallel is met on the Sotheby's collection (London, 4" c.), where Adam and
Eve are carved on the two edges of the surface, while on the middle there is the
tree with an extraordinary foliage and a serpent around it°.

Another parallel is the upper- left scene of a sarcophagus found in Via
Appia (Vatican, Museo Pio Cristiano, first third of the 4™ c.), where their |eft
hands cover their nakedness, but there is a differentiation: Eve's right hand is

! Korol, 1987, pp. 61- 4, fig. 1ab, Kaiser- Minn, 1981, p. 89, fig. 49a, Gerke, 1967,
p. 23, fig. on p. 105.

2, Elsner, 1995, pp. 275- 6. Y et, Goodenough mentions the aspect, though he does not
absolutely favour it, of the non- existence of any parallelism between Hercules and Christ and
likewise the room in Via Latina with the cycle of Hercules belongs to unconverted members of
the families. See the ratiocination Goodenough, 1962, pp. 126- 7, p. 133.

%, Repertorium 11, 1998, pp. 68- 9, fig. 180, Kaiser- Minn, 1981, pp. 2- 3, fig. 1a. She
also notes (ibid., p. 58) that the episode of the fall follows the scene of Eve's creation, as well as
in the Arles sarcophagus. Nonetheless, that aspect is under dispute from the research, as it was
discussed in previous chapter. Cf. Klauser, 1961, p. 133.

4, Repertorium |, 1967, p. 95, fig. 146.
®. Repertorium 111, 2003, p. 141, fig. 72
6, Repertorium 11, 1998, p. 38, fig. 41,
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moving towards her mouth and Adam's one is in the pose of speech'. In the
fragments of the Notre- Dame in Manosgue (Alpes- de- Haute- Provence, last
third of the 4™ c., fig. 51) the protoplasts are in the pose of eating the fruit,
while the serpent moves towards Eve?.

An exceptional carven picture is met in the sarcophagus in Arles
(Museum de I' Arles Antique, ca. 325), where four persons participate in the
episode and there is no track of the serpent. The position of the protoplasts
differentiates only in their heads™ position; they are looking at their back, where
there are two figures, whose hands are lying on the shoulders of Adam and Eve-
gesture of speech (7). The figures could be interpreted either as Logos or
angels. The question that has occupied the scholars is whether the particular
illustration stands for the episode of the fall or the expulsion from paradise. If it
is the first option then the gesture to the shoulder could be the admonition,
while in the second aspect the sign for the protoplasts’ exit from paradise.
Certainly, it is likely a mixture of both the possibilities to occur®. In a
sarcophagus of Museum Pio Cristiano (second quarter of the 4™ c.)* there is
only one male figure that holds Adam from his shoulder and it seems like
exerting force towards him. On the other side of the tree Eve's gesture refers to
surprise. The animation in their bodies (esp. of Adam and man) as well as the
astonishment of Eve could affirm the aspect for the combination of the fall and
the expulsion.

The sculpted images of the protoplasts, whose both hands are holding
the leaves, covering their body, could be characterised rather motionless,
though austere and restrained. We name, for instance, fragments of sarcophagi
in the cemeteries of Maggiore (end of the 3°- beginning of the 4" c,, fig. 52)°,
Sts. Marco and Marcelliano (first quarter of the 4™ c.)®, of St. Lorenzo o di

!, Repertorium |, 1967, p. 67, fig. 77.
2, Repertorium 111, 2003, p. 140, fig. 282,.

%, That question is based on the fact that the direction and the position of their feet
differentiate from the illustrations that are certainly the episode of the fall (such as in the
catacombs). Cf. the ratiocination Kaiser- Minn, 1981, pp. 8,,- 9, fig. 10b. Also see Repertorium
I11, 2003, p. 24- 5, fig. 12, Koch, 2000, p. 136, fig. 48, Engemann, 1997, p. 66, fig. 54.

4, Repertorium |, 1967, p. 20, fig. 23a.
®. Repertorium 11, 1998, pp. 65- 6, fig. 164.
6, Korol, 1987, p. 43, fig. 27a, Repertorium |, 1967, p. 257, fig. 637.
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Novaziano (first quarter of the 4™ c.)', two sarcophagi in the Museum Pio
Crisgtiano (both from the first quarter of the 4™ c.)?> and in the Museum
Nazionale Romano (second quarter of the 4™ c.).

The episode of the fal in the double- register columnar sarcophagus of
the Roman senator Junius Bassus (Rome, now in the Museum Historico e
Artistico, ca. 359, fig. 53) is an outstanding paradigm. Even though the
protoplasts have both their hands on the leaves, as in the previous- mentioned
cases, their heads are turned around, facing the external side of the scene’. The
well- proportioned figures, their elegant sophistication and the inclination of
their heads give an emphasis on their shame for their disobedience and
technically helps to avoid any satic result. Moreover, in the middle of the
composition there is the serpent around the tree and in the background thereis a
sheaf of wheat (behind Adam) and a sheep (behind Eve)®. The scenes of the
sarcophagus declare the typological form developed among them and their
interrelations. In particular, the fall of Adam and Eve is in a figurative
correspondence with Daniel and the lions, due to the sinful and disobedient past
of the protoplasts and Daniel's obedience, as the promised liberation®. Struthers
Malbon is probably accurate in her developing the intercolumniation in an
apparent liturgical intimation. Its ratiocination is based, firstly, on the lower
columns by the two scenes, which have grapes as ornaments and, secondly, on
the multiplication of the loaves, which are developed on the spandrel scene on
the top of Eve's head. Apart from the Eucharistic typology, the nakedness of the

!, Repertorium |, 1967, p. 265, fig. 662.

2, Repertorium 1, 1967, p. 6- 7 (esp. 6), fig. 6, 3 and p. 8, fig. 8 respectively. In both the
examples Eve has long hair, yet in the second the sculpted style is more vivid and not so faint as
inthefirst on.

%, Repertorium |, 1967, p. 335, fig. 802.

4, Koch, 2000, p. 135, Repertorium |, 1967, pp. 279- 83 (esp. p. 281), fig. 680,, In
general about the sarcophagus see Kostantin der Grosse (excibition), 2007, p. 287, fig. 8, and
its iconography in details throughout Struthers Malbon, 1990.

5. See comments below.

6, Struthers Malbon, 1990, pp. 59- 62. Struthers Malbon has reversed the chiastic
interrelations of the scenes that Gaertner (1968, p. 34ff) has imported. He conflated Adam and
Eve with Pilates on the right scene of the upper- register. According to his explanation Pilates
gave the opportunity for redemption to people, due to his permission for the passion of Christ,
while the protoplasts with the original sin have driven the world into death. Cf. Struthers
Malbon, 1990, pp. 34- 7 (esp. p. 36).
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protoplasts and the (original) figure of Daniel' can be trandated as the
visualisation of the promise for deliverance, whose first stage is the baptism, as
man's recreation’.

Other exceptional and stylish parallels are those, where Adam and Eve
flank Logos in the middle of the composition. He is dressed with a tunic, as a
Greek philosopher, and he holds their hands, giving them a sheaf of wheat and
a sheep, which act symbolically. The wheat refers to the alocation of labours
and the hard- earned meals outside Eden and the sheep stands for the act of
spinning and its symbolism®. Moreover, the sheep might also signify the wool
of which the clothes of the protoplasts were made from, before their expulsion
from Eden®. Besides, the given from God duty of woman is to be responsible
for the clothing of the family®, which certainly is related to the produce of the
wool from the sheep. Those typological features are also in accordance with the
Genesis text (4, 2- 4) "Now Abel was a keeper of sheep and Cain a tiller of the
ground. In the course of time Cain brought to the Lord an offering of the fruit of
the ground and Abel for his part brought of the firstlings of his flock"®. In the

!, The figure seen is a baroque replacement, since the original is missing. The
researchers have point out that Daniel was originally naked, according to the drawings of A.
Bosio (1632) and P. L. Dionysius (1773). See Struthers Malbon, 1990, p. 190,,5, fig. 15. For
Daniel and his connection with Orpheus see Gerke, 1967, pp. 31- 4.

2, It is most likely this aspect to be accurate, since the sarcophagus is from neophytes
Junius Bassus (it is indicated in the inscription the NEOFITUS, who is walking towards God,
[T AD DEUM). Seein details her documentation Struthers Mabon, 1990, pp. 63- 7.

3, Koch, 2000, p. 137, Struthers Malbon, 1990, p. 63, Kaiser- Minn, 1981, p. 11,
Repertorium |, 1967, p. 95, Esche, 1957, p. 15. For the spinning and its connection to Eve and
to Virgin Mary see on chapter referring to adamic typology. As far as the harvest of the earth,
as a necessary postlapsarian act see st. Gregory of Nyssa, Faciamus Hominem Adam imaginem
et similitudinem nostram, 1, PG 44, 272BC.

4, Cf. St. John Chrysostomus, In Genesim, 2, PG 53, 150. The sheep in generd is
linked to the first material of the clothing, see for example st. John Chrysostomus, In Genesim,
9, 5, PG 53, 79- 80.

®. St. John Chrysostomus, Argumentum Epistolai Primae Corinthios, 4, PG 61, 291,
"iotog ydo xol nflaxdty TG yvvouxos avtog ydo E0wxe T yuvawxl VYAoUATos
copiav". Alsoibid. 5, PG 61, 292.

8, It isinteresting to connect this account with other texts of the Old Testament, such as
Num 18, 12, Num 18, 17, Lev 3, 12, and about the offering of Cain and Abel in the New
Testament, such as Heb 11, 4. Comments on the text see St. John Chrysostomus, In Genesim,
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early Christian sculpture that account is pictured as offering to God a sheaf of
wheat and a sheep', meaning the same motif, which is noticed next to their
parents in the fall. That episode is met in the Museum of Pio Christiano; in the
Trinity sarcophagus?, where the tree is on the right (the serpent holds the apple
on its open mouth) and in another sarcophagus (first third of the 4™ c.), where
the tree on the left is a part of the next scene (the coming of Christ in
Jerusalem)®. In the Adelfia sarcophagus (Syrakus, ca. 340- 350) there is a
repetition of the above- mentioned motif, but there is no tree on the episode.
That iswhy there is the question of the exact identity of the scene; whether it is
the fall or the allocation of labours’'.

Thirdly, there are paradigms where the balanced prospect is interrupted
by the variation of the gestures. Eve on the left picks the fruit (or she isin the
pose of speech) and she covers herself, whilst Adam with both hands hides his
shame. As an example we cite the sarcophagi from the church of St. Marcello a
Corso (second quarter of the 4™ ¢.)® and from the Museum Pio Cristiano (first

PG 53, 155- 156, where it is mentioned the fact that the deep notion of the gifts to God is the
will of humans to offer to God the best of their products ("otite % t@v dmo tig Y1 xoomdv
moooaywyn tnreitor magad T Aeamdty, dAL 1j Tijg yvauns didbeais uévov®).

!, Cf. Struthers Malbon, 1990, p. 63, fig. 9. That motif is also met in the repertoire of
the miniatures of manuscripts of the 12" c. onwards, such as in an English Psalter (Paris,
Bibliothégue Nationale, ca. 1200), Buchthal, 1957, fig. 147a. On monumental art see the scene
in Palatina, Palermo (Demus, 1949, fig. 29b)

2, Koch, 2000, fig. 46, Kaiser- Minn, 1981, p. 11, fig. 6, Repertorium |, 1967, pp. 39-
41 (esp. p. 40), fig. 43. Later symbolises the Eucharist (Kaiser, p. 73,5, St. Augustine, De
Genesi contra Manichaeos 1, 23- 24, PL 34, 208- 209)

%, Repertorium |, 1967, p. 35, fig. 40. In a sarcophagus of the Museum Pio Christiano
(second quarter of the 4™ ¢.) the same motif is used, but instead of the protoplasts there are two
Apostels, while on the left there is the tree, part of the coming into Jerusalem. The episode of
the fall takes place in the low line. Their gestures classify the episode in the second motif, their
hands cover their shame and their figures are inflexible, with plain lines. Cf. Repertorium I,
1967, pp. 36- 7, fig. 41. In the Junius Bassus sarcophagus the fall is depicted beside the coming
into Jerusalem, while its very next scene is Daniel in the lions. The typology performed here is
suggests the promise to salvation. See comments above.

4, Koch, 2000, p. 136 and p. 137, fig. 47.

®. The episode is depicted by the offering of the presents from the Magi to the new-
born Christ, in an obvious way to point out the salvation of the original sin by his arrival. Cf.
Repertorium |, 1967, pp. 305- 6, fig. 745.
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third of the 4™ ¢.). In other sculptures Adam's body has an adversative direction
(he indicates the serpent on the tree and his head is turned on the external side
of the scene), as in Pio Christiano (second third of the 4™ ¢.)* and at the same
time Eve holds with her right hand the fruit, asin Lucg- Béarn (first third of the
5" ¢.), where Eve looks, instead of Adam, backwards’.

Furthermore, there is the asymmetrical type, which is met on afragment
of a sarcophagus in Vélletri (ca. 300, fig. 54) and a glass fragment in Cologne
(4™c.). In particular, both the protoplasts are placed arisen on the same side and
they hold each other hands. By all means, the prototype for the specific pattern
is met on the Prometheus sarcophagus from Arles (Paris, Louvre, ca. 25 years
later than the Velletri sarcophagus)”.

The comprehension of the meaning of the fall for the whole world is
obvious in the existence of the particular episode in the visual art and its
combination with other scenes. The earliest example is that in the Christian
House of Dura- Europos (232- 250), where in the baptistery the Good Shepherd
is illustrated and in the left- down corner Adam and Eve. Even though the
theme of the Good Shepherd dates from the pre- Chrigtian period, in the
Christian pictorial compositions plays avital role, since the Evangelists connect
it with Chrigt. Especialy, John frequently repeats that Jesus the Good Shepherd
will give to his sheep life with his death and resurrection®. Hence, the theme of
the original sin was not dealt on the catacombs as having any topological
association with the Good Shepherd, since the spirit of the salvation was spread
around the place. Yet in the baptistery, it was almost fundamental for the notion
of the redemption that Christianity promises, to combine those scenes in an
indissoluble way®. The composition is symmetrical and the protoplasts surround

!, Repertorium |, 1967, pp. 11- 2, fig. 12a.

2, Beside their full- length, solemn figures lay a sheep and a sheaf of corn. Repertorium
[, 1967, pp. 51- 2, fig. 52, 3.

%, Repertorium 111, 2003, p. 136, fig. 271.
4, Korol, 1987, pp. 43- 4, Kaiser- Minn, 1981, pp. 86- 7, fig. 34a b.
®.J 10, 1- 30 and also Mt 25, 32- 33. Cf. Claman, 2000, p. 40.

6, Grabar, 1968, p. 20, fig. 41. It is also suggested that the figures of the protoplasts
were a later emendation, probably in order the synthesis to gain a more acute eschatological
meaning (Downing, 1998, p. 275)
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the tree. The one hand of theirs covers their shame and with the other they take,
both of them, fruits from the tree, while the serpent is on the feet".

On the cupola of the mausoleum in El Bagawat (ca. 4"- 5" c., fig. 55)
there is another unusual illustration of the temptation, taking inspiration from
the Jewish literature on Adam?. The scene consists of two levels; on the upper
there is an angdl dressed as an ancient philosopher in front of stairs, which
probably get towards the kingdom of God. On the lower level, the actual scenes
of the temptation and the fall take place in. The standing serpent on the left isin
front of paradise wall and the protoplasts, who are totally dressed. Adam is
talking with the serpent, while Eve is standing behind him. On the right side of
the scenery there are anumber of plants and trees.

That theme is a part of the densely- decorated catacombs in Rome. The
pattern is amost identical and most of the examples bear a stylistic balance
with the tree of knowledge in the middle of the synthesis.

In the illustration of the catacomb of Sts. Peter and Marcellinus (middle
of the 4" c., fig. 56a), the protoplasts have elegant poses by their gesture for
covering their shame and having their heads dopping, as a sing for showing
repentance. The model of the centralised composition nominates them to flank
the tree of knowledge with the serpent, while behind Adam there is also the tree
of life’. In the Priscilla catacomb (end of the 3“ ¢.) the figure of Eve on the left
and the presence of the tree on the right, while the serpent is on the middle, try
to centralise the synthesis'.

In Via Latina, as mentioned, there is an exclusively rich tone on the
subject of the fall and Hercules, as a part of the genera attempt for parallelism.
Adam and Eve cycle are portrayed in the catacomb three times committing the
origina sin followed the popular patterns of the period; either both of them pick

!, Claman, 2000, p. 49, fig. 2- 13, Kaiser- Minn, 1981, p. 89, fig. 49b, Stevenson,
1978, p. 65.

2, Esche, 1957, p. 12, fig. I11.

3, Stiitzer, 1991, fig. 19, Stevenson, 1978, fig. 38, Lexikon der christlischen
Ikonographie, 1968, fig. 1. By no means, the aspect of Beckwith (Beckwith, 1970, p. 9, fig. 7)
about a stylistic flaccidity can be acceptable, due to the fact that the most of its contemporary
illustrations echoed a semi- delicate form, which actually aimed more at an allegorical
representation of the faith than at an elegant iconographic display.

4, See "Adam und Eva" in Lexikon der christlischen Ikonographie, 1968, p. 55, Esche,
1957, p. 12, fig. 1.
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the fruit and cover their shame (cubiculum A and C, fig. 56bc)' or Eve, as
responsible for the sin, takes the fruit, while Adam covers his nudity with both
his hands (cubiculum M, fig. 56d)2. According to Goodenough?®, the presence of
the particular scene is not corresponding with the habit of not burying their
dead without any optimistic signs. In regard to this, there are in Via Latina and
generd in the sepulchral early Christian art, the fdl isvisualy linked to motifs,
which refers to the redemption, such as the peacock, the ram or the goat*, or, as
we will examine below, playing the role of the pre-figurations to the events of
the New Testament.

After commenting on the repertoire of the catacombs and the
contemporary sarcophagi imagery, where the original sin is normally depicted
in a densely illustrated episode, the next phase is the Vienna Bible (beginning
of the 6" c., fig. 57)°. On a frame the temptation, the fall and the hiding from
God's calling are presented. The first episode follows the iconographic lines of
the previous symmetrical images around the tree, while on the next episode,
divided from the first one with another tree with thick foliage, the protoplasts
bodies have a dight inclination, which, with the obvious sorrow on their faces,
indicates their shame®.

!, Cf. the diagram Elsner, 1995, p. 271- 4, fig. 72- 73 and the description in Ferrua,
1991, pp. 62- 3, fig. 39 and 74 respectively.

2, Bargebuhr, 1991, passim, Ferrua, 1991, p. 130, fig. 123, 124.

%, Goodenough, 1962, p. 131. Generally speaking, it is a common place that the
presence of the episode of the fal is linked to the paradise that can be regained only through
Christ, Lexikon der christlischen I konographie, 1968, p. 55.

4, The peacock stands for immortality, due to the fact that it does not undergo afleshly
decomposition. Additionally, its tail with the eyelike feathers is an allegory of the all- seeing
Church. In western scenes of the Nativity, there are examples with the presence of a peacock
(Ferguson, 1961, p. 23, Liddell- Scott, °1996, p. 1763). The ram as the head of the herd is used
as a symbol of Christ, as the head of the Church. Moreover, the strength of the ram is to the
Christ’s triumph towards Satan. It is also interesting that God instead of Isaac has chosen aram
to be offered as a sacrifice (Gen 22, 13), exactly as a pre- figuration of Christ’s Crucifixion
(Ferguson, 1961, pp. 23- 4, Lampe, 1961, p. 778, Liddell- Scott, °1996, p. 996). Nevertheless,
the goat in the early Christian art represents the damned during the Last Judgement, while the
sheep denote the moral people (Ferguson, 1961, p. 19). In generdl, it is mentioned that the sheep
and the goats symbolise the flock of the Good Shepherd, Christ (Goodenough, 1962, p. 116).

®. Esche, 1957, p. 13, fig. IV.
6, Zimmermann, 2003, pp. 74- 5, Schubert K., 1983, pp. 1- 2.
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The visua trandation of the original sin in the Carolingian Bibles
consists of a variety of digtinctive stylistic elements, inspired of Byzantine and
Western motives. Particularly, the account in the Genesis frontispiece of the
Grandval Bible is composed of two episodes; the temptation' and the eating of
the fruit. Eve is plucking the forbidden fruit from the mouth of the coiled
serpent around the tree, whereas there is a repetition of her figure nearby. Their
physical forms are outstandingly alike, even in their anatomy, in such a degree
that hardly a gender difference can be observed. Apparently, the second episode
is that of the fal, since both the protoplasts eat the fruit, without however
following the archaic patterns with the tree in the middle or having their nudity
covered. Iconographicaly, the rendering bears similarity with the relative
episodes in the mosaic of San Marco®

The same pattern is met in the Salerno ivory?, with the double depiction
of Eve, with the only difference that Eve, picking the fruit, is standing on the
left side and not on the right as in Grandval Bible. In an Exultet Roll (Pisa,
Museum Civico, early 12" c., fig. 58) * and in the Millstatt Genesis (Klagenfurt,
Rudolfinum Museum, cod. Vi, 19, fol. 10" and fol. 26", late 12" ¢.)° the episodes
echo the style of the above- mentioned examples. Y et, the tree of knowledge is
repeating in both of them?®; so in the second episode the synthesis goes after the
balanced motif of the early Christian art, even though the tree in the Exultet
Roll has a smaller proportions. In the Hortus Deliciarum (Strasbourg,
Bibliothéque de la Ville, fol. 17¥, second half of the 12" c., fig. 59)" the
protoplasts take part in both the episodes, the temptation and the actua fall
(which are separated by another tree, as in the contemporary miniatures). The

! A description of the episode and relevant bibliography see Erffa, 1989, pp. 166- 71.

2, Cohen S. A., Derbes A., 2001, p. 22, fig. 6, Kessler, 1971, p. 148, fig. 2, Gaehde,
1971, p. 368, fig. 1, where there is a comparative chart of the Genesis episodes in the Grandval,
Vivian and San Paolo Bibles.

3 Kesder, 1966, p. 89, fig. 22.
4 Kesder, 1966, p. 89, fig. 25.
®. Kessler, 1977, fig. 19 and 24 respectively.

6. The appearance of the tree however differentiates in the two episodes. In the first, its
trunk ends in fine, elaborate branches, while in the second there are two trees. The one in the
middle is aplain formation with thick foliage.

7. Green, 1955, pp. 344- 5, fig. 2ab, where a comparison with the relative mosaic of
San Marco and the episodes of the Millstatt Genesis is made. Kessler, 1977, fig. 37.
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symmetry of the picture is more than evident if we notice the movement of the
protoplasts. Eve on the left of the first episode and Adam on the right of the
second one move their feet towards, while the feet of the figures in the central
parts are static. Suffice it to say that their shame is covered only in the second
episode, where their sadness is observable, by the holding of their cheeks.

A shortened form of a combined scene, including the temptation, the
picking of the fruit and the fall, is met in the Bamberg and the Vivian Bibles.
Simultaneoudly, Eve is being tempted by the serpent and is offering to Adam
the fruit. Apart from the motion of their hands, the figures seem rather rigid.
Other parallels, such asthe Berlin ivory (Staatliche Museen, 11" ¢.)?, follow the
common type of the catacombs and sarcophagi, even if there are variations in
the gestures of the figures.

Despite the classification of the Hildesheim bronze doors close to a
Touronian archetype the episodes of the origind sn may enable its
differentiation from it and its link to other patterns, as well®. In particular, the
noticeable iconographic variations of the temptation and the fall are inherent in
the distant placement of the protoplasts and especially Eve's peculiar stance’.
Her hands as well as Adam's hands have a quite free, lightsome and gentle
form. The outstretched hands of Adam proclaim the fact that the scene is likely
to combine the actual moment of the fall with the moment that the protoplasts
had acquired the covetable knowledge. Essentially, their hands appoint their
will and their needs in away that they overlook the fact that the Creator was the

!, This kind of combined arrangements of the episodes are often and do not support
any thought for different origin, since the iconographic features are in great correlation with
each other. Kessler, 1971, p. 149, fig. 1 and fig. 3 respectively. Gaehde, 1971, p. 368,
commenting only on the Vivian miniature. Our comments on the episode in the San Paolo fuori
le mura Bible are made on the chapter of the admonition, since an extra conflation of the
episodes is observed.

2 Kesder, 1966, p. 89, fig. 2.

3, For example the temper is depicted like a dragon, an element pictorially originating
surely not on the Touronian archetype or on Junius 11 miniatures. It is believed that it might
have its roots on a manuscript of Genesis B, which probably has been highlighted by the
malicious serpent and its goals. Cohen S. A., Derbes A., 2001, pp. 21- 2.

Nor should it be forgotten that Satan is linked with a dragon on the text of Apocalypsis
(12, 9) and in the ecclesiastical literature.

4, Oddly enough, Tschan (1951, p. 188) on his commentary on the scene discerns two
depictions of the serpent, despite the biblical account.
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one who has created the world with his hands'. There is also an eminent
potentiality to conclude that Eve has aready eaten the fruit, while Adam is
under the process for his persuadability of eating it. That might be visualy
described by the fact that Eve's figure is more petite than of Adam's, meaning
her loss of her original beauty in paradise.

The scholars point out that from that scene on, the differences of the
genders are obvious. Eve's bodily gesture presumably suggests a sexual
tendency, as conceivably Cohen and Derbes propose?; she steps towards the
tree with the coiled serpent on the right and concurrently turns her body to
Adam and outstretches her hand with the fruit to him. That invitation also
implies, on the one hand, seduction® and on the other that Eve is the actual
tempter. The anatomical difference and the sexuality that occur on the particul ar
scene might have been presented as another form of the consequences of the
original sin, the final separation into man and woman®. Nevertheless, at the
same time it reinforces the merely culpability of Eve towards Adam and her
role, in order the Crucifixion, the scene in the opposite door, to take place.

Thematically the Hildesheim doors are analogous to the miniatures of
the Junius 11 (Caadmon Genesis, Oxford, Bodleian Library, first quarter of the
11™ ¢.). William Tronzo indicated that the two monuments are akin in the way
that the artists understood the responsibility of Eve in the history of humanity.
Even though, the Junius 11 does not focus on the guilt of Eve intensively asin
the Hildesheim doors, it is plausible an illustrated copy of it to have been
accessible to bishop Bernward, who from the depiction of Eve's creation in a
full- page might have inspired to begin with her creation the door account®.

The Junius 11 unfolds the narration of the actual events of the
temptation and the fall in four episodes, even not in the right course. Its
pictorial repertoire echoes a rendering without parallel, since it demonstrates
the meaning of the biblical paraphrase. The incident of the fall seemsto be in

!, Mohnhaupt, 2000, p. 81.
2, Cohen S. A., Derbes A., 2001, pp. 22- 4, fig. 7.

3. Cohen S. A., Derbes A., 2001, p. 24, about the anatomy of Eve and the meanings of
the breasts of the woman.

4, Mohnhaupt, 2000, pp. 81- 2.
®. The information is taken from Cohen S. A., Derbes A., 2001, pp. 25- 6.
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the Christian theology as elemental asthe fall of the angels', afact that justifies
its occurrence twice on Junius 112,

From a stylistic standpoint we can mention the full- length figures, with
their supernatural long limbs and sizable bellies, which reach the limits of an
imaginary visual form and their extraordinary vivid gestures that can be
characterised as clumsy and awkward. Page 20 (fig. 60a) of Junius 11 is
divided into two sections; the lower section pictures Satan imprisoned in hell?,
giving orders to a naked fiend to fly to paradise for causing the fall of the
protoplasts. According to the text, first the fiend tries to tempter Adam, who
cautioudly refuses the proposal and the devil decides to focus on Eve. That
narration is visualised on pages 28 (fig. 60b) and 24 (fig. 60c). On the first
phase of the temptation we notice on the middle of the composition an angel,
who is the fiend in disguise®. He turns his glance to Adam and he offers the
apple first to him, who does not touch it and then to Eve, who accepts it
immediately. The successive actions of the dual temptation are indicated by the
text and less by the figural lines, which cause an ambiguous result. The two
apples declare her direct acceptance; one that the angel gives her and
simultaneoudly the other that eats with her right hand. Successively, the angelic
figure offers one more fruit to Eve (page 24), where the gesticulations are
camer and gentler. The temptation is repeating also on the upper section of
page 20, though timely in the wrong place. In that occasion, the tempter
follows, as usual, the model of the serpent. The last episode (page 31, fig. 60d))
the disguised demon is in the pose of speaking, behind Eve, who is giving the
fruit to Adan.

The hitherto description of the episode of the covering their shame with
fig leaves, as a separate episode, finds no resemblance to the Junius 11
manuscript, wherein the rendition of the text is divided into two parts. The one
on the lower section of page 31 portrays the direct repentance of the protoplasts
immediately after the eating of the fruit; Adam is kneeling and having his hands

!, Hentschel, 1935, pp. 59- 64.
2, Kauffmann, 2003, p. 52.

%, The chained Satan is a pattern of the Harrowing of Hell or of the Apocalypse, even
thought the Commentaries on Genesis of the Church Fathers refer to him, but it has been
attached to the iconography of Genesis. See Ohlgren, The illustrations, 1972, p. 204, Ohlgren,
Visual language, 1972, pp. 257- 8.

*. Erffa, 1989, p. 174.
®. Kauffmann, 2003, p. 52, Ohlgren, Theillustrations, 1972, pp. 206- 7, fig. 2, 3.

132



in supplication, whilst Eve is praying almost having her head on the ground.
The attractive angelic figure on the top is now the naked demon as on the page
20 (the beginning of the original sin)*. On the second section (page 36, fig. 60€e)
the protoplasts are in the position of penitence. The episode is unique, in spite
of the traditional pose of the protoplasts. They are covering their shame and
touching their cheeks and the emissary fiend plays his last role on the downfall
of Adam and Eve. He is depicted naked to bend in order to arrive at hell
through a hole. Moreover, in order an emphasis to be given on him, he is
illustrated in the hell, giving report in front of the enchained Satan, who is
waiting the protoplasts to reach him. Yet, due to their apology in front of God,
they gain a chance for redemption. By setting the artist side-by-side Eden and
hell he suggests Satan's defeat and the future salvation of man?.

The iconographic relationship between the Latin productions during the
crusades is indeed extremely closed. As far as the depiction of the fall is
concerned it can be pointed out the surprisingly symmetry of the episode in the
Morgan Old Testament (New Y ork, Pierpont Morgan Library, MS M 638, fol.
1¥, 13" ¢.) and its parallel the Arsenal Bible (MS 5211, fol. 3v)*, which recall
the early paradigms. Furthermore, both Adam and Eve share exactly the same
gesticulation and the movement of their bodies; they are eating the fruit, while
their right hand is outstretched towards the tree in the middle of the
composition and their feet are in a smart motion. It is peculiar the fact that the
protoplasts do not cover their nudity”, atotally western element that might stem
from the beginning of formation of the doctrine of the purgatory. That aspect is
reinforced by the depiction of the Creator, taking his rest on the Seventh Day,
in a box- illustration surrounded by the introduction into paradise and the
origina sin. His pictoria form implies the stylistic background of Byzantine
archetypes of the enthroned Pantocrator. His placement between the two
scenes of the protoplasts stresses his role as ajudge’.

!, Ohlgren, The illustrations, 1972, p. 206, fig. 4, Ohlgren, Visual language, 1972, p.
261, fig. 9.

2, Ohlgren, Visual language, 1972, p. 271, fig. 8.
3, Weiss, 1998, fig. 65 and plat. VI respectively.

4, The same detail occurs in an English Psalter (Paris, Bibliothéque Nationale, ca
1200), despite the differences at the stylistic elements, such as the harmonised figures and the
calm gestures. See Buchthal, 1957, fig. 147a.

®, Weiss, 1998, p. 156.
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On the episode of the fall on the St. Martin des Champs Bible (Mazarine
38, fol. 6") the striking comment is the expressions of their faces. They lose
their mildness and kindness and they begin to have an unattractive appearance,
thoroughly with surprise and irritation, especially on the scene of the expulsion,
which follows".

The symbolic pattern of the fall as describing in the early Christian art
onwards is aso followed by the artists in Spain for the Bibles and the Beatus
miniatures’. Their differentiations are observed in the way of the anatomical
rendering of the body of the protoplasts and also in a few iconographical
details’.

The Catalonian repertoire comprises of depictions with various, though
equivaent, patterns. It is noteworthy the drictly and, could say, lifeless
patterns, which emerging atotal frontal aspect of the stocky figures, while their
feet are externally turned. Usually the background of the scene is filled with
thick foliage (and sometimes the rivers of paradise) and the serpent has often a
full-size proportion. Such versions are found in the Mozarabic Bible of St.
Isidoro at Leon (written by the presbyter Sancho at Valeranica or Barilangas,
960)* and its parallel a page of the Escorial- Beatus manuscript (Escorial,
Bibliotheca del Monasterio, I1. 5, fol. 18, 11" c., fig. 61a)°. In the Mappa

!, Branner, 1977, p. 90, fig. 257.

2, A copy, especidly in illuminated manuscript form, of the Commentary on the Book
of Revelations, written by Saint Beatus of Liébana, a Spanish monk (8" c.), is often just referred
to as a Beatus. Many well- known versions exist, especialy in the Mozarabic style.

3. For instance, in the Romanesque art there was a diversity of the picture of the
forbidden fruit; it is not always in a ring- shape, but it also found as a banana, cherries or
grapes. That comes aong with the variations of the rural products in the areas of France and
Spain. See the fal in Burgos Bible with the elongated fruit and the sculpture of the Cathedral in
Gerona with the tree full of grapes. Cook, 1927, pp. 166- 7, fig. 1 and fig. 24 respectively. Yet,
especialy the grapes could also be recognised as a prefiguration of the holy Eucharist, if of
course the artists had been influenced by a theological background. See the symbolism of the
grapes Ferguson, 1961, pp. 31- 2. As far as the cherries are concerned, they are often
characterised as the fruit of the paradise, due to their sweetness and also represent the delights
of the blessed. Cf. Ferguson, 1961, p. 29.

4, Englisch, 2002, pp. 197ff, Cook, 1927, p. 155, fig. 4.
®. Englisch, 2002, pp. 188- 9, fig. 27, Cook, 1927, p. 159, fig. 10.
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Mundi® page of the Silos- Beatus manuscript (London, British Library, add MS
11695, the illustrations were made on 1109, fig. 61b)? the figures bear
resemblance to the illustration of the genealogical table in Morgan- Beatus
manuscript (New York, Pierpont Morgan Library, MS 644, fol. 11", beginning
of the 10" ¢.)®* and in away to the Valladolid- Beatus (Valladolid, MS 433, fol.
34'- 37, 10" c., fig. 61c)*. Another example of that archaic lifeless prototype is
the scene of the copy of St. Sever Beatus manuscript (Paris, Bibliotheque
Nationale, MS lat. 8878, fol. 6" between 1028 and 1072, fig. 61d)°. The account
of the Ashburnham Pentateuch is distinguished from the previous patterns in
the way the protoplasts are depicted; they are fully- dressed. Conceivably, in
that scene is combined the fall with the clothing of Adam and Eve, asit can be
derive from the inscription on the red background®.

!, Mappa (cloth, chart) Mundi (of the world) is the Latin term of the Medieval
European maps of the world. Their main goal was to depict the most remarkable incidents of
the Christian history and simultaneously, though not so important, to indicate their accurate
locations (Harley, B. J, Woodward D. (editors), 1987, pp. 286- 7) as well as to share
information about classical and biblical persons and situations (ibid., pp. 326- 30). Nowadays,
they have survived at about 1100 Mappae Mundi, while 900 of them contain miniatures.
Fourteen quadripartite maps are found illustrating different manuscripts of the Commentary of
Beatus of Liébana. It is believed that al of them originate in asingle archetype, now lost (ibid.,
p. 357 and also see Englisch, 2002, pp. 173- 81). There is aso the suggestion that mainly the
design of the Wheel of Fortune bears resemblance to that of the Mappae mundi, as far as their
principal purpose is concerned, to depict the world and its fate as a whole. Cf. Harley, B. J.,
Woodward D. (editors), 1987, pp. 338- 40, Kitzinger, 1976, p. 333. For the chartography of the
Eastern areas in mappae mundi manuscripts see Deluz, 2007, pp. 23- 36.

2, Englisch, 2002, pp. 193ff (esp. p. 216), fig. 33, Cook, 1927, p. 160, fig. 15.
Following the same structura rules, though with more elegant stances see Williams, 1994, fig.
22 the Girona Beatus (Museu de la Catedral, Num. Inv. 7 (11), fol. 51'- 55").

3. The scene is simplified: the fig leaves, the serpent and the river of paradise are
excluded. Cook, 1927, p. 159, fig. 11.

4, Englisch, 2002, pp. 193ff, fig. 34. See as well as fig. 28 the Facundus- Beatus
manuscript (Madrid, Vitrina 14- 2, fol. 63v- 64r, 1047)

®. The tree is represented with a tiny bush and there is no trace of the serpent, Deluz,
2007, pp. 31- 2, fig. 5 (also cf. in older bibliography Cook, 1927, p. 160, fig. 16). See about the
St. Sever- Beatus copies Englisch, 2002, pp. 182ff.

. ADAM CUM (UXORE) SUA SUM TONICIS PE(L)LIC(EIS). Cook, 1927, p. 155,
fig. 3.
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Nevertheless, in Spain there are also French influences, due to which the
plastic models acquire flexibility in their gestures and a redlistic attitude. So the
early Mozarabic style starts to be relinquished and the Romanesque approach,
creating a number of lifelike patterns, such as the Bible of Rodes (11" c.) and
the Bible of Farfa (9" c.), where Eve wears in both cases a female hat on her
head, while Adam in Roda does not hold a fig leaf and he does not cover his
shame'. The same sampleis met in an ivory chess piece (Paris, Louvre, 12" ¢.)2.
That probably could be explained by the belief of the artists of putting the total
blame of the origina sin on Eve. Nonetheless, in the Huntingfield Psalter
(English manuscript in Mendham Priory, now in New York, Pierpont Morgan
Library, ca. 1170, fig. 62)° both the protoplasts do not cover their shame. We
also notice that the figures stand on tiptoe, an element that provides a native
view in the incident.

An extraordinary gesture of Adam is that we meet for instance in the
Codex Vigilanus (Escorial Museum, 976, fig. 63a), in the Burgos Bible
(Minicipal Library, beginning of the 12" c., fig. 63b), in the Sagars panel
(Solsona, Episcopal Museum, 13> aw.), fig. 63c), Mappa Mundi page of Beatus
manuscript (London, British Museum, 12" ¢.)*. He does not grasp the fruit, but
he puts his hand over his chin, expressing his hesitation for the disobedience to
God. Additionally, that posture is combined with the Malus Adami, the
projection at the front of men’s neck that is formed by the thyroid cartilage, in
other words Adam's apple. It is claimed that the particular elevation of the skin
was the result of Adam's great effort to swallow the fruit, despite his will. The
same element is met on a fresco on the church of Vera Cruz (Spain, Segovia,
now in Prado Museum, 12" c.)®. Our estimation on the specific iconographical
element is that it occurs mostly, if not only, in catalonian pictures and it found

!, The trees are having a unique design with various styles in the leaves. Cook, 1927, p.
156, fig. 5 and fig. 6 respectively.

2, Cook, 1927, p. 156, fig. 7.
3, Cook, 1927, p. 163, fig. 20.

4, Cook, 1927, p. 159, fig. 9, p. 159, fig. 1, p. 163, fig. 2, p. 160, fig. 18 respectively.
For the Sagals panel see Ainaud, J., Held, A., 1963, fig. 130. In Burgos Bible as well as in the
fresco of Vera Cruz, Adam is depicted to touch his throat. That pictorial motif, mostly met in
Catalanian and Gothic pictures, derives from the tradition that Adam was choked when he tried
to swallow the forbitten apple, the so- called Pomum Adami.

®, Ainaud, J,, Held, A., 1963, p. 25, fig. 113.
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an appeal during the Renaissance, as for instance in the pictures of Jan van
Eyck (15" c.)™

The account of the temptation and the fall in the Byzantine Octateuchs,
asin Vat. gr. 746 (fol. 37") and of Seraglio (fol. 43", fig. 64) unfolds in three
episodes, which are separated by trees, exactly as in the Carolingian
frontispieces. The narration opens with Eve's temptation and the odd
appearance of the serpent as a camel. The next episode shows the protoplasts
discussing; Eve tries with both hands to persuade Adam to eat the fruit, whilst
his gesture records hisworry. The third episode Adam isfinally eating the fruit.
The upper part of Eve's body is similar to the one of the first episode (both
hands and head raised towards the tree) and her feet are anal ogous to the second
episode (like walking towards)®. Adam's feet are in both his appearances
immobile, exactly as Eve's on the first episode. Those two different ways of
standing could probably be the visualised status of sinfulness or not.

The covering of their shameisrepresented in Vat. gr. 746 (fol. 40%), 747
(fol. 23") and in Smyrna Octateuchs (fol. 13*) by an origina approach and
minor differences among the miniatures. Both the protoplasts are depicted
seated opposite to each other with the tree in the middle. With their left hands
they cover their nakedness and their right lie on their stomachs. Eve's face is
predominated by sadness, while Adam appears more anxious, since, according
to the text, he has to answer to God's question. Therefore, he looks at the sky
through which the hand of God represents his presence in the episode®.

On the Homilies of Jacob Kokkinovaphou (Vatican, Bibliotheca
Apostolica Vaticana gr. 1162, fol. 35a, 1125- 1150) the original sin and
specifically Eve's temptation is placed on the central part of the synthesis, asthe
principal fact of the drama of the human history. On the upper right corner, Eve
tries to persuade Adam to taste the fruit and on the opposite corner, it is
depicted their hiding, though their admonition is made by an angel. The figures
are reserved and static, while the presence of arich floral background and the
precipitate flow of the symbolic performance of the four rivers of paradise, adds
adramatic notion to the composition®.

The detailed rendering of the origina scene in the mosaic of San Marco
is an extraordinary example. Its minute description of the Genesis text unfolds
in four episodes. the temptation of Eve starts the narration, the picking of the

!, Snyder, 1976, fig. 3.
2, Lassus, 1979, pp. 130- 2.
3, Lassus, 1979, p. 132.
4, Galavaris, 1995, fig. 144.
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fruit' and the fall, which share the same cube and the covering with fig leaves
runs in separate cubes®. Specifically, on Eve's temptation Adam also takes part,
standing with his back to Eve. That unusual position of him is, according to
Weitzmann and Kesder, aremnant of the admonition of the protoplasts, a scene
that the Cotton Genesis manuscript had®. Yet, if the mosaicists of San Marco
took his iconographic structure from the Cotton scene, it would be unjustified
his speaking gesture, which can be described as unnecessary for that particular
occasion®. His existence on the episode might have happened, in order to define
Adam's role in the origina sin and his co- operation, though his disdainful
position of his body towards the event®. Yet, the inscription®, following the
Vulgate Genesis text’- even it is an invented brief version, as the following
ones- absolves Adam from blame.

On the following episode®, Eve bears resemblance to her figure of the
previous episode, though she removes with her right hand a leave from the tree
of knowledge on the left. On the same frame, Eve is repeating on the right,
while she moves towards Adam. The pose and the gestures of her figure show a
similarity to Logos. Her pictorial form declares her self- confidence as well as

! A ratiocination on the kind of fruit and consequently the sort of tree see Niero, 2001,
pp. 256- 8.

2, Weitzmann, K., Kessler, H. L., Septuagint, 1986, pp. 55- 6, see the connection of the
remains of the Cotton Genesis miniatures (fol. 9, 10", 10¥) to the other members of itsrecension
aswell as manuscripts related to it, such as San Marco, Millstatt Genesis, Touronian Bibles.

3. They support that the presence of Eve in the admonition scene is based on the text of
Vita Adae et Evae ("'Ote énoioev 1judc 6 Oedc, ué xal v unréoa vudv, oL 1j¢ xal
AmoOVIoxw, E0wxEY UV AV PUTOV EV TQ TOQAOEITQ, TEQL OE EVOG EVETEIAATO Uiy un
éoBiev €€ avTov, O ol xal amoOvijoxwuev", Tromp, 2005, p. 128 (VII, 47- 50) or
Tischendorf, 1856, pp. 3- 4) and it probably was on the left half of the miniature of the folio 9"
of the Cotton Genesis. Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 55.

4 Jolly, 1997, p. 47.

5. Jolly, 1997, p. 45. It is interesting the fact that in the Herbew Genesis text it is
mentioned that the serpent addressed to Eve aswell asto Adam.

6, HIC SERPENS LOQUITUR EVE ET DESIPIT EAM, Demus, vol. 2, 1984, p. 78,
Jolly, 1997, pp. 47- 8.

" Gen3, 1-5.

8 In the inscription we read HIC EVA ACCIPIT POMUM ET DAT VIRO SUO,
Demus, vol. 2, 1984, p. 78.
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her dominance over Adam. Convincingly, Jolly points out that possibly derives
from the motivation of the artists from the apocryphal texts, such as the Vita
Adam et Evae, where it is mentioned that Eve realised her nakedness before she
offersthe fruit to Adam, meaning she acts as God'. Simultaneoudly, the likeness
God- Eve has an elementary dissimilarity; she stands in profile, a symbolic pose
synonymous of the evil creatures’. The covering with fig leaves their shame®
opens its narration with the figure of Adam, who imitates Eve's pose on the
previous episode. His backward position is a visual hint of his sinful attitude.
Behind him, Eve covers her shame with both her hands, she bears an inverse
bodily pose; she looks on the |eft towards Adam, while her body is turned to the
right and her legs are crossed, a symbol of the serpent coiled around the tre€”.

Serpent

The tempter is pictured as a serpent curled around the tree of knowledge
that deceitfully deluded man into sin°. It is the antitype of the cupreous serpent
that Moses has raised in the middle of the desert, in order to be seen by the
people of Isragl. The theological link between them is that the serpent in
paradise brought about the disobedience, while the serpent of Moses was the
means for redemption. Moreover, it was made by copper, in order its physical
essence not to accept any ateration or corruption®. Accordingly, the cupreous

! Jolly, 1997, p. 48. She also interprets the gesture of the her |eft hand, which seems
like showing Adam's genitals, as the visualised lust and also her becoming fully aware of their
nakedness and their bodily nature (ibid, p. 49).

2, Jolly, 1997, p. 48. Apart from the fiends, also Judas and all the unholy persons are
presented in a profile, in order the viewers to be aware of the nature of each depicted being.
Cavarnos, 1993, pp. 28- 9.

. HIC ADAM ET EVA COOPERIUNT SE FOLIIS, Demus, vol. 2, 1984, p. 78. Among
the Cotton Genesis family only the Genesis cycle of San Marco includes that as a separate
episode, while in other examples is combined with other episodes, too. Weitzmann, K., Kessler,
H. L., Septuagint, 1986, p. 56.

4, That posture also is met in the Potiphar’s wife, the temptress in the story of Joseph,
in the cupola of San Marco. Jolly, 1997, p. 50, fig. 22.

®. Ferguson, 1961, pp. 16- 7, where the term serpent is examined as a synonyme with
dragon.

6, Relatively see st. Maximus the Confessor, Quaestiones et dubia in Declerck, 1982,
p. 8 (section 9, lines 3- 13), "Emeidn o éEaoyijs dratioas tov dvBowmov ¢ vontog ddic
0La THG maQaxoNs Ev T 0aQxl TOV THG duaQTias vouov fjulv eyxatéusey... owd Tovto 0
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serpent is a prefiguration of the crucified Christ, whose sight would be a way
for salvation'.

Apart from the cases that there is no trace of the serpent, as mentioned
above, there are some extraordinary illustrations of it that we cite below, where
the serpent is depicted as dragon?, angel, fiend or as having the head of a
woman®.

In the Grandval and the Vivian Bibles the tempter has a dotted back, a
dark base and a comb in a brilliant red pigment. That probably derives from
their prototype, though in the Vivian miniature it also has teeth. Those odd
characteristics might originate in the dodxwv of the classica and patristic
literature, the animal that bears resemblance to the python and its pictorial form
might derive from the Hesperides apples and their guard”.

An interesting iconographical element of the medieval Catalonian
pictures of the fall is the cases of the head of the serpent being depicted as a
woman. The particular iconographical feature wasintroduced into western art at
the late 13" ¢.?, though there were scholars, who supported that the particular
iconographical element is also met in the catacomb of Saint Agnes’.
Characteristic examples’ are miniatures, such as in Brussels (Bibliothégque

v Eonuov malav doetnv Padillwv éav aroady eic Alyvarov... Xalxovs 0¢ o i,
Emetdn ovte uelwow ovte iov Emdéyetal 1j T00 yaixovv Ppvos”.

Cf. As far as the Gnostic thoughts on the role of the serpent on the Genesis story it is
noteworthy the fact that it is consider to be the revealer and emissary, having been sent by the
supreme god to assist man to obtain knowledge, meaning gnosis. Cf. Magne, 1993, p. 60, Gero,
1978, pp. 299- 301.

!, St. Gregory the theologian, In sanctum Pascha, PG 36, 653B. Also see st. Maximus
the Confessor, Quaestiones et dubia in Declerck, 1982, p. 8 (section 9, line 8- 12).

2, St. Athanasius, Epistula Adam episcopos Aegypti et Libyae, PG 25, 540B. An
extraordinary example of the depiction of dragon as the serpent is the armenian illustration of
Alt" Amar, Mathews, 1982, pp. 249- 50.

3, A minute description of each case throughout all the periods of the Christian art see
Erffa, 1989, pp. 171- 6, Esche, 1957, pp. 27- 8.

4, Kessler, 1971, p. 155, fig. 27, 28. See an overall description, Esche, 1957, pp. 28- 9.
®. Koch, 1965, p. 323.
®. Koch, 1965, p. 323.

7. It is mostly prevalent on the 14" and the 15" c., as for instance on the Garden of
Eden of Hugo V an der Goes (Flemish painter, ca. 1440- 1482/ 83). Cf. Koch, 1965, pp. 323- 6.
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Royal, cod. 9345, fol. 123, second half of the 13" ¢.)*, in a Psalter (Cambridge,
St. John's College, MS K. 26, fol. 4, ca. 1270- 80)> and in the Speculum
Humanae Salvationis (Brussels, 14" ¢.)®. It is also met in some miniatures of the
crusade production in the Latin Kingdom of Jerusalem, such as the Arsena
Bible. Its pardlel, the Morgan Old Testament presents Satan as having the head
of a woman covered with the contemporary female hat and the body of a bird,
with sizeable wings®. The latter element demonstrates the western influence,
especially from England and France, of the illustration, asit ismet aswell in a
Catalan miniature of a Beatus manuscript (New York, Pierpont Morgan
Library, 1220)°.

The Satan as awoman is mentioned in the western ecclesiastical writers;
the first references are by a French theological writer Peter Comestor (died ca.
1173)° and the dominican friar Vincent of Beauvais (ca. 1190- 1264?)". That
combination was probably based on the attraction of the serpent to Eve. The
medieval theologians supported that there was an inborn relationship and that is
the reason why the serpent addressed immediately to Eve than to Adam.
Furthermore, that bond is stressed by the fact that on the admonition God
announced hostility between them®. Iconographically speaking, the roots of that
motif could be on the depictions of Heracles and the Hydra, the many- headed
snake, whose heads grew again as the were cut off or from the Sirens, the
female winged creatures, whose singing lured unwary sailors onto rocks’.

Y et, the mystery dramatic plays are more possible of having influenced
the artists, since frequently, a woman played the role of the Satan and often its

! Cook, 1927, p. 164, fig. 23.

2 Nigel, 1988, pp. 182- 3, fig. 381.

3, Cook, 1927, p. 164, fig. 21.

4, Weiss, 1998, plat. VI and fig. 65 respectively.
®. Cook, 1927, p. 164, fig. 25.

6, Petri Comestoris, Historia Scholastica, XXI, PL 198, 1072BC. Cf. Erffa, 1989, pp.
172- 3.

’. He wrote the Speculum Maius, which was the main encyclopedia of the Middle Ages
and it seems to be a compilation of three parts, the Speculum Naturale, the Speculum Doctrinale
and the Speculum Historiale. In thefirst part it excists an extensive comment on Genesis.

8 Cf. Jolly, 1997, p. 45.
®. See other possibilities for the archetype of the motif Erffa, 1989, p. 172.
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costume had a head of a woman. In the earliest play, the Anglo- Norman play
Jeu d° Adam (12" c.)!, there is no such a discrimination, which though
characterises the later editions of such mystery plays of the 13" and the 14" c.,
which are possibly influenced by the increasing of the belief on the dreadful
heritage of the original sin on the next generations.

Exceptional examples are the appearance of the serpent in the
temptation of the Octateuchs, such as of Seraglio (fol. 43") and of the Vat. gr.
746 (fol. 37'), lying on the back of a camel, which has a head of a serpent. That
particular iconographic feature might be influenced by the Jewish litera
sources. In atext, belonging to the Haggadic literature, the Pirké Rabbi Eliezer,
there is a minute account of the temptation, "The serpent's appearance was
something like that of the camel, and he (Satan) mounted and rode upon it"2

Another observation is that on the mosaic of San Marco the serpent
occupies the very left side of the cube, the actual position of Logos in the most
of the previous scenes. That stresses the increasing of the power of the serpent
and its role on the temptation and the fall®. However, on the same cupola
mosaic, there are a few relevant points that deserve to be mentioned. On the
scene of the Blessing of the birds and the fishes they are five veiled angels,
who, as Reed convincingly explains, refer to female figures. Beneath their feet
there is a huge, elongate, crawling serpent, which is blessed by Logos, entirely

! See Jeu d” Adam, ed.: Grass, Halle 1891, p. 31, verse 534- 557. Cf. Cook, 1927, p.
164. As far as the presentation of Satan with a bird- body, Cook quotes, although with no
accurate reference, the existence of the English Chester mystery play, where Satan describes
himself as having "wynges like a byrd she hase, feete as an adder, a maydens face".
Nonetheless, the Chester mystery play dates back to the early 15" c. and not earlier, as the
miniatures in discussion. They are based on the texts of the Old and the New Testament, from
Creation to the Last Judgement. The plays took place at the holiday of Corpus Christi until
1521. Queen Elizabeth | banned the performance of the plays, because it was supported to be
ceremonies associated with the papal system. However, the plays revived in the city of Chester,
England, every five years. The last production was performed on June 28 to July 19 of 2008.
For the Corpus Christi plays concerning the Resurrection of Christ and their connection to the
fall of the protoplasts see Sheingorn, 1982, pp. 111- 29 (esp. pp. 118- 20).

2, Weitzmann, 1952- 53, p. 119, Weitzmann, Septuagint, 1971, p. 230, Gutmann, 1966,
p. 39. Lassus, 1979, p. 130, Erffa, 1989, pp. 171- 2. Moreover, in some versions of the
apocryphal Life of Adam and Eve it is mentioned the oversized serpent, which apart from being
the anima with the most outstanding qualities, his height was amost similar to a camel
(Ginzberg, 1995, p. 38).

2 Jolly, 1997, p. 45.
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equal as al the other creatures of the universe. The hidden meaning of that
scene could be a reaction to the heresy of Catharism, a Christian sect professed
a form of Manichaean dualism, whose belief was in opposition to Satan
(serpent) subordination to a superior, benevolent Creator. Aswell as it might be
a part of the Marian typology, since the angels have been feminized and the
motif, stepping over the serpent, is aso met in medieval scenes with Virgin
Mary, such asin the Annunciation of Stammheim Missal (Los Angeles, J. Paul
Getty Museum, MS 64, fol. 11", 1170- 80)".

There are a few early Chrigtian illustrations where the serpent is
depicted in the original situation, even during the temptation of the protoplasts’.
That is found in the St. Priscilla catacomb (fig. 65) and the cupola of the El
Bagawat mausoleum. On both examples, the serpent is pictured on a vertical
line, which is aligned to the tree on the first illustration and the wall of Eden on
the second®. Presumably, the prelapsarian visual account of the serpent derives
directly from the biblical text, where the penalised words of the Creator occur
after the origina sin, meaning that, up to that point, the serpent can
theoretically have the prelapsarian posture”.

!, Reed, 2007, pp. 46- 50, fig. 7. The belief that the world was created with wisdom is
met on the Stammheim Missa (Los Angeles, The J. Paul Getty Museum, MS 64, fol. 10", ca.
1170), where the Wisdom of Creation is depicted. As the missal was manufactured on the
monastery of St. Michael's at Hildesheim- approximately 150 years later than the bronze doors
of the church- the main scene is the creation of Eve. Thus, the central point of the world are the
protoplasts, having an emphasis on their origina sin, the next illustrated scene on the left and
the consequence of death, by depicting the murder of Abel on the right (Teviotdae, 2003, pp.
79- 81, fig. 1). Likewise, in the Zwiefalten manuscript (Stuttgart, Wurttembergische
Landeshibliothek, cod. hist. 2° 415, fol. 17', 1162- 1165) the depiction of the creation of Eveis
combined with the fal of the angels, the original sin and the expulsion (Obrist, 2007, p. 571,
fig. 23), while on the Flavius Josephus manuscript (Werden (?), lat. fol. 226", before 1159) the
Creator stands on the upper part of the original sin (Fingernagel, 1991, pp. 116- 8, fig. XV).

2, That is visualised as the serpent, which does not craw! his belly on the ground, as we
meet on some examples of the naming of the animals.

3, Esche, 1957, p. 12, fig. 1, |11 respectively.

4, According to patristic literature the serpent, before its corruption by the Satan, used
to be the most prudent of all the animals and as incorruptible as the dove; Cf. st. Basil, Ascetico
magnum sive Quaestiones, PG 31, 1245, 30, "O ¢eoviuos uév s 6 dpig, 6 ueta
TEQUOREWEWSG xaAl XATAVONOEWS TOU Ovvatol xal THs €Vodiag meog evmeiBetov TV
axovoviov v Odaoxaliav oixovoudv- dxéoalos 0 g 1 meototepd". After its
occupation by Satan, it is the synomym of malevolence and of sinful life. It is often compared
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The aspect that the original sin could be combined with the Eucharist
and subsequently the salvation finds a controversia pictorial example of that
linkage on the carvings of a shaft. It is found at the Priory church (Breedon on
the Hill- Leicestershire, end of the 9"- beginning of the 10" c.), where the
temptation is under the unidentified scene of a woman offering a drinking horn.
That Anglo- Saxon topic could be negatively interpreted as the drinking or the
sexual temptation'.

to the sinner, who after his confession returns to his original situation, and he is drawn a parallel
between the repentant and the sheep. Cf. St. John Chrysostom, De paenitentia, 1, PG 49, 337,
"eioéoyetou Opig, xal E&éoxeTal doviov, oV TG Pvoews uetafaliouévng, diid THS
xoxiag EAavvouévng”.

!, See the other possibilities of interpretation and the analogous analysis De Vegvar,
2003, pp. 245- 7, fig. 15.
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viii. The punishment (Gen 3, 8- 22)

Those verses have been pictorially expressed in four episodes, though
not always are depicted to a nicety, but also in a combined form. Specifically,
the Hiding from the presence of God or the Calling (Gen 3, 8- 10), the Denial
of the Blame (Gen 3, 11- 13), the Punishment of the protoplasts and the curse to
the serpent (Gen 3, 14- 20) and their Clothing (Gen 3, 21- 22). The dreadful
reaction of hiding is based on the fear of Adam and Eve, which originatesin the
lost of the holy garment, meaning virtue'. That restrained emotion is pictorially
marked by their leaning posture on the particular episode.

The early Christian sculpture has to demonstrate an example of the
episode of the Denial of guilt, though not without scepticism, due to its bad
condition. On the left side of the Balaam sarcophagus (Rome, Museum St.
Sebastiano, firgt third of the 4™ ¢.) there are the remains of athrone- seated man
and in front of him two pairs of naked feet, the bottom of a tree and a serpent.
The scholars can only assume the existence of a combined scene, the fall and
the discussion among the protoplasts and L ogos’.

On the illustrations of San Paolo fuori le mura, as preserved in
miniatures (Vatican Biblioteca, cod. Barb. Lat. 4406, fol. 27" and fol. 28"), they
divide the Denial of Blame into two episodes: the Reproval of the protoplasts
and the actual act of the Denial. Primarily, the protoplasts are amost kneeling
in front of the tree of knowledge, praying or begging, while Logos is depicted
in front of his globe®, indicating to the protoplasts with his straight raised hand.
The succeeding episode presents the refusal of Adam and Eve to accept their
guiltiness. That is visualy displayed by the position of the right hands of the
three protagonists of the episode. Logos, at that time on his sphere, gestures
towards Adam and he, in his turn, points to Eve, who finally demonstrates the

!, Didymus Caecus, In Genesim in Nautin, P., Doutreleau, L., 1976, p. 214 (codex page
92, lines 10- 14), "Avtog yag 0 ¢pofos éoviog €Tt dudinuywy g aioyoov 1 xoxio xol
xolaotéov. Tov O¢ @ofov aitiov elvor ¢row v yvuvd[tylta, 1rc &x 10D
dmodwlexéval TV deeTiv, 1iTic v oxémacua- Evdvua ydo éotw Oeiov 1j doeTn".

2, There is no parallel in the early Christian art in sarcophagi. Koch, 2000, p. 136,
Kaiser- Minn, 1981 pp. 6- 7, fig. 4ab, Repertorium I, 1968, p. 112, fig. 176.

3, That motif was adopted by later medieval pictoria forms, as in Pantheon Bible
(Bibliotheca Apostolica Vaticana, cod. vat. lat. 12958, fol. 4", between 1120- 1130). See Fillitz,
1990, p. 270.
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serpent as the definite offender of the sin. At that episode, it is also significant
the way Eve is presented; sheisalready dressed in her animal tunic, giving with
an apparent way, the meaning of awareness of her fault'.

The narrative of the Touronian frontispieces does not unfold al the
episodes in detail, due to the lack of space’. The forefathers are pictured both on
the same side of the episode (either on the right asin Grandva and in Bamberg,
or on the left in Vivian), as an inseparable unit, opposite God, who has his hand
raised. Scholars supported that the scenes of the Grandval and Bamberg Bibles
are parallels and represent the Denial of guilt (Reproval)®. We suppose that
Kesder's aspect is based on the bending position of the figures of Adam and
Eve, asfor instance in the Vienna Bible or of Eve's gesture showing the serpent
next to her. He also mentions that the illustration of the Vivian frontispiece (fig.
4) refers to the Hiding, a very possible aspect’. Nonetheless, it cannot be
accidental the arrangement of the rendition both of the Vivian and the Grandval
Bible around the tree of knowledge. Thus, we assume that the particular scene
is a combination of the Hiding (the protoplasts hide behind the tree, cover their
shame and have a light or intense inclination) and the Denial, as concluded
from Logos gestures. On the contrary, the Bamberg scene, despite the
similarity on the model of the Creator with the above- mentioned scenes, is
clearly the Denial, since the tree is behind him.

A supreme conflation of episodes is aso met in the San Paolo fuori le
mura Bible (fig. 5). The archaic symmetrical arrangement of the protoplasts
around the tree is repeating in the particular frontispiece, represented actually
the original sin. Simultaneoudly, Logos is taking part in the scene, depicted
beside Eve, while calling the protoplasts by his extended arm, a presence that
refers directly to the Denial of guilt. The smilarity in the gestures both of
Adam and of Logos with the episode of the caling in San Marco cannot be

! Kesdler, Tours, 1965, fig. 27- 28 respectively.
2, Kessler (1971, p. 151) refers to that combinative imagery also as the Reproval of the
protoplasts, while Gaehde (1971, p. 368, fig. 1) as the Admonition.

3, Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 56, fig. 56, Kessler, 1971, p.
151. Cf. aso Kohler, 1963, pp. 123ff, who unconvincingly tried to originate the Vivian
illustration in the Vienna Bible; there are, according to Kessler, only "some similarities of a
superficial nature”.

4, It is also mentioned that the Vivian frontispiece provides the best-preserved episode
of the period, Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 56, fig. 54. Also cf. Kessler,
1965, pp. 19- 20.
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accidental and it reinforces the aspect of the close relationship between the
monuments'.

The scene of the Hiding on the Berlin plaque bears more resemblance to
the particular episode of San Marco, than of any other earlier example. That
derives from the pose of the figures, the protoplasts run away from Logos,
though they look backwards at him?.

The scene of the Hiding on the Hildesheim doors is at variance to a
large extent with the above- mentioned examples’. The synthesis of the scene
demonstrates with a more acute way than in the previous frames of the doors
the responsibility of Eve. Specifically, the protoplasts do not stand as a unit one
next to the other, but separately. It is remarkable the placement of the tree not
between Logos and the forefathers, but in the middle of Adam and Eve. It
means that it disunites Adam and Eve, putting the mainly blame on her and
simultaneoudly declares a kind of solidarity between Adam and his Creator. By
all means she daringly looks straight at Logos in contrast with Adam's
restrained pose (he looks at the ground) strengthens the previous aspect”.
Moreover, the species of the plants are of the same kind as in the previous
scenes of the doors and according to Mohnhaupt, fairly unconvincingly, the
usage of the leaves of the trees in order to cover their shame alude to the
gradual catastrophe of the environment®.

On fol. 47" of the Seraglio Octateuch (fig. 67), it is depicted the calling
of the protoplasts and their attempt to escape from him. The hand emerging
from the sky and the beam of rays from the hand towards the protoplasts stand

! Kessler, 1971, pp. 149- 50, fig. 4. Gaehde (1971, pp. 368- 9) refers to minor
possibilities of the San Paolo Bible to originate in the pictorial synthesis of the Vivian
frontispiece, since only the figures of Logos bear akind of resemblance.

2, Its parallel the Salerno paliotto does not include the particular scene, Kessler, 1966,
pp. 89- 90, fig. 2.

3. The Logos holds a book on his hands, as in the introduction scene, Mohnhaupt,
2000, p. 82.

4, Cohen S. A., Derbes A., 2001, p. 24, fig. 9. Cf. Tschan, 1951, pp. 188- 90, where it
is implausibly mentioned that on the scene it is pointed out the culpability of Adam and not of
Eve, as she is protected by the distance between her and her Creator. Even the shape of the tree
whose branch covers Adam seems like there is a visua accusation for Adam, though the
serpent- dragon stands by Eve.

®. Mohnhaupt, 2000, pp. 82- 3.
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for God himself. On the scenery with luxuriant vegetation the protoplasts are
placed on the right part, looking back on the left side, where God's hand is set
and gesturing, as talking, to him? The exceptional element of the particular
miniature is that an undersized plant covers with its branches their shame.

The influence of the Byzantine iconography is apparent, especialy as
far as the appearance of Logos is concerned, who clearly resembles to
Byzantine Pantocrator. In the Sicilian monumental cycles, in Monreale (fig.
68a) and in Capella Palatina (fig. 68b) the artists follow the same motif for the
Denial of guilt®. The gestures of the figures, pointing one another, are identical
and refer to the discussion and the denial of any responsibility of the blame.
Furthermore, the placement of the sinful couple behind the grass foliage and the
tree of knowledge® alludes to their Hiding, whereas the serpent on the ground
may indicate the already imposition of the punishments. So, it is once again
noticeable that the scenes in Sicily are compact, in a way that they follow the
iconographic and technical lines of a model book, since they do not create a
full, detailed narration of the punishments” episodes.

There are parales, where two episodes are met or even a combined
scene. Specifically, on the Millstatt Genesis (fol. 12) the combined scene
probably represents the Hiding and the Denial®. The first is likely to be
concluded by the fact that the forefathers are depicted stepping away from
Logos, while their heads are turned towards him®. Their embarrassment is
obvious by their gestures, whilst Logos is in the pose of speech. The helping
figure, the angel, is standing crying behind the Creator. He (though the figure

!, That motif is also met in the Vienna Bible, as already mentioned. See Weitzmann,
K., Kessler, H. L., Septuagint, 1986, p. 41.

2, The miniature is a work of the painter B. A minute description of the linear
technique of the protoplasts see Anderson, 1982, p. 88, fig. 4. Also see Eller, K., Wolf, D.,
1967, fig. 31.

3. Demus, 1949, fig. 97b and 28b respectively.

4, On the Monreale scene there is one more tree, behind them, which looks like a fig
tree. That could refer to the tree, from which the protoplasts took the fig leaves to cover their
shame. On the contrary, in Palatina there is only one tree on the scenery.

®. The scholars call that scene either the Hiding (Weitzmann, K., Kessler, H. L.,
Septuagint, 1986, p. 56, fig. 53) or the Reproval of the protoplasts (Kessler, Tours, 1965, fig.
26).

6. Their pose is a parallel to Adam's position of the Hiding in San Marco, even though
his hands have been differentiated.
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looks like a female one) has no wings and the clothes are not hieratic asin the
previous episodes, but gradually they became minimally; only a plain chiton.
His sorrow is visualy stated by his doleful expression of his face and by his
gesture of wiping his tears with his covered left hand'.

Despite adducing a link between the Hortus Deliciarum manuscript (fig.
69), the Millstatt Genesis and the narthex of San Marco, the pictorial synthesis
of the particular scene (fol. 17") is to our knowledge exceptional. The scene
takes place around the tree of knowledge: On the left part Logos is standing,
with a light inclination, as a part of his body gesture towards the seated
protoplasts. The uniqueness is the open scroll he holds, where, among others, it
iswritten "Ubi es' (Where are you?). On the right Adam seems like sitting on
Eve'sfeet and he points at her, as asign of refusing his guilt?.

The scenes of the cupola in San Marco continue to be a narrative
figuration on the episodes after the original sin. It is one of the exceptional
parallels with such a detailed account of the Genesis text. On the episode of the
Hiding from God?, Logos retakes his place on the left of the frame. His reserved
moving figure has also a soft speaking gesture. Adam'’s running- away position
is totaly innovative and betokens his scare and awareness of his sin. In
addition, the eccentric position of Eve, ill figure and a rotation of her hands
and upper body, declares her disgrace’. A unique noteworthy iconographical
element is the picture of a palm tree between Logos and Adam. Despite the
dense foliage of the scenes, starting from the cube of Adam's creation to the
labours, this is the only appearance of a palm tree. A possible interpretation
might be that the palm tree acts as a link between the first and the second
Adam. The symbolism of the palm frond is generally related to the victory over
death and certainly is a sign referring to Jesus entry into Jerusalem®. Evidently,
it seems that the setting of the palm tree between the two figures after the
protoplasts committed the original sin operates as a promising and hopeful

! Cf. Dave, 1978, p. 31, fig. 9.
2, Green, 1955, p. 345, fig. 2c.

3. HIC DOMINUS VOCAT ADAM ET EVAM LATENTES POST ARBOREM, Demus,
vol. 2, 1984, p. 78.

4, Jolly, 1997, pp. 50- 1, fig. 23, Weitzmann, K., Kessler, H. L., Septuagint, 1986, p.
56, fig. 52.

®. The palm leave was a symbol of victory in general in the ancient Roman period.
Ferguson, 1961, p. 36.
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mark for the future salvation and it is aso a part of the already developed
theology on Christ- Adam.

On the next frame it is presented the Denial of guilt, having the most
well- preserved compositions of the dome mosaic’. The depiction of Logos
seated on a luxurious throne reminds us the judge in the court, who is seated on
a high rostrum?. Behind his throne both the trees, without the serpent, are
protected from any additional intrusion®. Likewise, the text of The life of Adam
and Eve might have been a basis for their visual description of the episode, "xai
0 006vog Tov Ocod Eotnoiteto, dmov 1jv To EVAov Tijg Lwrfg".

The design arrangement of the Punishment of the protoplasts and the
curse to the serpent® is symmetrical even at the minor details’. On the middle,
the seated L ogos addresses to the serpent with the familiar gesture of speech. A
foliage background and the protoplasts flank the throne. They are both depicted
in profile, showing their culpability. Besides, they kneel in front of God and
they have their hands crossways, like praying. The serpent is located on the
right part in an up- side- down position, indicating his inferiority and his

! The inscription of the episode, HIC DOMINUS INCREPAT ADAM |IPSE
MONSTRAT UXOREM FUISSE CAUSAM, is aso the most well- preserved. See Demus, vol. 2,
1984, p. 78.

2, St. John Chrysostomus, In Genes. 17, 3, PG 53, 137, "Ei ydo Suaotiv 60@vtec
Eniyeov € VYnrotv Priuatog xabpuevov, xai 10vg xatadixovg i uéoov dyovta...
("When the judge is seen seated on a high throne, having the convicts around him..."). Cf.
Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 56. The seated on a throne Logos calls to
mind the seated on his sphere Logos of the San Paolo fuori le mura (Vatican Biblioteca, cod.
barb. lat. 4406, fol. 28", who actually is depicted a level upper of the forefathers. The feature of
Logos, as theruler, might have been popular at the Cotton Genesis family.

3, Although the serpent is included on the traditional pictorial accounts of the Middle
Ages, its absence here it is explained by the fact that the artists followed the Vulgate narration
and its commentaries, where the serpent is not mentioned. Jolly, 1997, p. 51, fig. 24.

4, "And the throne of God supported by the tree of life", Tromp, 2005, p. 148 (XXII,
198). See Jolly, 1997, p. 55.

. HIC DOMINUS MALEDICIT SERPENTI CUM ADAM ET EVA ANTE SE
EXISTENTIBUS, reads the inscription of the episode, Demus, vol. 2, 1984, p. 78.

®. 1t recalls the iconography of the Last Judgment, Demus, 1988, p. 163, p. 165.
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distance from Eve shows their hostility given from God*. We find interesting to
cite the resemblance that occurs on the specific episode with the scene of the
Etoimasia on the Torcello Cathedral (12" c.). The structure of the motif in
Torcello, the throne being flanked by two angels and the protoplasts in
proskynesis, speaks volumes for similarity of the two monuments as well as the
implementation of the adamic typology and theology in general, according to
the rules of Byzantine art®.

Likewise, the next infrequently depicted episode of the Clothing® is a
balanced scenery with a rigorous discipline among the figures. Adam is aready
dressed and depicted static and frontal, whereas Eve maintains in profile and
L ogos on the middle assists her to be clothed in the tunic®. In the first instance,
that act, in conflation with her portrait in profile, might echo her major level of
guiltiness that requires superior, personal treatment from Logos himself.

The tunics according to the Greek Fathers represent God's promise for
providence for al the humanity and the perspective for rehabilitation of the
humans into paradise’. Yet, in the medieval Europe there were aspects on the
clothing as a symbol of mortality and sin®, which though they do not keep up

1 Jolly, 1997, p. 55, fig. 25. The inspiration of the synthesis may have been inspired
from the pictorial form of the Last Judgment. Weitzmann, K., Kessler, H. L. (Septuagint, 1986,
pp. 56- 7, fig. 57) point out the possible parallels of the particular scene, as the Last Judgment
of Torcello and of Panagia Chalkeon, where the Christ is depicted also in the middle of the
composition.

2, Guldan, 1966, pp. 40- 1, fig. 18.

3. HIC DOMINUS VETIT ADAM ET EVAM writes on the inscription, Demus, vol. 2,
1984, pp. 78- 9.

*. Niero, 2001, p. 266.

®. St. Gregory of Nyssa, De Anima et Resurrectione, PG 46, 148A- 149A, st. John
Chrysostomus, In Genesim, 18, 1- 2, PG 53, 148- 150. Clothing aso in the Jewish tradition acts
as the bond between the past and the future. It is not accidenta that in the Midrashic Aggadah it
is mentioned that the garments of the coming Christ would be identical to Adams’. See the
anaysisin Rubin N., Kosman A., 1997, pp. 155- 74.

6. Kosmer, 1975, pp. 1- 8.

Actually, when we refer to the nakedness of the old man, it is equivelant to the lost
ancient beauty and kindness. Though, the tunics were symbols of the upcoming salvation,
clothes in genera were signs of the corpora world (that can be educed from the following
readings: "... et euto veteris hominis habitu, nudi in fide exultemis in te, Domine, quia induisti
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with the auspicious meaning of the promise for delivering the humanity from
the captivity of death. The dissmilarity between the lengths of the tunics
Adam's extending to his ankle, Eve's up to her knee- is interpreted by some
scholars as an indication of sexuality’. However, the totally alike tunics on the
scene of the expulsion from Eden give us the signal to suggest that the different
lengths of the previous episode are not just a symbol of sexuality- nowadays a
word with unpleasant connotation- but better an alegory of the situation of
marriage, which was established after the original sin. Marriage is actualy
ingtituted by the punishment to woman "I will greatly increase your pangs in
childbearing; in pain you shall bring forth children, yet your desire shall be for
your husband, and he shall rule over you" (Gen 3, 16). The notion of marriage
is essentially the desire for restoration towards the prelapsarian situation. In
paradise, among the angels or the protoplasts before the fall, marriage was
unnecessary. Y et, the human beings need to be within the state of marriage, asa
hopeful co- operation for the reconstruction of the original beauty, as angels,
who have never logt it?.

nos vestimento salutis, et tunica laetitiae circumdedisti nos. sicut sponsam adornasti nos
muliebribus stolis, coniunge nos tibi per confessionem." EUCHOLOGICUM, p. 228).

!, See Jolly, 1997, p. 56. That sense of lasciviousness was, according to Williams, in
Spain, where, after the centuries under the Muslim occupation, a number of influences are
observed. The effect of our interest is the pictorial presentation of the female sexuality, since
there was the tendency to face the Saracens as sexually permissive. Williams, 1977, pp. 8- 9.

2, St. Gregory of Nyssa, De Hominis Opificio, 17, PG 44, 188A- 189D (esp. 189B).
The discussion on the early Christian and Jewish exegetical works as far as the sexual
relationships of the protoplasts after their expulsion and the notion of marriage as an
eschatological important stage see G. Anderson, 1989, pp. 121- 48.
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ix. The expulsion® (Gen 3, 22- 24)

The only extant illustration of the catacombs is the one in Via Latina
(Room B). It isaunique rendering of the biblical text, where the protoplasts are
presented dressed in their leopard skins. They are standing under a rectangular
frame, symbolizing the door of paradise. Their figures are undersized in
comparison with the fairly large bodily structure of Logos’, who is standing by
the door indicating the protoplasts the way out®.

The episode of the expulsion of the Vienna Genesis (6" c., fig. 70)
points out the presence of God by including in the frame his hand emerging out
of the sky, as well as the verity of the origina sin, by the depiction of the
serpent. The noteworthy elements are the wheel of fire and an extra female
figure, which probably are of Jewish origin®. Firstly, the whee! of firein front of
the gate of paradise probably represents the flaming sword and the divine
attendance as it is described in Ezek (1, 1- 21). On Ezek (1, 22- 28) is described
the presence of God, the Shekhina, which was located before the gate of
paradise after the expulsion of the protoplasts, according to the Targum.
Provided that the garden of paradise was made for the moral people, it is
supported that the flaming sword could be a symbol of hell and it is
autonomous from the cherubim®. Secondly, Adam and Eve are accompanied by
a figure with an unquestionably femae form, whose analysis is discussed

! In general the iconography of the scene see Poeschel, 2005, p. 40.

2, Yet, there is also the aspect that the existence of an angel instead of God is an earlier
motif than that of Logos himself, since the pattern is depended upon the theological
development. Nor should it be forgotten that there were still Jewish influences on the very early
art of the catacombs at least as far as the ban on God's depiction. See the ratiocination
K 6tzsche- Breitenbruch, 1976, pp. 46- 8.

3, Bargebuhr, 1991, pp. 31ff, Goodenough, 1962, p. 131.
4, Schubert K ., 1983, pp. 1- 2.

®. An ancient Aramaic paraphrase or interpretation of the Hebrew Bible, of a type
made from about the 1% c. AD when Hebrew was declining as a spoken language.
Schreckenberg H., Schubert K., 1992, pp. 212- 3, fig. 46.

6, Schreckenberg H., Schubert K., 1992, p. 213.
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varioudy by the scholars, the divine Wisdom or the divine Law'. Thereby,
according to scholars, the right part of the Vienna scene demonstrates the
tradition of the Targunt.

On the group of the Carolingian Bibles there are diversified variations
of the theme of Expulsion. Firstly, the Bamberg and the Grandval frontispieces
present the protoplasts dressed in short tunics, being expelled from Eden by an
angel. Both Adam and Eve stare backwards at the lost paradise, whereas their
intense movement denotes a strong emotional situation®. Secondly, the scene
also appears in the Vivian bible, though having a dissmilar form. It is mostly
emphasized their utter desolation and sorrow about their mistake, feelings that
are visible through their inclined pose and especialy Eve's left hand under her
cheek. Furthermore, they look forward to their new environment, an element
that refers to the acceptance of the punishments. Almost the same movement
occurs on the San Paolo fuori le mura frontispiece, though with a totaly
different appearance; the protoplasts are nude, covering their shame with the fig
leaves, while an eager, wingless man (guard) forces them towards with a sword
and an aggressive posture. Kesder categorizes the Vivian and the San Paolo
bibles having probably the same archetype, certainly different from the first two
bibles’ and Gaehde suggests the same or very similar models’.

Moreover, as a close parald it is given the Salerno Antependium (fig.
71) and the Berlin ivory (11" c.), where the postures and movements bear
resemblance to the previous illustrations, as well as the angel of the Vivian
bible and his movement holding Adam's shoulder® (the gestures of the
protoplasts vary; on the Berlin ivory their hands are totally pendulous, a pose
which reveals a non- reaction to their expulsion, as they realized their mistake,
contrary to the Salerno Antependium, where they intensively react). Thereisan
analogous pose in the scene of the Millstatt Genesis (cod. VI, 19, fol. 14Y),

! Hengel, Judentum, 275- 318.
2, Zimmermann, 2003, pp. 75- 6, Schreckenberg H., Schubert K., 1992, p. 213.
3 Kesder, 1971, p. 150.

4, Kessler, 1971, p. 150. Almost comparable is the scene of the church of San Paolo
fuori le Mura, as being perceived on the manuscript (Vatican, Bibliotheca, cod. Barb. lat. 4406,
fol. 29"). See Kessler, Tours, 1965, p. 20, fig. 31.

®. Gaehde, 1971, p. 369.

6, The protoplasts in both examples wear a peculiar pair of knee pants. K essler, 1966,
p. 90.
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though it is Logos himself, who holds Eve, while Adam tries to get through the
arch of the paradise door’. The artists might have used the scene of Calling of
the Cotton manuscript in order to operate as the expulsion, since there is the
assumption about the Cotton Genesis of having two scenes for expulsion?.

However, the protoplasts’ nudity®, which also appears in the Millstatt
Genesis, cannot be accidental. It could be possible the miniatures to have been
derived from the same archetype and the artists to follow only afew main lines,
such as the protoplasts gestures, while rejecting other more central points, such
as the clothes. On that case the artist might have wanted to concentrate the
viewers attention on the labours scene, in order to demonstrate in a more
intensive way on the results of the original sin (an aspect that can be reinforced
by the aggressiveness of the guard) and at the same time the creation of their
own clothes, just by themselves. In the scene of Hortus Deliciarum (fol. 17",
fig. 72) Logos himself expels the protoplasts from paradise. He touches both of
them from their shoulder showing them their new life with the most gentle and
compassionate way*. Apart from that, the other striking pictorial element is
their nakedness. Thus, it is interesting, though odd, Logos to be depicted as a
Byzantine Pantocrator and simultaneously the protoplasts to be nude, a western
pictorial tradition.

The visua description of the expulson on the Hildesheim doors
received a Touronian impact, though different in some points. The protoplasts
move is dissmilar, since Adam has a gently figure tiptoeing outward from the
door, which he actualy opens. On the contrary, Eve has a rather aggressive
posture, staring at her back the angel and the lost paradise, as she is the one,
who really argues with the angel and fight for being expelled®. Moreover, the
building that symbolizes the door of paradise is a part of a complete
architectural construction. If we notice the opposite scene, we discern that there

! Kesdler, 1971, p. 150, fig. 16 and fig. 18 respectively.

2, Kessler, 1971, p. 150. That speculation was based on the second scene on the
Millstatt Genesis, where a man, with a sword, grasps his clothes, probably as a sign of
desperation (see fig. 20, Svord whirling and flashing scene (fol. 16"), Weitzmann, K., Kessler,
H. L., Septuagint, 1986, p. 57, fig. 62).

3, Notwithstanding the positive connotation of the nudity in Byzantine art, as far as the
holy and asceticism is concerned, the protoplasts in their postlapsarian situation bare another
sort of nakedness; the disgrace and shame. Maguire, E. D., Maguire, H., 2007, p. 106.

4, Green, 1955, p. 346, fig. 2d.
®. Cohen S. A., Derbes A., 2001, p. 24, fig. 11, Mohnhaupt, 2000, p. 83.
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is its matching part, the rest of the building'. The construction could be the
pictorial indication of the forthcoming human culture and civilisation in a
nearly peculiar situation that was instituted by the original sin and it can be
expressed by the link nature and culture?. Presumably, that refers to Jerusalem,
as the divine city, whose entrance is based on the virtuous character of the
protoplasts and generally of every individual®. That pictorial effect underlined
the continuation between the facts of the Old and the New Testament.

As far as the Byzantine art is concerned we quote the scene of the
expulson on the Homilies of Gregory of Nazianzus (Paris, Bibliotheque
Nationale, gr. 510, fol. 25", 880- 883)*, which is limited within the frame of the
first row of the miniature, where there are three scenes on the whole. That
means the narration is minimized on the basic elements; the protoplasts, who
are pushed away from Eden by an angel, are depicted in motion one behind the
other in order to gain space.

Despite its Byzantine background the miniature with the story of the
protoplasts of the Homilies of Jacob Kokkinovaphou (Vatican, Bibliotheca
Apostolica Vaticana gr. 1162, fol. 35a, 1125- 1150, fig. 73)° bears a western

!, According to Tschan (1951, p. 251) there is architectural decoration on both wings
of the doors also in miniatures of the Echternach school, developed in the area of Aachen.

2, Mohnhaupt, 2000, pp. 83- 4. Y e, the Orthodox theology considers the original sin as
the denial of accepting the gift of the Creator that was the entire universe under man's
command. That accrues from the mystica alliance between the human beings and the natural
environment, a bond, which originates on their common roots. See concisely the Orthodox
position on the subject Bartholomew, 2008, pp. 92- 8.

3, St. John Chrysostom, In parabolam Samaritani, PG 62, 755, "Avfowadc éott 6
Addu, Tepovoainu 0¢ 1 émovodviog molteio xai 1§ poovnois, Tepryw 0¢ 6 xéouog. E¢’
Soov Tolvvy 6 Addu o TS maaxoTS Elye TO EMOVOAVIOV PoOVUQ, %Al TNV iodyyEelov
molrelov, dxdAvtov eiye v eloodov v T)f émovodvia méler Tegovoaiiu”, ("Adam is
man, Jerusalem is the celestial city and the prudence, Jericho is the world. Snce Adam, before
the original sin, had the celestial esprit and he was equal to an angel, he had also free access to
the city of Jerusalem”).

4, Der Nersessian, 1962, p. 208, fig. 9.
®. Galavaris, 1995, fig. 144.
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element, rare in the eastern art’; Adam and Eve are unclothed during their
expulsion, though their gesture are on supplication and sorrow is depicted on
their faces. That could be explained by the fact that in Constantinople, where
the manuscript was created, they coexisted various iconographical styles.

Furthermore, both in the mosaics of Palatina (fig. 74) and Monreae (fig.
75) there is identical arrangement of the scene. On the left a rectangular,
elongated architectural construction stands for the door of paradise, having in
its front a cherubim with the flaming sword. An angel drives the protoplasts
outside of Eden. Their movement is more intense in Monreale, while their
gestures are in the pose either of supplication and they gaze backwards?. Eve in
both pictures, as well as in the labours, wears hair ornaments, which probably
refers to the customs of the women on that period to titivate them.

The visua rendering of the creation cupola in San Marco comes to an
end with the last frame, where the scenes of the expulsion® and the labours of
the protoplasts are portrayed. On the first scene a remarkable motion is
discerned, since all the characters, the Logos and the protoplasts, move forward
outside of the door of Eden. Despite the previous illustrations, the protoplasts
are accompanied by Logos himself, whose gesture on Adam's shoulder is
similar to the one on the Introduction of Eve into paradise. Y et, the terms have
been overturned, since on the introduction Logos holds Eve and Adam
indicates to her the paradisiacal environment, whereas on the expulsion Eve
presents their new situation to Adam with disenchantment”.

On the left side of the scene, there is a composition of the tree of life,
having the illustration of a cross in its foliage, two phoenixes and a flaming
sword. As regards to the cross, it is the prefiguration of the Crucifixion, the
necessary act, according to the western scholastic dogmatic teachings, which
restrained within the original sin the Incarnation of Logos. The flaming sword
was transformed into the salvation cross and thus those iconographical elements
of the scene have a natural association with the Resurrection.

! It is a common place that the most of the Byzantine illustrations depict the
protoplasts dressed during their expulsion from paradise, such as the Byzantine Octateuchs. See
Lassus, 1979, pp. 137- 8.

2, Demus, 1949, p. 260, fig. 29A and 97B respectively

%, HIC EXPELLIT EOS DE PARADISO it is read on the inscription of the scene.
Demus, vol. 2, 1984, p. 79.

4 Jolly, 1997, p. 57.
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Moreover, there is a tradition of the construction of the Christ's Cross
from the wood of the tree of life, which was presumably popular in Venice,
since in the treasury of San Marco there was its relic'. It is persuasively argued
that the presence of the cross on the narthex had also a political nuance. Should
it not be forgotten that the period of the construction of the mosaics in San
Marco was after the occupation of Constantinople (1204), meaning that
probably they wanted to lend Byzantine glamour to the illustrations and a sense
of stability, though the cross is neither a Byzantine nor a Latin one, but the
feeling that the mosaics are God's dispensation?.

The phoenix, according to the Christian symbolism, represents the
Resurrection of Christ and it regularly performs with the Crucifixion and in
general it refers to the everlasting life over death®. Their red colour also allude
to the Jewish legend, according to which Eve has shared the fruit to the
animals, the only exception was the phoenixes, which denied to eat it and as a
reward they were allowed to continue their life in the garden of Eden®.

The Arsenal Bible shares similarities, such as the western element of the
nakedness, with the Old Testament Picture Book in the Morgan Library (M
638, fol. 2)°, a manuscript in Munich (Staatbibliothek, lat. 835, fol. 8")°, the
Dijon manuscript of the Histoire Universelle’ and an English Psalter (Paris,
Bibliothéque Nationale, lat. 8846, fol. 1", ca. 1200)%. Weiss mentions that the
scenes of the Arsena Bible and the one of the Morgan manuscript are
compound; they include in one frame the scenes of the denial and of the

1, Jolly, 1997, pp. 56- 7.
2 Niero, 2001, p. 268.

%, Ferguson, 1961, p. 23. The phoenix is aso met in other patterns, such as on the
paradise river on the conch of S. Maria Maggiore, as a reference to the eternal life, Barclay
Lloyd, 2002, p. 42.

4. Reed, 2007, p. 50, Jolly, 1997, p. 57, Kesder, Salamander, 1965, p. 325- 9.
®. Cockerell, 1970, p. 30.

6. Buchthal, 1957, plat. 148b.

7. Buchthal, 1957, plat. 82a.

8, The Psalter is possible to be linked with the sculpture of the Chartres Cathedral
(1260) and especiadly as far as the particular scene is concerned the gestures of the protagonists
bear direct resemblance. See Biichsel, 1995, p. 143, fig. 283.
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expulsion, which is shown by their gestures of denial’. In our opinion, that
might only be suggested about the Arsenal scene and only judging by Adam's
gesture indicating Eve. Furthermore, their body motion could refer to the scene
of hiding. Yet, Weiss conclusion cannot come up to the Morgan manuscript,
since their gesture as well as their pose reveals their acquiescence in their
punishment. The extraordinary feature is that apart from the hostile angel, who
forces them out of Eden, in the Morgan frame Logos also takes part in the
scene”. He is in the pose of blessing and at the same time he holds a book,
meaning he has an unquestionable Byzantine appearance. The humble, though
naked, figures of the protoplasts and the tranquil form of Logos around the
unfriendly angel create a pictoria balance.

! Weiss, 1998, p. 126.
2, Buchthal, 1957, plat. 62 and 148e respectively.
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X. Thelabours

In Chrigtian art the scene of the labours is actually derived from the
relevant Genesis text (3, 16- 19), which concerns the punishment towards the
protoplasts and the life that they had to dea with after their expulsion, as
having been announced by their Creator.

Opposite the expulsion scenein Via Latina, on the other side of the arch
(room B) the protoplasts are depicted seated in sadness (holding their cheek
with their right hand) and wearing the same garments. The episode is actual the
lament of the protoplasts, a pattern not so habitually depicted on the Christian
art. Next to them their sons, Cain and Abel, offered to them vegetables and a
lamb respectively, whilst in their middle, the illustration of a serpent
symbolizes the murder®. Schubert elucidates the particular motif by referring to
Midraschic tradition, the narration of which points out the serpent to be the
father of Cain and that iswhy it takes part on that illustration?.

The act of offerings reminds us the early Christian depictions on the
sarcophagi, where a lamb and a sheaf of wheat accompany Adam and Eve.
Those elements stand for the abbreviation of the two incidents, since the lamb
is probably a prefiguration for Christ's sacrifice. Moreover, their son are fully-
clothed, Cain in a short tunic and Abel in arobe. The interpretation of the robe
could presumably be its connection with the Savior, who is going to offer
redemption by his death. It is also noteworthy the fact that a figure, probably
Noah, whose story is a prefiguration of the salvation, is aso dressed in such a
robe’.

At the last scene of the Genesis frontispieces of the Carolingian Bibles
Adam curves downward, tilling his fields with a mattock. Apart from the San
Paolo fuori le mura miniature, where Adam wears a leather bertha, on the other
illustrations he is dressed in the same kind of clothes as in the expulsion scene.
As far as Eve is concerned two variations are occurred. The one, on the
Grandval and San Paolo f. |. m., depicts Eve nursing his child, being semi- nude
(arather occasional pattern) and the other, on the Vivian and Bamberg Bibles,
she has a hieratic pose, seated with her child on her lap®. The latter is a part of

!, Kogman- Appel, 2002, p. 82, fig. 10, Stevenson, 1978, p. 65, fig. 39, Kétzsche-
Breitenbruch, 1976, pp. 48- 51.

2, Schubert, 1973, pp. 17- 8.

3, Goodenough, 1962, pp. 131- 2.

*. Kesder, 1977, p. 150, Gaehde, 1971, p. 370.
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the adamic typology, a prefiguration of Virgin Mary, as she holds Jesus,
especially of the Vivian Bible, where Eve is depicted in frontal position.

The suggestion that the Ashburnham motif (Paris, Bibliotheque
Nationale, MS nouv. acq. lat. 2334, fol. 6, late 6™ c., fig. 76) accepted the same
influences with the Touronian Bibles' was not a fully- acceptable proposal,
especially as regards the placement of Eve. She is seated on a bench, which is
placed under a shelter with a roof, whilst the Carolingian Bibles she sits on the
rocky ground under a bower constructed by a garland of leaves, hung between
two trees’. It presumably derives from the Latin apocryphal text of the Vita
Adam et Evae, where the legend states the construction of a shelter, where they
remained for seven days, before they decided to repent, in order God to have a
pity on them; hence, Adam realises his sin and he fasts by the river Jordan®.
Albeit, the bower is not mentioned on the Greek versions of The Life of Adam
and Eve, the text declares their way out of the garden of Eden towards East
("avijA@ev eig Tyv avatolnv") and in other versions aso their stay there ("xai
rxatgxnoev")’. The East is widely revedled in the Christian literature,
eschatologically as the sunrise (the Greek word dvatoAn is aso used for the
rise of the sun), meaning the coming of Christ, as the sun or the place of the
world that has a particular theological meaning, since it is met in various
circumstances in connection with the existence of a tent, such as the tent of
Abraham, the tent of the Ark of Covenant or even the reference of the word tent
asthe Ecclesia’. The latter brings forward anal ogous thoughts of the illustration
of Eve and her child under the protection of a bower in the labours scene, which
presumably indirectly refersto the Virgin Mary and her child, Christ, under his
Church.

! Narkiss, 1969, pp. 45 -60. The researches mention that the Pentateuch was
transferred in Tours on the 9" c. and it is likely to have been seen by the artists of the
Carolingian Bibles. Lowden, 2002, p. 45.

2, Kogman- Appel, 2002, p. 81, fig. 9, Kessler, 1971, p. 151 and pp. 159- 60, Tschan,
1951, p. 193. The scholars do mention that iconographical element, though without any
theological explanation, rather practical, for the protection of Eve from the sun.

3, "When they were driven out of paradise they made a booth for themselves and spent
seven days mourning and lamenting in great grief" (Sparks, 1984, I, 1- 3, p. 147. See the
translation of the text in Greek, Agouridis, 2004, p. 184). Ginzberg, 1995, pp. 45- 7, Kogman-
Appsl, 2002, p. 1.

4, Tromp, 2005, 1, 2, p. 122.

®. St. Athanasius, Expositiones in Psalmos, 12, PG 27, 112B, "Sxnvijv aitod tiv
dyiav Exxinoiav onuoaived ("1ts shelter means the holy Church”).
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Eve on the Hortus Deliciarum (fol. 277" scene does not hold a child, but
only her spinning tools, even though she is semi- dressed, while Adam is
digging the plants, though his posture of his body does not follow the previous
examples; he is relatively in a upright stance and it seems that the couple does
not communicate to each other with any pictorial € ement.

A entirely differentiate parallel of the Cotton Genesis recension, is the
Salerno Antependium (ca. 1084). Both the protoplasts are tilling with their
mattock the soil, which is implied by two short bushes’. They are placed in
parallel, Eve above Adam and they have an identical position; their bodies form
aright angle, while their stepping is similar to the one of the previous scene, the
Expulsion. That arrangement of the scene perhaps occurs due to the lack of
extra space and the same stepping in order a balance to be achieved. It remains
an open question the explanation of their identical stance and especially Eve's,
which is not based on any text or hymn. A possible clarification would be the
need for the artist to declare the equality between the sexes or even to express a
certainty for the hardness of the human life and his call for salvation.

That unusual composition, depicting Eve as a helper for Adam on the
fields is dso met on the Bible of Ripolli (Citta del Vatican, Biblioteca
Apostolica Vaticana, Vat. Lat. 5729, f. 6", second quarter of the 11" c.).
According to Conzalez, the particular pictorial form finds its origin on an ivory
Byzantine casket (New York, Metropolitan Museum of Art, 10" c., fig. 77),
where both the protoplasts seem to be occupied with the forge®. Apparently,
Ripalli is the earliest western examples with Eve working, a more Byzantine
element, even though she is totally dressed up, as the dressing codes of the
period called for the social appearance of women.

On the sixth panel of the Hildesheim doorsthe life outside of paradiseis
pictured, providing a few elements for further discussion. On the upper middie
of the scene an angel seems like being a representative of the Creator, while
below thereisalion head as a door fastener. Adam's stance on the left performs
as being guided as a puppet by God or as having that peculiar position in order
to be accentuated his physical exhaustion and his difficulty in operating in his
new way of existence’. Eve, fully- clothed, holds with maternal affection his
first- born child and she sits under a construction of a loosely- tied sheet. That

!, Green, 1951, p. 346, fig. 16.

2, Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 57, fig. 63.

3, Conzalez, 2002, p. 38, fig. 4 and 15 respectively.

4, 1t is mentioned that his position is mostly regulated by the presence of the lion in the
middle of the scene or it is based on the ineffectiveness of the artist to transfer his prototype
picture into the hard material of the doors. Tschan, 1951, p. 193.
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effect protects her from the sun, it is wavelike due to the heat and the wind of
the outside world and it can be considered as the result of God's compassion'.
The angel holds a crossed staff, which on the one hand acts as a consolation for
salvation and on the other hand strengthens the aspect of being archangel
Gabriel, as a prefiguration of the Annunciation?.

The symmetry of the scene has been moved on the right side of the
frame, in contrast with the almost strict balance that occurred in the episodes
before the fal. Additionally, the remote distance of the protoplasts as well as
their use of their hands only for work in contrast to their will for hugging on
their introduction scene denote the ateration of their postlapsarian life’.
Needless to cite that the seated Eve acts as an antitype to the scene of the visit
of the Magi* and simultaneously the attendance of the labours by an angel is not
afortuitous incident, but it can enclose alink to the angel of the Annunciation.

The scene following the expulson from paradise on the fol. 52
Homilies of Gregory of Nazianzus (Paris, gr. 510, 880- 883) takes up the whole
place of the middle row of the miniature and it is an exclusive arrangement. The
Cherub, that is guarding the paradise with his flaming sword, occupies the half
of the frame. By the door the presence of an angel offering a hoe to Adam isa
sole iconographical element without parallel in Byzantine art. Besides, Adam's
figure is depicted one more time on the right corner with Eve, both in mourning
seated on a mount®. That seems to be a Byzantine motif, which is followed by
later miniatures, such as the relevant pages of the Octateuchs, Vat. gr. 746 and
747 (Vatican, Biblioteca Apostolica Vaticana, 11" c., 44" and 25" respectively),
though with a few innovations, such as the angel talks with both the protoplasts
and on the next scene they are depicted Adam, Eve and their children®.

On the Sicilian monuments, Capella Palatina and Monrede, the
protoplasts share roughly identical poses and outfit’. Eve is depicted in sorrow,
having her left hand on her cheek, though there is a differentiation between the
mosaics. In Monreale she holds also a spindle and a distaff, while in Palatina
she does not. An exceptional element in Palatina is Eve's position of her feet.
They are crossed in such a way that reminds us the posture of Christ in the
Byzantine illustration of Virgin Mary of passion. That position refers to the

! Tschan, 1951, pp. 194- 5, p. 261.

2, Tschan, 1951, p. 194, p. 264.

3, Mohnhaupt, 2000, p. 84.

. Mohnhaupt, 2000, p. 85.

. Brubaker, 1985, p. 8, fig. 6.

. Lassus, 1979, pp. 136- 8.

. Demus, 1949, fig. 29A and 98A respectively.

4
5
6
7
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passion of Christ. Thus, it could not be impossible for the artist to conflate her
mourning and the forthcoming passion, due to their disobedience.

The scene of the Labours in the cupola of San Marco' involves a
number of interesting iconographica elements, which corresponds to the
typology developed in Venice during the end of the 12" and the beginning of
the 13" c. Above al, the protoplasts, first time outside of paradise, represent
everyone of us and our role in the world. Primarily, the scene is not actually
separated with any kind of barrier from the expulsion, meaning their link. The
natural background is rocky and plain, without trees or flowers, referring to the
differences between it and the Edenic world. Adam, according to God's
punishment, holds a mattock and he cultivates the unfriendly fields. His guilty
is visually presented by his profile posture and his uncovered leg, similar
characteristics of Eve on the scene of Clothing. On the contrary, Eve in the
Labours has a frontal depiction and her body is totally covered by her clothes’.
She is seated on a throne and she holds a spindle and a distaff, which act as a
prefiguration of Virgin Mary, who appears in the scene of Annunciation
holding the same the same tools or having next to her throne abox of wool®.

The ancient mythological ideas on the foregone history of the world are
related to the Moirai, the Fates, and especially the spinning goddess Clotho
(KAwOa, the one who spins). She is spinning the days of the lives of people
and she defines their destiny”®. That Greek myth is also met in Plato having the
name of Ananke (Necessity). Ananke holds the spindle of the world, a

!, HIC INCIPIUNT LABORARE writes the inscription of the scene. Demus, vol. 2,
1984, p. 79.

2, Jolly, 1997, 56- 8.

3. According to the Protevaggelium of Jacob, "Kai élayev v Maoiwdu 1 ainBwn
T0QPVQO. xal TO xdxxwov, xal Lafovoa dmiet eig TOV olxov avtifs. T) xad xeive
éotynoev Zayapiog xai Eyéveto avt avtod Zauovil, uéyois 6tov éldinoev Zoyapiag.
Magiau ¢ Lapoioa 10 xoxxwvov ExiwBev”, Tischendorf, 1856, p. 20 (chapter 20). Cf.
Jolly, 1997, p. 61, Constas, 2003, pp. 332- 4. See iconographical analysis Brenk, 1975, pp. 9-
19, fig. 46. For instance we mention the scene of the Annunciation in Santa Maria Maggiore (c.
432- 40), Jolly, 1997, p. 61. Sometimes on the down- right corner of the scene of the
Annunciation there is an infrequent detail of a minute female figure, reddish- painted, who is
convinsingly supported that she is Eve herself, the mother of the human nation, next to the
second Eve, Virgin Mary. See Constas, 2003, pp. 335- 7. However, other scholars support that
sheisthe figure of aplain handmaid, whose red colour could simply be explained as the artistic
coloured contrast on the background colour. See Galavaris, 1995, p. 251, fig. 178.

4, Kerényi, 1998, p. 44.
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figurative imagery for describing the notion of fate within the universe'.
Despite the limited visual representation of the spinning figure, she is enthroned
holding the spindle in her hand?. Presumably, the spinning tools of Eve are met
in the mythical artistic concept of an ancient pictorial presentation of the
spinning goddess.

The relationship of Eve- Mary through spinning in Christian art has a
reference to the text of Job (38, 39) and it is connected with the womb of
woman and her postlapsarian labours to give birth her children®. Her look states
her eagerness and ironic attitude, while her luxurious dress and her ornament on
her hair affirmed her inactivity. On that point, there is an interesting, though not
totally potent or persuasive suggestion. Jolly supports that the roles of the
protoplasts have been inverted after the expulsion and consequently Adam is
subjected to Eve. That attitude was, according to Jolly, under the Middle Ages
approach about women, who is subjected to her avocation to the bodily beauty
and sexuality.

Identical are the frames of the labours of the Arsena Bible and Picture
Book in the Morgan Library (M 638, fol. 2)*. Between the protoplasts, who
hold the relevant tools, there is a tiny figure in the Arsenal and two minute
persons in the Morgan Book, who stand for their children. It does not go
unremarked the outfit of the participants; Adam and Eve are semi- dressed,
whilst their children wear garments up to their knees. On the contrary on the
scene of the English Psdlter (Paris, Bibliotheque Nationale, lat. 8846, fol. 10/,
fig. 78) both the protoplasts are dressed in full- length garments, while their
children are totally naked".

Besides, it is unique and rare the labours to be depicted having as
protagonists Adam and Cain. For instance we cite the Junius 11 (page 49),
where the first of the five scenes about the story of Cain and Abel portrays

. An analysis of the particular figures, as well as their correlation with other deities of
other ancient mythical interpretation related to the future of the world see Brendel, 1977, pp.
50- 9.

2, Brendel, 1977, p. 60ff.

%, Thus, we totally disagree with Jolly, when she wonders whether the distaff and the
spindle refer straight to her determination to create new clothes, more luxurious and attractive,
in order Adam to be submitted to her (Jolly, 1997, p. 72).

4, Cockerell, 1970, p. 30, Buchthal, 1957, plat. 62 and 148e respectively.

®. Buchthal, 1957, plat. 147a. On a manuscript in Munich (Staatbibliothek, lat. 835, fol.
8", ca. 1220, fig. 79) there is the scene of the labours, where non of the children take part and
the protoplasts have plain, totally dressed figures (see Buchthal, 1957, plat. 148b).
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Adam and Cain with spades working on the field (fig. 80)*. That sceneis likely
to be a combination of the labours of the protoplasts and the occupation of Cain
on the fields, as his father. Due to lack of space the artist chose to exclude Eve
and at the same time to demonstrate that Adam'’s punishment is also transferred
to this children, while on the episode below Abel is depicted with his flock of

sheep.

Conception of Cain and the Birth of Abel

In afew illustrations of the Cotton Genesis family the unusual scene of
the Birth of Abel and the Birth of Abel is depicted, another visual presentation
of her punishments. The Birth of Abel in Millstatt Genesis the focus is on the
protoplasts, having no specific background, while it is also illustrated the Birth
of Cain. The Birth of Abel also exists on the Cotton Genesis manuscript and it
almost identical to San Marco mosaic. Cain is presented bearing a cup and an
overturned wineskin, adirect reference to hisiniquity and dishonesty?.

Moreover the Conception of Cain in San Marco (below the Creation
cupola)®, according to Jolly does not give the impression of being modest or
having subservient manners and her seductiveness is reinforced. Her unveiled,
though ornamented, head is also a way to refer to her unwillingness to follow
God's punishment as far as her submission to her husband is concerned®. Yet, it
is worthy of note the laws towards women's longing and narcissism in Venice
of the Middle Ages, whose special meanings the mosaicists might have wanted
to depict®.

Thus, we have completed our reference to the Genesis pictoria
repertoire of the protoplasts, trying to combine it with citations of the
ecclesiastical literature or of the hymnographic texts. Our partial suggestions or
aspects have already been developed during our analysis of each scene and the
specific iconographic or aesthetical points.

!, Ohlgren, Visual language, 1972, p. 257, fig. 1.

2, Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 58.

3, Weitzmann, K., Kessler, H. L., Septuagint, 1986, p. 58, fig. 69. For their inscriptions
see Demus, vol. 2, 1984, p. 79.

4. Jolly, 1997, pp. 59- 71.

®. Jolly, 1997, pp. 72- 6.
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Part B: Anastasis (Descent into Hades)



A. Theological definition of Anastasis

Our scientific pursuit with the scene of Anastasis is not seen as smply
another pictorial case that the protoplasts are taking part in. It is not only the
last episode of the biblical events, which refers to the scenes with Adam and
Eve, but it has a complete eschatological meaning. The protoplasts are the
protagonists of the beginning (the creation) and of the end, though that end is
not death, but the resurrection of the human nation, the most fundamental value
of Christianity. The presence of Adam and Eve during Christ's Resurrection
acts as the representatives of all the people and simultaneoudly finalizes their
repentance and rescue as well as the fact that the Anastasis is not gravitated
only to Christ, but also to his creation.

Christ's descent into Hades is symbolicaly met as a prefiguration®
especially on the Ps 106 (107), which refers to the saving of many troubles of
Israel, implying the salvation of the human beings. In the New Testament there
are texts, which deal with the Resurrection of Christ and his descent into
Hades®. It is also significant that Christ is called "the first- born of the dead"?, a

! Ps3: 7- 8, Ps 23: 7- 10 (in the Greek text)- Ps 24: 7- 10 (in the english text), Isa 2:
17- 19, Ezek 36: 25- 26, 1sa 43: 17- 19. Wis 16: 13.

2, Beer, 1902, pp. 1- 29. There is also a compelling account on the prophesy of |ezekiel
(37, 1- 10), where the dead bones on a valley received the promise for having again the breath
of life by the Lord. Cf. Matsoukas, 2002, pp. 384- 7.

3, John 20: 9, 1 Cor 15: 4, 1 Cor 15: 12, 1 Cor 15: 13- 14, 1 Cor 15: 21, Rom. 10:, 7
Acts 13: 30 and particularly for Adam, 1 Cor 15: 22. Especidly, in John 11:25- "I am the
resurrection and the life. Those who believe in me, even though they die, will live"- that is one
of the most significant passage, since it testifies his Resurrection and establishes one of the
main foundations of our church. For the relevant terminology in Paul see Koperski, 2002, pp.
265- 81 and his understanding on the resurrection see Thrall, 2002, pp. 283- 300. Cf. the
understanding on John's Gospel Menken, 2002, pp. 189- 205 and on Matthew's Gospel Denaux,
2002, pp. 123- 45. Cf. about the situation of the raised body in 1 Cor. 15: 35- 58 mostly, and in
1 Cor 15: 3- 4. Matsoukas (Matsoukas, 2002, p. 523)points out that in 1 Pet 3, 18- 22 the words
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term, which was used by the Church Fathers’, in order to indicate Christ's
connection with Hades. Therefore, Christ is apart form the first- born of the
Father, the first- born of the world, but not as a creature, but as pre- existed, is
the first- born of the dead, not as he was the first of being dead, but as he was
the redeemer and all the humans followed his Resurrection.

In the middle of the 2™ c. in the theological thought and work of the
Apologists the first meeting among the classical Greek philosophy and the
Christian theology occurred®. As being the first systematic theologians of the
Chrigtianity, their contribution was to take advantage of the philosophical
elements, which can be combined with the Christian teaching, in order to be
understandable by the non- Christians and to identify the different parameters
of those fields, as well. As far as Christ's Resurrection is concerned, the
Apologists comprehend the Cross in connection with the Anastasis, which is
the beginning of the new era, leading to the eschatological life!. They moved
around the affirmations of the Incarnation, Passion and Resurrection, notions
that started being mentioned even in the first Baptismal Creeds (the end of the
2" and the beginning of the 3 ¢.)®. The three most important Baptismal Creeds
refer to Christ Resurrection as following: Firstly, from the papyrus Der Balyzeh
(being found in Egypt in 1907), they confess that "xai eig oaopxog
avdaotaow", while from the apostolic tradition of Hyppolitus "xai dvaotdvra

"He was put to death in the flesh, but made alive in the spirit" (3, 18) are the foundations of the
christological doctrine: the one, who died and came into live again.

! Col 1: 18 and Rev 1: 5 ("ITowtdT0%0¢ £ TOV vexodv").

2, A number of indicative text of the Church Fathers are being cited here: St. Basil,
Adversus Eunomium (libri 5), PG 29, 701B, st. Athanasius, Orationes tres contra Arianos, PG
26, 276C, 277B, 281B, Liber de definitionibus [Sp.], PG 28, 549A, st. Cyril of Alexandria, De
adoratione et cultu in spiritu et veritate, PG 68, 1096A, Thesaurus de sancta consubstantiali
trinitate, PG 75, 404B, St. Maximus the Confessor, Quaestiones et dubia, Corpus
Christianorum, in Declerck, 1982, p. 86 (Ou. 118). See also citations from st. John Damascene,
Expositio Fidei in Kotter, 1973, p. 237 (100, 79) and Commentarii in epistulas Pauli [Dub.],
PG 95, 888C, 913D, Homilia in sabbatum sanctum, PG 96, 629B.

3. For the Apologists see Scouteris, 1998, pp. 215- 274.

4, Daniélou, 1973, pp. 157, 189, 207. Also see about the resurrection of the dead Ross,
1996, p. 216.

®. It was the need to refer to the apostolic tradition and to declare their faith both during
the Baptism and the Holy Communion service, which have led the ancient Church to develop
these Creeds. Karmiris, 1960, pp. 40- 41.
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] Toitn nuéoq Cdvia €x vexpav". The third one comes from baptismal
Creed of the Church of Rome, stating that "tertia die resurrexit a mortuis' and
referring to our hoping for the future judgment that "remissionem peccatorum,
carnis resurrectionem”, words which have been used later for the Apostolic
Creed'.

The partial vagueness and incoherence of those Creeds led to the
systematization of the language and they became clearer with the 1%
Ecumenical Council in Nicaea (325) and the 2™ Ecumenical Council in
Constantinople (381). The Nicaea Creed declared that "...He rose again on the
third day’, which points out the more fundamental historical fact of the
Christian faith?. Christ's Crucifixion is the proof of his human nature, while his
Anastasis is the biggest evidence of his divinity’. In the Creed of
Constantinople they added the phrase "In accordance with the Scriptures’, in
order to emphasize the establishment of the Resurrection in the scriptural texts'.
In it, they added the "I await the resurrection of the dead", an eschatological
point, which opposes the straight- line Christian tradition about life to the
circular way of life (reincarnation) according to the ancient Greek philosophy®.
Officialy the Church discussed about the Descent into Hades in the 5"
Ecumenical Council in Constantinople (553) by anathematizing, with the 9"
Canon, those who believed that the incarnated Logos of God did not go to
Hades, but only the Nous’. Thus, the dialogue of the apologists towards the
non- Christians, the destruction of the cosmo- theory of the classical philosophy
and the internal problems and the misunderstandings within the Church have
led to the Ecumenical Councils and to the Creeds. The Creed of Nicaea

!, A detailed analysis to the history of the Baptismal Creeds and the Creeds themselves
see Karmiris, 1960, pp. 34- 49.

2,1 Cor 15: 12- 19. Scouteris, 2004, p. 314.

3. A comparison between the doctrine on the resurrected body of st. Gregory of Nyssa
and Origen theology see Hennessey, 1989, pp. 28- 34. In English the Easter sermons of st.
Gregory of Nyssa see Hall (transl.), 1981, pp. 31- 53, Drobner (transl.), 1981, pp. 263- 75 and
Van Winden (transl.), 1981, pp. 101- 17. Cf. Chadwick, 1993, pp. 281- 300.

4, Scouteris, 2004, p. 520.

®. Scouteris, 2004, pp. 534- 6.

6, Karmiris, 1939, pp. 39- 40. For the earliest statements of the councils about the
"Descent into Hades" see Karmiris, 1939, pp. 41- 7. It is also said that it became an "article of
faith" in the 4" c., without however, having been specified where, Ross, 1996, p. 10.
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Congtantinople had a confessional character', since there is no actualy a
difference between the Christ before, during the Crucifixion and after his
Resurrection?, the scene of the Descent into Hades demonstrates with the finest
way the basic Christological points’.

1 A comparison between contemporary protestant theologians see Molnar, 2003, pp.
147- 67. In particular, there is an analysis of the denia of Roger Haight of the actual event of
the Resurrection, based on his refusal to accept Jesus as the incarnated Logos and his
acceptance of the resurrection as only a human experience (pp. 149- 57) and aso a review on
Thomas F. Torrance Christology (pp. 158- 67). Moreover, the protestant theologian trend of the
"fallen" human nature of Christ and the difference of that expression to the "traditional
understanding of original sin" and its consegquences on the salvation of human beings see Crisp,
2004, pp. 270- 88.

2, According to the dogma of Chalkedon, there is a hypostatic union of the divine and
human nature in Christ, which is a fact even during his descent into Hades. See st. John
Damascene, PG 94, 1101A- 1104B. Cf. Matsoukas, 1992, pp. 276- 89, esp. 286- 8.

3, A discussion on st. Augusting’s understanding for the resurrection of the body see
Miles, 1979, esp. pp. 99- 125. Cf. Bynum, 2000, pp. 94- 104.

171



B. Liturgical definition of Anastasis

The incluson of the Descent into Hades in the Services and the
liturgical hymns and especially its celebration on the Holy Saturday clearly
proves the central meaning of the Anastasis in the Christian teaching.

The main goal of this chapter is succinctly to examine the relationship
between the hymnography and the art, by quoting the relevant liturgical texts
and connecting them with the gradual pictorial evolution'. Our decision on
referring mainly on the Orthodox liturgical texts is based on the above-
mentioned analysis on the orthodox theological documentation of the icon of
the descent into Hades, as the Anastasis’. Yet, in the RCatholic liturgical act
there are a number of citations in the Resurrection, not so great in number as
the references to the role of the Cross’.

Specificaly, a number of references to the salvation of the protoplasts
from the second Adam are often made in a specific hymn, called "Theotokion".
That is actually a prayer to Virgin Mary to mediate to her Son, in order we to be
saved as Adam and Eve were. At this point it is noteworthy to refer to a
miniature of a Serbian Psalter, now being in Munich (15" c.) even though it is
not in our chronological territory. It depicts the seated Virgin Mary with Christ
on her laps, who grabs Adam and Eve, on the left and right side each, from their
sarcophagi®. It is probably a parallel of the seated Virgin, but at the same time
the artists seems influenced by the contexts of the above- mentioned hymns.

!, About the poetic exaggerations or the overall religious style of the hymnography see
Karmiris, 1939, pp. 58- 9.

%, Fischer, B., Wagner, J., 1959, pp. 49- 56. About the general problemsin Eastern and
Western liturgical understanding Taft, 1984, esp. pp. 49- 149. About the medieval drama see
Y oung, 1967, pp. 149- 77.

*. The overemphasised notion of the Crucifixion in the RCatholic Church also takes a
visual perspective. For example, we cite the Passion Cycle of La Daurade (first third of the 12"
¢.) and the fact that in Cluniac monasteries made during the 11" and the 12" ¢. a special focus
on the Mass of the Dead. See Seigel, 1987, esp. pp. 87- 9.

4. Schiller, 1971, p. 55, fig. 124.
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Divine Liturgy": Within the Divine Liturgy the topic of the Anastasis is
directly connected to the Eucharist?. The Holy Communion is the mystical link
to the Last Supper, not as atypica revision, but as the Last Supper itself, being
offered by Christ®, the new Adam. So the Descent into Hell has in the orthodox
Holy Liturgy of Sts. Basil and John Chrysostom a significant rol€’.

In particular, in the first part of the Holy Oblation (anaphora) of the
Liturgy of st. John Chrysostom®, there is a prayer "A&wov xai Olxowov oé
Duvelv, o€ evloyeiv, o€ aiveiv, ool evyaptarely”, ("It isright and fitting to
hymn you, to bless you, to praise you, to give thanks")®, which is silently by the
priest. That prayer is the starting point of a process, which is going to lead the
ecclesiastical community to the Eucharist. We thank the Triune God for having
created us and for having sent his own Son to recreate us and to bring us back
to heaven’. A particular sentence "Kai mapameodvras avéornoas mdiw",
(" And when we had fallen you raised us up again")? directly associates the Holy
Oblation with the protoplasts. The Holy Oblation expresses the gratitude and
the gratefulness for our resurrection, which had been done in the face of Adam
and Eve during the Harrowing of Hell, and it constantly happens through the
Holy Eucharist. Consequently, the anaphora has features of both a recollection
and an anticipation for the future resurrection®.

A great example of the direct link between the descent into Hades and
the Eucharist is the illuminated liturgical scroll 109 (Jerusalem, Patriarchal

!, A Dictionary of Liturgy and Worship, 1972, pp. 224- 7. An analysis of the Orthodox
liturgy and the Western Eucharist see in Wybrew, 1996, pp. 1- 11.

2, That is not only by the liturgical practical point of view but Eucharist also is a
process which leads people to our risen Lord "The Eucharist is a sacrament... it is the entrance
of the Church into the joy of its Lord", "The liturgy of the Eucharist is best understood as a
journey or procession... a sacramental entrance in to therisen life of Christ". See Schmemann,
1965, pp. 28- 30.

3, In the anaphora of both the Divine Liturgies of Sts. Chrysostom and Basil, the priest
mentions the remembrance of the Death, the Anastasis of Christ and His Second Coming, as
well, "Remembering therefore....the Cross, the Tomb, the Resurrection....the Second and
glorious Coming", THE DIVINE LITURGY, p. 33, Trempela, 1982, p. 182.

4, 1t is about the prayer of Anaphora, Karmiris, 1939, p. 43.

®. A Dictionary of Liturgy and Worship, 1972, p. 226.

. THE DIVINE LITURGY, p. 31.

7. About the meaning of this prayer see Gregorios (Monk), 1998, pp. 255- 7.

8 THE DIVINE LITURGY, p. 31.

®, Schulz, 1986, p. 84.
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library, end of the 11" c.) *. The drawings are not inspired by some particular
words, but they are related to the overall theological meaning of the hymns and
prayers and their symbolical meaning. Particularly, the forth illumination refers
to the prayer of anaphora. It pictures Christ in Hades, dragging Adam to his
resurrection. The next scene of the scroll isthe resurrection of Lazarus, whichis
the representative of the Anastasis for a longer life in earth, but in connection
with the Harrowing of Hell reflects the meaning of the Holy Oblation?.

In the Holy Liturgy of st. Basil, in the part of the prayer of Offering
(prothesis or proskomide)?, the soteriological emphasis of the internal unity of
death and resurrection is obvious, "Kai xateAfawv dia tov Ztaveod eig Tov
"Aonv... Elvoe tag ddivag tov Bavdrtov xal dvaotds T TOTH NUEQQ...
EyEveTo ATOQYN) TAOV *eXOWUNUEVDY, TEWTOTOXOG TAV vexpdv'®, ("He
descended from the cross into the realm of the dead and assuaged the pains of
death. On the third day he arose from the dead... He became the firstborn of
those who have fallen adeep, the firstborn from the dead"). The theological
aspects and teachings of st. Basil had influenced that characteristic part of the
prayer, especialy the "About the Holy Spirit", where he develops the trinitarian
theology in aframe among the Creeds of the first two Ecumenical Councils and
the ancient baptismal Creeds’. In the last part of the Dismissal of the Liturgy,
the priest mentions first of al Christ, as "o dvaorag éx vexodv", ("he who
rose form the dead")®. That particular phrase is said only on Sundays, in order
to be emphasized that Sunday, the 8" day of the liturgical week, is the day of
the Anastasis.

When the bishop takes part in the Liturgy there is a special typikon for
his presence. There are two particular points, which are related to the Anastasis.
Firgtly, it is his entrance into the church, which symbolizes the first coming of
Incarnated Logos in order to save us from the realm of dead’. Secondly, after

!, A general description of theillustrations of the scroll see Schulz, 1986, pp. 80- 6.

2, Schulz, 1986, p. 84.

%, This is the first prayer that the priest says in a low voice, after the Great Entrance
with the Precious Gifts (the win and the bread, which have become the Blood and the Body of
Christ). In this prayer the priest begs the Lord to accept the Gifts for his own and the peopl€e's
sins. Gregorios (Monk), 1998, pp. 237- 8.

4, For a comparison of the prayer between the scrolls see Trempela, 1982, pp. 181- 2.

®. Schulz, 1986, pp. 148- 9.

. THE DIVINE LITURGY, p. 51.

7. St. Maximus the Confessor, Mystagogia, PG 91, 688C, "T5v uév odv modtyv &ic
v Exxlnoiav to0 doyiepéws xata v icoav avva&w eloodov, tijs mpdtng t00 Yiov
700 Oco¥ xal ZwTioos Hudv Xototov OLd 000x0§ €IS TOV XOTUOV TOVTOV TAQOVGLAS
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the reading of the Gospel, the bishop, who, up until that moment was standing
on his throne amost in the middle of the church, now enters the sanctuary,
while at the same time the neophytes must go out of the church, since it starts
the preparation for the Holy Communion. Those acts serve as a symbol of the
second coming of Christ, in order to judge us'.

Easter Lent (Triodion): It is the fasting period and preparation for the
great event of Christ's resurrection. That Lent demonstrates the passing from
the situation after the original sin to the salvation through Christ. Adam denied
obeying to God's restriction not to eat from the Tree of Knowledge, while the
second Adam fasted for 40 days following his Father's will. Similarly, it was
established the Easter fast, in order to remember Adam's disobedience and the
loosing of the human's imperishability, in order to make an effort to preserve
what Christ has offered to us’.

As far as the odes and the hymns of the Triodion are concerned, they
have as a starting point Adam'’s exile from paradise and in an amazing way, day
by day, the main subject changes, from the original sin to the Anastasis and
finaly the human salvation. In so far as the hymns of Adam's situation have
already been mentioned in the Genesis chapter, here we quote the texts, which
combine both topics or only refer to the Anastasis.

Starting from the Last Judgment (or Meatfare) week, the salvation is
already mentioned®, while after the beginning of the Lent, on Cleaning Monday,

oV xal eixdva @éoew, édidaoxne V¢ avtic T Oavdre Ol THS ducoTiog, xal
Pacidevuévny Tvoavvixds Vo Tov dtafforov TV avBpwmwv piois EdevBeodoag”, ("The
first entrance in the Holy Church of the bishop, is the type and icon of the entrance in our world
of the incarnated Son of God, our Saviour, Jesus Christ. With his presence liberated the human
beings from their capture in the kingdom of death and sin, which is governed with a tyrannical
way by Satan").

L "H 0¢ 100 doyleoéwe dmo tob Bodvov xatdfacis, xal fj TOV xaTy)ovUEVWY
Exfolrj, yevixds uév onuaiver Ty dm ovoavod Oevtéoav ToU ueydiov Oeov xal
Swtijoos fudv Tnood Xoiwtod mogovoiav xai TOV dmo TOV dyiwv dooiouov Tav
AuaETwAdv xai v dwaiov meos v exdotov da&iav duoBnv", ("The descent of the
bishop from his throne and the departure of the neophytes means the second coming of our
great God and Saviour and the separation between the sinners and the saints and the giving to
us whatever we deserve").

2, TRIODION, Synaxarion of Sunday of the Cheese Week, pp. 72- 3. That is the day,
where the Orthodox Church remembers Adam's exile from paradise.

%, TRIODION, Katavasia of the 2™ Ode, Saturday of the Last Judgment, p. 20, "Kai
AMoag v duootiov 100 meordrogos Addu, ws pildvBowmos”, ("And you released the
forefather Adam from the sin, as you are mercyful"), TRIODION, Katavasia of the 3 Ode,

175



the reading- texts are mainly from the Genesis'. Gradually, as we move towards
Easter, the mention to the resurrection of the protoplasts and its significance for
all the humanity becomes more frequent?.

Saturday of the Last Judgment, p. 21, "Kai tov “Adnv, xai ovveyeipag vexpovs, ToVg
uetaoravrag €€ nuav", ("And Hades and all the dead were resurrected"), TRIODION, Hymn
"The Paradise of Edem", Saturday of the Last Judgment, p. 26, " Xototog avéoty Avoag t@v
deoudv, Addu tov mowtdmlaotov, xai To0 “Adov xaralvoag v ioyvv. Oapoeite
TAVTES, 0L vExQOL, EvexpdOn o Bdvatog, éoxvlevln xal o “Adns ovv avt®", ("Christ was
resurrected and he unfasten the feeters, from Adam the protoplast, and he abolished the power
of Hades. Be happy all the dead people, since the death is killed and with him Hades is
devastated"), TRIODION, Doxastikon of Ainous, Sunday of the Last Judgment, p. 35, "O
avaoTag €x vexpav, dxataxQitovs yudg owagvlasov, do&oloyoidvrds ge tov uovov
avaudotnrov", ("That who has been raised from the dead, protect us, as we glorify you, the
only sinless"). During the Cheese Week the references to the Anastasis are less than those to the
original sin: TRIODION, Hymn of the 8" Ode, Wednesday of the Cheese Week, p. 45,
"Avaudotnros év Xtave®d, o tdv Slwv Asondtyg, tov Addu ovv 1 Eda, mdiw
avaxaldéow, xal €v 1@ Iagadeiop Xowté oty ciorag”, ("You, Christ, the only sinless,
our Master, were crucified, in order Adam with Eve to be in Paradise again"), TRIODION,
Kathisma of the 7" Ode, Sunday of the Cheese Week, p. 71. The English transl. is from
www.anastasis.org.uk, "EEefAf0n 6 Addu, tov Iagadeicov 11 ToVPNS, OLd Podoews
mxods... xal xatexpifn", ("Through eating Adam... was cast out of paradise™)

' Gen1.1-13,1.14- 23,1. 24- 31,2.1- 3, 2. 4- 19, 2. 20- 25, 3. 1- 20

2, TRIODION, Prosomio, Vesper of the first Tuesday of the Lent, p. 101, On the first
week of the Lent: "Tjg éyxpateiag thv tovenv, xduoi Adye ydowat, &g Tov Addu... o

70 Congogov mdhog cov Tov ZTaveov, yaed moopldow”, ("My God give me patient, as
you gave to Adam... in order to get with joy to the day of your Crucifixion"), TRIODION,
Stichera Prosomio, Vesper of the first Thursday of the Lent, p. 120, "Xow0té uov parioov...
POdow xapds T Avaotdoews Tijs onfg, Thv avynv v cwtiowv", ("My Christ lighten
me... in order to reach the Anastasis day, which is the dawn of our salvation"). On the second
week: TRIODION, Hymn, 6™ Ode, Matins of the second Saturday of the Lent, p. 191,
"Metéfales oV Bavdrov gig Umvov 10 Emimovoy v Tdd@ Vmvdoag, xal Tois vexQols, TNy
Comv éd0apntw”, ("You transformed the painful death into a sleep, and you gave life to the
dead as a present"), TRIODION, Hymn for the dead, Matins of the second Saturday of the
Lent, p. 194, "Nexpdv xal {aoviwv wg Oeds, 0 vexpboag tov Odvatov, xal Cwnv T
gyéooer oov maor mapaoydv, Xeoté, avdmavoov, xai Tovs O00VAovg oov, 0Ug
uetéotnoag”, ("God of the living and the dead, God who killed death and gave life with your
resurrection, Christ, give rest to the people you have raised"), "O xai vexpav xai Cdviwv,
éEovatalwv ws Oeos", ("The God the master of dead and alive"). On the third week-
especialy on Sunday, there are a number of references to the salvation. Here we quote some of
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Holy week: During the Holy Week, the liturgical act revolves around
Passion. However, since the Resurrection is the direct consequence of the
Passion, there are gradually a great number of references to the Anastasis'. On

them: TRIODION, Prosomio, poem of Theodore, Vesper of the third Thursday of the Lent, p.
219, "IMpogbdoar v évdokov xabaps xai dyiav Avdotaow, 1o IIdoya 10 uvotixdv,
Ot 00 Adau émavijABev, eic tov Haoddeioov", ("We wait for the holy Anastasis, the mystical
Easter, which Adam returned to paradise with"), TRIODION, Stichera prosomio, Vesper of the
third Sunday of the Lent (Sunday of the Cross), p. 229, "Tva 100 Addu, dpavions tnv
xordoav, odoxa THY Yudv, moooloufdvels diyo ovmov", ("In order you to destroy Adam's
curse, you became man"), TRIODION, Irmos, 1% Ode, Matins of the first Sunday of the Lent
(Sunday of the Cross), p. 231, (the English transl. is from www.anastasis.org.uk), "O ‘Adau
éEavaordg, yopevel yood- o dialdEwuev", ("Adam has arisen and dances for joy.
Therefore let us cry aboud as we sing a song of victory"). On the forth week: TRIODION,
Stichera prosomio, Vesper of the forth Thursday of the Lent, p. 260, "O vexpodoag tov
Odvatov, vexpovs dvaorioas”, ("He, who abolished death, he raised the dead"),
TRIODION, Kathisma, Matins of the forth Friday of the Lent, p. 262, "Ta Ocuéiio éoalevOy
700 Qavdrov, Kvgie: 0v yap xatéme 0 “Adng, dmnéivoe toouw", ("The foundations of
Hades are quaked of your mighty; Hades left away the fear"). The sixth week is the one before
the week the Passion. The supplications towards God to help our souls and resurrect us with
Chirst are often repeated: TRIODION, Hymn, 9" Ode, Tuesday before the Palm Sunday, p. 349,
"O X0107105... dequevoas tov Odvatov, avaotijoet, mdviwv og Oeds”, ("Christ... who
limited the power of Hades and resurrected everybody"'), TRIODION, Katavasia of Easter,
Matins of the Sunday of Pam Sunday, p. 384, (the English trand. is from
www.anastasis.org.uk), "Evdoynuévoc e ¢ Eoyduevog, tov Adau dvaxaliécachor,
("Blessed are you who come to call back Adam"). Also, Lasarus resurrection, which is
celebrated that week, proclaims Christ's resurrection: TRIODION, Doxastiko, Service of Liti,
Vesper of the Sunday of Triodion, p. 382, (the English trandl. is from www.anastasis.org.uk),
"I1oo €€ fjucpdv, T0 yevéoOar to Idoya, 17A0ev Tnooic eic ByOaviav, avaxaléoachou

10V TEvedTa TeTQUfjucpov Adapov, xai mooxnovEa v Avdoraow", ("Sx days before
the Passover was to take place, Jesus came to Bethany to call back Lazarus who had been dead
for four days and to proclaim beforehand the Resurrection"), TRIODION, Hymn, 1% Ode,
Matins of the Palm Sunday, p. 384, "NexQov tetoanueoov, mpootdyvatl o@, €x 0exdowy
ovvTEOUOS, “AdNS dprixe Adlapov: 1§ avdotaois Xowoté, ov yaop xal Cwn", ("He was
dead for four days and he was resurrected after Hades being ordered by Christ, who is the
life").

!, Some references to the first and the second Adam or Eve: TRIODION, Doxastiko of
the Apostiha, Good Monday morning, p. 401, "Aevtéoav Edav... dAL avtog xatalimaw tov
pTdva Epuye v auaotiav, xal yvuvos ovx 1oxUVETO, 105 O TQWTOTAACTOS QO THG
mapaxons: avto¥ tais ixeoiag, Xoiwote eAénoov fudag", ("Due to the second Eve... but he
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Good Thursday evening, while the priest is hanging the Cross in order Christ to
be crucified, an astonishing hymn is being sung: "2njucoov xoeudarar €m
EVAov, 0 €v Uoaot v yijv xoeudoags. Ztépavov €5 dxavOav meoiriBetal,
0 TV dyyélwv facidevs. Wevdn mooopvoav meoifdileTal, 0 meopdiiwy
OV ovpavov v vepélawg. ‘Pdmoua xatedéaro, o v Topddvy
ElevOeowoag tov Addu. "Hlows moooniabn, 6 vvupios tijs Exxinoios.
Aoyyn Exevinln, o Yios tijs IlopBévov. [lpooxvvovuev ocov ta mdln
Xowté. AgiEov nuiv xal v évdo&ov oov davdotaow", ("Today, he who
hung the earth upon the waters is hung upon a Tree. He who is the king of the
Anglesis arrayed in a crown of thorns. He who wraps the heaven in clouds is
wrapped in mocking purple. He wo freed Adam in the Jordan receives a blow
on the face. The Bridegroom of the Church is transfixed with nails. The Son of
the Virgin is pierced by a lance. We worship your suffering, O Christ. Show us
also your glorious Resurrection”)*. There are frequent references about the
descent into Hades and its significance on Good Friday?, as well as a series of

left behind the tunic and the sin, and even he is naked he is not ashamed anymore, as the
protoplast was before the disobedience; Christ have mercy on us'), to the wood of the Cross:
TRIODION, Makarismoi, Service of the Holy Passion, p. 448, "Awi EvVlov o6 Addu
Hagadeioov yéyovev dmoirog: owa EvAov 0¢ otaveod o Anotys Ilagddeioov @gxnoev”,
("Through a tree Adam became an exile from paradise; through the tree of the Cross, the thief
made Paradise his home"). As the salvation of Adam and of al the human kind: TRIODION,
Hymn, 9" Ode, Good Tuesday morning, p. 406, "o vmevOvvog magaotivar Mikdte xal
wdvro mabetv, va owbij 6 Addu", ("he stood before Pilate and he underwent the passion, in
order Adam to be saved"), TRIODION, Stichera Idiomelo, Good Thursday morning, p. 429,
"a Tov Anuoveyov, xal Ktiotnyv tov dadvrov, IIAdTe magadaoy: & Tdv avouwy, @
TV dmiotwv! 0t Tov goxouevov, xoivar Lavras xal vexpovs”, ("in order to abandon
himself, the Creator of the universe, to Pilate; Oh! The unjusted! Oh! The doubting! He came to
judge the alive an the dead"), TRIODION, Makarismoi, Service of the Holy Passion, p. 449
(The English trand. from www. anastasis.org.uk), "7 wn@pdpog cov mhevod, o €& Edéu
anpyn dvafiviovoa, v Exxlnoiav cov, Xowoté, we loywov motiler [Tapddeioov”,
("your life- bearing side, gushing up like a spring in Eden, gives drink to your Church, O
Christ, as a spiritual paradise’), "éx deoudv Oavdrov ) dvaoctdoer cov- O 1jg
EpwtioOnuev", ("delivering all from the bonds of death by your Resurrection, through which
we have been enlightened™).

!, TRIODION, Antiphon 15, Service of the Holy Passion, p. 447 (The English transl.
from www. anastasis.org.uk).

%, Indicatively TRIODION, Hymn, Good Friday evening, p. 480, "tov Adau
gyeipavta xai €€ "Adov mavtags élevBeodoavta”, ("Adam was raised and everybody from
Hades got his freedom"), TRIODION, Theotokion, Good Friday evening, p. 480, "Cwoddtnyv
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hymns are sung in front of the Christ's grave. They are called Encomiums and
the most of them are refering to the journey into Limbo and the salvation. In
the vesper of Good Saturday, there is a part of the above- mentioned text of
Pseudo- Epiphanius’. By the same token, his description about the couples of
death- earth and life- sky, undoubtedly, reflects to the internal life and to the
Last Judgment and also encourages the double- zone illustration of Anastasis®,
Paschal Liturgy: On Holy Saturday, after the liturgical announcement
about Christ's Anastasis, the Easter Liturgy begins. The liturgical concept of
that day is the triumph against death and the redeem of the humanity from the
vice. The main paschal troparion is "Xototog dvéotny €x vexpdv, Bavdtw
Odvatov matioag, xal Toig v tois uvijuaot, Lonv yaotoduevog", ("Christ
is risen from the dead, conquering death by death, and on those in the grave

texovoa, élvtodow Topbéve, Tov Adau duaptiag: yaouovyv 6¢ t1j Elq dvti Admng
mapéoyes oevoavras Cwng", ("you, Virgin Mary, gave to the Life- giver; Eve rejoices for the
new life, instead of being sad")

!, Even though there are plenty texts connected with the specific topic, here are cited
the most relevant ones. TRIODION, Egomia, Good Friday evening, pp. 473- 80. Some of the
encomiums in English are from PASSION AND RESURRECTION, pp. 196- 9, "to9 favdrov
70 facilelov AVes O€, xal To “Adov ToVs vexoovs e5aviotds”, ("We revere your passion
and your burial by which you saved us from corruption”), "5 Cwn €v td¢, xatetédng
Xototé, xal Qavdre dlecas kol Empyaocas 1@ xoou tnv cwnv", ("from the grave you
raised the dead, and saved them from the pit of sin"), "éxi t#js y1jg xatilOes, va adong tov
Addu xai év yij edonxras tovToV, Aéomota, uéyois “Adov xateljivbog Lntav”, ("to
earth did you come down, O master, to rescue Adam. When you failed to find him here on earth,
you sought him out in the world below"), "vexpw@évra mdiai, tov Addu ¢Ooveods
Enavdyels mpog Comv 1] vexpdoel oov, véog, Tdtep, év caoxi pavels Addu", (our
Saviour, being in flesh, as the second Adam, you died and you brought again Adam in life"),
"y mhevoav Eviync, 6 mAevoav eilngac, o0 Adau €€ fc v Evav diémiacac, xal
ExefAvoas xpovvovs xabaptixovs”, (“from Adam's rib you made Eve and you brought
purifying torrents"), "xai tovs tdpovs eéxévwoag xai tov "Adnv dreyvuvoocas", ("and you
vacate the graves and you depopulate Hades'), "émrn&ev Addu, Oeod Laivovios &v
mapadeiow, yaioel 0€ TEOG "A0NY PoLTHoAVTOS, AVAOTAS UEV VIV xal TdAal TENTWHOS",
("Adam flew away by God's coming into Hades and he, who has fallen, now is raised again"),
"tov Adau xai EVav élevOeodoar untep, urn Oonvel, tavta mdoyw", (Mother liberate
Adam and Eve, who suffer and cry).

2, PG 43, 440D- 441A. See also Kartsonis, 1986, p. 65.

3. PG 43, 464B "dmo tov Oavdrtov eic yv Ewij, dmo Tijc pOopdc eic dpOaoaiav,
a0 T0V 0%0TOVG €iG TO aidviov Ppag". Cf. Deligianni- Dori, 1994, p. 421.
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bestowing life")!. Cavarnos mentions that sometimes a hymn, such as the
above- mentioned, due to its rhythm and expresive language is more moving
and has a greater impact on the believer, than theicon of the Anastasis®.

Moreover, on that day there are aways references to the Anastasis and
to the re- birth of man. For instance, "@avdrov coptdlouev véxowov,
“Adov v »alailpeow", ("Today the master has despoiled Hades, for he has
raisen those who had been chained there for ages'). "aoxi vnvdoas wg
Ovytds, 6 Baollevg xai Kvpiog, toujucpos éEavéotng, Addu yeipag &x
pOopadgs, »xal xotapynoas Odvarov. Ildoya tijs apbagpoiag, T00 xoouUOV
owtiotov", ("O King and Lord, you fell aseep like a mere mortal! But, three
days later, you arose, lifting Adam from corruption, putting death to death! O
Pasch beyond corruption! O ransom of the world")?, "ITdoya Xowotog o
Avtowtis", (... the Pasch of our salvation that is Christ"), "o Idoya Abtoov
AVTNG ol ydo €x TAPOV ONUEQOV, DOTEQ Ex TAOTOV, EXAAUYAS
Xowotds", ("Christ comes forth from death, bringing joy to all who love him")*,
"The Lord's right hand has triumphed. The Lord's right hand has raised me up".
Particularly the last phrase probably depicts the fact that Christ holds Adam
usually with his right hand, asin Nea Moni of Chios. However, there are cases
where he holds Adam with his left hand, as in Hosios Loukas and in Moni
Daphiou and we assume that it depends on which side Adam is standing.

A significant part of the paschal liturgy is the Easter Canon of st. John
Damascene®, a poem, which constists not of nine Odes as usual® but the second
oneis missing, because it is always a mournful one. It mentions the ascendancy
of Christ over the realm of the dead and it stresses the new situation of Adam.

Before the Thanksgiving and the Dismissal of the Easter Liturgy, the
priest reads the homily of . John Chrysostom’. It is actually mentioned once
again the greatness of the day and the importance of Christ's resurrection for the

! PASSION AND RESURRECTION, pp. 226- 43.

2, Cavarnos, 1978, p. 283.

3. PENTEKOSTARION, Exaposteilarion, p. 5. The English trans!. is from Passion and
Resurrection, ed: New Skete, Cambridge N. Y. 1995, p. 238.

4 The Paschal Stichera, PENTEKOSTARION, p. 5. The English transl. is from
PASSION AND RESURRECTION, pp. 239- 40.

®. That Canon can be read either in the Patrology PG 96, 839- 844 or in the liturgical
book PENTEKOSTARION, pp. 2- 3. In an English translation see PASSION AND
RESURRECTION, pp. 227- 35. Cf. comments Nikolaidi, 2000, pp. 197- 203.

6, Dragas, 2004, p. 79.

7. That is the so- called Homily of Cathehism, which actually is the expression of the
dogma.
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human kind and the defeat of the kingdom of dead; "Eoxiicvoe 6 “Adng, 6
xatelbav eig Tov "Aomv", "O “Adng, pnolv, EmxodvOn ovvaviioas oot
xdtw. EmxodvOn, xal ydo xatneynon. EmxodvOny, xal ydo évexodon.
EmxodvOn, xai ydo »abnoédn", "mov cov, “Adn, 10 vixog, Avéorn
Xowtdg, xai oV xateféfinoar. Avéorn Xowotdg, xai TETTOHRAOL
daiuoves... Avéotn XoLotdg, xal vexpdv, Amayn) TOV vexQdv, Amaoyn
TV xexownuévaov gyévero”, ("He who descended into Hell has despoiled
Hell", "'Death’, he said, was embittered when it met you there below.
Embittered, for it was destroyed. Embittered, for it was mocked. Embittered, for
it was bound fast", "Where hell, is your victory? Christ has risen and you are
abolished! Christ has risen and the demons have fallen!..... Christ has risen,
and thereisno corpse in the grave! For Christ, being raised from the dead, has
become the first fruits of those who sleep”)*. Besides, there are referencesto the
pre- figurations of Christ's Anastasis’. Similar references could be noticed
during the Easter week®, on Thursday of the Ascension and the Sunday of the
Fathers of Nicaea'. Likewise, there are hymns and prayers about the pre-
figurations during the liturgical year, not only in order the Anastasis to be
mentioned, but also for exemplifying the life of the saint, such as on the 20" of
February (the memory of Leon, bishop of Katanis, st. Bissarion and st. Plotin),

!, PENTEKOSTARION (see about Pentekostarion in A Dictionary of Liturgy and
Worship, 1972, p., 79), p. 6 (the English transl. isfrom www. anastasis. org).

2, TRIODION, 6" Ode, p. 482. The English trand. is from PASSION AND
RESURRECTION, p. 231, "Zvveayéln, AL oV xateoyén, otéovois xntgois Taovag: 6ot
yaQ 10V TUmov Péowv, T00 maloviog xal tagn 000évtos, s €x Balduov, T0U Onoog
avéBope", ("O Christ, you pierced the world beneath..... you came forth from the tomb, as our
Jonah, from the belly of the whal€e"), TRIODION 7" Ode, p. 482. The English transl. is from
PASSION AND RESURRECTION, p. 233, "0 &v xauve guoduevos, tovs oolovs maidag
Ex ployog, €v Tdpw vexpog, davovs xatatifetal gig owtnolav udv", ("As he rescued
three young men from the furnace flames, by his passion he has rescued us from death™).

3, On Sunday of Thomas, since the Easter Canon of John Damascene is repeated. See
PENTEKOSTARION p. 53.

*. PENTEKOSTARION, p. 164, "Stéovav Tovav, tijc ¢ploodc dwapmdons", ("That
like the prophet Jonas from the breast. Of the sea beast, you might snatch from corruption”-
www.anastasis.org.uk) and p. 181, "0 &v xauive mvedg, Tovg Vuvoddyovs adoag Iaidag,
evdoyntog o Oeog”, ("Looses the bonds and turns the flames to dew; Youths give praise; while
all created nature. Blesses the only Saviour and Creator"- www.anastasi s.org.uk).
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on the 6™ Ode about Jonah' or on the 4™ of April on the 7" and on the 8" Ode
about the three young merv.

The 50 days period after Easter: Apparently, the Easter Liturgy as well
as the Easter week (Diakainisimos)® and generally the period until the Pentecost
is totally filled with hymns and troparia’ about the Anastasis and the happiness
that has caused®. A few examples of the references to the Anastasis during the
period of the 50 days until the Pentecost is necessary for the better
understanding of the significance of the descent into Hades and Adam'’s rescue
for the Orthodox liturgical act®.

! MENAION of February, p. 261, "Kai 1§ Ewij wov 1t “Ady moooiyywe: xai
Oéouar g Twvag: éx pOopags 6 Oedg ue dvdyaye", ("1 went up to the point of Hades; and |
pray as Jonah; please God save me from the corruption™).

2, That is the day of the celelbration of Hosios George of Malaio, who holding the
Cross resisted to the enemy, MENAION of April, 4" of April, p. 44, 7" Ode: "Oi tocic cov
Haideg rarepoovyoav, dBewTdTov TEOOTAYUOLTOG UEoov OF mveog EuPinbévieg
dooai&duevor Epailov", 8" Ode: "Tov év xauive tov mveds, tdv Efgaiwv tois mauoi
ovyxrarafdvra, xol ™y PAGya gic dpdoov, uetafalévia Oeov, Vuveite tad E0ya g
Kvowov", ("In the furnace there were the children of Jews and from the flame you made a
source of dew. We highly exact you to all the ages'- www.anastasis.org.uk).

3. " Awaxawiowoc" means something new; and that is the new, renovate living
situation that man can live after Christ's resurrection and Adam'’s salvation. That week starts on
the Easter Sunday up until the Sunday of Thomas disbelief.

4, Dragas, 2004, p. 78.

>, During the vesper on the Easter Sunday in PENTEKOSTARION, p. 9 (the English
trasl. from the www.anastasis.org.uk), "o dvaotdg €x vexpdv, E0waé ue TOV TAAVDOUEVOV
dvBowmov", ("and having risen from the dead he saved me, mankind that had gone astray"),
"xal To0 Gavdrov 10 xodtos xatoynoe" ("and destroyed the might of death), " avtogs yao
Avtowtiis éott xal Zatno tav Yuyxav judv", ("he is the Redeemer and the saviour of our
souls’), "xai v t)f €yépoel oov EépaTicas T yévos TV avlodmwv", ("your Resurrection
has enlightened the whole inhabited world"), on Monday liturgy, PENTEKOSTARION, p. 10,
"Ilgoa mvon xai mdoa xtiowg, o& do&dlel, Kvgie, o1t dd 100 ZTtaveod tov Odvatov
xatijoynoag”

6, On Sunday of the Holy women PENTEKOSTARION, p. 53 (the English trasl. from
the www.anastasis.org.uk),"»ai cvvijyepev, éovtd v Addu, dvaotdg éx 100 Tddov",
("you raised with yourself all Adam's race in rising from the tomp"), "vexodg éott 0 “Adns",
("Hell is dead"), "xai Tovs decuiovg exomdoag, dviyyaye mdvtag, ¥l TOV TOWTOTAATTOV
Addu, avtov aviotav g evordayvog”, ("He has brought back all mankind and raised Adam
the first- formed, since he is compassionate and loves mankind"). On the kontakion of that
Sunday, Eve is mentioned for the first time after Easter: PENTEKOSTARION, p. 53 (the
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Services: During the service of baptism, the child is dived into the
water three times. That act symbolized the three days of Christ's death and stay
in Hades and his final Anastasis’. The hymns of the burial service? are relative
to man's death and resurrection, after the hopeful resurrection of Christ; "O
Odvatog oov, Kvgie, abavaoiag yéyove moo&evogs: el un yao v uvijuott
ratetédng, ovx dv o Ilapddewoos nvépxto", ("The death which you
endured, O Lord, is become the harbinger of deathlessness; if you had not been
laid in your tomb, then would not the gates of paradise have been opened")?,
"3V el 6 Ococ udv, 0 xarafag eic “Adnv, xal TAS 6OVvac Avoac Tav
memednuévaor”, ("You are our Lord, who descend into Hell and saved people
frompain™)”. It is noticeable that on the sacraments during the year, there are a
great number of references to Adam and Eve and their direct connection to the
salvation of the human beings’. Apart from the official days that the protoplasts

English trasl. from the www.anastasis.org.uk), "To yaioe taic Mvoogpogois ¢pOeyEduevog,
Tov Oorvov Tijg mpourtopos EVac xatémavoag, t1j Avaordoer gov, Xoiwoté 6 Oedg",
("When you cried to the Myrrhbearers, 'Rejoice, Christ our God, you ended the lament of our
foremother Eve by your resurrection"). On Sunday of the Holy Fathers of the 1% Ecumenical
Council in Nicaea, PENTEKOSTARION, pp. 171- 85, "év 0opoig to0 "Adov, Tdv mabdv uov
xataxeiuevov, ov ésavéoatnoov", ("my sins were a pile in Hades and you resurrected me'"),
"év T "Ady; éndinyrag Odvarov", ("in Hades you step on death"), "did £vdov, tov Addu
amatnOévra, owd Evlov Stavpov mdiw éowoag”, ("with the wood Adam was deceived, with
the wood of the Cross he was saved again").

!, Germanus, Archbishop of Constantinople, Rerum Ecclesiasticarum contemplatio
[Db], PG 98, 385CD, "Befamrioucfa ¢ xata tov Odvarov avtod to¥ Xoiotov, xal tyv
avdoroow avtov. Aid ydo 11 €v T@ U0att xatadvoeds Te xal avadvoews, TQUTANG TE
EMHANTEWS, THY TOUJUEQOV TAPNY XAl THY AVAOTACLY 0VTOU ToV X010T0V £85etnoviCouey
xal ouoloyovuev", ("We are baptised according to the death and the anastasis of Christ. So,
through the submergence and the emergence from the water, three times, we protray and
confess the three- day death and the resurrection of Christ").

2, St. John Damascene, De iis qui in fide dormierunt, PG 95, 247- 278. About the
eschatological extension of the Roman funeral liturgy see Owusu, 1993, esp. pp. 168- 96,
Ottosen, 1996, pp. 176- 7.

3, SMALL EUCHOLOGION (about Small Euchologion see in A Dictionary of Liturgy
and Worship, 1972, p., 78), p. 207 (www.goarch.org/en/chapel/text.asp).

4, That particular prayer is from the service for dead babies. SMALL EUCHOLOGION,
p. 229.

®. For example, often in an Irmos there is the following phrase: "éx ¢pOopdc 6 Osdc
ue avdyaye", ("God has moved me from the decay") which is a prayer for our saving of the
corruption, the situation after the Original Sin. In MENAION of May, Irmos, 23 of May, p.
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194, MENAION of June, 14" of June, p. 96, MENAION of July, 14" of July, p. 188. Or in
similar words in MENAION of February, Irmos, 6™ Ode, 24" of February, p. 305, "dvdyays éx
pbooag thv Cwnv uov Iolvédee", ("All- merciful, drive my life away from the decay").
During September, there are a number of references, which combine the wood of the Tree of
knowledge with the wood of the Cross, MENAION of September, Katavasia of the 5" Ode,
Matins, 1% of September, p. 25, Hymn, Matins, 1% of September, p. 35, Katavasia of the 6™ Ode,
Matins, 1% of September, p. 26, Stichera of Ainoi, Matins, Matins, 1% of September, p. 36.
Similarly, from the actual celebration of the Exaltation of the Holy Cross on the 14" of
September there are references, MENAION of September, Stichera, Small vesper, 14" of
September, p. 227, Stichera, Small vesper, 14™ of September, p. 228, Stichera, Vesper, 14" of
September, p. 229, Liti, Vesper, 14" of September, p. 231. On November, MENAION of
November, Staurotheotokion of Stichera, 4™ of November, p. 61"@élwv éxlvtodoadbal,
T00g €€ Adau ynyeveig", ("l would like to redeem all Adams' descendants"), MENAION of
November, Staurotheotokion, 3" Ode, 28" of November, p. 490, "&év 1® Stavod magiotouévny
HoapBéve... owdoar 1o yévog", ("under the Cross Virgin Mary... save our nation"). On
February, indicatively, there are mentions for the resurrection of the protoplasts, MENAION of
February, Staurotheotokion, Stichera, 11" of February, p. 163, "omedidov dvaortival,
ovvaviotdv Tovs I[pomdropag”, ("please hush into resurrecting me with the Protoplasts"),
the amendment of Eve's transgression MENAION of February, Hymn, 6™ Ode, 11" of February,
p. 167, "yvvaixes rjolotevoav, Tov dpw maroaocat, tov mote v Evav IMagadelioov
éEowmioavta”, ("women distinguished themselves and correct the Eve's sin in Paradise™) and
for the destruction of Hades, MENAION of February, Staurotheotokion, Vesper of the 22™ of
February, p. 278, "xai yao dvaotijoouar xai doEaolnoouat, xai td tov “Adov Paocileia,
oVVTEIY W 00éveL, xal dpaviow TovTov THY dVVouY xal TOVG 0eTUiovs ExAvTtowooual”,
("and | am resurrected and be glorified and abolish his power and rescue the presoners"'). And
in April indicatively, there are references to the Crucifixion MENAION of April, Stichera,
Vesper of the 3 of April, p. 28, "6 oxotewdtaroc Tvoavvos xatéxleioe Onodv dUSTYTL,
Iagadeioov v olxnow, €v v megipéowv, yalowv te 1@ avevuatt, [ldrep vméuswag”,
("the darkest oppressor closed harshly the doors of Heaven, but you our Father suffered with
joy for our sake"), MENAION of April, Staurotheotokion, Vesper of the 3" of April, p. 29,
"0V 0¢ v EVAQ, ZdTeQ, xoeuduevov- EpoiEav 0€ xdtwlev, Ta xatayfovia, xal vexgol
EEavéatnoav, Eoodynoav méroal, ("I see you on the Cross, my Saviour, and the
underground world is horrified, the dead were resurrected and the stones were broken"),
MENAION of April, Irmos, 9" Ode, 4™ of April, p. 47, "Tov éx Ocov Adyov, Tov dgdnTW
ooplg, fjrovia xawoveyoar tov Addu, fodoel pOood memtwxdta dewads", ("The Logos
of God came to redeem Adam from the dead"). Similarly, there are relevant quotations in the
liturgical texts during June (MENAION of June, Irmos, 1% of June, p. 12, "Tov éx 100 Oc0?
Adyov... xawovoyrjoar tov Addu, Powoer $pOopd memrwxota dewds, €€ dyiag
MapBévov, dpodotws oapxwdévra O fjuds", ("The Logos of God....renew Adam, who had
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are remembered, for instance the Sunday before Christmas, the relevant
references to them are often, even in the celebration of not so known saints'.
During the Christmas vesper, there are references to the protoplast and their
salvation from the dead, and the theology of the first and the second Adam;
"wal @xnoev v untoq mapblevixy] dvallowtwsg- va v ovty, TOV
pOapbévra Addu, dvamidon", ("and made his dwelling in a virgin womb
without change, that in it he might refashion corrupted Adam as he cried")?, "o
T émmvoiag, uetaoywv Tis dueivar Addu yoixdg, xai meos pooadv
raroloOoag, yvvouxelg amdry, Xowotov yvvauxos Pod EEoodv",
("Adam, formed of dust, who had shared in a better breath of life and dipped
down to corruption through a woman's deception, seeing Christ born from a
woman cries out")?, "véov €& Addu, maudiov puoduatoc téyn Yids, xai

been in decadence, through the Holy Virgin, became a man for us'), Theotokion and
Staurotheotokion respectively, Vesper of the 2™ of June, p. 13, "xal xardoac 1jievféowoacg,
HapBéve, mooyovixijs to avBodmvov", ("Virgin Mary through you the human kind was free
form the curse of its ancestors'), "dAla omedoov dvaotTijvai, CVVOVIOTAV TOVG
moomdropes”, ("but resurrect us quickly, with our forefathers') and in July (MENAION of
July, Theotokion, 9" Ode, 4™ of July, p. 51, "rexovoa cwuatixdc... Conv ™v aidviov...
"Adns xatoynTo”, ("as his body was dead...Hades was abolished... and the eternal life was
gained"), Theotokion, 7" Ode, 14" of July, p. 190, "Nexpovtat 10 moiv, 6 Addu $pOogomoid
Podoel, mavduwue: ov 0 texovoa v Lwnv fuav, tovtov, [apbéve, EEbwoag”, ("The
previous situation is over, Adam has been saved. Virgin Mary is praised for having given birth
to God, who saved us').

!, On Sunday before Christmas (it can be celebrated between the 18" and the 24™ of
December), it is celebrated the memory of the Ancestors, from Adam up to Joseph, Virgin
Mary' s husband, as they are mentioned in the Loukas Gospel. MENAION of December,
Synaxarion of the day, p. 251, "Amo Adau doyt xai Twong tov uviiorogog tijs Ymepayiag
Ocotox0v, RaTd YeEVEQLOYiow, x0.0WS O eVayyeAioTys Aovxds i0ToxMS HoLBuoato”.
There are references straight to Adam and Eve: MENAION of December, Synaxarion of the
day, p. 251, "Mvijun t@v mowtomAdotwv Adau xai Evag", (the day of the memory of the
protoplasts Adam and Eve), MENAION of December, Synaxarion of the day, p. 251, MENAION
of December, Proeortios of the 8" Ode, p. 262, Hymn, 3 Ode, p. 246, Theotokion, 8" Ode etc.

2, MENAION of December, Hymn of the service of Liti, 25" of December, p. 386 (the
English trasl. from the www.anastasis.org.uk).

3, MENAION of December, Hymn, 3 Ode, 25" of December, p. 389 (the English tras!.
from the www.anastasis.org.uk).
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motois 0édotau”, ("a young child has been born from Adam's matter, and a
Son has been given to the believers')™.

Undoubtedly, during the liturgy of the Sunday of the Ascensors, it is
often mentioned the anastasis in connection with the protoplasts and the
salvation of the human race. That demonstates the importance of the history of
the Old Testament in the Divine Oikonomia. It is also significant to mention
that Adam and Eve have their celebration day, as al the other prophets and
saints, without being excluded.

!, MENAION of December, Hymn, 6" Ode, 25" of December, p. 392 (the English trasl.
from the www.anastasis.org.uk).
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C. Iconographic analysis of the Anastasis scene

As far as the origin of the scene is concerned, La Piana' s theory!, that
the text- source of the Anastasis illustration was a Homily of Pseudo-
Epiphanius?, and the homilies connection with the Byzantine theatre, could be
characterized as controversial®. The context of "Homilia Il in Sabbato Magno™
pertains to Holy Saturday, meaning Christ' s burial, his visit into Hell and his
resurrection®. Millet* opposed by suggesting the Apocryphon of Nicodemus (2™

! LaPiana, 1936, pp. 171- 211. He refers to the dramatization of the homilies and the
religious history in connection with the liturgical tradition of Christendom. The interactive
influences in the visua and literary arts in Medieval Europe are explained in Sheingorn, 1982,
pp. 111-29. Also cf. Alexiou, 1975, pp. 121ff about the Christos Paschon and Nichols, 1983,
pp. 52ff about the drama of theosis. Cf. about the dramatic elements on the Mass of the Passion
and the Resurrection in Y oung, 1967, pp. 85- 177.

2, The particular Homily is pseudepigraphon, professing to be writings from
Epiphanius, bishop of Cyprus. See "Emxipdvios”, ©HE 1964, pp. 800- 8.

3, Millet, 1960, p. 612, Kartsonis, 1986, pp. 64- 5. La Piana himself made some
comments on Millet's remarks, LaPiana, 1936, p.185.

4, Epiphanius, Homilia I in Sabbato Magno [ Sp], PG 43. 439- 64.

®. However, the first surviving illustrations of Anastasis do not apply al of the
elements that are mentioned in the Homily. For instance, it is said that "Christ came towards
them, holding the victorious weapon of the cross', PG 43, 461, while in the first examples
Christ holds a scroll. Moreover, even though the broken doors and keys are mentioned in the
Homily, there are not in the illustrations. Kartsonis, 1986, p. 65, note 77. The scroll that
Christ’s holds is the oldest iconographic tradition, which it appears in a few examples in the
middle of 14" or in the 15" c. in eastern Europe, such as in Studenica, Mistra, Ohrid and in
some icon, in Venice, in Ermitage Museum in Russia and in the Benaki Museum in Athens.
Those examples are exceptions to the illustration of Christ holding the Cross, which is the
connection between the Crucifixion and the Resurrection, a symbol of Passion, but of power at
the same time. See Deligianni- Dori, 1994, pp. 402- 3, Kartsonis, 1986, p. 206, it is believed
that the wood of the Cross was made or at least remind us the Tree of Knowledge, O' Collins,
2004, p. 10. It is also said that a part of that tree was by Adam's grave, later it was transferred
into the Temple garden and then in the Bethesda pool, see Fergusson, 1961, p. 39.
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c.)?, which became the most accepted iconographic source of the Anastasis’,
since it describes in detail Christ's venue into the underground world. Likewise,
researchers’ mention the supplementary possibility of the inspiration from the
Odes of Solomon (first half of the 2" c.) and from the texts of the early Fathers,
such as st. Melito of Sardis (PG 101- 102, 775- 785), st. Irenaeus of Lyon (Adv.
Haer. I, 20, 4)°, st. Hippolitus (Commentary on Danidl, 1V, 33), st. Ephrem
the Syrian (Carmina Nisibena 65), st. Cyril of Jerusalem (Catachesis 14, 19).
However, there are researchers who state that, if the frame has been the
general seventh or eighth century tense of illustrating scenes considering
Christ's body and soul, then the sources for the Anastasis icon would have been
also other patristic works and liturgical texts, such as the Paschal Canon of t.
John Damascene and the hymns of st. Andrew of Crete and st. Cosmos of
Maioum®. Around the end of the seventh century, theology emphasized on those
christological points, which could give specific arguments against the heresies,
concerning Christ 's divinity and humanity. The council in Trullo (691- 2), with
the 82" Canon established the non- symbolic representation of Christ and the
possibility of his illustration as a human being’. At that time', Anastasius the

! Millet, 1960, p. 616.

2, Especially about the Christ's Descent into Hell of Nicodemus in the origina text see
Kalokyris, 1967, pp. 158- 67. In a Modern Greek translation see in Bozinis, 2005, pp. 186- 213
(and comments pp. 329- 47), Anoxovpa Keiuevo Kawijs Aiabixng, 1991, pp. 123- 72. The
various editions in English see Elliott, 1999, pp. 185- 204. The mentioning of the Gospel of
Peter as a source of the scene can be characterized as "problematic”. Cf Cartlidge, R. D., Elliot
K.J., 2001, p. 131.

%, Quenot, 2001, pp. 175- 8, Tsitouridou, 1986, p. 100, Osborne, 1981, pp. 258- 9,
Galavaris, 1969, p. 70. The Gospel of Nicodemus became very popular in the Middle Ages and
there are numerous manuscripts in different translations, Glaeske, 1999, pp. 81- 4. Cf.
Sheingorn, 1982, p. 112 even though she talks about medieval drama, she mentions the Gospel
of Nicodemus.

4, Quenot, 2001, pp. 75- 6.

®. Bynum, 2000, pp. 34- 43, where the theology on resurrection of st. Irenaeus and
Tertullian is analysed.

6, Quenot, 2001, p. 81, Koukiaris, 1996- 97, p. 305, Deligianni- Dori, 1994, pp. 401,
409- 11, 421- 6, Palioura, 1978, pp. 386- 7.

7, Specifically, the 82™ Canon declared the ability of illustrating the incarnate Word of
God, Logos, with human figures and not any more as a lamp, amnos. Mansi 11: 977E- 980A,
Sahas, 1986, pp. 23, Michelis, 1967, p. 151. The Council mentioned that the illustration of
"amnos' has had a special meaning in the Old Testament. Thus, by banning it, Christ can be
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Sinaite wrote the Hodegos?, a handbook with dogmatic terms and explanations
for Christians, who want to become defenders of their faith. Sinaite points out
the significance of the "material representations', which are more powerful
than the scriptural words. Consequently, it is not so persuasively suggested”,
that the Hodegos was the text, which the artists took the theme of Crucifixion
and the Burial of Christ from®. Even though, it does not encourage the Anastasis
scene, it does demonstrate the hypostatic union in the two natures of Christ and
inevitably can give the same ground with the Crucifixion and the Entombment.
The text of Hodegos was the fundamental text that the Fathers of the 6"
Ecumenica Council followed in their Christological expressions, since it was
actual aflorilegium, comprising of the major issues of the Christian faith®.

In the early Christian art the Resurrection was described indirectly, with
symbols, such as the phoenix and the peacock or with its typological
prefigurations from the Old Testament, for instance Daniel and the lions, Noah
and the ark or Jonah in the whale’. |conographically speaking, the scene of the

separated from the prefigurations of the Old Testament and his humanity can be declared.
Kessler, 2000, pp. 42- 5

!, There is no specific agreement on the date of this text. See Kartsonis, 1986, p. 41,
note 1.

2, St. Anastasius Sinaites, Hodegos, PG 89, 35- 310 (also its critical edition see
Uthemann, 1981).

s, "Ioayuatixés mapaordoels”, st. Anastasius Sinaites, Hodegos, PG 89, 40C
(Uthemann, 1981, p. 8, 1, 1, 26).

4, Kartsonis, 1986, pp. 40- 41 and Deligianni- Dori, 1994, p. 403. 10 agrees with A.
Karstonis. In Cartlidge, R. D., Elliot, J. K., 2001, p. 247, note 88, it is noted that the authors do
not disagree with the suggestion of Kartsonis that the Gospel of Nicodemus is not the origin of
the scene. However, they do not specify if they agree with her suggestion about Hodegos.

®. For further analysis see K artsonis, 1986, pp.40- 67.

6, See about Hodegos and its role in the 6™ Ecumenical Council (the actual solution of
the Christologica dispute and the preparation of the 7" Ecumenical Council) in Lialiou, 2006,
pp. 92- 3, pp. 225- 7, note 1. The Hodegos as a florilegium was, with other significant dogmatic
pieces, one of the archetypes of the Codex Parisinus gr. 1115. See Alexakis, 1996, pp. 52, pp.
57- 8.

7. Sheingorn, 1982, p. 114. Moreover, there are two pre- figurations of the
Resurrection. Both are from the Old Testament: the prophet Jonah and the three young men in
the furnace. The first is about the story of Jonah, who was in a whale for three days and three
nights and he finally came forth from its belly, without any harm. The second one is the three

young men, who even though were in a furnace, they were not burned from the flames, as
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descent into Hades owned its structure to the ancient depictions of the triumph
of the emperors'. The position of the emperor, as a redeemer of the citizens,
goes to Christ, as the Redeemer of the humanity? In a short note Nordhagen
tried to ask and answer to some questions on Grabar's theory and he presumed
that since it was used to demonstrate the imperial power, it could be easily
adopted by Chrigtians for illustrating his authority on the upper and
underground worlcf.

The scene of the Anastasis until the end of the 13" c., is discerned into
three iconographic types, having variations on the position of Christ and the
main protagonists, as well as on the reactions of the participants’. Thus,
according to the visual rendition there are the narrative, the renaissance and the
dogmatic type.

In particular, the narrative type demonstrates Christ moving towards
Adam and taking him out of his sarcophagus. The particular type dates from the
pre- iconoclastic period and it has the oldest parallels’. In the second type, the
renaissance type, Christ with an impressive move holds Adam, dragging him
from his sarcophagus. Its name probably came up from the Macedonian
Renaissance, during the 10" c®. According to Weitzmann, the model of that
motif derived from the classical ancient art and specificaly the scene of

Christ came from the realm of dead totally alive. John 1, 1- 4, 11. Especially on the passage Jon
1, 17 ("and Jonah was in the belly of the fish three days and three nights') is the main pre-
figuration of the Christ's resurrection. It is also mentioned on the New Testament: Mt 12, 40
("For just as Jonah was three days and three nights in the belly of the sea monster, so for three
days and three nights the Son of Man will be in the heart of the earth"), Luk 11, 30 ("For just as
Jonah became a sign to the people of Nineveh, so the Son of Man will be to this generation”).

! Ross, 1996, p. 11.

2, Mouriki, 1985, p. 147. In the Incarnate Logos the three axioms, the royal, the
prophetic and the hieratic, are unified. With his royal axiom, Christ has the power to create and
re- create. So, with this authority he descended into Hell. See Eusebius Caesarias, PG 20, 72A-
C. Cf. Matsoukas, 1992, pp. 298- 303, esp. 301. 89.

3. Nordhagen, 1982, pp. 345- 8.

4, See in genera Grabar, 1972, pp. 264- 90. Cf. Schwartz, 1972- 73, pp. 30- 1, who
mentions a forth-combined type. Also see the instructions for the iconography of the scene in
the post- byzantine art in Dionysios of Fourna, 2007, pp. 157- 8.

5, Galavaris, 1969, p. 70, Mouriki, 1985, p.147, Gioles, 1982- 83, p.139.
6, Galavaris, 1969, p. 71, Mouriki, 1985, p.147.
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Hercules pulled Cerberus along from the underground world'. Schwartz argues
that this variation has had as an origin, the scene of the late ancient era of the
emperor dragging a captive’. Kartsonis suggests that it started developing
during the beginning of the 9" c. and if she is correct, that means this model is
the improvement of the numismatic depiction of the 4" and 5" c., so her
suggestion may be connected with Grabar's idea of the imperia ancient
influence to the Anastasis scene®.

Lastly, in the third type- the most rare illustrated variation- Christ
stands, facing the spectator. Around him there are two groups of Adam and
Eve, Prophets and Kings and John the Baptist. It was likely germinating at the
second half of the 9" ¢.® and it is more known from the miniatures rather than
from the mosaic or frescoes’. It is sometimes called the dogmatic type’, while
Galavaris mentions it as the type, which depicts Christ stretching out his hands,
showing his injuries to the people around him?. Xyggopoulos has interpreted
this type with the hymnology of Easter Sunday, mostly in the Canon of st. John
Danascene and he named it the hymnologic type’. He referred to Christ as
standing on the high hill, inviting Adam and Eve', since the aim of thistypeis

! Kartsonis, 1986, p. 135. The myth says that Hercules had to beat Cerberus, the three-
head dog, the guard of the underworld, in order to reach the Hades Paace. So, he managed to
fasten Cerberus with a rope and he dragged it up. The myth has a number of parallels in
ancient- painted pots. See Kerényi, 1998, pp. 423- 4- fig. 74.

2, That information derives from Kartsonis, 1986, p. 135.

3, Maybe that position is inspired by Schwartz's idea. She actually mentions that it
might have taken place a " Constantinian Revival". Kartsonis, 1986, p. 136.

4, For the figures, known or anonymous, and analysis on their presence on the scene
see Koukiaris, 1996- 97, pp. 305- 17. For those figures on the 14" ¢. see Antonopoulos, 1993-
94, pp. 87- 97.

®. Mouriki, 1985, p.147.
6, Kartsonis, 1986, p. 164.
7. Mouriki, 1985, p.147.
8, Galavaris, 1969, p. 73.

°. Xyggopoulos, 1941, pp. 113- 29. Others agree with that name and explanation,
Paliouras, 1978, p. 387. 1, Deligianni- Dori, 1994, pp. 409- 11. A critisism over Xyggopoulos
aspects see in Galavaris, 1969, p. 73ff.

10 Xyggopoulos, 1941, p. 115.
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to depict the belief to the resurrection of the human beings through Christ's
Anastasis', while the other two historical variations state the supernatural fact
of the Resurrection®. The earliest examples of this type are a miniature from a
lectionary in the monastery of Iviron of Mt. Athos (cod. 1, 11" ¢.) and an early
icon in the Museum of Leningrad®.

A new iconographic type, the symmetrical one, was created at the
beginning of the 13" c. Primarily, Christ in the middle of the composition is
flanked by the protoplasts, creating a balanced scenery. The extraordinary of
the parallel is its focus not only on Adam, but on Eve, as well, probably
because of the specia growth of the honour to Virgin Mary and her reference as
the second Eve’. A miniature of a Gospel of the Monastery of Vatopedi (Mt.
Athos, cod. 735, 13" ¢.), is one of the earliest examples of the type®; the fresco
in Moni of Choras in Congtantinople (1315- 20) is the most characteristic
representatives, even so this variation became more popular with the angels,
holding the Cross and the symbols of the Passion, as in Studenicz’.
Nevertheless, Adam and Eve are not changing their position, except in a few
examples, in Pe¢ (before 1337) and in Staro Nagori¢ino (1317- 18), where they
stand at the same side, probably having been still influenced by the earliest
types’.

The combination of the earliest historical types on the ground horizontal
zone and the sphere of the sky on the top zone in Protato (Mt. Athos, ca. 1300)8,
is consider to be the first pictorial echo of the soteriological message of

! Xyggopoulos, 1941, p. 124, Ddigianni- Dori, 1994, p. 411. This is already
mentioned in the Apocryphal Gospel, see Elliot, 1999, p. 189. Gaavaris mentioned that this
idea does not come from the Canon, as Xyggopoulos supported, but straight from the
Apocryphal, Galavaris, 1969, p. 76.

2 Xyggopoulos, 1941, p. 129.

3, Galavaris, 1969, p. 73, Xyggopoulos, 1941, pp. 114- 5.
4, Deligianni- Dori, 1994, pp. 404- 5.

®. Sotiriou, 1933, p. 118.

6. Deligianni- Dori, 1994, pp. 404- 6.

’. Deligianni- Dori, 1994, p. 406.

8, Deligianni- Dori, 1994, pp. 412- 4, fig. 3.
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Anastasis'. This connection is based on the common belief that the resurrection
of the protoplasts and the Prophets emphasizes on the second coming and the
Last Judgment?. In Protato, Adam and Eve stand on the same side, without any
kind of sarcophagi and with a strong, vivid movement towards Christ. Christ,
facing the spectator, drags Adam on the left side, while Eve israising her hands
in supplication, on the right side. Though not in our period under analysis, it is
noteworthy to cite the constructive comparison of the iconographical and
technical approach, which was made by Tsigaridas between the painting in
Protato and in the parekklesion of St. Eythymios (1302- 03) on the southeast
side of the Baslica of St. Demetrios in Thessaloniki. It is concluded that
Manuel Pancelinos was the artis of the two monuments’. In fact, that
Palaeologian combined illustration was already completed in Gracanica (1318-
21) and in Monastery of Helandariou (Mt. Athos, 1318- 20)*.

Early Illustrations:

The earliest surviving illustrations of Anastasis date from the first
decade of the 8" c. in Rome- under the authority of Pope John VII (705- 7). In
Santa Maria Antiqua, there are fragments of two frescoes in doorways, which
have rather no parallels and they started being deteriorated since the beginning
of the 20" c. (fig. 81ab)°. In the doorway to the church, we can only distinguish
the outlines of Christ, Adam and Eve, while on the doors from the main aulato
the palace the condition of the fresco is better’.

Moreover, there is a mosaic in the Oratory of the Pope John VII in the
St. Peter's church, which however was demolished in 1606 and its decoration is

!, Moreover, in the upper band of the Gradaniéa fresco, the throne with the cross and
the gospel are the symbols of the Preparation of the Holy Communion, which symbolize the
Last Judgement and since the 11" c. is a part of its pictorial illustration. Deligianni- Dori, 1994,
pp. 418- 26. See about the Lord's thronein Ps 9: 7- 8, Ps 102. 12, Mt 19: 28.

2, Ross, 1996, p. 11, Deligianni- Dori, 1994, pp. 411- 2.

3, Especialy about Adam and Eve in Anastasis see Tsigaridas, 2008, p. 111, p. 181,
pp. 210- 1, fig. 175- 177.

4, Deligianni- Dori, 1994, pp. 417- fig. 4

®. Kartsonis, 1986, p. 70, Nordhagen, 1982, p. 345, Koukiaris, 1996- 97, p. 305.
6, Kartsonis, 1986, p. 70.

’. Nordhagen, 1982, pp. 346- 7.

193



known only by earlier drawings'. Mainly, the motifs are Greek and probably the
artist came from the East, giving the indication that the scene was aready
known in the East from the pre- iconoclastic period?. It is also supported that
they reinforce the idea of the close connection of the iconography of the
Anastasis and the imperial iconography of the Roman art®, while the trampling
over Hades seemed as significant as Adam's resurrection, in such away in order
the scene to be iconographically balanced”.

Another dated illustration in Rome is a mosaic depiction of Anastasisin
the Chapel of St. Zeno in Santa Maria Prassede (by the Pope Pascal |, 817- 824,
fig. 82)°. On the lower part of the illustration lies a marble structure, which
prevents us for seeing where Adam and Eve are being dragged from and
whether Hades is pictured. However, it is strange that Adam looks towards the
viewer and not his rescuer®. This mosaic can be examined in connection with
the 11" c. Skevophylakion Lectionary in Lavra, which considers to have a
Constantinopolitan origin’.

In both frescoes in the church of St. Clemente (the first since the dates
of the Pope of Leo IV, 847- 855 and the other one from the last quarter of the
9" ¢c., fig. 83ab)?, Christ, who is circled by a mandorla, is moving with an
overwhelming position towards Adam. In the first one, the protoplasts are
surrounded by adark hole, a cave, the Realm of dead, out of which are stepping
due to Christ. Adam he is sited, he has along beard and he holds Christ's hand.
Eve stands over him in a supplication pose. It is noticeable the fact that all three
of them have the poses as the later examples, meaning that the basic structure of
the scene has formed since the very early illustrations. Y et, Hades does not take

! Kartsonis, 1986, p. 70, Gioles, 1982- 83, p. 139. Schiller mentions that the
illustration must have been short in its narration. See Schiller, 1971, p. 49.

2, Cartlidge, R. D., Elliot, J. K., 2001, pp. 127- 8, Kartsonis, 1986, p. 70, Gioles, 1982-
83, p. 139.

3. Mouriki, 1985, p. 147, Nordhagen, 1982, pp. 345- 8.
4, Kartsonis, 1986, p. 83.

®. That reinforces the idea of the eastern origin of the first illustrations. See Kartsonis,
1986, p. 70.

6, Kartsonis, 1986, p. 88.
7, Kartsonis, 1986, p. 122.
8, Osborne, 1981, pp. 279- 80, Schiller, 1971, p. 49.
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part in the particular picture. In the second one, a development in the pictorial
forms is observed. The figures are taller, their hands are huge, the facia
characteristics are clear, and especially with expressive eyes and the clothes are
more pleated”. The personification of Hades is lying under Christ's feet and he
is grabbing Adam's heel, while the only thing that is obvious today from Eveis
her hands. Furthermore, Christ has no beard at all, Adam has shorter beard than
in the previous drawing and a quite gentle standing position. Christ's mandorla
has ornaments and probably two or three different colours.

Additionally, we quote a fresco in St. Peter's church (Rome, during the
papacy of Formosus, 891- 896), which is known only from later drawings? and
afresco in Basilicadei Santi Martiri in Cimitile (around 900)°. The artist of the
latter probably wished to lay emphasis on the descendent movement of Christ
into Limbo. His mandorla reminds us the shape of the one in St. Clement, even
though without any decoration. Also, his mantle is waving, amost the same as
we notice in the very first examples, in Vicopisano Cross and in the Fieschi-
Morgan reliquary. Christ, with his oversized right hand holds Adam, who
moves through a rocky surrounding, as it can be noticed from his not-totally-
saved figure, whilst Eve is barely distinguished.

In spite of the similarities of the last three depictions to the former ones,
they created a new group. Even though they are in Rome, iconographically and
technicaly, they fit more with the eastern illustrations, apart from a few
western innovations. Adam and Eve step out of a black hole, instead of their
sarcophagus. The dark surrounding symbolizes Hades®, probably having a

!, Oshorne, 1981, pp. 256- 8.
2 Schiller, 1971, p. 49.
3, Kartsonis, 1986, p. 82, Schiller, 1971, p. 49.

4 During the 9"c. in order the lconophiles to demonstrate the rightness of the
illustration of the Resurrection, as far as the depiction of Hades is concerned, reacted in various
ways. They deleted totally Hades from the scene and they put the darkness instead, which was
acceptable or they painted Hades as an ugly, huge figure, as we will mention below. Besides,
they started to paint an innovating illustration of the actua act of the Resurrection (Kartsonis,
1986, p. 141). Furthermore, athough the presentation of Hades on the early 8" c., for instance
on the frescoes of S. Maria Antiqua, as being walked over and crushed by Christ, miniatures of
the 9" c., such as that of Pantocratoros Psalter (cod. 61), where Hades has toppled over, the
Renaissance approach, as on the Lyon ivory (11" ¢.), is arelaxed silhouette, which adjusts itself
more to the revitalized atmosphere of the epoch (Weitzmann, 1980, pp. 621- 2).
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connection with the Hades in Homer. Apparently, opposite to the previous
depictions, the artists focus on the topography of the realm of the dead, as a
dark and rocky place, while the appearance of flames (in S. Clement second
Anastasis) indicates the combination of Hades and Hell. At the same time, it
pays more attention to the raising of the protoplasts, than concentrated on the
battle between Christ and Hades, before Adam's rescue'. Consequently, the
presence of the four mummies in the fresco in Cimitile demonstrates the
resurrection of all the human beings due to Adam?.

Soecial cases:

During the 9" c. there was a tendency to identify the oldest features of
the scene and to develop new patterns with western and eastern elements, as
well.

One of the earliest eastern Anastasis scenes is on the inside cover of the
slver reliquary Fieschi- Morgan of the Metropolitan Museum of New York
(there is no homophony about its origin and its date, fig. 84)%. Some researchers
mention that its origin is Syro- Palestine and so is this type of the Anastasis’.
The possible date from Gioles is around 900°, Beckwith supports that this type
is developed from the 6" c. crystal in Victoria an Albert Museum and others on
the 8" c®. On the contrary, due to specific iconographic elements, Kartsonis
suggests the first quarter of the 9" c. as a date, having a Constantinopolitan

The darkness on the posterior western pictoria approach on the scene could be
suggested that it was influenced by the fact of Christ’s descend into Hades and the resurrection
was during the night. That affected aso the liturgica act (EUCHOLOGIUM, p. 1035, "Nox, in
gua inderna patuerunt, nox, in qua absolutus est Adam, nox, in qua inventa est dragma quae
perierat, nox, in qua boni pastoris humeris reportata est oves perdita, nox, in qua diabulus
occubuit et sol iusticiae Christus exortus est et solutis inferni nexibus claustrisque perfractis
multa sanctorum corpora de sepulchris erumpencia intraverunt in sanctam civitatem").

! Kartsonis, 1986, pp. 82- 3.

2, Kartsonis, 1986, p. 84.

%, Byzanz, 1998, pp. 53- 4, fig. 39b.

*. Gioles, 1982- 83, p. 143.

®. Gioles, 1982- 83, p. 139.

6, The information derives from Gioles, 1982- 83, p. 130, Schiller, 1971, p. 47.
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background®. In its four scenes- Annunciation, Nativity, Crucifixion and
Anastasis- the figures are tal, trim, with extended legs, having diminutive
outlines and petite faces. Specifically in Anastasis, Christ is stooping towards
the protoplasts, which are both on the right side. Adam is being dragged and
Eve is begging. Their figures are tiny, without any special feature, Eve has her
hands uncovered and there is not any sarcophagus under them.

The compilation of the scene in the Vicopisano Cross (probably the first
half of the 8" c., fig. 85)? is completely the same with the Fieschi- Morgan
reliquary. There is homogeneity both in figures and in their position and
location. Their smplicity and the sameness even in the lines of the clothes are
noticeable points. The personification of Hades and two more persons, as
spectators, on the |eft top take also part in the scene.

In the Chloudof Psalter, a Constantinopolitan manuscript, which (now in
Moscow, 9" c.)°, there are some interesting observations for its three
miniatures. At first, in Chloudof Ps 82, Christ is standing on the baldhead of a
huge monkey, the personification of Hades. It may be the first step of a
procedure, which ended up to the high hill of the most of the third type
illustrations’. That illustration, over the head of Hades, is probably the pictorial
transfer of the Ps 68 (67)°; we cited the 68. 1 "Let God rise up, let the enemies
be scattered” and 68. 21 "But God will shatter the heads of his enemies.
Additionally, Adam, being pulled up from his hand and Eve, begging for
redemption, are not on the same side, as usua and the result is to have a
symmetrical miniature.

! She connects it with the Pliska and Vicopisano cross, as well as with the Chapel of
St. Zeno. Moreover, the fact that Constantinople was a significant centre for the production of
requaries and its Greek inscriptions reinforce her argument. See the article of G. Mietke,
"Wundertétige Pilgerandenken, Reliquien und ihr Bildschmuck" in Byzanz, 1998, p. 54, fig.
40c-d, Kartsonis, 1986, pp. 122- 3.

2, Kitzinger, 1988, pp. 65- 6, aswell the Sofia Cross, pp. 63- 4, fig. 9. Cf. Schiller also
connected the two above- mentioned monuments. Also mentions the Vicopisano Cross as
Syriac- palestinian art. See Schiller, 1971, p. 47.

%, This date is totally acceptable from the researchers, Gioles, 1982- 83, p. 139. It is
also, not so convincingly, mentioned that in Chloudof miniatures it happens for the first time
that Christ steps over Hades. Koukiaris, 1996- 97, p. 305.

4, Xyggopoulos, 1941, pp. 122- 3- fig. 5, Kartsonis, 1986, p. 136.
°. Schiller, 1971, p. 54.
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In fol. 63", with the inscription "Tov Addu dviotdv XQL0t06 €% TOD
“Adov", ("Christ is raising Adam from Hades")!, Adam and Eve are standing
on the left side and Christ, holding a scroll, grabs Adam from his wrist. The
scene takes place on the stomach of a huge figure of Hades, who is depicted up-
side down- his head on the front and his feet are revealing behind the Christ's
mandorla?. Consequently, it seems that the three persons of the scene balance
themselves. Especialy Adam, with a shorter figure than Eve, moves his feet
towards Christ and his body to the back, with a gesture which declares his
forceful movement out of Hades. Behind him Eve is camly standing, watching
the scene. The only differences with the fol. 63" are that in that setting there are
no flying demons and the inscription says "Another Anastasis of Adam'2,

Those extreme pictures, especialy in the manuscripts, are probably a
part of the various reactions to the Iconoclasm and a procedure in order to
indicate and form the Anastasis scene. Yet, its illustration has been excluded
from the cycle of the Passion and Resurrection of Christ in the fol. 30" of the
manuscript Paris gr. 510 with the Homilies of st. Gregory the Theologian (880-
883)- a manuscript through which the early Macedonian art can be identified”.
This folio might have been misplaced from the first Oratio on Easter® or it is an
expression of the ideas of that period.

Eastern Illustrations:

The period after Iconoclasm and before the outstanding mosaic cycles
of the 11™ c. the church decoration was kept within fixed, simple limits, which
transferred the dogmas to the viewers with a narrative way, avoiding the
personifications and the exaggerations.

Consequently, during the 10" c. the most common iconography of the
Anastasis was that of the first type, with some changes and the final input of the
scene into the cycles of the Christ's Passion. Christ is stepping either on the left
or on the right, over broken gates and bars of hell, holds a scroll and Adam's
arm on the other hand. In Goreme of Cappadocia, in the Old Tokali Kilise (first

!, Kartsonis supposes that the artist with this inscription, identifies the difference
between the Christ's and Adam's resurrection. Kartsonis, 1986, p. 135. However, it might be the
result of the artist's belief that there is no difference between the two facts.

2, Kartsonis, 1986, pp. 134- 5, Schiller, 1971, p. 54.

3, Kartsonis, 1986, p. 135.

4, Der Nersessian, 1962, pp. 195- 228.

®. Der Nersessian, 1962, p. 218 and p. 225, K artsonis, 1986, p. 141.
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quarter of the 10" ¢.)*, the Passion scenes are depicted in a row leading to the
Anastasis, which acts as an evidence of Christ's divine and human nature,
according to Kartsonis?, but in accordance with Epstein is not presented as the
greatest cycle scene’.

In the New Tokali Kilise (middle of the 10" c.)*, the development of the
scene is obvious. John the Baptist joins the background scenery for the first
time®. As he is commonly named is the Forerunner of Christ, not only in the
earth, but in Hades, as well, where he went and preached. That is why he is
usually depicted with his right hand risen, in a teaching- speech way®. Heis also
considered’ to be the connection between the baptism and the Liturgy.

An early illustration is an ivory door- diptych, in Dresden (middle of the
10" c., fig. 85), which has two scenes; the one with the appearance of Christ to
the women ("Xaipete") and the Anastasis ("'H Avdoraois")®. Chrigt gill holds
the scroll and he is walking over Hades neck, grabbing Adam's hand. Adam
has a rather awkward pose in his sarcophagus, with a long right hand and a
quite fat figure. All the male participants have beard and Eve, who humbly
appeals for mercy, has her hands uncovered.

On a Byzantine Psalter (fragments of which are in Paris, 10" c., fig. 86)
there are two huge sarcophagi®. One of them is like a house, with roof and
window, while its door is broken. Apart from that unique feature, another
gpecia point is Christ's position. He does not seem to be depicted during his
descent into Hades, but his ascent to the upper world. Also, there is not any
mandorla, just series of lines- as the light is depicted- around him. Asfar as the
protoplasts are concerned, we can only guess, that they are those two tiny,

! Epstein, 1986, p. 20ff.

2, Kartsonis, 1986, p. 166.

® Epstein, 1986, pp. 24- 5.
4, Epstein, 1986, pp. 29- 32.
®. Kartsonis, 1986, p. 169.

 He actually prepared the path for Christ. See PG 90, 242B. Koukiaris, 1996- 7, p.
306. In the New Tokali Kilise only the Head of the John the Baptist survives. See Kartsonis,
1986, pp. 172- 3.

7, Kartsonis, 1986, pp. 172- 3.
8, Schiller, 1971, p. 50.
°, Schiller, 1971, p. 54.
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without any particular appearance, persons on the right side, coming out of the
house- tomb.

Echoing the common iconography of the Middle Byzantine period on
the Ettiswil miniature of the Anastasis (Coll. Amberg AS 502), Christ drags
Adam from his tomb, whilst Eve is in supplication. The structure of the scene
as well as Christ's broadly open stride forward could remind, up to an extent, S.
Maria Antiquas fresco’, though the figures of the miniature are in lack of the
overwhelming movements of the fresco.

Citing the most significant monuments of the 11" c., Hosios Loukas in
Phocis (first half of the 11™ c)? is the earliest paralle of the second
iconographic type of Anastasis®. The frontal position of Christ emphasizes the
importance of his action and it is originated in the iconographic tradition of the
eleventh- century manuscripts, such as the Lectionary of the monastery of
Mega Lavra in Mount Athos’. Adam and Eve are in their well- ornament
sarcophagus, Adam is being dragged and Eve stands in the position of a humble
request. He has the common patriarchic figure, as an old, respectful man and
both of them have a conservative pose, which does not enable them to show
their feet. That smplicity is the first step to the overwhelming position of the
following- mentioned compositions. Adam wears white clothes and Eve awhite
cloth with alight red garment over it>. In general, that Constantinopolitan style
is austere and formal, while the figures and the postures are static and
restrained.

!, Weitzmann, 1980, p. 26, fig. 15.

2, A detailed report on the dating of Hosios Loukas see in Mouriki, 1980- 81, pp. 81-
8l.

3, Galavaris, 1969, p. 72. By technical aspect it is mentioned that the formulae of
Hosios Loukas bear resemblance with the Hagia Sophia in Kiev (after 1040) and in the church
of Torcello in Venice (end of the 11" ¢.). Cf. Chatzidakis, 1996, p. 93. A few comments on the
Anastasis mosaics of Hosios Loukas, Monastery of Daphni and Nea Moni of Chios see Bulst-
Thiele, 1979, pp. 452- 3.

4 Chatzidakis, 1996, p. 25.

®. Chatzidaki, 1994, p. 237, fig. 63, Beckwith, 1970, p. 108, fig. 199, Diez E., Demus
0., 1931, p. 85.
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In the monumental painting of the 11" c. Nea Moni of Chios (1042-
1056) follows the first type of the Anastasis’. According to the pictorial
vocabulary of the narrative type, Christ is stepping towards Adam and he
moves forward by raising one foot out of his sarcophagus. Christ holds him by
hiswrist, while Adam raises hisleft hand in a speech gesture. However, Adam's
figure is quite short and his movement is not smart, but on the contrary his left
foot is asymmetrical. Mouriki relates that to an afford of being pictured the
dynamic way of the body's movement, which characterizes the figures of the
mosaicsin Nea Moni? Eveis, as usual, portrayed in ayoung age and she stands
behind him, having her hands raised and covered with her maforio. In the
middle Byzantine art it was important to emphasi ze to the luxury of the cloths,
by depicting them in the right colours and with rich folding. It is noteworthy
that Eve wears red clothing with golden, quick stripes®, as a part of the adamic
typology, since it is frequently met Chrigt, Virgin Mary and the kings to wear
the same kind of cloth®. Additionally, one big, square sarcophagus surrounds
both the protoplasts. That sarcophagus as well as the Daphniou one, are situated
in such a way in order to have a deeper perspective, whilst in Hosios Loukas
the sarcophagus is concurrent and it is similar to a short, ornament wall.

In the Monastery of Daphni (end of the 11" c¢.)° the need to encourage a
straight transfer of the theological meaning of the scene to the believer is
observable. That happened by putting the Crucifixion and the Anastasis closer
to the viewer, on the eastern wall of the north and south side of the architectural
cross’. In Daphni there is the same pictorial form asin Nea Moni. Nevertheless,

!, Mouriki, 1985, p. 147. Nea Moni of Chios is the first eleventh- century monument
with the most completed iconographic cycle of the important liturgical feasts, starting with the
Annunciation and ending with the Anastasis (ibid., p. 222).

2, Mouriki, 1985, p. 246. Cf. Chatzidaki, 1994, p. 239, fig. 78- 81.
%, Diez E., Demus O., 1931, p. 84. 1.

4 Moreover, some saints of the inner- narthex, Anna and Daniel, Mouriki, 1985, pp.
262- 3.

® Its dating at the end of the 11" c. Is supported by the Comnenian style in some
elements of the mosaics and their connection to the Sicilian mosaics of the 12" ¢c. Mouriki,
1980- 81, pp. 97- 8.

6, Mouriki, 1985, p. 224, Beckwith, 1970, p. 121, fig. 220. It is interesting to quote a
byzantine ivory with the Crucifixion, depicting Christ to stab with his cross a male figure that
some scholars, as Weitzmann, identified him as Adam. Yet, according to the persuasive
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the composition performs partial aterations, dimmer and taller figures, better
lines on the pleats'. Moreover, John the Baptist has a more central role and
some ancient elements are observed, such as the personification of Hades lying
under the feet of Christ. Adam and Eve are on the left sidein front of the kings.
Christ's move is the same as in Nea Moni, even though his right foot is visible
and Hades grabs his left foot, probably in order Hades desperate position to be
indicated. His figure is a mix of the "profile and the three- quarter poses'?, in
such away that he seems to turn indirectly- atotaly Hellenistic pattern. Eve's
supplication becomes humbler by her dramatic facial expression.

In general, in Hosios Loukas the lineal elements and the static character
of the mosaics are the points, which demonstrate a removal from the
classicizing style. That tense becomes more obvious in the Nea Moni of Chios
and finally in Daphni the harmony between the lineal and the painting elements
reinforces the focus on man, as an organic whole and on the psychologica part
of the situation. As well, Adam's clothes in those monuments have a red stripe,
being drawn on the inside cloth. A speculative interpretation could be relevant
to adamic typology, involving a connection with Christ and red, as a roya
colour.

A close pardlel to the Anastasis illustration of Daphni is met on the
Catherdal of Santa Maria Assunta at Torcello (11" c.)’, though Adam has
already stepped out of his sarcophagus and he is depicted as having an
overwhelming forward motion with his standing stance. The same paralel with
the Nea Moni of Chios and the monastery of Daphniou appeared in a great
number of manuscripts of the 11™ ¢.#, such asin the Lectionary A- 648 in the
Ingtitute Kekelitze, in the Lectionary, cod. 587, and the Homilies of Gregory,
cod. 61°, in the monastery of Dionysiou in Mount Athos', in the Gospel of the

analysis of Frazer (1974, pp. 153, 61) the figure corresponds to Hades and one of the parallels
she uses is the presence of the stabbed Hades and simultaneously the raising Adam in the
mosaic of Daphni.

!, The figures and the pleats have been probably inspired by the ancient Greek statues,
Chatzidakis, 1956, p. 21.

2, Diez E., Demus O., 1931, p. 77.

3, A study about the tesserae used for the mosaics, as well as their chronology and
restoration process, see Andreescu- Treadgold I., Henderson J., 2006, pp. 87- 119.

4, Mouriki, 1985, p. 147.
®. Mouriki, 1985, p. 147. Cf. Galavaris, 1969, p. 194.
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Bibliotheque Nationae, par. gr. 74 and in the Lectionary of the Morgan
Library, cod. 639, in New York. Yet, anumber of miniatures, belonging to the
first type, demonstrate the development of the parallel, in spite of not having
undergone significant aterations’. Christ moves and bends towards Adam,
while in Palaeologean art he is surrounded by a mandorla with rays, a motif of
that period®. Moreover, we quote a medallion with the picture of Anastasis
(Sardis, Acropalis, first half of the 11" ¢.)*, since it seems interesting how faith
and specifically the doctrine of Resurrection was an inseparable part of the
everyday life.

A sobering influence from the Western art was observed on the
Anastasis mosaic of the Church of Anastasis in Jerusdem (11" c.), which
follows, up to an extent, the middle Byzantine stylistic formulas and at the same
time Bulst- Thiele notes the link between the inscription of the illustration and
the Vesper of the Assumption Day®. In asimilar manner the frescoes of the 12"
c. in Serbia emphasises the role of Adam and Eve on the Resurrection, having
an overtone to the wavy garments and motion, such asin Kurbinovo®.

The Anastasis miniature on the Queen Melisende’s Psalter (1131- 43)’,
though the manuscript has a connection with the western liturgical tradition,
displays Byzantine iconographical elements. Adam's stance is amost similar to
Nea Moni of Chios and Christ's posture as in Hosios Loukas. Y et, Eve, though
in the position of supplication, has her hands uncovered, an element coming
from the Macedonian art, which was culminated in the Western artistic
expression.

A notable connotation is presented on the compilation of the six
Homilies on the feast- days of Theotokos, copied by Jacob the Monk of the
Monastery of Kokkinobaphos (Vatican, Bibliotheca Apostolica Vaticana gr.

! Eller, K., Wolf, D., 1967, fig. 59.

2, See alist of miniatures in Galavaris, 1969, p. 71. Cf. a Psalter (Vatican Library, 752,
fol. 44", 11" c.) Aivalov, 1961, p. 42.

3, Galavaris, 1969, p. 71- fig. 454.
4, Foss, O., Scott, J. A., 2002, p. 621, fig. 4.

®. Bulst- Thiele, 1979, pp. 450- 2. A discussion on the particular illustration and its
influences on the similar Romanesque architectural structure of the chapel of St. Jean of Le
Liget (11" ¢.) see Munteanu, 1977, pp. 71- 80 (esp. p. 32, p. 35).

6. Millet, 1954, pl. 85.1.
7. Buchthal, 1957, pp. 1- 3, pl. 9.
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1162, fol. 48", 1125- 1150, fig. 87)*. The Anastasis miniature divides the event
of the Anastasis in two episodes, on the upper part is depicted Christ's
descending into Hades, where al the figures stand nude on a black background.
On the middle part, the actual incident of the Resurrection is occurred,
following the typica Byzantine structure, though their nakedness attest a
western trend. It is noteworthy that all the figures are moving towards a
paradisal environment, filled with trees and flowers.

A typica example of the iconographic and stylistic middle Byzantine
grounds of the Anastasisis met on an epigonation (Athens, Byzantine Museum,
end of the 12"- beginning of the 13" c.), the figures of which are characterized
by their calm movements?. While Adam in the epigonation is depicted on his
sarcophagus up to his chest, on the analogous fresco of the church of Hagioi
Anarguroi Kipoulas (1269), he is stepping with his left foot out of it3, an action
rather common for the Byzantine iconographic preferences.

On Byzantine art, the scene of the Anastasis is often met on the
Dodekaorton®. For instance icons from the Monastery of Sinai from the end of
the 11™ to the beginning of the 13" ¢°, in the monasteries of Mount Athos®, or
Byzantine icons on the Western Europe’, which however have been under a lot
of discussion and since we do not have anything to add, we do not intent to
conclude them within our thesis.

! Mouriki, 1980- 81, pp. 102- 3. For the Vaticanus gr. 1162 see Hagiographi
Bollandiani- D€ Cavalieri, P. F., 1899, pp. 100- 2.

2, Sotiriou, 1933, pp. 108- 20. An identical iconographical approach is met on a
metalic icon of sculpturein relief from the Museum Kanellopoulou (Athens, end of the 12" c.),
which was presented on an announcement on the 29" Annual Symbosium of the Byzantine and
Postbyzantine Archaeology and Art (Athens, 15- 17 May 2009), Skampavias, 2009, p. 110.

%, Drandakis, 1980, p. 109, fig. 30a, 31a.
4, Kitzinger, 1988, pp. 51- 3.

®. Bokotopoulos, 1995, p. 195, fig. 18 and p. 199, fig. 34- 37 respectively. Cf. about
some Syriac miniatures of the Crusader Kingdom in East in Doumato, 1999, pp. 245- 7.

6, We cite here miniatures from the Monastery of Iviron, such as the Tetraevangelion,
cod. 5, fol. 360a, 13" c. (Gaavaris, 2000, p. 59, fig. 40).

7. Krickelberg- Piilz, 1982, pp. 69- 71, fig. 36b.
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Western Illustrations:

The earliest western example is a silver reliquary cross from the days of
Pope Pascal | (817- 824)*. The two participants on the scene, Christ and Adam,
are stepping quickly away from the dead. That fact is reinforced with the
depiction of the Cross in Christ's hand. This iconographic formula actualy
connects the Crucifixion and the resurrection of the mankind and it was
widespread in the eastern illustrations, especialy from the 11" c. onwards.
Even though the figures are shorter than other illustrations of that period,
probably because the available place was smaller than of afresco, their moveis
swift and sharp. Also, they are beardless and their facial characteristics are big,
austere, inelegant, while Adam's right hand is abnormally long. In addition,
neither Eve nor Hades takes part in the scene. Additionaly, it could aso be
suggested that the scene is mostly focusing on Christ's ascent with Adam to
paradise, as his re-entrance.

In an ivory box in Wirttembergisches Landesmuseum (Stuttgart, 9" or
10™ ¢.)? Eve does not participate in the scene and at the same time Adam is on
his knees and he is coming out of his sarcophagus. Christ is portrayed walking
towards Adam, over the remnants of Hades- its personification and its gates, as
in the later eastern illustrations of the 11" c. Around them, there are four
sarcophagus in both sides and two persons in each one, in the pose of
supplication. They are being raised with Adam, reinforcing the eschatol ogical
belief on man's resurrection in the West, too. The whole scene is dense and
symmetrical.

The Stuttgart Psalter, from the north of France (ca. 820- 830, fig. 88),
depicts Christ beardless with his staffed- cross, running towards the gates of
Hades®. His movement is rough and violent and his step is abnormal. An angel
follows him; the doors are big, reminding us the gates of a castle. On the left
corner there is a black monster, probably Satan, while we only suppose that
Adam and Eve are thefirst two naked persons.

A sequence to the older eastern iconographic patterns, with an emphasis
on the meeting between Christ and Adam are noticeable in a sculpture of
Basilewsky- Situla (London, 980)*. Christ, over the gates, has a rushed move
towards Adam. He holds his Cross, while around him there is a mandorla and

! Kartsonis, 1986, p. 85, Schiller, 1971, p. 51.
2, Schiller, 1971, p. 50.
8, Schiller, 1971, p. 56.
*, Schiller, 1971, p. 59.

205



behind it two persons, probably angels, are watching the scene. Adam is
depicted on his knees, exactly as it was previoudy described in the eastern
illustrations. The viewer can barely see Eve, behind Adam, since only her head
isvisible. The uniqueness of the composition is the second incident on the right
corner; an angel, looking at Christ, is fighting with the personification of Hades.

The soteriological message of the Anastasis in West is more widely
circulated in the sculptures of that period. That is often demonstrated by
depicting the Crucifixion and next to that the Harrowing of Hell. Such an
example is the ivory box in Rome (ca. 1070- 1075)%. Apart form the
protoplasts’ nakedness, the compilation derives from the eastern pictorial type.
They are dragged by Christ and we suppose that they are over the broken doors
of Hades or maybe their sarcophagi.

An extremely unique group of miniatures is that from the south Italy,
known as the Exultet Rolls between the 10" and the 11" c¢. To some extend,
those manuscripts are influenced from the liturgical eastern tradition; but they
mostly represent the Latin technical and iconographic tools, in connection with
the western theological views about the resurrection of the dead?. In the Exultet
group, the Latin belief that the characteristic of Hades is fire and pain, since
Adam has had to subject a penalty for his disobedience, becomes an element of
the Harrowing of Hell scene. Adam is being burned in the fire, while Eve, next
to him, has her hands in supplication’. The particular motif could be
characterized as having a combination with the order of the Last Judgment.
Apparently, the resurrection is not so intensively emphasised as the penalty of
Adam. His punishment is actually personalized, meaning that since Adam has
committed sins, he is subjected a penalty. Thus, according to that aspect, the
Anastasis does not concern al the human beings, but only the protoplasts. On
the contrary, the eastern culture does not consider the situation in Hades equal
with that in Hell*, probably because, theologically speaking, the idea of the

!, Schiller, 1971, p. 62.
2, Schiller, 1971, p. 58.

3, Kartsonis, 1986, p. 85. The pattern that Eveisin supplication is not unknown for her
figure, even from the scenes of the Genesis, such as in Junius 11. That begging stance does not
reinforce any feministic aspects, since Adam seems to be under the entirely burden of the blame
and he himself undergoes through the punishment.

4, Kartsonis, 1986, p. 84. Cf. in the Byzantine topography hell is in the lower place of
Hades, Hyppolytos, Liber adversus Graecos, PG 10, 800A, st. Gregory of Nyssa, De Anima et
Resurrectione, PG 46, 68AB.
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resurrection does not fit with the belief of the severe punishment. A totaly
western feature is the delineation of the protoplasts. They are both naked; that is
probably connected to their nakedness before the original sin. Probably after
there are being saved by Christ they were again in the former situation; as they
were in paradise. It seems like the clothes represent sin and death. Eve is
always depicted as young, while Adam is sometimes beardless or with long or
short beard. Moreover, in the earlier Exultet Rolls, only 2/3 of their body is
illustrated, while later they are totally depicted.

Another very interesting element of the western illustrations is the use
of the Cross. Apart from connecting the Crucifixion and the Anastasis, it isaso
used as a weapon upon Satan'. That can be noticed in the vigorous and forceful
way of Christ holding it during his descent into the realm of dead. In the
Stuttgart Psalter Christ, who is being accompanied by an angel, holds the cross
and he attacks against the door of Hades. In other cases, such asin some Exultet
Rolls, the artist depicts the two explanations of the cross in two different
episodes. In the first one, he attacks to Satan with a lance or with a cross-
staffed lance’. In the Exultet Roll in Benevent (981- 987), Christ in his
mandorla and two angels with him, drags with his lance Satan from the neck. In
this miniature Satan is chained®. In addition, he and another figure as well, are
depicted like black monsters, being in the middle of the flames. In the Exultet
Roll in the Gageta Cathedral (around 1100, fig. 89ab)*, his mandorlais acircle,
having also two angels around him. However, the Satan here is a dragon,
reminding us the Mouth of Hell>. In the second episode, Christ holds a cross —
more or less ornate- with hisleft hand and drags the protoplasts from the flames
of Hell with hisright hand, asin the Exultet Roll in Monte Cassino, Capua (11"
c.)®. He is walking towards, without looking back, imitating his position in a

LIt isnot clear the origin of the Cross, eastern or western, since there are not surviving
illustrations with the cross in the East before the 11" ¢. See Kartsonis, 1986, p. 86.

2, Kartsonis, 1986, p. 86.
3, Schiller, 1971, p. 57.
4, Schiller, 1971, fig. 130.

5. Schiller, 1971, p. 58. A combination of the two episodes in one, having similar
stances and outfits is met on the fresco of the crypt of the church of St. Nicolas in Tavant
(France, 12" ¢.). See Ainaud, J., Held, A., 1963, p. 16, fig. 58 (fig. 95).

6, Schiller, 1971, fig. 129.
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silver reliquary cross in Vatican (820)*. Furthermore, in Benevent there are on
the left two sarcophagi with two mummies in each, who are watching Christ's
advent with the protoplasts. That comes from the earlier eastern illustrations;
however, it is excluded in the later Exultet Rolls. Another special element that
can be noticed is that Adam and Eve are in their sarcophagus and the flames of
the Hell areinit, while later on, they are only surrounded with flames.

An Exultet Roll (now in Manchester, around 1000), forms a unique
presentation of the descend into Hades, following the Catalonian pictorial
tradition of the Middle Ages’. The scene has also two episodes. The firgt is
about the victory over Hades; Christ is standing over the personification of
Hades, holding a cross staff and the scroll. The two main figures of the scene
are surrounded by architectural structures. The buildings on the left and the
right side are full of dressed people, being in the supplication. The second
composition, which probably combines the Harrowing of Hell and the Last
Judgment, has unusual elements; Adam and Eve are depicted in 2/3, dressed
and are being removed from their sarcophagus. They face the viewer, with a
guite emationless rigidity. Completely new is the picture of a great number of
dressed people behind Christ, who watch the scene of the salvation. On the
other side there are people, who are packed without any order and their clothes
are closely- knit, like mummies. It is claimed?® that the first group is those who
have been saved and the second the previous situation, the condemnation. On
the right down side there are the portraits of two kings. Hades is till lying
chained under the feet of Christ. On the scene there are buildings and
ornaments, in the same style as the previous episode. In both compositions
Christ has no mandorla around him.

Despite imitating the iconographic forms of the 9" c., a miniature from
Reichenau, now in Hildesheim (1018, fig. 90) adjusts some western features on
the scene’. Hades is as a monster on the lower part, flames around the
Protoplasts, naked people. On the other hand, Adam and Eve are dressed, even
though Eve has uncovered her huge hands. Their facial characteristics remind
us the Stuttgart Psalter, while surprising is the non- white colour of Adam's
skin. Beardless Christ in a mandorla stoops to grasp them.

!, Schiller, 1971, p. 58, fig. 109.

2, Schiller, 1971, p. 58.

8, Schiller, 1971, p. 58.

4, Schiller, 1971, p. 59, Von den Steinen, 1965, p. 258, fig. 191.
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The iconography of the fresco in S. Angelo in Formis in ltaly (1072-
1087, fig. 91) follows the destroyed up- to- a point carolingian fresco in
Mustair, having some Byzantine elements’. Wide lines surround the
composition, having as a result the felling that the persons appear through
rocks. Even though Christ steps over Hades with a dight inclination to the
front, dragging Adam with his right hand and holding a stick with a cross on the
top with the l€eft, the Protoplasts are depicted in an unusua way. They are both
naked and they are arisen from a hole. Adam has very long hands, white long
hair and beard, while a fear is obvious on his face. On the contrary, Eves hands
are short, having sweet and beautiful facial characteristics. Moreover, as it is
usual for the 11" c. in the East, John the Baptist, the kings and people take part
in the scene. As far as their nakedness is concerned, the fresco bears
resemblance to the above- mentioned Exultet Rolls. In genera that fresco, in
spite of following the western iconographical forms, it also has eastern
elements, such as the clothes and the movements of the participants.

The presentation of the scene in two episodes is also met on an
Metallantepentium from Oelst in the National Museum of Copenhagen (12" c.,
fig. 92)% On the l€ft, it is the descent and the victory of Christ over Hades. On
the right it is Adam and Eve's salvation. On the first scene, Christ blesses the
personification of Hades. He is gitting chained in front of a column, around
which there is a snake. The contraposto pose of Christ, the fact that he holds
both Adam and Eve and their long- length and stretched bodies as well
characterize the scene as austere and emotionless. Christ has a dominant,
moving figure, Adam moves towards his Redeemer, but Eve is totally static.
However John the Baptist also helps the Protoplasts. He is recognized by his
halo and his move to push Eve, in order her to be saved. Although it is not
common for the western art to depict him on the Harrowing of Hell, that period
in the East in the scene of the Anastasis lots of named people take part, as John
the Baptist. Thus, there is a degree of resemblance, even only in the
participation and not in the technical forms.

It is noteworthy that there is a tendency to depict two relevant scenesin
the sculptures, in order to emphasize their meaning. Apart from the above-
mentioned composition, there are examples with a combination of the
Resurrection of Christ or the visit of the women to his tomb with his descent
into Hades. Such a sculpture is a German ivory Platte (now in Leningrad, 12"

!, Schiller, 1971, p. 56. Also see the short notice about the decoration on St. Angelo on
Enckell- Julliard, 2007, p. 78.

2 Schiller, 1971, pp. 59- 60.
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c.)®. On the first scene the angle and the three women are surrounded by a
buildings, like a castle, while in the second one Christ is standing in a higher
level, like a hill- instead of Hades or the doors. Adam and Eve seem to have a
guick movement towards Christ and both of them are naked. The unique is that
Eve is in the front in supplication, while Adam follows, being dragged. The
performance of the Hell seems to be with flames.

Similar combination but in another way of depiction can be observed in
an ivory font in Freckenhorst (12" c¢.)2. The composition takes place in a frame
with columns, an apse and a limited scale tower. Probably because of the lack
of space, the artist has combined three scenes, in a short way: Christ's
resurrection, his victory over Hades and the salvation of the Protoplasts.
Representatives of the first scene is the angel, sitting on the right, while for the
second one, Hades, on the left corner, as a monster with chains around him. Our
main interest is the scene of the Harrowing of Hell in the middle. Christ on the
right side holds a cross and steps over the door of Hell. Hisfigure is bigger than
those of the protoplasts on the left side, who are amost tiny. However, their
nakedness and their move are observable. They come out of a building with a
large door and Adam has his one foot out and one in it- asit is often depicted in
the eastern illustrations.

During the 12" c. in the West, even though there are a few elements of
continuation of the above- mentioned norms, a number of amendments are also
noticed.

Indicatively, it is cited here the Liutold Gospel, in Wien (12" c., fig. 93),
as a representatives of the art in Austria (Salsburg school)®. The composition is
more static and flat than the previous examples. That means all the participants
are standing amost at the same level. Christ is being followed by angels, holds
a staffed- cross with a flag on the top. That flag bears resemblance to his flag,
during his resurrection from his tomb- a mostly western picture. Adam and Eve,
naked once again, are coming through a rocky apse and a place where Hades
and lots of snakes are illustrated.

In a Gospel of the Herzog- August Library in Wolfenbittel (1195) the
dead people, Hades and the flag in Christ's cross are western, however, the
pictorial forms of the protoplasts and Christ are eastern®. Christ is hovering over

L, Schiller, 1971, p. 62.
2 Schiller, 1971, p. 62.
3. Schiller, 1971, p. 59.
4. Schiller, 1971, pp. 60- 1.
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the dead in his mandorla, which is like a cloud around him. Adam and Eve are
dressed; especially Eve has her head and hands covered, as in the eastern
archetypes.

As far as the monumental iconography of the scene is concerned, it can
be said that it is not rich in the western Christian art. The fact that it is
sometimes depicted in the cycles of the churches means that the artists of the
particular place were influenced by the East.

More Byzantine features can be adduced in some western illustrations
of the 12" c., such as the the atar of the monastery of Neuburg (1181, fig. 94)".
The iconographic patterns are Byzantine; Hades under Christ's feet, the
protoplasts coming out of their sarcophagus- not out of the Mouth of Hell,
Christ with his contraposto position and his double cross- instead of the flag,
holding not only Adam but Eve as well- as in the eastern illustrations of the
particular period. Hardly somebody can he redlize that thisis a western picture;
only from the Protoplasts nakedness and the L atin inscription around the scene.

An additional example with eastern forms is the fresco in the crypt of
St. Nicolas in Tavant (middle of the 12" c., fig. 95)% Christ holds along cross,
while his clothes, his position and the dragging of Adam seems to have
undergone eastern influences. Y et, there are also western points, such as the tall
and naked figures for the protoplasts and the black monster that stands for
Hades. Another fresco is that in New Testament cycle in St. Maria Lyskirchen
in Cologne (1250, fig. 96)°. The only eastern elements are the personification of
Hades, who moreover wears a crown, like a king and the participation of John
the Baptist behind the protoplasts. On the contrary, Christ is dressed as usual in
the depictions of his resurrection in the West, holding a cross with a flag and
dragging Eve and not Adam. It is unusual to see Eve in the front, as the central
protagonist and Adam at the back, where only his head and his arm are visible.
Eve is dressed in a cloth around her body and she has long, beautiful hair. The
realm of the dead is drawn as a castle full of flames. A tantalizing thought about
the particular parallel would be the putting of the blame on Adam and not on
Eve, who is firstly saved and she seems like a contemporary lady. Apparently,
as having aready commented on the Exultet scene, it is ailmost impossible the
artist of the thirteen century to put through misogynistic ideas, as some scholars

!, Schiller, 1971, p. 60. The altar has influences from the Byzantine iconography and it
isread as akind of Byzantine barogue with manieristic elements, having pictorial impacts from
the Norman monuments. See Dittelbach, 2003, pp. 162- 3.

2, Schiller, 1971, p. 61.
8, Schiller, 1971, p. 61.
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suggested for some western monumental example, such as the creation in San
Marco.

A uniqgue illustration comes from a Psalter in Munich (second half of the
13" ¢.)*. Christ with his cross- flag drags Adam with a quite slight movement.
The scene takes place in a big room with architectural ornaments. That room is
separated in four levels, on the upper one there are naked the Protoplasts and
another person (probably John the Baptist, athough beardless) totaly
emotionless. Eve's hair follows the hair- style of the Middles Ages. A uniquely
different element is the clothes and hats of the people in Hades, which actually
represent the various social classes of the era.

Soecial cases:

Mouth of Hell: A very specia group of the western tradition of the
scene is that of the resurrection of the protoplasts from the Mouth of Hell.
During the Monastic Reform of the 10" c. in Great Britain, the artists presented
the entrance of hell, instead of the eastern rocky topography, as a disembodied
head of a monster with a huge mouth? It is usualy on the ground of the
illustration, opened widely in order all the other figures to be contained in it; it
isthe place for the damned, for spiritual torture and pain®.

Our first example is the Cotton Psalter (London, British Library, C. 6,
fol. 14", 1050, fig. 97)*. The composition is centralized on an extremely largein
size figure of Christ, whose movement gives vividness to the synthesis. His
inclination to the front is acute, deep and unrefined. However, the message of
the scene indicates more the soteriological meaning of his descent into the
realm of dead than his victory over Hades’. The gates of the realm of dead are
open behind him and Hades is lying under him, as half man, half animal, while
there isa small dragon on the down- left corner. Moreover, there is not any kind
of mandorla around Christ and he holds neither a cross or a lance, but he lifts
Adam with hisleft hand and he blesses Eve with hisright one.

L, Schiller, 1971, p. 59- fig. 150.
2 Schmidt, 1995, p. 13.

%, The Mouth of Hell passed into the Medieaval drama, as a "place next to a pageant
wagon or on a scaffold”, without loosing its first meaning up until today. See more information
in Schmidt, 1995, p. 14.

4 Schiller, 1971, pp. 56- 57.
5, Schiller, 1971, p. 57.
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Adam and Eve can be distinguished among the other figures, since they
are the only with clothes on them. Adam has a full- length portrait, with a dress
up to hisknees. Eve wears along dress and her head is covered, asit isusua in
the eastern forms. The other three people are naked, begging for salvation.

Almost a century later, the Mouth of Hell is enlarged and placed usually
on the right side of the composition, in such a way that Christ is not the
dominant figure. In the Winchester Psalter, C. 4, fol. 24", an Anglo- Saxon
manuscript (British Library, 1150- 1160). Adam and Eve are totaly
recognizable, in front of a group of people. Eve is aready beside Christ,
looking at the Adam's salvation, who is stepping out of the mouth of hell. They
are both naked, asit is used to being portrayed in the West.

During the next century the protoplasts are grasped out of the Mouth of
Hell, which is pictured on the left side, as well. As a representative example we
cite a Psalter from Thiringen, in Stuttgart (1210- 1220, fig. 98)'. Christ's
contraposto pose emphasizes the fact of the Resurrection. That is indicated
more by the illustration of the other people, who step out of the Mouth with
Adam.

Nevertheless, at the same period we notice miniatures where Christ's
victory over Hades is the initial aim: the Albanipsalter in Hildesheim (first half
of the 12th c., fig. 99) and the Arundel Psalter in the British Museum in London
(end of the 13th c., fig. 100)2. The background of the scene is the Mouth of
Hell, but there are also Hades, demons and broken doors. Even though the
patterns are in both illustrations western, in the first one their hair are black,
while in the second white. In both of them Adam holds Christ and Eve is in
supplication.

Both Christ's Resurrection in the western form and the Harrowing of
Hell are depicted in a miniature of a Psalter in New York (second half of the
13" ¢.). The composition combines the Mouth of Hell with a castle with open
doors as the topography of Hades. So, Adam seems to step out of the mouth,
while Eve appears to get out of the castle.

Adam- Eve are not depicted: A merely proof that the western art follows
the western theological view on the resurrection is that there are a number of
cases that the protoplasts do not take part in the scene. Indicatively, we cite a
Catalonian illustration in Beatus- Apocalypse in Gerona (975), which pictures

!, Schiller, 1971, p. 60.
2, Schiller, 1971, p. 61.
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the Hell in three levels with different colours'. Starting from the bottom, it is
the Hell; a black Satan in the middle and damned, naked people around, in
several positions. Above that is the pre- stage of Hell, that of the purification;
only four people are sitting there in the pose of supplication, looking at Christ
above them. Between the middle and the upper zone, Adam is sitting, being
saved by Christ. He is naked, beardless and emotionless. At the top of the
picture, there are the broken gates, Christ and another person, probably an
angel. Eve cannot be seen anywhere.

A combination of the episodes of the Christ 's victory and the salvation
during the Descent into Hades is presented in a miniature of a Echteracher
Perikopenbuch from the dates of Heinrich 111, now in Bremen (1040)2. It is an
absolutely western illustration, when there are plenty of satans tied up with a
rope and a number of naked people in the fires of Hell. They beg Christ to save
them. However, the protoplasts are not recognizable by a specia feature or a
front place in the scene.

Our short reference to the theological and liturgical definition of
Anastasis, as the mgjor event of the Orthodox Church is accompanied by the
iconographic analysis of the relevant scene. It is interesting the fact that the
western artistic look has faced Hades as the actual Hell and they depicted the
protoplasts between Satan and its fires. The conclusions that such a pictorial
trend may lead the researcher are developed on our Conclusion, combining
them with the specific examined scenes of Genesis.

L, Williams, 1994, p. 53, fig. 23, Schiller, 1971, fig. 136.
2 Schiller, 1971, p. 59.
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APPENDI X

Visual language on the protoplasts™ story

I. Adamic typology

It is a significant point for the theological approach of our subject to
analyse briefly the adamic typology, meaning the antithetic parallel between
Adam and Christ, Eve and Virgin Mary".

!, Apart from the adamic typology, there are a number of symbolical elements in the
Genesis exegesis, Kruger, 2001, esp. pp. 429- 34, pp. 439- 40. Cf. Benko, 1993, pp. 237- 45.

Cf. TRIODION, Kathisma, Matins of the Sunday of Palm Sunday, p. 383, "wt#jg, 0
eig TOv xdouov éA0dv, to0 odoar tov Addu, €x TG doyaiag dodag, TVEVUATIXDG
yevouevog, pildavlowrme, véog Addu og evdoxnoag”, ("Saviour, you came to our world to
save Adam from the ancient curse and you became the spiritual Merciful, the second Adam "),
TRIODION, Stichera Prosomio, Vesper of the first Thursday of the Lent, p. 120, "Odroc
EEvOnae 1] ExxAnoiq v gyxodteiav, tyv év Edéu moté Addu dxpooiav, moddéiiov
énxtilovoav- Odvatov uev Exelvy émewoijyaye toic Pootoic, dAl ovtoc d¢ldoTtwe
ExfAvLer, v dBavaoiov TQ xOoouQw, &g €x INYNHG dAing tijs tov Ilagoadeioov, 1]
XOATOXEVDOEL, TOU 000 Cwngovtov aiuatog, ouod te xral voaros: d0ev 1d mdvTaQ
ECwomouOn", ("Great are the wonders of the Cross! It planted abstinence firmly in the church
and uprooted Adam's lack of it in paradise. One tree in Eden brought death to man, but another
(on Golgotha) granted eternal life to the world. The Cross is the fountain of paradise which
released your life-bearing blood and water. By your Cross, gladden our lenten joy, God of
Israel who possess great mercy"). Especially, during the Akathistos Hymn, which is devoted to
Virgin Mary, there are hymns relevant to the Protoplasts misdeed and to the mediation of
Virgin  Mary; TRIODION, Troparia of the Akathistos Hymn, pp. 322- 3
(www.goarch.org/en/chapel/liturgical texts), "Xaioe, t00 meaovrog Addu 1 dvdxdnoig:
yaioe t@v daxpvwv tjs Evas 1 Avtowois”, ("Rejoice, the restoration of Adam the fallen
one; Rejoice the redemption of downfallen Eve's tears'), "Xaipe mapadeioov OQvodv
dvowtiiowov" ("Rejoice, key to the doors of Paradise"), "Addu émavopOwoig, yaioe
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In the New Testament, it is repeated that the protoplasts are the first
human beings in the earth, who have to be renewed and with them all the
people'. Generally there are passages, concerning the connection between
Christ, who is the Savour of the world, representing life, obedience, justice, and
his prefiguration?, Adam, who was a representative of death, disobedience and
punishment. He offered himself in order man to live again the missing
Eucharigtic life as a new man®. Apostle Paul has mentioned that as with Adam

IapBéve Oeovvugpe, oV "Adov 1 véxowais", ("Rejoice, Virgin Bride of God, the restoration
of Adam, the mortification of Hades").

Cf. in the RCatholic liturgical act for instance in MISSALE ROMANUM, p. 175- 6,
"Qui pro nobis aeterno Patri Adae debitum solvit: et veteris piaculi cautionme pio cruote
detersit".

Cf. in general about the artistic typology Schade, 1966, pp. 125- 9.

. All the people in the earth originate from Adam Acts 17: 26- 27, the genealogical
tree of Christ ends in Adam- sixty- two generations between Adam and Christ. See Luk 3: 38
and also Greek Fathers st. Cyril of Alexandria, Glaphyra in Pentateuchum, PG 69. 40B. Cf.
Nielsen, 1968, p. 13. The difference between Adam who impatiently tried to become God and
Christ, who did not consider his relationship to the Father a chance of abuse, Phil 2, 6- 8. Cf.
Barrett, 1962, p. 16. In 1 Cor 15: 44- 49 Adam was created "in living being" ("eic yvynv
Caoav"), the last Adam was made "a life- giving spirit" ("eis nvedua Swomotovv"), st. John
Chrysostomus, De mutatione nominum, PG 51, 130. That means, to Adam it was given life and
al the people after him are earthly, while Christ offered the spirit, the source of life and
people's life became spiritual. Paul did not imply that Christ has had no body or that Adam has
had no physical existence. It is pointed out that Adam came from earth and has had soul (Gen 2:
7), while Christ came from heaven (1 Cor 15: 47). Adam, with his denial, gain pain and lost
God's grace, but Christ brought justification and life for all human beings, Rom 5, 12- 21.

2, "Typos' is the Greek word, which is used in order to identify episodes or persons
that appear to prophesy later events. For the typology Adam- Christ see Kittel, 1953, pp. 142- 3.
See Rom 5, 14 "Adam, who is the type of the one who was to come". Comments on the Romans
epistole see st. John of Chrysostom, Commentarius in Epistolam ad Romanos, PG 60, 473- 84,
esp. 475 about the New Adam.

3, Schmemann, 1965, pp. 37- 41.

Cf. MENAIO of December, 25" December, Matins of Christmas, the canon, 6™ Ode,
2" troparion, "Néov €& ‘Adau mawdiov pvoduaroc, téyn Yicc", ("A new son, from Adam,
was born"), ibid., Qikos, "Trv Edéu BnOicéu fjvoie, devte idwuev- Tiv 1oudnv v xovdij
eloouev, devte Adfwuev, 10 t00 Hagadeivov &vdov 100 Zrnlaiov. Exel épdvy ila
anétiotoc, fAactdvovoa dpeow- éxel V0N Poéap avipuxTov, ov meiv Aavid moiv
Ene0vunoev- éxel [1apbévog texovoa Boépog, v diyav éravoey evbVg, v 100 Addu
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the human nature has logt its deification, a new Adam should be the one who
would pay for the sins of humanity, the Redeemer’. Apostle Paul put the
foundations’ for systematic theology by pointed out some of the most basic
principles of Christianity.

The way the term "last or second Adam" ("¢ &oyatoc Adau") was
created and which tradition followed has raised much discussion. Most scholars
support that it was created by Apostle Paul, since there are no other paralelsin

xal Tov Aavid", (" Bethlehem has opened Eden, come and see; we have found again the lost
comfort, come and take the goods of paradise within the cave. There, appeared a root not-
watered, asking for mercy; there was found a well unopened, where David wanted to drink;
there, Virgin Mary gave birth to a baby and immediately Adam and David have no thirst at
all"), MENAIO of December, Sunday after Christmas, Feast of David the King, Vesper, 1%
Stihiron idiomelon, "Tov Oeomdrooa mdvres dvevgnuiowuey, Aavid tov faciléa- éx yao
T00TOV MEOKAOe 0dfdog 1 [lapbévos xai €& avtijg dvatétaixev dvBos XoLotdg, xal Tov
Addu ovv tf Ela éx Tijc ¢pOopdg, dvemddoero o evomlayvos”, ("Everybody we must
honour David the King; from him came Virgin Mary and from her the flower of Christ, who as
merciful, save Adam and Eve from the corruption").

Cf. in the RCatholic liturgical act, EUCHOLOGICUM, p. 238, "Tu Evam in Mariam
redintegrasti. Tu Adam in Christo renovasti". In Antiphonalibus Officii Romani,
EUCHOLOGICUM, p. 855, "Paradisi portae per te nobis apertae sunt, quae hodie gloriosa
cum angleis triumphas', EUCHOLOGICUM, p. 875, "Paradisi porta per Evam cunctis clausa
est et per Mariam Virginem iterum patefacta est". In Ritus Ambrosianus, EUCHOLOGICUM,
p. 971, "redde quod in paradiso Adam perdidit’. In Ritus Cisterciensis (1106- 1109),
EUCHOLOGICUM, p. 1645, "Adam te clamamus exules filii evae". In Anselmus Cant. (1034-
1109), EUCHOLOGICUM, p. 1651, "Ave, per quam occumbentis est Adae surrection. Ave, per
guam primae matris est Evae redemptio".

A characteristic iconographical element is met on the Crucifixion fresco on the former
church of Santi Giovanni e Paolo in Spoleto (by Albert Sotio, 1187, fig. 103), where the blood
of Christ from his feet flows towards the mouth on Adam's skull on the very bottom of the
scene. The skull has its mouth open and it gives the impression that the blood is the means for
itsrevival. Ainaud, J., Held, A., 1963, p. 14, fig. 43.

! 1 Cor 15: 22 "For asall die in Adam, so all will be made alive in Christ". Thisis a
sentence which can be laid in not only a soteriologica and anthropological frame, but in an
eschatological, aswell. Barrett, 1962, pp. 72- 4.

2, It is noteworthy that the, so- caled often by the western theologians, Pauline
Theology deals with Adam in an anthropological way. That is why Paul had a tendency to use
the name of Adam not only for the first human, but also with the meaning of man generally. See
Trummer, 1970, pp. 66- 9, Barrett, 1962, p. 6, Murdoch, 1973, p. 48.
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the Old Testament® or overall in the Jewish literature’. On the other hand, there
is the possibility of Apostle Paul having been affected by Alexandrian
traditions, Philo®, Gnosticism or the rabbinic literature®. However, it may be
midleading to interpret Paul's view as a polemic against the philosophical views
of that period instead of redlizing the need for explaining to Corinthians the
connection between the first man and the Son of God, the nature of the mortal
body and the restoration of the human nature’. On balance, Steenburg
interpreted the early dedication to Christ originated from the notion of Christ's
and Adam's creation according to the image of God and he talked about Adam
worship and Adam Christology, terms which could provoke strong
disagreement®.

This soteriology became the base for an enriched tradition about Adam-
Christ and the renovation of the world’. In the second century t. Irenaeus of
Lyons and Hyppolytus developed the Pauline Theology. Adam was the "typus
futuri" of Christ, who, as "homo spiritalis' saved the world®. It is absolutely

! Nielsen, 1968, p. 77.

2, Sharpe, 1973, pp. 35- 46, where the reference of the second Adam on the apocryphal
text of the Apocalypse of Moses is analysed.

3. Tobin, 1983, Hultgren, 2003, pp. 344- 57, Steenburg, 1990, pp. 104- 5.

4, Hultgren, 2003, pp. 343- 70.

®. Hultgren, 2003, p. 356.

6, Steenburg, 1990, pp. 95- 109.

’. Dobrzeniecki, 1964, p. 386.

Cf. in the Orthodox liturgical act for example in MENAIO of January, 6" January,
Feast of Epiphany, Matins, 1% Ode, troparion a, "Addu tov ¢hagévra dvamidrre, ("Adam
who was corrupted is now refashioned"), ibid., 7" January, Feast of John the Baptist, Matins,
Oikos, "T'® Tvplwbévte Adau év Edéu, épdvy "Hlwog év Bnbleéu... 1 ueuelavouéve
XAl CVVEOHOTIOUEVQ, PAG AVETELLEY dofeotov: 0Ux €Tt avT@ vUE, dAda mdvta fuéoa’,
("For Adam, who was blind in Eden, the Sun in Bethlehem was arisen... from the black and the
dark situation, the inextinguishable light has risen; so it is not any more night, but always
day").

8, De Jonge, 2003, pp. 187- 9, Nielsen, 1968, pp. 14- 5. See Isa 11: 6- 9 and in Ps 22:
21 and Daniélou, 1973, pp. 257- 71 for the prefiguration of the Resurrection, of the baptism and
the eschatological goal in Daniel and the lions. Cf. the text of st. John Damascene, Expodisio
Fidei in Kotter, 1973, pp. 184- 185 (82, 53- 104), about the meaning of the Baptism and the
link between the various baptismal events, water, Adam, Noah and Christ. Maximus the
Confessor also connects the Original Sin with the restoration of the world from the " Second
Adam". Yet, he went a bit further, having pointed out that the new, restored life can be "static",
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interesting to juxtapose Adam's and Christ’s side'. It is also said that the day of
the Annunciation occurred at the same time of the year as the first spring of the
creation, meaning that the protoplasts were actualy gained their salvation
aready from the day of the Annunciation’. Moreover, this typology became a
source for the apocryphal literature about the protoplasts and various
folkloristic motifs have been developed®, making as clear as the biblical texts
the connection of the fall and the Redemption. Obvioudy, Christians have an
inseparable link with their ancestor, understanding the same time the need of
replacing the old man and overcoming the origina sin and its aftermaths by
being helped by the Son of God, who raised them from the dead".

Similar paralelism can be noticed between Virgin Mary and Eve. As
Eve was the reason for the fall, Mary came to redeem her and to put the female
nature into a new frame’. In the Chrigtian literature, Eve is the antithesis and

unless man put into practice the concept of christian love, Boojamra, 1976, pp. 29- 30. St.
Maximus Confessor, Quaestiones et dubia, in Declerck, 1982, p. 50 (Qu. 64, line 10).

!, See the comparative list and his commnets in Nielsen, 1968, pp. 73- 82. In the
pseudepigraphic lives of the protoplast, they are also types of Christ and his Mother. For
example Adam fasts by the river Jordan, where Christ's Baptism took place. Murdoch, 2000. p.
39.

2, Maguire, 1981, pp. 44- 5.

3. For the apocryphal Adambooks, such as Apocalypse of Moses (probably the oldest)
and Vita Adae et Evae, see Murdoch, 1973, pp. 37- 51. For the problematic involving the
origin- is it Jewish or christian- and the date of the Vita Adae et Evae see De Jonge, 2003, esp.
pp. 184- 7. Even in the medieval drama plays, the same actor performed both Adam and Christ,
indicating by that way their connection. See O' Callins, 2004, p. 10.

*.Eph 4: 22, Col 3: 9- 10, Heb 2: 5- 9.

®. Even though, the typology of Adam- Christ is based in the Bible, the parallelism
between Eve- Virgin Mary is not referred. Sometimes the interpretation of Gen 3: 15- 16 is
mentioned to have some typological elements, concerning Eve- Mary, see Murdoch, 1973, p.
48, Clark, Enclyclopedia of Early Christianity, 1997, p. 407. For some researches that text is
not a document of a punishment, since, according to them, she had not sinned. See Higgins,
1976, pp. 644- 5. Furthermore, the passages of Gen. 2: 2-7 and in Luk. 1. 26ff suggests
typologica figures, for example Mary's didogue with the Angel is compared with Eve's
conversation with the serpent. Constas, 2003, pp. 282- 5. Generally about the particular
typology see Benko, 1993, pp. 235- 7, Murdoch, 2000, p. 26. Cf. Gerke, 1967, pp. 106- 8.

Cf. in the Orthodox liturgical act in MENAIO of December, 6™ December: Matin, Odes
6™, troparion a, "@avdrov uév airia 1j Eva tois Bootois, ovuPoviia dpews yeyévyra
Ayvij- ov 0¢ [apbhéve texovoo Aoy tov Adyov, dOavaciog xal Lwrjs mod&evos dpOng”,
("The cause of the dead is Eve, who was advised by the snake; Virgin, you, as having born
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simultaneoudly the type of Mary, a quite popular topic. Specificaly, in the
patristic writings due to Eve we lost our paradise and due to the beneficia
intervention of Mary, man has the opportunity to regain it'. Eve is also
considered to have lost the virginity of her heart through her obedience to the
serpent?, while Mary keeps her physical and spiritual clearness®. Eve was "the
chief of the sin"* and Mary "the chief of virginity"® and she, Mary, expresses the
clarity of the Church®.

Furthermore, in the Old English literature Eve takes part on the
Harrowing of Hell, actually as an alteration of the patristic adamic typology on
Eve and consequently an acquaintance to patristic textsisimplied’. Eve appears
momentarily on the Latin B recension of the Descencus Christi®, reinforcing the
idea of her supporting her role only through her connection with Virgin Mary.
The extraordinary point of that connection is that the Anglo- Saxon tradition
concentrated on their similarities, instead of their differences’.

Logos, are the agent of immortality and life"), ibid., 25" December, Matins of Christmas, the
canon, 3 Ode, troparion a, "O mijc émuvoiacg, uetaoywv tjc dusivo Adau yoixdc, xal
706 pOopav xatoiiobjoas, yvvaweio drdry, Xototov yvvawos fod é5oodv”, ("Adam,
who was fashioned with the dust and he is lapsing into corruption from the woman's deceive, he
is calling Christ through another woman"), ibid., Sunday after Christmas, Liti, Easter stihiron,
"Ocotoxe Ilapbéve, 1§ texovoo tov Zwtijoa, AVETQEWAS TNV TQOTNY XATAQAV THS
Evag", ("Virgin Mary, who gave birth the Redeemer, you overturned Eve'sfirst curse").

! For instance see st. Theodore of Studium, Laudatio in dormitionem sanctae
Dominae nostrae Deiparoe V, 2, PG 99, 721C.

2, st. Augustine, Oratio 213, VII, PL 38, 1064, st. Irenagus, Contra Haereses V, XIX, 1,
PG 7.2, 1175B. Cf. Spourlakou- Eutyhiadou, 1998- 1999, pp. 473- 83.

3, Indicatively, st. John Damascene, In Nativitatem B. V. Mariae, 1, 5, PG 96, 688A.
Cf. Spourlakou- Eutyhiadou, 1998- 1999, pp. 484- 93, where a great number of patristic
references are cited and Constas, 1995, pp. 179- 83, for the conventional images that Proclus of
Constantinople (4" c.) establishes for Virgin Mary, such as the "place", the "locus', the "earth”,
the "loom of the flesh" etc.

4, St. Theophilus of Antioch, Ad Autolykos, 2, 28, PG 6, 1097A, st. Cyril of
Alexandria, Catechesis, 13, 21, PG 33, 800A.

®. St. John Damascene, In Nativitatem B. V. Mariae 1, 10, PG 96, 713D.

6, Spourlakou- Eutyhiadou, 1998- 1999, pp. 495ff, Benko, 1993, pp. 231- 5.

’. Glaeske, 1999, pp. 81- 2.

8, "Then also our mother Eve in like manner fell at the feet of the Lord and, arising,
kissed his hands and shed many tears. And she testified to all, Behold the hands which mad
me", Elliott, 1999, p. 203- 9 (25).

°. Glaeske, 1999, pp. 95- 101.
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In Christian art, there is the typological connection of spinning*. For
instance, in Santa Maria Maggiore, the Annunciation mosaic (ca. 432- 40)
illustrates Virgin Mary seated and next to her throne a basket with wool, while
in San Marco, Eve is sitting in a throne, holding a distaff2. Another parallel
from the late twelve- century western art isfrom Y ork Psalter, made in England
(or Hunterian Psalter, Glasgow University Library MS Hunter 229, fol. 8,
around 1170)°.

The spinning connection derives from the Protoevangelium of James’,
where it is mentioned that during the Annunciation, Theotokos was spinning a
cloth. Often in art there is a female figure, usually in the down- right corner,
who probably is Eve, in order to include in the scene their typology®. In Mt.
Sinai, an icon (12" ¢.) depicts Mary by the river of paradise and some thread
come out of her breast, while the baby Christ isin her womb®. Additionally, the
above- mentioned Job text could be seen in the illuminated manuscripts of Job,
as a picture of two women spinning’.

! In Job 38: 36 it says "Who gave women the wisdom of weaving?' which is connected
to the construction of flesh in their wombs. See the mythological as well as the hiblical
background of the specific female domestic art in Nannette, 1997, pp. 11- 55.

Cf. Papadimitriou, 2008, esp. pp. 76- 8, about the visual connection between Eve and
Virgin Mary particularly in the bema doors of the Byzantine and post- Byzantine churches
illustrating the Annunciation.

2, Papadimitriou, 2008, pp. 179- 80, Constas, 2003, pp.332- 4, Jolly, 1997, pp. 60- 1-
fig.27, Sieger, 1987, p. 86. In general about the iconography of S. Maria Maggiore see Spain,
1979, pp. 518- 40.

3. Boase, 1962, p. 16.

4, Jolly, 1997, p. 61. The spinning and the weaving was regarded to be the traditional
domain of woman already from the ancient world and it is specifically mentioned in several
passages in Homer. See Pantelia, 1993, pp. 493- 501. Cf. about women and weaving in Late
antiquity Constas, 1995, pp. 183- 8.

®. Constas, 2003, pp. 335- 7. Other researches mention that female indivisual as a
servant, who is painted with a strong, red colour, totally different from the background, as a
means of her separation aswell as an extraemphasis to her. Galavaris, 1995, p. 251- fig. 178.

6, Constas, 2003, p. 334. St. Gregory, Bishop of Neocaesaria and Pontus, in his Homily
about the Annunciation relates the flesh, which became the source of the sin and the death in
the world to the encarnation of Logos through Mary's pure, virgin womb. PG 10, 1156D-
1157D. For Mary's womb see the symbolism of st. Ephrem's poem and it connection with the
Trinity and the Cross (however without any reference to Eve), Yousif, 1978, pp. 52- 60.

7, Constas, 2003, p.335.
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The protoplasts, either as the protagonists of the original sin or of the
resurrection of the dead, are depicted in association with scenes of the life of
Theotokos. It is noteworthy to quote a few examples, such as the exceptional
early Christian pattern on an acrosolium of Maius cemetery (Rome, ca. half of
the 4™ c.) on the | eft side of the roundel with Danidl illustration. The original sin
is depicted following, more or less, the contemporary model, while
simultaneoudly the Adoration of the Magi is drawn below- in particular exactly
beneath Eve is the figure of Virgin Mary, in a way the artist to focus on their
typology*. On the Vaticanus codex gr. 1162 (fol. 35*, 1125- 1150) there is the
narration of the fall next to the scene of the Nativity of Virgin Mary?. Likewise,
on an icon from the Monastery of St. Catherine in Sinai (around 1080- 1130),
where prophets and saints surround Virgin Mary with her son. The inscription,
"Joachim and Anna conceived and Adam and Eve were liberated"® beneath the
Mother of God, isa part of ahymn of Romanos the Melodos on Mary's Nativity
Feast and the protoplasts are also depicted beside Joachim and Anna’.
Furthermore, on an icon from the monastery of Schemokmedi (end of the 10"
c.) the main Anastasis scene is accompanied by the Annunciation. It is also
significant to mention that the figure of Eve is identical with that of Theotokos
and both of them wear a halo>. Moreover, the enthroned Theotokos of Santa
Maria Antiqua opposite the Anastasis creates the pictoria reference to the
adamic typology®.

Equally, in Hagia Sophia in Trebizond (12" c.) there is an unusual
visua connection and a line between Eve in the north porch to the Virgin Mary
in the south porch’. Additionally, the detailed episodes of the Descent into
Hades on the two upper zones of on the manuscript of Jacob the Monk from the
Monastery of Kokkinobaphos (Vat. gr. 1162, fol. 48") are accompanied by an
exceptional iconographic formula; the protoplasts are in supplication in front of
the enthroned Theotokos’. Adam has an upright pose, while Eve prostrates

! Guldan, 1966, p. 25, fig. 8.

2, Eastmond, 1999, p. 233- fig. 14

5, IQAKEIM K[AI] ANNA ETEKNOI'ONHZAN K[AlI] A4AM K[AI] EYA
HAEYOEPQOHXZAN.

4 H 86&a tov BuCavtiov oto Ogog¢ Zwd (excibition), 1997, pp. 43-4, Eastmond,
1999, p. 233- fig. 24.

®, Guldan, 1966, pp. 35- 6, fig. 9.

6, Guldan, 1966, p. 36.

7, Eastmond, 1999, pp.233- 4.

8, Anderson J., 1982, p. 90, fig. 11, Guldan, 1966, pp. 36- 7, fig. 10.
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hersalf'. By al means the particular motif echoes on the one hand the
prefiguration between the first and the second Eve and on the other hand the
emphasis on the liturgical honour of Theotokos after the 11" onwards. Thus, the
protoplasts corroborate in visua terms the important role of Theotokos,
especially on the Orthodox theology, as the intercessor between God and the
human beings.

Certainly, the motif of another miniature from the Homilies of Jacob of
Kokkinobaphos justifies our interest; Virgin Mary in pregnancy is depicted
resting on a hillock among paradisal plants, whose harvest is gathered by atiny
male figure climbed on one tree. A mae and a femae figure, as
personifications of Mare and Terra, accompany Theotokos, in a way of
demonstrating the anticipation of the whole universe for the Nativity of Christ.
The naked woman, the Earth, the mother of al the creatures, is actually the
antithesis of Theotokos, who was described as "terra sancta virginalis'? It is
more than obvious for the researchers that the odd couple of Mare and Terra
correspond to the protoplasts’.

Moreover, the story of the expulsion presented on the right of the Porte
Miégeville of the Saint- Sernin in Toulouse (end of the 11" c.) performs a
unique linkage to the Annunciation on the left side. The Creator and two angels
accompany the axial figures of the protoplasts, which are also nude, a mostly
western element. The motif of an angel carrying a cloth could be accepted as
the linking to the Annunciation. Convincingly it is suggested that the garment
stands for the coats of skin of the protoplasts, as well as the mantle of Christ
and thus the salvation®. Furthermore, a scene from the Christological cycle of

!, Those stances are possible to have their roots on the Akathistos Hymn of Romanos
of Melodos. Cf. Guldan, 1966, p. 7.

2, St. Andress Kreata, In Annuntiationem B. Mariae, 5, PG 97, 895A (the latin text)-
(896A "ywolov evovywoov"). The personification of Mother Earth, having her children
suckled from her breasts, has its origin on the Magna Mater, the goddess of ancient Rome
Kybele. Yet, the pattern found an apt pictorial terrain on Christian art, also as the presentation
of the Church, and it is met with combination with Christ in his mgesty, such as the Metzer
Euchologion (ca. 870) and the Hildesheim Gospel (ca. 1015) or as a separated motif on
sculptures, such as on San Zeno in Verona (end of the 11™ ¢.). Cf. Guldan, 1966, pp. 38- 9, fig.
12, 13, 14 respectively. Therewithal, it is not irrelevant with our topic to quote the "Terra
significant sanctam ecclesiam” of Anselm of Laon (PL 113, 74).

3, See the whole ratiocination Guldan, 1966, pp. 37- 8. Also see Esche, 1957, p. 42 and
p. 67.

4, Lyman, 1967, pp. 25- 7, fig. 2 and 7 (the expulsion), fig. 4 (the Annunciation), fig. 3
and 8 (the angel holding the garment).
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the capital frieze of Notre- Dame at Etampes (first haf of the 12" c.) and
specifically the temptation of Christ plays a juxtapositional role with the
temptation of Adam and Eve'.

The figure of Eve of the north portal of the Cathedral of Saint- Lazare,
as a representative of the origina sin is definitely linked with the raising of
Lazarus on the tympanum above?. The artists actually developed an antithetical
programme based on the prefigurations of the Old to the New Testament. The
specific pictorial association involves the antitypical affiliation, as symbolic
counterparts for confession, which probably was drawn from the exegetical
literature, already developed on the early Christian texts. That is visualy
reinforced by the illustrations of the inner part of column capitals, where
present on the right the resurrection of the son of the widow of Nain and on the
left the parable of the prodigal son®. On the Commentary on Job (Magna
Moralia) of st. Gregory the Pope (ca. 540- 604) it is written that the act of
hiding of the protoplasts implies their need for a refuge, meaning the starting
point for confession. On that particular moment it can be linked with the raising
of Lazarus, to whom Christ did not say Come to life again, but Come out. That
denotes the man in sin, who is in the stage of humility and almost ready to
regain himself through confession®.

!, Nolan, 1989, p. 174 and p. 179, fig. 5. The combination of the christological cycle
with the story of Adam and Eve in Cataonia see Alfani, 2007, p. 63.

2, Werckmeister, 1972, p. 12ff, Schade, 1966, p. 39.

., Werckmeister, 1972, pp. 16- 7. Often in the patristic literature there is the
combination of the resurrection of Lazarus and of the son of the widow, such asin st. Greogory
of Nyssa, In sanctum pascha (vulgo In Christi resurrectionem oratio iii) in Gebhardt, 1967, p.
257 (line 10), moog 0¢ tavtyy moounbns v o Oeog xal Td TAOV ATOTWY PYVUYAOLO.
TO00wOheV %0000V 0y THY TAV vexQv Eyeoow Efefaiwoev molld ovuara TAOV
TETEAEVNROTOY Yuywoas. Aia to0to AdLapos TeTQaue00s vexpog s Onxns e&nlaro
®al TG ¥10ag 0 uovoyevis dnedo0n tif untol €x T xAivns xol T1js ExpoQas mEOs TOVS
Cavrag avalvBeic xai dilor pvoiot, 00 amaptbueiobal vov oxAnoov".

4, Moralia in Job, XXII, 15, 31, PL LXXVI, 231C, "ut cum de vitio suo quisque" See
the analysis Werckmeister, 1972, pp. 12- 3. In the Greek Fathers it is met the connection of
Lazarus with the renewal of the old nature to an innovative one (see for example Romanus
Melodus Hymnographus, Cantica in Grosdidier de Matons, 1965, pp. 284- 6, Hymn 30, section
7, lines 1- 4, ""Pomov &i eiyev xyridoc ¢ Adfagoc toic mraiouact uxeov meo¢ étaow,
oUtw moooxaipws &vlev xoivetal, €ws Otov dvnyeéln 1 ducgtio tois TOVOLS TOU
oouatos vov, wg v mvoei", Pusey, 1965, vol. 2, p. 292 (line 16), "&i ydo 0 voils fjudv
amobdvor Adaoog, oel ueta éEouotoynoews, ws MdoOav xai Magiov, v vlwunv
odoxa xal v GeuvotTéoav Yuyny meooeAlelv @ XLt xal magaxaléoat xal O¢
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An indirect visual typological line between Adam and Christismet in a
few illustrations of Adam wearing a halo. We cite two relevant pictures; in
Bawit (ca. 5"- 6" c., fig. 101), where Adam looks like an angel and in the
church of Sophiain Kiev (12" c., fig. 102), where, despite his nakedness, heis
depicted as a saint. In general, the illustrations probably derived from the fact
that in the eastern liturgical act, Adam is mentioned as the first of the
Patriarchates or as saints, as in the Christmas vigil'. Yet, it should not be
unrelated the notion of the adamic typology: Adam as a saint, who is waiting
his redemption from his God, Christ.

ii. The impact of the liturgical act on the Genesis cycle?

Theliturgical time findsits artistic application on the creation mosaic of
San Marco®. Primarily, the inscriptions of the last eight cubes (from temptation
to the labours), begin with the word HIC, meaning here. The HIC has a
conceptua structure that mirrors both the location and the time of the event”.
Extending Jolly's aspect, we point out that the inscriptions are not meant only to
have a didactic role, but a liturgical, as well. The liturgica time of the
hymnology, where the present tenses dominate, due to the need of thinking of
the events, as current and being active in the past, the present and the future, is
also visualised in art. That occurs as the golden background of the scenes, such
as in the Crucifixion in Moni Daphni or as a text of an inscription, as in San
Marco.

It is noted that the creation concerning Adam and Eve are usualy
adduced in the narthex. Symbolicaly, the narthex refers to the earthly
environment, which has not yet been restored and it expects to receive the holy
illumination, in order to get out of the spiritua darkness. Since the beginning of

EMOTAG, TV Emxeluévny T uviuy ae0nval xededoer TOQWOW, xal GwVIoeL ueydin
pwvy] T1g evayyelinijs odAmyyos. Aelpo 5w TV TOU %O00UOV TEQLOTAOUDY, xOl TAG
OElRAG AV0EL TV auaoTidv, dote 0Vvaclar xweiobar dpadTws meos doethv"). Yet, to
our knowledge, there is no reference to the combination that st. Gregory the Pope did with the
protoplasts.

! Esche, 1957, pp. 34- 5, fig. X, XI.

2, An interesting approach about the way to treat the liturgy as creation and art see
Folez, 1994, pp. 229ff.

3, Peterson, 2007, pp. 107- 9.

4. Jolly, 1997, p. 78.

225



its existence that particular part of the church was used to give hospitality to the
catechumens, the heretics, who wished to enter again the Church and the
penitents'. In general that was the place for the people who are not yet totally
members of the ecclesiastical community.

The story of the fall is mostly mentioned in the pre- Lent and the Lent
periods; in the Septuagesima Sunday (the ninth before Easter)® and on (since
the Maundy Thursday for the Western and the Sunday of Easter for the Eastern
Church) that story is one of the main subjects of the liturgical praxis, due to the
anticipation of the human beings to regain the paradise. It is worthy to notice
that until the 14" c. in the Western Church, the penitents were sent away from
the church on Ash Wednesday as a remembrance of the protoplasts’ expulsion
and they were accepted again in the narthex on Maundy Thursday, in order to
be reunited with God. Apparently, it is used the text of Genesis as a pattern for
the ceremonies of public penitence’.

The liturgical influence on the pictographic presentation as far as the
penitence of the sinners is concerned is observable on some medieval
iconographical programmes. Specifically, the north portal of Saint- Lazare
operated as the penitential entrance as well as the Genesis frieze on the south
porch of Hagia Sophia in Trebizond, which served as a reminder of the human
need for salvation. Thus, it is evident that the illustration of the creation acted
as a didactic way; it reflected the story of the fall with an astonishing approach
and it aimed to areconsideration of life on behalf of the specific people. Y et, as
for instance the southern bay entrance of San Marco, though according to recent
aspects it cannot be with certainty directly related to any penitential portal, as it
was suggested a decade ago, it does not imply the link between the Genesis
text, the cupola and the western and eastern liturgical act’.

On the north portal of the Cathedral of Saint- Lazare (Autun, now in the
Musée Rolin, between 1130- 1140, fig. 104) the figure of Eve is survived in a

! Kallinikos (1969, pp. 88- 9) mentions that in the narthex the emperor had to leave
his crown, his sword and everything refer to his secular life, in order to enter the main church as
asimple believer.

2, Vogel, 1986, p. 311.

%, Reed, 2007, p. 51, Jolly, 1997, pp 81- 2. It is also noteworthy the fact that the
preparation of the baptism, which was taken place only on Holy Saturday, ended in the early
Western Church after seventh scrutiny (Peterson, 2007, pp. 94- 6). Cf. for the baptism in the
Western Church Fischer, B., Wagner, J., 1959, pp. 32- 45.

*. Reed, 2007, p. 51, Jolly, 1997, p. 82. Cf. Petersen, 2007, pp. 109- 13.
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stance that is commenting below'. Appositely, the particular depiction
represents on a unity the episodes of the fall, the hiding, the covering with
leaves and the moment of penitence, a point under discussion.

Eve's body islying on the ground almost horizontally, being surrounded
with short bushes’. The plant in front of Eve performs a double role; the
decorative one and at the same time the one that covers Eve's shame. Her |eft
hand is stressed and she holds the forbidden fruit, while the serpent is being
seen on the edge of the scul pture.

Two abnormal iconographical elements deserve to be observed: her
reclining figure, as well as the gesture of her right hand. Firstly, the uniqueness
of her resting stance does not correlate with the iconographical tradition, as
having aready described in previous chapters. That is not only due to the
synthesis of the above- mentioned episodes in one, but also to the detail of her
position. It is more than a common place in those episodes that Eve is
pictorially described in a standing position. Up to a point, it was accepted by
the art historians that the specific posture of her body was devel oped according
to the form of the lintel and does not include any hidden reason- as
Werckemeister proved for Autun®. An almost corresponding parallel could be
seen on Eve's position on the episode of repentance on Junius 11 manuscript
(page 31), where she is kneeling, having her head among her hands,
demonstrating a pose entirely in agreement with the stance of proskynesis’. In

It is supposed that the figure of Adam was also existed on the opposite half of the
lintel in an identical posture, serving probably the same visua purpose. Werckmeister, 1972,
pp. 1- 3.

An analysis of the portal sculptures in Macon with other contemporary sculptures,
such as of Autun, seein Angheben, 2001, pp. 73- 85.

2, On afresco on the Church of Vera Cruz in Segovia (now in Prado Museum, 12" ¢.),
Eve is depicted as lying on the ground, but in a vertical position, covering her shame and
holding with her right hand the forbidden fruit. See Ainaud, J., Held, A., 1963, p. 25, fig. 113
(fig. 105).

3, See the discusion Werckmeister, 1972, p. 3, note 13. Esche, 1957, p. 22 states further
that it is possible that motif to have an origin in an unknown previous tradition.

4, Liturgically the proskynesis was a mostly significant ritual of the early Middle Ages.
Here we refer to the prostration of the emperor towards God and especially the Cross, as an act
of modesty and supplication for forgiveness and indication of veneration and simultaneously
prayer (Hageman, 2005, pp. 244- 5). The particular ritual prescribes the ruler to kneel on the
prie- dieu under the cross, stretching his right hand as having his upper body in the stance of the
forward inclination (ibid., p. 250). Its visualization in art is met for example on the miniatures
of the Prayer Book of Charles the Bald (Munich, Schatzkammer der Residenz, fols. 38'- 39/,
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addition, with her right hand she supports her cheek, a gesture quite acquainted
with the equivalent pose for deeping of Adam and that of Christ as Anapeson.
Y et, her pose cannot be interpreted in reference to that of Adam or Anapeson.
Iconographically speaking, the same pattern appears on the illustration of
hiding (though in a mixed way) on the Adfric’'s Anglo- Saxon paraphrase
(London, British Museum, Cotton MS Claudius B. 1V, fol. 7', second quarter of
the 11" c., fig. 106a)'. Both the protoplasts are depicted on an odd complex,
having huge branches of trees between them. Adam turns his head on the back,
whilst Eve touches her cheek?. Though they are pictured on the standing
position, those pictorial elements are not unusua on the episodes of the denial,
as in the miniature of Millstatt Genesis, or on Junius 11 manuscript (page 34),
of the expulsion, such as on the frontispiece of the Bible of San Paolo f. I. m.
and of the Vivian Bible as well as of the labours, asin Monreale and Palatina,
where the figures of Eve are presented as seated. Oddly enough, Eve has alying
figure on a detail (I think it is unparalleled) of a Byzantine miniature
(Biblioteca Apostolica Vaticana, Vat. gr. 394, fol. 77, 11" c., fig. 113)°. Sheis
displayed lying on the ground, touching her cheek with her right hand and her
left follows the stretched lines of her body, not far away from Saint Lazare
figure. The remarkableness of the detail is that her figure is presented between
the two episodes of the temptation; Eve with the snake and the temptation of
Adam from Eve. A plausible reading of the scene can only be reached if we
focus on the fact that the miniature accompanies the Homily 14 of st. John
Klimakos  Heavenly Ladder, which refers to the origina sin and that the
protoplasts could not have committed it if they achieved to resist to the
forbidden fruit’. We can presume that the lying figure has the notion of the
remorse or at least a kind of visual approach of the wished result (the origina
sin and consequently the fall not to have been area fact).

In general, the touching of the cheek can also be considered as a sign of
grief, a point rather originated on the pictorial English tradition®, though its

846- 869), (ibid., pp. 247- 50) and of the Psalter of Louis the German (Berlin, Staatsbibliothek,
MS Theol. Lat. Fol. 38, fol. 120", second quarter of the 9"c.), (ibid., p. 250).

!, For the Adfric manuscript and the late- antique influences see Henderson, 1962, pp.
187- 8.

2, Werckmeister, 1972, pp. 5- 6, fig. 3¢, Henderson, 1962, p. 173, Esche, 1957, fig. 8.

3. Eastmond, 1999, fig. 13. For the Vaticanus gr. 394, Devreesse, 1937, pp. 93- 6.

4, For the Homily 14 in connection with the miniature see Eastmond, 1999, p. 226.

®. See the Burgundian Romanesgue examples, such as the sculptures of the fall on the
capital in Vézelay (ca. 1096) and on one of the capitals of the ambulatory of the third abbey
church at Cluny (ca. 1095), Werckmeister, 1972, pp. 8- 9, fig. 4a, 4d.
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combination with the indication of the sin- the other hand usually reaches the
fruit- seemsto derive from the apocryphal tradition and particularly the Cave of
Treasures'. Subsequently, the visual result of the two- in- one actsis to become
apparent the psychological confusion of the protoplasts during and after the
original sin.

It is persuasively argued by Werckmeister that the combination of the
sorrow and the reclining pose of Eve- and supposedly of Adam- can be
understand under the thought of their link to the crawling serpent®. Specifically,
the Creator's punishment towards the serpent, upon your belly you shall go, as
well the fact that it was the Satan's tool determine afigurative rank for the lintel
of Saint- Lazare; the two representative sinners are lying on the ground exactly
like the serpent. Yet, the hand- on- cheek gesture reinforces the aspect that Eve
expresses her willingness for redemption, though her smultaneous act of
clutching the fruit.

Expanding Werckmeister argument about the combination of the sin and
the procedure of repentance, we would like to put into discussion the following
thoughts. Eve's posture is amost non- existent until the early- eeventh-
century. Yet, Virgin Mary, since the early pictoria tradition, the Byzantine and
post- Byzantine period, of the scene of Chrigt's birth, she bears a smilar
position. Additionally, we cite an example of the sculptural western tradition,
that of Virgin Mary beside the crib on the Cathedral of Chartres (12" c.), where,
apart from Mary's left hand, the position of her reclining body and the gesture
of her right hand are totally identical to the one of Autun. We could only
assume that the elements of the scene are under the influence of the adamic
typology and the combination of Eve and Virgin Mary in a soteriological
approach.

Furthermore, Werckmeister convincingly conflates the portal
progranme and the theology of the sacrament of penance. Essentidly, it
appertains to the medieval rite of public penance, which was developed on the
Western Church?® and its liturgical formulary is recorded in detail in the Roman
Ordo L (10" c.)*. The penitential rite started on the first day of the Lent of the
Western Church, the Ash Wednesday; the sinner, who were ready to endure the

! Werckmeister, 1972, p. 9. Werckmeister (pp. 6- 7) refers to the particular book as a
possible way of explaining the densely series of episodes in one iconographic scene. That is a
general comment.

2, Werckmeister, 1972, pp. 10- 2.

3, Werckmeister, 1972, p. 17.

4, That collection of formulas was assimilated into the Roman- German Pontifical (ca
950- 962), which was broadly used in Western Europe until the 12" c.
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public penance were firstly standing barefooted in front of their bishop and they
pronounced their guiltiness. After their prayer, the servants of the parish
ceremonialy expelled them from the church, as the protoplasts- to whom there
was areference, were forced out of paradise. On Maundy Thursday the penitent
sinners were obliged to go to church and if their requests were accepted, then
they had the permission to receive the Holy Communion. The liturgical act of
that day makes no reference to Adam and Eve or to Lazarus. In our opinion,
there is adirect relevance with the passage of the Latin text of the Life of Adam
and Eve the detection of the fact that "Seth and his mother ... looking for the oil
of mercy... took dust from the ground and put it on their heads and they
prostrated themselves and began to lament with loud moans, supplicating the
Lord God to pity Adam'*. Most likely, the artists could have a percentage of
influence from the apocryphal text asit seemsthat they were quite familiar with
the text. Our suggestion about the acquaintance of the artists with the
apocryphal tradition is reinforced by the fact that there are later depictions of
the particular apocryphal verses on the sculptural ecclesiastical production, as
for example on the southeast choir portal, Heiligkreuz Minster (Schwabisch
Gmiind, ca. 1351- 1360, fig. 106b)°>. The particular example is extremely
important if we notice Adam's lying position and his right hand on his cheek,
totally alike with the pose of Eve in Autun. Should we think that, according to
the apocryphal text, Adam is depicted on penitence, then it is more than an
assumption that Eve is in penitence and the fact that she also grasps the fruit is
only for the viewer to face al the history of the fall from the very beginning
until the awareness of the sin.

Simultaneoudly, it seems mostly possible their purpose was to create the
pictorial rendition of the penitential rite, in the way that the following
ratiocination states. The penitents were situated down on the floor on their
knees and elbows?, a position totally identical to the proskynesis of Eve in the

! Sparks, 1984, XL, 1- 2, p. 158.

2, Pinkus, 2007, p. 33, fig. 7.

3. A similar act of repentance is described from Georgius Syncellus, Mosshammer,
1984, p. 411 (line 12), "Awadéyetar Thv ExxAnoiav uetd t@V Amootélwv 0 ddeAPog ToD
xvpiov Tdxwfog, 6 dvouaocbeic V0 TdvTwy dixaiog dmo T@V To0 XLoToD Yoovwy uéyot
xal udv, éxel moAlol TdaxwPor éxaloivio. ovtoc 0¢ éx xoldiac unTteoc avtov &yLoc ifv.
olvov xal oixeoa ovx &émie, xal Eupvyov ovx Epaye, xai Evoov Emi THv xepalyy avTod
ovx avépn, Eatov ovx fjlelparto xal falaveip ovx €xproato. TOVTE uove 5Ny gig ta
dyta eiotévai oV0€ yap EQeoTV EPOQel, AALA TWOOVaG. xal UOVOG EICTIOYETO €ig TOV
vaov, NOQIOoKETO TE xeElUEVOS EML TOIG YOVAOL xal QUTOVUEVOS VTTEQ TOV Aa0V dpeoy, wg
ameoxAnxévar Ta yovaro ovtol Oixnv xounlov Ol TO del xdumrew Eml yovu
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Caedmon miniature'. Nevertheless, the line on the sculpture of Autun is
horizontally placed probably according to the liturgical text "super genua vel
cubitos’ (is reclining above the knee). Should Eve's left arm move up to her
head, the stance would exhibit the sinners” position during the sacrament. Y et,
it seems likely to perform an antitypical role, which is similar to the parallél
one. Eve having her head on the fruit shows that she isnot in total repentance, a
different state than that of people, who at that particular moment were
determined to confess?. Furthermore, the erect stance of the human body is
based on the Genesis text (1, 26), in order people to be distinguished from the
other creatures that were created by God and to present visually their struggle to
reach the likeness®. The inclining silhouette involves an incapability to raise, an
alegorical act of the impacts of the original sin'.

moooxvvolivia @ Oe® xal aiteiofar dpeow Tt@ Aad. Owd ye TV VmEQBOAnV THS
Oeatoovvng avtol Exaleito dixatog xal opriag, & €0t meployxn 100 Aaov, dixatoovvy,
¢ oi moodijrar dnlovol meol avtov. Twes ovv Tdv énta aipéoewv TdV v T AOyQ
mooyeyoauuévav uot év tols vmouviuaow Emvvldvovto avtd, tic 1j 8o 100 Tnood,
xal Eleye TovTov elvar Tov owtrea. The stance of genuflection is described as the position
of prayer of st. Ephraem Syrus in Phrantzoles, vol. 1, 1995, pp. 264- 5, "tdg yeioag i
moocEVY V- €l 0 nal 0podQotéows Emly ocoi, xAlvov xal yovv egig moooevynv",
Phrantzoles, vol. 2, 1989, p. 26, "I1oiAoi giot €& avTdV xAivavtes yovu gig moooevynv, xal
avemavoavro modws Eumooalev tov AsoméTov”, or regret and request for redemption,
Phrantzoles vol. 4 1992, pp. 15- 16, "uéoov 0¢ tovtwv mAoav GvAny xal mGoav mvony
avBowmwy, dmo Tov mowtomldotov Addu Ewc ToU yevvnOéviog éoyatov maviwy, xal
TAVTAG UETA TOOUOV YOVY xAvovtag xol TEOOXVVOVVIAS EML TOOCWTOV, XATA TO
yeyoauuévov- L eyw, Aéyer Kvotog, 61t éuol xduper wav yovv", st. John Chrysostom,
Oratio secunda [Sp.], PG 63, 923, "' E&ouoloyovuai got, Kboie 6 Oedg uov, év 6An xagdiq
uov, xAivw yovv couatog xal Yyuyns, EEayopedwv ool 1 Oed uov mdoag tag auotias
uov. Kiivov xai avtoc 10 ovc oov eic v éunv dénow, xal dgpec v doéBeiav Tijc
xapdiog uov. "‘Huaptov, pvounoa, xinuuéinoa, mapwvva, magemixpova tOv Euov
ayabov Asomotnyy xal toopéa xal xndeudva”.

! Werckmeister, 1972, p. 18- 9.

2, Werckmeister, 1972, p. 19.

3, St. Gregory of Nyssa, Quatenus uni ex his fecistis mihi fecistis in Van Heck, 1967, p.
114 (line 18), "dvOowmog, 0 T oxrjuatt 6p0tog, 0 gig oveavov BAémwy, O TAG YEIQAS YOG
™MV TOV @ywv vanoediav magd tis ¢pvoews Exwv”, St. Gregory of Nyssa, De creatione
hominis sermo alter (recensio C) [Sp.] in Horner, 1972, p. 67a (line 8), "ov yap va émi yijg
ovonrai oov 1 Lwn wg TV EQmETAV, xateoxevdodnsg 600iog, dAL' va ovoavov BAénng
xal Tov év oVt Ocov”, Basil of Seleukeia, Oratio |, PG 85, 36B, " Avfpwmog 0¢ uévog
ugaiver 0wa tijg mAdoews v evyévewav. ‘0pbBLog meos 0VeavoV AvaTeiveTal: TOOL UEV
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Furthermore, Eve in Autun raises the question of her function on the
north entrance of the church. Our answer to that could only be shaped within a
frame of thoughts. Thus, the placement of the imagery related in away with the
penitence sacrament on the north entrance of the church is possible in
connection with the north entry of the Jewish temple and Ezekid's vision (Ezek
40, 20, "Then he measured the gate of the outer court that faced north"). If the
function of Eve's sculpture was indeed related to the penitence after committing
sins, then it should be placed on the outer court, since the entrance of the church
ought to be by having a virtuous soul. Ezekiel mentions that "Opposite the gate
of the north, as on the east, was a gate to the inner court" (40, 23) and a so that
"There was a gate on the south of the inner court” (40, 27). In some way, the
east and the south drive the believers towards the inner court, while the north on
the outer. That ratiocination is reinforced by some passages from the Christian
literature, which speak volumes for the association between the north side and
the sin or the coming of malevolent situations?, meaning that it is likely the

Yavwv THG VIS, 1OG €V aUTH TEWSG OTQEPOUEVOS: TR O& TQOOGHDTW TEOS oveaviovs dyidag
aipduevog. "HOn 0& xal yeloag éxteivov, v v ovoavd matpida pavrdieror”.
Iconographically see Schade, 1966, pp. 118ff.

It is not irrelevant for our topic to quote here that the 20" Canon of the 2" Ecumenical
Council forbits to the believers to genuflect during the holy liturgies of Sundays and of the
Pentecost (Cf. analysis Lialiou, 1999, p. 86, p. 193).

! Werckmeister, 1972, pp. 23- 5.

2 Firstly, in the word Bogppdc (North) it is mentioned the cool, harsh wind, which is
similar to devil, Hesychii Alexandrini lexicon, vol. 1, K. Latte (editor), ed.: Munksgaard,
Copenhagen 1953, letter beta (824, line 1), "«Bodgdac» dveuos yYuypos mayoons xai
O%ANEOG, OC TQOTOAOYOVUEVOS OXAUOS %Ol ATOTOUTOIOG A€yeTal, OG ONuaiver Tov
dudfolov". The Christian exegesis refers to the biblica text of Ezekiel, Theodoretus,
Explanatio in Canticum canticorum, 5, 1, PG 81, 148, "Tav dwafaiiouévav éotiv o foddas
maad 11f Ocia Foagy- 010 xail 6 Oeog dia Tepeuiov ¢pnai 100 meoPrTov, 6Tt «ATO [0dda
ExxavOnoetal xoxd.» Kol wddw, «Kai ta dmo Boddd éxdinéw d¢' vuadv». Kai dAilayov-
«100v xaxa damo Bodda oyerar, xai ovvtoBn ueydlny»", and they combine the northern
side with the darkness and devil himself, Origenes, Expositio in Proverbia, PG 17, page 237A,
"Tov Owdfolov eime mobowmov dvaidés, EoeBilovra v Yuynv meos xaxiav, xal
Eyelpovta, wg fo00ags vépn, Loyiouovs Tif Yoy movnoovs”, st. John Chrysostom, De circo
[Sp.], PG 59, pg 569, "Xxinods tic dveuos Pogods: orineov Yoo AAnBmc mveduo xal
movneov 6 dwaPorog”, st. Gregory the Pope, Homily in Ezekiel, ii, 7, 13, PL 76, 1021B
"Pateat porta ad Aquilonem, ut hi qui...". Cf. Werckmeister, 1972, p. 20.
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north entrance of Saint- Lazare was to transfer the sinners in and out of the
church’.

In analogy, we would like to comment on the Genesis frieze over the
south porch of the church of Hagia Sophia in Trebizond (13" c., fig. 107ab).
Briefly, the frieze runs from right to left, consisting of seven scenes. Eve's
creation, the temptation of Eve, the handing over the fruit to Adam (in a bad
condition), the closed gates of paradise, the expulsion, the lamenting and
probably the murder of Abel (in a very bad condition and hardly to attain a
definite identification of the scene)®. Eastmond cited a number of interesting
observations on the frieze starting with the first scene of the panel, the creation
of Eve’, an element that also is occurred in Hildesheim doors. The disorder of
the scenes and the compulsory reading from right to left took place probably
due to non- predetermination of its particular placement®. That unusual reading
is met in other Byzantine examples of the fall, such as the miniature on a copy
of the Homilies of st. Gregory the Theologian (Paris, BN gr. 543, fol. 116, 14"
c., fig. 108). On his Homily about the Theophany, the Nativity is combined in a
remarkable way from right to left with the animation of Adam- creation of Eve,
their introduction into paradise and their lamenting after their expulsion.
Moreover, the placement of the last scene in the margin, far from the frame of
the miniature emphasizes the separation between the outer and the inner
grounc®.

In general terms, the use of any kind of porches and consequently
friezes in Byzantine decorative architecture is amost non- existent. The Hagia
Sophiais a church that does not ally with the typical formulae and the patterns
of Byzantine art, in architecture and in the sculptural and painting decoration®.
Yet, in Georgia the addition of the porches gradually (around the 11" c.
onwards) became a significant part of the churches and specificaly they
indicated that the south entrance became the main access towards the inner. In
all probabilities, the Georgian porches had the role of the Byzantine narthex. In
Hagia Sophia in Trebizond the south porch was the only one decorated and in

! Due to the lack of evidence as well as the fact that it is unusual to create on their
iconographical programmes penitential portals, it is insecure to assume that the porch was used
only on Ash Wednesday and on Maundy Thursday, though of having a significant meaning.
Werckmeister, 1972, pp. 21- 3.

2, Eastmond, 2004, pp. 64- 5, Eastmond, 1999, pp. 219- 21, fig. 3- 6.

3, Eastmond, 1999, pp. 221- 3.

4, Eastmond, 1999, p. 225.

®. Eastmond, 2004, pp. 71- 2, fig. 45.

6, Eastmond, 2004, p. 13.
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addition, the larger in size'. Apart from the oriental pictorial influences, a
noteworthy point is that the protoplasts are clad in long robes before
committing the origina sin and their nakedness after it. The suggestion, that the
clothes perform the role of the prelapsarian garments, meaning the robes of
grace or light?, is definitely accurate.

Additionally, the correspondence between the frieze and the liturgical
act elucidates its task. The inscription on the left "Ex[d6wo]ev Ad[a]u
amé[avte Tov [lapladeioov xal tnv idiav youvwow Bonv[d]v wovgeto”
("Adam sat before the paradise and, lamenting his nakedness, he wept") derives
from the service of vesper on the eve of Sunday before the Lent, which is
devoted to forgiveness’. On the right the inscription "Egvtevoey 6 O[eo]¢
aapddeioov év Edéu x[alt[d] avatoiag xal éBet|o] éxei tov dvO[owmo]v
ov émdaoe" ("and the Lord God planted a garden eastward in Eden; and there
he put the man whom he had formed")* has a complementary character. The
liturgical inscriptions display the significance of the start of the Lent, probably
intensely celebrated on Trebizond. Equally, the meaning of the frieze is
absolutely corresponding to that particular week, while it is the element
demongtrating the re- entrance into paradise, meaning the interior church.
Apparently, the artists did not follow the biblical description of the facts, but
the liturgical rendition, a conclusion made due to the prelapsarian clothes and
the presence of the inscriptions.

In a number of ivory- carved Byzantine examples’ the selection of the
scenes is not in a great distance from the Trebizond frieze. For instance, we
guote the lid and side scenes on the ivory of the Cleveland Museum (1924. 747,
11™- 12" ¢., fig. 111abc) or (less) the ivory plague (Musée des Beaux- Arts de
Lyon, D 312-itsorigin is not known if it isin Italy or in Byzantium- 11" c., fig.
112). The particular parallels convey a vague theological connection with

!, Eastmond, 2004, pp. 34- 5.

2, Eastmond, 1999, pp. 228- 9. That approach is also met in the text of st. John
Chrysostom, In Genesim, 15, PG 53, 125.

3, Eastmond, 2004, pp. 65- 6, Eastmond, 1999, pp. 222- 3. Cf. Schmemann, 1974, pp.
27- 8.

4, Eastmond, 1999, p. 222. The scene of the lamenting with the protoplasts depicted
seated is also met on the end of the Cleveland ivory (fig. 173c), bearing, asit isvisible, a great
resemblance. See Eastmond, 1999, p. 224, fig. 11.

®. Indicatively see the ivory caskets in Baltimore (end of the 10" ¢.), in the Musée de
Pesaro and in St. Petersbourg (11"- 12" ¢.) in Goldschmidt, A., Weitzmann, K., 1930, figs. 82,
86- 87, 68arespectively. Also see about the ivory caskets Cutler, 1984- 85, pp. 32- 43.
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Trebizond, though they prove that the frieze was constructed under a quite wide
eastern pictorial tradition, having aliturgical or in general aritual meaning'.

We would also wish to make a few remarks on the aesthetical motifs
that the artists of the frieze had followed. On the creation of Eve we notice the
hand of God emerging from the upper right corner, a pattern that it is also met
in the Cleveland ivory casket (fig. 111a) as well as in the plaque of Lyon (fig.
112)% It is noticesble that in a ivory basket in the Musée Saint- Remi
(Congtantinople (?) no 795- 1- 3865, 11"- 12" ¢.) Adam is being expelled from
paradise by the hand of God®. Additionally, both in Cleveland and in Lyon
ivories, while Adam is adeep in order Eve to be created has his feet crossed
(the Trebizond frieze is much destroyed on that point and his feet are not
discernible); his feet on his creation are depicted totally stretched. The
particular pattern is partly met on Christ- child on the Theotokos of Passion and
it is a prefiguration of his passion. We think that the way he is presented is a
part of the adamic typology. Furthermore, on the Cleveland scene Adam left
hand holds his head in a remotely, yet close, manner with Eve in Saint Lazare.
Moreover, on the right scene of the front frame of the Cleveland ivory (fig.
111b)* it is presented the Calling, as it can be understood by the inscription
"AAAM I10Y H" (Adam where are you- though the spelling is incorrect: the
word H should have been EI). Yet, his posture and gestures reflects the
lamenting scene of the end side of the ivory as well as that in Trebizond's
frieze. The Pantocrator stands for the Creator in an almost identical position
with Adam'’s creation in Palermo.

Apart from the performative function of the frieze, Eastmond propounds
its use as a figurative way to display the political history of the Grand
Komnenoi, who were living in exile. Thus, the narration of the fall and their
promise for redemption was related with the expulsion of the Komnenoi and
their re-inauguration in Constantinople”.

! Eastmond, 1999, pp. 224- 5, fig. 9- 12.

2, The particular design is also met in the Byzantine Octateuchs, as in Eve's creation of
Seraglio Octateuch gr. 8, fol. 42", (Eastmond, 1999, fig. 16).

3, Byzance, 1992, pp. 260- 1, no 169, Goldschmidt, A., Weitzmann, K., 1930, Nr. 84,
pp. 19- 20.

4, Eastmond, 1999, fig. 10.

®. Eastmond, 2004, pp. 73- 4. Mentioning of such a relation of the exile of political
persons, for instance Niketas Choniates and Theodore | Laskaris, as their opportunity to make
amends for their sins and mistakes (Angold, 1975, pp. 28- 9, Mango, 2007, pp. 224- 5).
Probably it is not irrelevant that in the Palace of Trebizond there were memorial illustrations of
the creation. See Mango, 2007, pp. 252- 3.
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Aside from the liturgical or political operation of the protoplasts’ story,
our purpose is to quote the Trebizond frieze as a juxtaposition of Saint Lazare
and to unfold a few compelling thoughts. In our opinion, the question, that is
still open to discussion, is the fact of the north and south porches and the
function of their reliefs. Why in our western example the north porch was used,
while in the East the south side is the preferable one? As it was above-
mentioned the north side demonstrates the evil, while the south the lightness
and the truth'. Yet, it is quite doctrinaire to discuss about a place of holiness, as
a church is, and its separation into the evil and the virtue behaf. Thus,
theologically, it is more precise to talk about the need of the human soul to
repent and to focus on its salvation.

The placement of the Genesis frieze served also the purposes of the
adamic typology. The viewer faces the story of Adam and Eve and entering the
church notices the scenes of the Crucifixion and the Anastasis on the north wall
of the interior’>. The differentiation of the Eagtern and Western art and
consequently their theological approach are emphasised: on the East the
origina sin is depicted on the south- bright side of the church, though it was the
beginning of the earthly life of human beings, yet not their eternd
condemnation, as the western theology understand it, even on its pictorial way
of aesthetical argumentation of the dogma. In other words, the beginning of the
Western line begins with the fall, while the Eastern thought fells of the original
sin as only one fact on the history of the holy Oikonomia.

lii. The impact of the social or historical circumstances on the
Genesis cycle

There is ample reason to believe that the pictorial programme of the
Hildesheim doors was structured according to bishop Bernwards™ beliefs about
women and a number of events, which have formed the ecclesiastic
environment of his area.

!, Olympiodorus Diaconus, Commentarii in Ecclesiasten, PG 93, 608C, "véroc ¢
Exdoufdverar 6 pwTewos TOTOG, xal aVTO TO GdS TO dAndwdv, 6 Kivoiog rjudv Tnoovg
Xototo5- fog0as 0 6 Lopwdng xai oxéTovg mAjong didfolog”, ("south is considered to
be the bright place, and that light is the real one, our Lord Jesus Christ; norht is the black and
dark place of devil").

2, Eastmond, 2004, pp. 67- 9, Eastmond, 1999, pp. 233- 4.
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During the papacy of Greogry VII (1073- 1085) a movement of
reformation within the RCatholic Church became broader than in the years
before. The impetus of the reform, which began already from the end of the 10"
c. and bishop Bernward was its supporter, was the corruption within the
monastic orders and its main goal was to succeed to bring the clergy to reach a
high standard of clerical morality. In particular, since then, the marriage of the
priests was not totally forbidden and likewise there were monks, who lived in
their monasteries together with their wives and children. It is noteworthy,
indeed, that Bernward chaired in the Synod of Godar, where it was decided that
the children of that kind of marriages have no rights at all*.

Moreover, bishop Bernward was embroiled in a fight about the public
authority. His competitor was the daughter of emperor Otto Il, Sophia (975-
1039), who became the abbess of the abbey of Gandersheim. That was an open-
minded atmosphere for autonomous women with much power and weadlth, a
place that the local bishop coveted to control. The conflict between Sophia and
Bernward was radically amplified and the victory each time based on their
strategy and methods used®. Bernward's thoughts over the malevolent Sophia
and subsequently the maliciousness of the female nature, as well as his honour
to Virgin Mary, are evident elements on the illustrational account of the
frontispiece of Bernward's Precious Gospel® (Hildesheim, Dom Museum, MS
18, fols. 16'- 17', 1015). The coronation of Virgin Mary on the right panel isin
our interest: at the edge of the arches there are two roundels, with Virgin on the
left and Eve on the right. Beneath Mary's roundel there is an elongated cross,
while the inscriptions refer to Eve as an antithesis to Mary*. So, penetrating is
the typology that it is interesting to be mentioned the reference of the
inscription to the doors of paradise isrelated to the open door, in front of where
Virgin Mary stands, in the scene of the Annunciation of the lower right panel
and aso to the doors of Gandersheim, which were open to Bernward after years
of closure for him from Sophiz’.

! Cohen S. A., Derbes A., 2001, pp. 28- 9.

2, Seeiin details Cohen S. A., Derbes A., 2001, pp. 29- 31.

3, See about the art and especially the Gospels of Berward in Kingsley, 2007, passim.

4, Under Eve's roundel it is written "Porta paradisi primeval clause per Aevam' ("The
door of paradise, closed by the first Eve"), though beneath Mary's roundel "Nunc est per
g an]c[t]am cunctis patefacta Maria[m]" ("Now is open to all through the holy Mary"), Cohen
S.A., Derbes A., 2001, pp. 31- 2, fig. 14.

®. Cohen S. A., Derbes A., 2001, p. 32.
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Thus, there was an anti-feminine attitude, which was based on Eve's
culpability* for the origina sin and consequently the responsibility of women
for any tempter towards the clerical virtue?. Simultaneoudly, the veneration of
Virgin Mary, mostly as the antitype of Eve, increased during the 11" c.
onwards, afact that can conceivably explain the display of the Old and the New
Testament scenes on the doors’. The typology, developed on the doors, is not
dissociative. It has a direct link to the bishop and in no doubt he is responsible
for the pictoria rendition. The visual language of the Hildesheim doors does
not follow on the whole any former or contemporary model, though it is an
exemplar of representing certain social or historica circumstances of a period.

The creation cycle in the dome of the narthex of San Marco in Venice
contains a number of significant points, which several conclusions about the
contemporary theological, political and social situation can be derived from.

It is not groundless for researchers to say that the transformation of any
kind of early iconographical sources into a monumental piece of art occurred
also under the influence of a mixture of the late twelfth- century thought®. Even
though Demus has said that in Venice there was an absence of spiritual matters,
and the citizens were mostly interested in the creation of fancy projects, the
visual language of the creation cycle is astonishing.

!, We quote here an ivory casket (now in Darmstadt, Hessisches Landesmuseum, 10"-
11" ¢) Adam is cringing in front of the admonition of Logos, having a stance that is
reminiscent of the position of repentance, as in the sculpture of Eve in Autun or other examples
with Adam. The notable element is that he is depicted standing and not reclined. We do not
know if it is secure enough to assume that Adam is pictured alone, without Eve, just in order the
artist to make a visual display of Adam's magjor degree of culpability or to affirm that Eve was
not the only to put the blame on. See Maguire, E. D., Maguire, H., 2007, p. 106, fig. 98.

2, Abbot Odo of Cluny (a saint of the RCatholic Church, ca. 878- 942), wrote a
disquisition about the fall with respect to the clerical celibacy- PL 133. Adémar of Chabannes
(amonk and historian, ca. 988- 1034)- PL 161, prompted the Christians not to forget that the
negative role of woman in the world’s history. Peter Damian (1007- 1072)- PL 165, 410, warns
the priests and the monks to express their vehement protest against women, because they can be
characterised as the flesh of the devil. Cf. Cohen S. A., Derbes A., 2001, p. 29.

3, Cohen S. A., Derbes A., 2001, p. 29. Also see Alexander, 1993, pp. 12- 15 for a
short juxtaposition of the relation Eve- Mary, through art and the attitude towards them as alink
to monastic orders and religious ideology.

4, Jolly, 1997, pp. 5- 6. For instance, the text Historia scholastica of Peter Comestor
(ca. 1170), which deals with the Genesis of the world, was a popular text that could have
influenced the mosaicists of San Marco. (I- XXVI, PL 198, 1053- 1077).
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The narration in the cupola serves a didactic role, which is more obvious
in its iconographical elements than in the inscriptions in each scene'. The
circuitous route of the creation mosaics is impressive enough to lead the
scientists to comment on that and to have their conclusions. Generally speaking,
the circle is the symbol of eternity and the everlasting life, which spring from
the immortal Triune God®. Hence, the circular depiction of the creation starts
firstly from the fact of the world was created in order to be mortal, but eternal at
the same time. Furthermore, in a circle there is no beginning and no end; as the
labours begin (a stage that can be considered from the viewer as the end), then
the hopeful meaning of the creation starts again with the naming of the animals
and Eve's creation. That can be regarded as another element of the promise of
God for reconciliation and redemption.

A quite interesting suggestion is made by Jolly, who supports that the
circular illustration with the horizontal and vertical lines repeats the wheel
motif, such as the Fortune's wheel, a popular medieval pattern®. The Fortune's
Wheel had a revival during the 12" c., especially on the church portals. It
represents the flexibility and the instability of the world, whose fate depended
on the divine supremacy, but on the free human will as well. In the middle of
the wheel motif a woman, as the personification of fortune is being pictured’,
which can be combined with Eve'srole in creation and in the history of the fall.

Furthermore, apart from the symbolism of spinning and the connection
through it between Eve and Virgin Mary in the patristic literature as well asin
the iconography, it was a tool of the three Fates of the classical mythology,
those who wove the fortune of each man. That motif survived till the late
Middle Ages (and in Renaissance), even though the spindles and distaff were
not totally linked with the Fortune's Wheel. The figure of Eve in the labours of
San Marco is different as it is expected after the terrible situation of the
expulsion from paradise. Eve is enthroned, with a royal pose, facing Adam and

!, A general conclusion for the inscriptions see Jolly, 1997, pp. 77- 9.

2, Ferguson, 1961, p. 153.

3, Jolly, 1997, pp. 83- 5. Seldom is the Fortune’s wheel associated with the rose-
window, despite its great importance and common symbolism. See all the dimensions Dow,
1957, pp. 268-73.

4, Such an example is a miniature in the Carmina Burana (Clm 4660, fol. I") from
South Tyrol (now in Munich, Bayerische Staatsbibliothek, middle of the 13" ¢.), Jolly, 1997, p.
83, fig. 32. Yet, the earliest exant example of the Fortuna within her whell is on the mosaic
floor in Turin (12" c.), where Fortuna is pictured as a crowned, richly dressed woman, having
also an inscription with her name, Kitzinger, 1976, p. 336, fig. 11.
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spinning. That posture Jolly explains it as a possible connection with the
Fortune Lady, the female figure in the middle of the Whesel*.

During the first half of the 13" c. in Venice the law underwent a number
of amendments, as for example areduction in the Doge's power and an increase
on the Procurator's authority. The latter was the actual supervisor of the mosaics
of San Marco and that new dsatus is a plausible explanation of the
reinforcement of themes relatively to the divine justice. The creation episodes,
especially from the origina sin until the labours, encourage the didactic
character on the justice and the fair attitude of God towards man by promising
salvation®.

iv. Manuscripts

The illustrations of the manuscripts were usually more than a decorative
attempt of the artistsin order to apply their experience and to create a luxurious
or a notable product. By and large, they were interested in the educational part
and how exactly the written text could be transformed into a graphic
expression, which in connection with the words would be able to transfer
knowledge and thoughts.

In the manuscripts that approach cannot be totally effective as far as all
the rules of the written language is concerned, such as for instance the syntax or
the meter. On the other hand, the colours or the lines of the drawings cannot be
transferred into the text. Nevertheless, it isimportant to notice that the drawings
function as sources of information for the text and its understanding.

A part of the miniatures of the manuscript of the Homilies of st. Gregory
the Theologian (Paris, Bibliotheque Nationale, gr. 510, fol. 52', fig. 108) is
dedicated to scenes of Genesis. In particular, on a full- page illustration of the
first Oration on peace, On Peace after the reconciliation of the monks®, an
interesting combination was made. The page is divided into three rows. The

! Jolly, 1997, p. 87. An analogous illustration of a crowned woman there is on the
Hortus Deliciarum (12" ¢.) and on the choir of Rochester Cathedral (13" c.)- and in other
examples- as described in Dow, 1957, pp. 271- 2. The spherical aspect of the universe aready
on the ancient Greek philosophy in regard to the Moirai myth could also be a link to the
Fortune’swheel, Brendel, 1977, pp. 50- 85.

2, Jolly, 1997, pp. 79- 81.

3, St. Gregory of Nazianz, Oration VI (Prima de pace, ob monchorum reconciliationem
post silentium praesente patre, PG 35, 721A- 752A. Cf. Weitzmann, 1951, pp. 6- 12.
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upper two are dedicated to the scenes of creation, fall and expulsion, while the
lower depicts Moses receiving the Law and on the last scene st. Gregory and his
father stand behind the altar, while some monks attend. The latter scene
represents the main purpose of the oration, the reunion of the church of
Nazianzus after a schism, which was caused by st. Gregory's father after signed
a semi- Arian creed. The reconciliation, succeeded by signing an Orthodox
creed, was celebrated with the specific homily. Apparently, that ecclesiastical
stuation attaches itself to the last illustration, which is combined with the
Genesis scenes according to st. Gregory's text'. The consequences of any
disobedience, such as the protoplasts’, indicate the distance from God's grace,
which reinstated through the revelation of God himsdf to Moses and
throughout the history in the sacraments within the Church- that is suggested
with the depiction of the reconciliation next to the altar’. Thus the artist
composed the visual language of the page by uniting scenes from the Old
Testament and contemporary events of the period of st. Gregory, which are
connected to his works and his devoutness to the unit of the Church. Thefall is
the antithesis of the conciliation, as Adam was the antithesis of Christ, a
popular typology within the ninth- century Christians®.

Additionally, a well- known manuscript, Junius 11, is an ideal example
of the propinquity between the text, which is a poetic paraphrase of biblical
texts, and the drawings, which bear no resemblance to the previous
iconographic tradition of the Bible. Ohlgren pointed out the central pointsin the
relationship between the text and the illustrations, two of which are worthy to
be mentioned here®. For instance, the repetition of the figure of the fiend, such
as on page 20 and 36, aids to the visualisation of the transitory effect, which isa
means for the successiveness and coherence of the events’.

In the Junius 11 miniatures the colours play a symbolic role.
Specifically, the artist made use of only two colours, red and brown®. He gave
them, though, afigurative code, which was active in the drawings, either in the

!, St. Gregory of Nazianz, ibid., PG 35, 733C and 744C.

2, Brubaker, 1985, p. 8, Der Nersessian, 1962, pp. 208- 9, fig. 9.

3, Brubaker, 1985, pp. 8- 9.

4, There are significant elements on the pages that are not in our interest, such as the
fact that the illustrations may act as the patristic commentaries on the biblical texts, as in the
frontispiece of the Junious 11 Genesis, where pictorial exegesis operates as typological
explanation of the text. Details see Ohlgren, Visual language, 1972, p. 261, fig. 3.

®. Ohlgren, Visual language, 1972, p. 259 (fig. 2), 263, 272 (fig. 8).

6. Red refers to the blood of Christ, while brown represents the spiritual death and
humiliation. Ferguson, 1961, p. 151- 2.

241



sartorial or the topographic presentations. In the original sin episodes the colour
of Satan, the demons and the formation of hell have pictured brown. On the
contrary, the emissary demon, when he was in disguise as an angel to the
protoplasts, is dressed in red clothes'. Thus, the specific colours transformed the
account of the poem into a visual result of abhorrence to Satan and what he
represents and simultaneoudly the anticipation of the salvation.

The manuscripts were decorated not only with the miniatures, as full
pages, but also with initial letters, which ornamented the first page of the
biblica book. As far as the initial to Genesis from western manuscripts are
concerned, there can be a few interesting commentaries to be done. In some
examples of the 12" c., such as the Salzburg Genesis (Stiftsbibliothek, St. Peter,
MS A. XII. 18, fol. 6/, ca. 1150), the artist focuses on the origina sin and not
the creation. The initia starts its account with the fall of Lucifer and continues
with the fall of the protoplasts’. Likewise, the Parc Bible (London, British
Library, MS add. 14788, fol. 6") unites the firgt, fifth and sixth day of creation
with the fall and its consequences’. Both the paradigms bear an anthropological
rendition of Genesis and share, either following the Priestly (the account of the
hexaemeron, Gen 1, 1- 2, 4)* or the Y awist (the account that focuses on the free
will of the human beings, as the source of the evil, Gen 2, 4- 3, 24) account®, a
generd interest on the issue of the existence of the human beings, but also of
their route to their salvation.

An improved visual approach of the salvation and the fact that the
Creator is God himself, who has promised to guide the human beings towards
redemption, can be noticed on the Genesis initial of the Bible of Robert de
Bello (London, British Library, MS Burney 3, fol. 5', ca. 1230- 1240)°. That
aspect is derived from the selection of the scenes that make the initial and from
the historical rendering of the text”. Moreover, the initial of the Souvigny Bible
(Moulins, MS 1, fol. 4", fig. 109) ® or the initia of the Latin 226 Bible (the

!, The demons were also red in the drawings pictured their situation before their fall.
Ohlgren, Visual language, 1972, pp. 274- 5.

2, Rudolph, 1999, p. 32, fig. 3.

%, Rudolph, 1999, p. 32, fig. 4.

4, A criticism on the Priestly overture to the Pentateuch see Vervenne, 2001, pp. 35-
80.

®. Rudolph, 1999, p. 24.

6, Turner, 1965, p. 12, fig. 2.

7. Rudolph, 1999, pp. 43- 4, fig. 21. In the bibliography of the early 20th c., the Bible
isdated on 1224- 1253, Warner, 1910, p. 8, pl. XI, Millar, 1926, p. 52, pl. 76.

8, Rudolph, 1999, p. 33, fig. 8.
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Aurifaber atelier, fol. 4Y, ca 1250)" attach themselves to the new theology,
whose centre of attention was the creation of the world more than the fal. A
similar example is the Flavius Josephus manuscript and initial with the original
sin and the Pantocrator creating the universe (probably from Werden (?), now
in Berlin, Staatsbibliothek, lat. fol. 226, fol. 3, before 1159)% That current
naturalistic theory was popular during the 12" ¢. onwards in the western society
and it threatened the old one, which tried through the power of the Church to
oppress the free willingness of people by demonstrating the necessity of the
Church for their salvation.

Apparently, the scenes taking part in the initial letters of the medieval
manuscripts of Genesis cannot consider as an accidental rendition, but as an
echo that reflects the old and the new theories on creation and their connection
to the political trends of the western society of the 12" c.

v. Image and likenessin art

The creation of man according to God's image and likeness is
distinguishable in a number of Christian artistic proposals.

Particularly, they are based on the eastern iconological approach, mainly
after the iconoclastic period, where the role of the materia of the artistic
products, the definition of the icon and its connection to Christology were well-
defined. On the West Libri Carolini demonstrated the disapprova of the
existence of the icons. The Synod of Frankfurt (794)° and the western
theological works, such as by Agobard of Lyon (ca. 769- 840)" approved the
criticism of eastern iconology and the context of the Carolingian Books.

Yet, the illustrational western production of the following centuries
provides evidence of the aspect that in practice the artists have followed the
previous pictorial forms and they developed them according to their needs and
trends’. As a western thirteen- century example, we cite the Eton roundels (fol.

!, Branner, 1977, pp. 109- 10, fig. 307.

2, Fingernagel, 1991, pp. 116- 7.

3, Grape, 1974, pp. 49- 50.

4 PL 104, 222, "Nam si ulla imago... et ratione carentium”, where he supports the
corporeal resemblance between God- man. Thus, the existence of the icons can only be
understood as the presentation of the bodily part. Ladner, 1962, p. 29.

®. Ladner, 1962, pp. 29- 30.
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2", where the fall and its consequences are drawn, though not according to the
biblical order. Thus, the central roundel, the prohibition, instigates the reading,
which continues with the original sin on the left top corner. The unexpected
point is the male figure on the admonition scene, who is dressed, while Adam
on the expulsion scene is naked and he is usually pictured having a standing
stance and not seated as in Eton roundels. Hitherto, the particular elements did
not allow the scholars objectively to identify the figure as Adam himself.
Henry, very convincingly, suggested the visua presentation of the created on
the seventh day man, whose nature was according to the image and likeness of
God and consequently, the artist had the theological background of depicting
him/ her amost identical to Logos'.

A nuanced reading of the parallels would allow the morphological link
between Adam and Logos. Notwithstanding, the connotation of both the figures
formulates two dissimilar pictorial discourses. In particular, there are those
examples, which demonstrate Adam having a juvenile, beardless presentation,
whilst there are monuments that focus on the relationship between Logos and
Adam by displaying the latter with a grown beard. Those accounts unfold a
problematic heterogeneity, due to the fact that we cannot recognise any specific
stylistic forms based on their origin. Obvioudy, we discern an artistic
flexibility, which reinforces the aspect of the inter- influences.

Primarily, in the frontispiece of the Carolingian Bibles an individual
with young physical characteristics, aimost alike with Adam, represents Logos.
That is actual a heritage of the early Christian sarcophagi?, something that can
reinforce our suggestion about the fourth person beside the Holy Trinity on the
Trinity sarcophagus, as the human being on his entirety, as a person that on his
nature carries the godlike resemblance’.

Moreover, there is dmost a striking resemblance of the male figures
(Adam and Logos) to Eve, as far as their main facial features are concerned.
Apart from the differences in their bursts and their generative organs and the
dressed figure of the Creator, their faces and hairstyle are nearly identical. In
other monuments, such as the cod. Barb. lat. 4406 or in San Marco, the
difference of the sexes are obvious. Additionally, in San Marco, though a
disparity in their hairstyle is observed, both Adam and Logos are young and
beardless. In other examples, such as in Hortus Deliciarum, in Dijon’s Histoire

! Henry, 1999, pp. 174- 5, where there are also stated four possible objections to the
aspect of the figure being man in his entirety, which, to our opinion, cannot overcome the
criteriain favour of the above- mentioned suggestion.

2, Ladner, 1962, pp. 26- 7.

3, See chapter Eve's creation.
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Universelle, Logos is depicted as the Byzantine Pantocrator, while Adam has an
adolescent appearance.

On the other hand, it must be stressed that in other pictorial examples it
occurs the mirror- like- effect. That means the look of Adam is similar to the
Creator; both are having beard and in general identical facial characteristics.
Partially, that effect can be noticed on the figures of the Millstatt Genesis, the
Arsena Bible, the Salerno Antependium, the Souvigny Bible and of the
Morgan Old Testament M 638. More specific, on a lid- scene of the middle-
Byzantine ivory of the Cleveland Museum (CMA 1924. 747, 11™- 12" ¢, fig.
111a)* and on the first scene of the ivory plague (Musée des Beaux- Arts de
Lyon, D 312, 11" c., fig. 112)?, the image imitation on Adam's creation between
the two figures had already been formed. Their facia features as well as the
clothes and the gesture of the Creator in Capella Palatina follow the ivory
prototype, while his standing stance goes after the Creator of the Saerno
antependium?. Thus, on the cycles of Capella Palatina and of Monredle there is
a striking resemblance between Logos' and Adam. Their face, beards, haircut
and even the plagticity of their hands and feet have a remarkable pictorial
correspondence, which probably acts as the part of the adamic typology and as
a visua interpretation of the coming of the second Adam, as the Redeemer.
Thus, the particular iconographic elements are under the purely influence of the
Byzantine theology and images.

Furthermore, the Aelfric’s (Anglo- Saxon) and the Psalter in Munich |at.
835, having an Anglo- Saxon and an English origin respectively, as far as the
resemblance of the two male figures and the Hortus Deliciarum or the
manuscript from St. Emmeram in Regensburg (MS lat. 14339, fol. 74") as the
pictorial presentation of the Creator are concerned, they follow Byzantine
stylistic preferences. More specifically, they have a close iconographic account
with the Sicilian monuments, a fact that can be explained by the circulation of

!, Bichsdl, 1995, p. 149, fig. 363, Eastmond, 1999, p. 224, fig. 9, Goldschmidt, A.,
Weitzmann, K., 1930, Nr. 67.

2, See the description of J. Durand in Byzance, 1992, pp. 261- 2, no 170. Also see
Eastmond, 1999, pp. 224- 5, fig. 12, Goldschmidt, A., Weitzmann, K., 1930, Nr. 70.

3, The facial features of Adam are repeating in all of the scenes of the ivory. See the
ratiocination in Blichsel, 1995, pp. 148- 9, p. 416, fig. 363- 364 respectively. Also about the
appearance of Logos in the Salerno antepentium see Weitzmann, Illumination, 1980, pp. 122- 3.

4, Logos of the Genesis cycle is the actual Pantocrator, a motif frequently met in
Monrede. For the pictorial presence of Christ as rex and imperator, as well as his connection
with the current political situation of the 12" c. and the policy of the Latin Church see
Dittelbach, 2003, pp. 295ff.
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the pictorial forms from the Normans in England and in Germany, without
however insisting in having exactly the same prototype'.

vi. Body- gestural language

Man was created in an upright stance, in order to look straight at the
sky. That position signalises the royalty of his origin® and his superiority
towards the other creatures of the earth®. Yet, his sin and disobedience caused
shame towards God as well as humbleness and fear, emotions that are declared
in the Hiding from God and the Denial of guilt. The mosaic of the narthex in
San Marco is an indicative example; the figures are standing during the creation
of the protoplasts, their life in paradise until the origina sin. On the cube where
the Denial of guilt is drawn, the protoplasts have a dight inclination on their
bodies, an element referring to their shame, which is more intense on the next
episode, where the protoplasts with shyness accept their punishments. On the
contrary, on the episode of the Clothing the protoplasts acquire their upright
position, due to God's promise.

The hands are the tools of speech and they act as co- operators of the
oral communication. The hands help the words to be better understood. Thus,
they operate according to the logical nature and the intelligence of man°. An
excellent example of visualising the speech is the episode of the Denial of guilt
in San Marco, where Logos accuses Adam for the sin by showing him and
simultaneously Adam, with almost an identical gesture indicates Eve, as the
responsible one, whose gesture reveas the acceptance of the guilt. Moreover,

!, The discussion about the resemblance of specific scenes of the particular monuments
based on iconographic and historical analysis see Kitzinger, 2003, pp. 1071- 7.

2. ""000wov 8¢ 1) avOodme TO TYIUA, XAl TEOS TOV 0VEAVOV GVOTEVETAL, XAl
dvw Prémer. Apynad xai tadta, xal v Bacilxnv dEiav émonuaivovrar...", st. Gregory
of Nyssa, De Hominis Opificio VIII, PG 44, 144AB.

3. "Emlaoev 6 Oeoc 60006v- éEaipetov Tavtyy ool TV SidmAaocw magd. Ta Aowta
Loa édwxne. A i, Emedn €€aipetov ool xai tyv évépyeiav dmodidovar Euedle”, st
Gregory of Nyssa, In verba, Facianus Hominem, orat. |1, PG 44, 293C.

4, St. John Chrysostomus, In cap 111 genes, Hom. XVII, PG 53, 132- 135.

®. St. Gregory of Nyssa, De Hominis Opificio VIII, PG 44, 144BC.

246



her depiction in profile, contrary to the frontal presentation of Logos and Adam,
symbolises her guilt'.

On the mosaics of San Marco, and particularly on the episodes of Eve's
shaping and her introduction to Adam, the Creator holds her from her shoulder.
If we tried to interpret that action, we could cite the explanation of the Zonaras
lexicon, which states that the shoulder is the part that embraces the most of the
burdens’.

An anatomical examination of the Anastasis scene could lead to the
following thoughts as far as the way Christ holds Adam during his exit from
Hades. Thus, we notice that Christ grabs Adam from his carpus and not from
his palm. In order to formulate our hypothesisit is essential to move among the
relevant ecclesiastical literature.

Firgtly, the holiness of the hand of God, as well as his determination to
hold his people, within his hand, away from any kind of malevolent situations,
can be extracted apart from the biblical references’, from some patristic texts as
well?. In many cases it is stated that God extends his hand of charity® towards
man in order to give him a change for repentance and motivation for the
clearness of his soul®. The hand of God is considered to be the safety net and

! Jolly, 1997, p. 54.

2, See the Lexicon of Pseudo- Zonaras in lohannis Zonarae lexicon, 1808, (letter
omega, 1886, 12), "Quoc, ta uctdpoeva. Maod 10 @, 10 badoyw. O Vmouévav ta Pdon
xal Td ¢poptia". The same gesture has the angel towards Eve, while he holds Adam from his
elbow in the fresco of the Basilica of San Francesco of Assisi (1278- 80). See Bellossi, 2007,
pp. 49- 51, fig. 12.

3, 2 Kings 19, 19, Psalm 139, John 10, 28- 30. Cf. Loeschcke, 1965, pp. 58- 61.

4. St. Basil , Adversus Eunomium, 5, PG 29, 568B, " Ovdeic dvvarar domdoat £x Tijc
2€100¢ to¥ Ilateds uov, émfyayev. Eyw xai 0 Hatne &v éouev, oapdg 10 &v avti 100
{oov xal tavTtod xata dvvauw magataupdvar” ("Nobody can grab you from my Father' s
hand. My Father and I, we are one, and equal and we have the same power"), st. John
Chrysostomus, In epistulam ad Philippenses, 4, PG 62, 223, ""Ewg dv év 1)f yewol ouev tod
Oco?, 0Vdels Hudg domdiew dvvaral ioyvead ydo ot 6tav 08 THG yeWos Exeivyg
Exméomuey xal s pfonbeias dmoldlauev, maow Erowuot mooxeiueda gig Apmaynv, TA.ow
eic xartamdtnyua”, ("Nobody can grab us from the hand of God, which is very powerful.
However, when we fall from the God' s hand and we lose his help, we are absolutely exposed to
every kind of plunder and pillage").

%, St. John Chrysostomus, De paenitentia, 7, 1, PG 49, 325.

6, St. John Chrysostomus, Interpretatio orationis Pater noster [Sp.], PG 59, 628,
"Tavta Aéyawv, dvOowme, Edv oV mouyjs oUTwG, EVvVOonaov 0Tt poPeQov TO Eumedely Huag
€ig yeioas Oeod CAvTog xal 010eBwoduevog EmioToeyov meog Tov momtyy xal Kvoiov",
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the two testaments, meaning promise for redemption*, while the hand of man is
frequently akin to sin and the performance of immoral acts’. Apparently, the
sanctity of God's hand and the uncleanness of man do not actual permit the
handholding, which can only be accomplished when man reaches the original
paradisal beauty. Nevertheless, the carpus of man is often characterises as the

("It is really terrible for a human being to loose the hand of the real God and then to try to
repear the damage and to return to the poet, our Lord"), st. Basil, Enarratio in prophetam
Isaiam [Dub.] in Trevisan, 1939 (Chapter 1, 55, 1), "xai énd&w thv yeioa uov €ni oé, xai
»vowow oe eig xabapov", ("1 will put my hand over you and | will make you clean").

!, Didymus Caecus, Commentarii in Psalmos 29- 34 in Gronewald, 1969, pp. 98- 100
(148, 26- 149, 6), "OvVdeic yap domdlel éx T yetp0g T00 TaTEdg EVv Tals oais yeoolv oi
xA1jool uov, giolv, Aéyet 0 owtho... Oi xAfoot v Ttaic oaic yepolv giow, oPaliouévor
dmo Tdv dpaotnolwy xal oxemTioTI®Y cov Svvducswv, dote undéva oldv te eivau
aomdoat €x TG YELWOS GOV 0OVIEIS YaAQ OVVATAUL AOTATAL EX THG YELWOS TOV TATOOS, OVX
elmev- el wy €Ew g Eavtov moujoy TS yewds, 0V dvvaral domacOivar dxd Tog...
Tovdag avtog éEw memoinrey EavTov TG Y€QOG... €V TalS ¥eoolv oov TVYYdvEeL l00g
xAnoovouliq... Aéyouev »al 1000 xeipes 100 Oeov giolv ai dvo dwabijxad”, ("Nobody can
grasp the Father's hand. On the hands there are my heirs, the Savour says... my heirs on the
hands are sound and safe from the active and satan powers and nobody can take them from the
hand of God; nobody can take them from the hand of the Father; but if you put yourself out of
the hand, then there is the possibility to be hung up... Judas had put himself out of the hand of
God... He, who grasp the hand is equal of the heritage... and we say also that: the two hands of
God are the two Testaments").

2, St. John Chrysostomus, De Anna, 1, 2, PG 54, 634: "xai Aafduevoc dudv ovyi tijc
YEWWOG, dAAd THs dtavoiog, TavToy oV TG XTITEWS TEQUY YoV, OELXVVSE 0VQAVOY XAl VIS
xal OddatTov xal Aiuvag xai agyadg xal motauovs xal teAdyn uoxod...", ("and he did not
grasp us from our hand, but from our mind, our spirit, which contains the whole creation, and
can be found everywhere in the sky, the earth, the sea, the lakes, the rivers, the oceans"), st.
Basil, Homiliae in hexaemeron in Giet, 1968, p. 362 (homily 6, section 7, lines 49- 52), " Ov
yAo 10V #AETTOV TO AdixnuUa: 0VOE TOD povéws: & ye 0V0¢ Boviouéve Svvatov iy
XOOTTEN THS YEQOG, Ol TO AvaTodQaoToV THS €7l TS MOAEES AVTOV XATETELYOVONG
avdyxng", ("In the case of a thief or a murder, we could say that the holding of the hand,
means the strength that he is hold and the fact that he cannot escape"). Cf. Didymus Caecus,
Commentarii in Psalmos 29- 34 in Gronewald, 1969, pp. 324- 5 (209, 21), "lleoi tavtng
Aéyetou: xabapioate yeipag, auagtwloi, tote 0¢ xabapal yivovrar", ("And it is said: you
should clear your hands, you, sinning people; then you can become clean™).
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hard part of the hand". Thus, man has the opportunity to be held by God, in such
arigid way that he has the chance to follow his Redeemer and not be lost.

To put it into an iconographic frame, we could quote all the paralels of
the Anastasis scene, even those from the early Chrigtian art, that include the
particular contact between Christ and the raisng Adam or Eve. That
iconographic element is mostly possible to derive from the ancient classical art,
principally between the gods and the people?. Additionally, it is noteworthy that
the particular way of gesture is arepeated one, not only in the Anastasi s scenes,
but also in episodes from the life of the protoplastsin paradise. Indicatively, we
guote the animation of Adam, his introduction into paradise and the
admonition. Nor should it be forgotten the visual approach of God himself,
mostly due to Jewish influences, as a hand emerging from the sky, which in the
manuscript of Stuttgart (L. B. cod. lat. 23, 9, fol. 85", 9" ¢.) holds Adam's wrist,
during the naming of animals’®. Our theological approach is based on the fact
that man was created to reach the likeness of God and he cannot hold the hand
of God directly, unless he achieves a certain extent of holiness, could also be
pictorially documented with parallels from the Theotokos of Passion, who isthe
most holy person of the saints’.

!, Etymologicum Graecae linguae, 1968, p. 301, "Kaopmoc onuaiver 0& xai tov Tijc
YELQOG KOOV, ¢ 1 xeNoLg napTvEEl- Odvooevs ¢ lafav xvoe yeioa Emi xamol- TANY
%al ToUT0 ¢ oluat, TaEd 10 xdoog, & onuaivel To ENedv- xatdEnpov yaoe tdv Aowmrdv
UEQDV E0TIV 0 »00m06 THS Y etpos”, ("Carpus is also the wrist, the part of the hand; Odysseus
kissed the wrist of the hand. Apart from that as | know, re xdo¢og isthe hardness; so it ismore
hard and dry the wrist than the other parts of the body").

2, Loeschcke, 1965, pp. 46- 7.

3, Loeschcke, 1965, pp.63- 5.

4, Nonetheless, in the Piéta of Nerezi (12" c.) Apostle John holds the palm of Christ, a
quite unique, up to our knowledge, element. In other scenes from the life of Christ, such as
miracles, there is no such hand contact between the persons and Christ.
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CONCLUSIONS

In this thesis we attempted to analyse the iconographical dimensions of
the story of Adam and Eve in Creation and in Resurrection as a whole and as
main events of the history of the holy Oikomonia. Having that thought as a
garting point, we made every possible endeavour to examine the
iconographical details of the scenes and to comment on them. Simultaneoudly,
we tried to keep up with the discussion of the art historians about the various
topics that enter into question, without hesitating to raise our own questions, to
express a different opinion and to argue our suggestions. Apparently, to some
extent in our study, proposals and conclusions are expressed in somehow
tentative terms, which are based not only on the pictorial or genera artistic
principals, but also on theological aswell as liturgical and historical parameters.
Yet, a primary point on the discussion around the art of the Church is, that it
cannot always have valid grounds for definitely aspects, while the speculations
and the assumptions are not rarely the base for a consructive analysis and
scientific dialogue.

The conclusions that have emerged from the research of the relevant
artistic scenes and texts of the ecclesiastical literature and of a large amount of
bibliography are the following:

1. We may positively conclude that there are common pictoria patterns
in both the Eastern and the Western iconographic traditions, that others can be
easly identified and analysed, meanwhile others can only be classified under a
hypothetical outline. By no means our purpose here is to repeat the relevant
aesthetical standards, since they have already been cited on each chapter of our
study. Up to an extent, that commonness speaks volumes in some stylistic
features or in their origin in the same or identical norms. Y et, the range of the
paralels and their alterations, which are occurred in severa cases, exemplify
the variation on the theological and subsequently the liturgical approach.

2. Undoubtedly, it can be deduced that the scenes of creation of the

protoplasts were mainly illustrated in the West rather than in the East. In
generd, in Byzantine art the artists evaded the depiction of the Old Testament
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in an extensive way, while in the medieval monuments the structure assented to
the longitudinal decoration starting with the creation of the world.

Nor should it be forgotten the fact that in the Western medieval world
the creation was one of the most fundamental subjects of the theological
thought, since their belief on the consequences of the fall could enlighten the
responsibility of the Church and itsrole in their lives. That acts a bit different
than the artists of the early Christian sarcophagi, who used the original sin as a
promising visual el ement.

On the Eagt, the approach was different, due to the understanding of the
original sin only as a fact within the history of the holy Oikonomia, and not as
the major fact, which impelled the human beings to death and to the heritage of
the sin. Conceivably that could be the explanation of the not so-frequently-met
creation in the eastern examples, but they mostly preferred to illustrate the
Anastasi s scene, in the theological terms we have mentioned.

Nonetheless, on the one hand, pictorial motifs of not any specific
liturgical value in the West, as they are the creation scenes, find an eminent
pictorial response. On the other hand, in the East, where the creation of man
plays a significant role on the liturgical texts, it does not find a conducive
iconographic ground.

3. On the following several occasions are extracted more explicit
reasoning on specific pictorial features:

a. The ascertainment of the similarity between the figures of Logos and
Adam in Christian art is an adversative element. The visual correspondence of
the two individualsis frequently met already from the sarcophagi and catacomb
epoch, where both of them are depicted beardless. The most remarkable
connection is fulfilled in the Sicilian monuments, where the Logos is
Pantocrator himself and Adam looks after him, as a pictorial element of the
adamic typology.

b. There are iconographic elements that are met only in the Western
pictorial tradition. Specifically, we refer to the shelter, under of which Eve is
illustrated in the scene of the labours. We have aready expressed in details our
thoughts on that issue and we have quoted the relevant ecclesiastical texts. Yet,
we could only suppose that, since it occurs only in the West, the artists were
influenced by the Latin versions of the apocryphal text and it sounds difficult to
have the chance to read the Greek Fathers.

c. Additionally, one of our most striking conclusions is the appearance
of Adam and Eve during the scenes of the expulsion and the labours. To put it
succinctly, in the most of the Eastern or the eastern- influenced examples they
are wearing clothes. Meanwhile, there are western examples, which express
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different iconographic preferences and the protoplasts are totaly naked,
sometimes holding the fig leaves or are semi- dressed. That feature turns out to
be more significant when we notice the way the protoplasts are presented on the
Anastasi s scenes.

Needless to remind, the episode of the clothing in the cupola of San
Marco, which is an extraordinary visual presentation of the promising of God
for the future redemption. Evidently, it is amost impossible that occurrence to
be based on gylistic bias or artistic innovations, without taking into
consideration the theological outlook of each era.

The fact that there are western illustrations of the Harrowing of Hell,
such as the Gaeta Exultet Roll, where the protoplasts are being dragged from
the flames of Hell, is probably an early reference to the upcoming doctrine of
purgatory. That RCatholic doctrine, which states that there is a place inhabited
by the souls of sinners, who are expiating their sins, was developed later in
Medieval Europe and it has influenced the everyday life of the believers and
apparently their artistic expressions, though here we discuss their early
versions. Thus, the promise for salvation, having been pictorialy stated with
the clothing of the protoplasts and their clothed appearance in the above-
mentioned scenes, became a non-visible element in the parallels from the 11" c.
onwards and it cannot be said that it serves the aims of the adamic typology. On
the contrary, while the seated, clothed Eve refersto Virgin Mary, the nakedness
of Adam and Eve could only convey the belief to the condemnation of the
protoplasts and of their descendant, since the original sin is believed to be
inherited to the whole human nation.

Accordingly, the seldom occurrence of the Descent into Hades on the
Western monumental art is entirely understandable, since it cannot perform a
role of hopefulness for the future recovery, but mostly a notion of scholasticism
and also a misery and insignificant expectations. Yet, in the East the scene is
impossible not to be depicted on the monumental iconographic programmes,
since its frequent view from the believers, every time they were taking part in
the liturgical act, operated as areminder of the salvation in a positive way.

4. 1t is aso deduced that the closely compacted rendering of the
frontispieces and the miniatures of the Genesis books does not always occur
due to the lack of space; a quite facile reasoning. The most of their narrations
display a high level of both theological and artistic knowledge, bringing
forward the central meanings, which should be conveyed to the believers.
Moreover, the selected scenes of each programme, in the miniatures or in the
monumental art were produced under the authority of specific persons and their
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beliefs, under the socia and historical influences or even depending on
unidentified motivations.

5. How fundamental is the doctrine of creation within the ecclesiastical
tradition is nowadays apparent with the project of the World Council of
Churches "Justice, Peace and the Integrity of Creation" (though not having
been mention in our analysis), which points out the environmental concern and
the attention for the nature, for al the Chrigtian Churches, despite the
differentiation in the theological approach, as being discuss in our relevant
chapter.

However, there are feministic groups, which argue that the explanation
of the dogma of Creation with the traditional way encourages misogynous
trends and reinforces man's role on the society against woman. In our study,
there are references to those tendencies even in the field of the art history and
the justification of specific iconographic features.

6. Ultimately, there are some rules of the Christian imagery from
approximately the end of the 11" c. onwards. The following medieval stylistic
formulae are also noticeable in the iconographic western recensions of the
protoplasts” story and occasionaly in Byzantine art. Thoroughly indicatively,
we guote some monuments and not all the cases that can be met with each rule,
just in order to be visualy approachable:

a. The large or oversized dimension of the figures nominated the
significance of the persons, such as in the bronze doors of Hildesheim, where
two smaller figures stand for the protoplasts, while the Creator is displayed as
having an extent size. Furthermore, in densely populated scenes, there is a
range, whose height assigns the importance of the person (the highest, the
holiest), as for instance on the Freckenhorst ivory.

That rule probably derives from the early Christian art and the number
of examples, especidly in the sarcophagi, such as the Pronuba and the two
Trinity sarcophagi, where the figures under our examination are demonstrated
with undersized bodies. As it was verified in the particular chapter the
sculptures on the sarcophagi reflect the resurrection of the dead, a statement
that can be strengthen by the fact that in Byzantine Anastasis, Christ has a
dominant shape in comparison with the rest of the persons participated in the
scene.

b. Theright part is considered to be the good side, in contrast to the left,
which is the malevolent one. For instance, Eve in St. Lazarus sculpture holds
with her left hand the forbidden fruit, while in Hildesheim in the Introduction of
Eve, Logos holds Eve from her right shoulder, an encouraging gesture, full of
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promise for the future salvation. Nevertheless, that rule bears a great number of
exceptions and we cannot dogmatically state that the artists followed it
completely.

c. Any figures of the devil or the damned are depicted outside or on the
entrance of the church, in order to have severe and also memoria effects as
well as to perform a kind of future guidance to the believers. That canon is
artistically echoed especially on the Gothic churches and their sculptural
adornment with the Genesis story on the outside door- friezes or the decoration
of the externa columns.

Moreover, the Byzantine artists followed that pictoria principle on their
illustrations on the narthex. Hence, the story of the creation and the life of
Adam and Eve in and out of paradise assist the viewers in a pedagogical way
before their entrance into the church. Even when scenes of creation are met on
the external porches, such as in Trebizond, that is an indication that the place
under the porches was used as a narthex.

Y et, the Anastasis scene decidedly holds a prominent position within the
Byzantine churches, due to its paramount importance. Thus, they actually
follow another rule; the Old Testament scenes were mostly placed on the nave,
in order the believers to pass through them to the New Testament and the
celebration of the holy Eucharist.

d. It is dso interesting to notice the combination of Western and
Byzantine pictorial elements in a dense sequence within the same scene of
creation. For instance, the presentation of the Creator in the Arsenal Bible and
the Sicilian monuments, a prominent visual account that reflects the direct link
within the Christian art and the historical environment of each era
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