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aŀƴŜǘΩǎ wŜƭƛƎƛƻǳǎ LƳŀƎŜǊȅ 

 Manet painted few religious images, the two most notable are the Dead Christ with the 

Angels of 1864, and Christ Scourged of 1864-65.  I will focus on these two paintings, with a few 

ƳƛƴƻǊ ŘŜǘƻǳǊǎ ǘƻ aŀƴŜǘΩǎ ƻǘƘŜǊΣ ƭŜǎǎ ŀƳōƛǘƛƻǳǎ ǿƻǊƪǎΦ 

 aŀƴŜǘΩǎ ǇǳōƭƛŎ ǊŜƭƛƎƛƻǳǎ ƭƛŦŜ ǿŀǎ ƳƛƴƛƳŀƭΦ  IŜ was married in a civil ceremony,1 and did 

not receive death rites until after he passed.  Brombert Ŏŀƭƭǎ aŀƴŜǘ ŀ άƴƻƳƛƴŀƭ /ŀǘƘƻƭƛŎΦέ2   

This paper submits that Manet was working within well-established traditions, the 

Lamentation and Ecce Homo genres of Christian painting.  We ƪƴƻǿΣ ǘƘǊƻǳƎƘ /ƘŀǊƭŜǎ .ƭŀƴŎΩǎ 

Histoire des Peintres, that Manet was familiar with specific examples of both types.3  I assert 

aŀƴŜǘΩǎ reuse of established imagery is important, because it allows him to construct a 

statement relative to the meanings incorporated into those traditional images.   In both the 

Dead Christ with the Angels and Christ Scourged Manet is aware of the relevant Biblical 

passages, and the tradition of paintings used to present those passages over the previous 

centuriesΦ  aŀƴŜǘΩǎ ŎƻƳƳŀƴŘ ƻŦ these historical genres allows him to compose images which 

place his thoughts about religion in the context of historyΦ  Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ƘŜΩǎ ƳŀƪƛƴƎ ŀ ǇƻƛƴǘΦ 

                                                           
1 Brombert, Beth Archer, Edouard Manet Rebel in a Frock Coat, Boston, Little, Brown and Company, 1996, p136. 
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3
 Manet, 1832 ς 1883, exhibition catalog by Francoise Cachin et al.: New York, Metropolitan Museum of Art, and 

Paris, Grand Palais, 1983, p201 and 226. 



Manet, who we have written into our story of Modern art as the person who invented 

Modern painting, only in these few paintings looks backward at the psychological foundations 

of Western civilization via the Christian myth.  It seems worth our time to carefully consider 

what Manet thought about the core narrative of Western civilization; after all, he is the person 

who inspired Mallarme to write:  

άL ŎƻƴǘŜƴǘ Ƴyself with looking on the clear and durable mirror of painting, that 

perpetually lives yet dies every moment, which only exists by the will of Idea, yet constitutes on 

my domain the only authentic and certain merit of nature ς the Aspect.  It is through her that 

when rudely thrown at the close of an epoch of dreams in front of reality, I have taken from it 

only that which properly belongs to my art, an original and exact perception which distinguishes 

for itself the things it perceives with the steadfast gaze of a vision restored to its simplest 

ǇŜǊŦŜŎǘƛƻƴΦέ4  

In fact, upon close examination, as I wrote earlier, Manet was faithful to both the 

Biblical texts and the established composition formats regarding Lamentation and Ecce Homo 

paintings, except in one regard, which I will elaborate on when I describe the Dead Christ with 

the Angels. 

                                                           
4
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1876.  Which I found in: Rubin, James H., aŀƴŜǘΩǎ {ƛƭŜƴŎŜ ŀƴŘ ǘƘŜ Poetics of Bouquets, Cambridge, Harvard 
University Press, 1994. 



 

Figure 1, Edouard Manet, The Dead Christ with the Angels, Oil on Canvas, 1864, 70.625 x 59έ 

The Dead Christ with the Angels 

 Manet does something interesting in Dead Christ with the Angels; because he paints 

what I submit is a Lamentation painting.  He does this by painting what appears to be a corpse; 

the Christ figure has a gaping mouth and dead eyes.  But Manet goes even further, because he 

uses the format of Christ flanked by Angels, which is familiar in Christian art not as an image of 

the Resurrection, but as an image of the Lamentation.5   

Please examine the many examples of paintings, located at the back of this paper, 

provided where Angels are mourning Christ.  The pictorial spaces, compositional layouts, and 

subject matter are all ǳƴƳƛǎǘŀƪŀōƭȅ ǎƛƳƛƭŀǊ ǘƻ aŀƴŜǘΩǎ ǇŀƛƴǘƛƴƎΦ  They amount to a visual 

                                                           
5
 The Lamentation is the moment when, Christ having been removed from the cross, he is mourned by humans 

and (in art) angels.   



history, established over six centuries, which Manet was aware of.  There is no way to know if 

aŀƴŜǘ ǿŀǎ ŦŀƳƛƭƛŀǊ ǿƛǘƘ ǘƘŜǎŜ ǎǇŜŎƛŦƛŎ ǇŀƛƴǘƛƴƎǎΣ ōǳǘ ōŜŎŀǳǎŜ ƻŦ ŜƴƎǊŀǾƛƴƎǎ ƛƴ /ƘŀǊƭŜǎ .ƭŀƴŎΩǎ 

Histoire des Peintres we know he was aware of the Lamentation genre.6   

Clearly, it was a traditional image to show Angels bearing the weight of a still dead 

Christ.  These images picture a moment that was at a place in the narrative between the death 

on the cross and the Resurrection. 

Why is it important that Dead Christ with the Angels is a Lamentation image?  Because 

Manet paints the Lamentation, but then labels it with the Biblical verse describing Mary 

aŀƎŘŀƭŜƴŜΩǎ ǇŜǊǎǇŜŎǘƛǾŜ ƻŦ ǘƘŜ wŜǎǳǊǊŜŎǘƛƻƴΦ  hƴ ǘƘŜ ƭŀǊƎŜ ǊƻŎƪΣ ƴŜŀǊŜst to the center of the 

paintings foreground ƛǘ ǊŜŀŘǎΥ άŜǾŀƴƎΦ ǎŜƭΦ {ǘΦ WŜŀƴ κ ŎƘŀǇΦ ·· ǾΦ ·LLΦέ7  [ŜǘΩǎ ƭƻƻƪ ŀǘ ǘƘŜ ōƛōƭƛŎŀƭ 

verse.  This refers to a verse from the Bible. John, Chapter 20, verse 12:  

"And [Mary Magdalen] seeth two angels in white sitting, the one at the head, and the other at 

the feet, where the body of Jesus had lain." 

 The next few lines from the Bible flesh out the story, specifically verses 13 to 18:  

ά 13 ¢ƘŜȅ ŀǎƪŜŘ ƘŜǊΣ ά²ƻƳŀƴΣ ǿƘȅ ŀǊŜ ȅƻǳ ŎǊȅƛƴƎΚέ  

   ά¢ƘŜȅ ƘŀǾŜ ǘŀƪŜƴ Ƴȅ [ƻǊŘ ŀǿŀȅΣέ ǎƘŜ ǎŀƛŘΣ άŀƴŘ L ŘƻƴΩǘ ƪƴƻǿ ǿƘŜǊŜ ǘƘŜȅ ƘŀǾŜ Ǉǳǘ ƘƛƳΦέ 14 At 

this, she turned around and saw Jesus standing there, but she did not realize that it was Jesus.  

 15 IŜ ŀǎƪŜŘ ƘŜǊΣ ά²ƻƳŀƴΣ ǿƘȅ ŀǊŜ ȅƻǳ ŎǊȅƛƴƎΚ ²Ƙƻ ƛǎ ƛǘ ȅƻǳ ŀǊŜ ƭƻƻƪƛƴƎ ŦƻǊΚέ  

                                                           
6
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Paris, Grand Palais, 1983, p201 and 226. 
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 Sheppard, Jennifer M., The Inscription in Manet's The Dead Christ, with Angels, Metropolitan Museum Journal Vol 
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   ¢ƘƛƴƪƛƴƎ ƘŜ ǿŀǎ ǘƘŜ ƎŀǊŘŜƴŜǊΣ ǎƘŜ ǎŀƛŘΣ ά{ƛǊΣ ƛŦ ȅƻǳ ƘŀǾŜ ŎŀǊǊƛŜŘ ƘƛƳ ŀǿŀȅΣ ǘŜƭƭ ƳŜ ǿƘŜǊŜ ȅƻǳ 

have pǳǘ ƘƛƳΣ ŀƴŘ L ǿƛƭƭ ƎŜǘ ƘƛƳΦέ  

 16 WŜǎǳǎ ǎŀƛŘ ǘƻ ƘŜǊΣ άaŀǊȅΦέ  

   {ƘŜ ǘǳǊƴŜŘ ǘƻǿŀǊŘ ƘƛƳ ŀƴŘ ŎǊƛŜŘ ƻǳǘ ƛƴ !ǊŀƳŀƛŎΣ άwŀōōƻƴƛΗέ όǿƘƛŎƘ ƳŜŀƴǎ ά¢ŜŀŎƘŜǊέύΦ  

 17 WŜǎǳǎ ǎŀƛŘΣ ά5ƻ ƴƻǘ ƘƻƭŘ ƻƴ ǘƻ ƳŜΣ ŦƻǊ L ƘŀǾŜ ƴƻǘ ȅŜǘ ŀǎŎŜƴŘŜŘ ǘƻ ǘƘŜ CŀǘƘŜǊΦ Dƻ ƛƴǎǘŜŀŘ ǘƻ Ƴȅ 

brotherǎ ŀƴŘ ǘŜƭƭ ǘƘŜƳΣ ΨL ŀƳ ŀǎŎŜƴŘƛƴƎ ǘƻ Ƴȅ CŀǘƘŜǊ ŀƴŘ ȅƻǳǊ CŀǘƘŜǊΣ ǘƻ Ƴȅ DƻŘ ŀƴŘ ȅƻǳǊ DƻŘΦΩέ  

 18 aŀǊȅ aŀƎŘŀƭŜƴŜ ǿŜƴǘ ǘƻ ǘƘŜ ŘƛǎŎƛǇƭŜǎ ǿƛǘƘ ǘƘŜ ƴŜǿǎΥ άL ƘŀǾŜ ǎŜŜƴ ǘƘŜ [ƻǊŘΗέ !ƴŘ ǎƘŜ ǘƻƭŘ 

ǘƘŜƳ ǘƘŀǘ ƘŜ ƘŀŘ ǎŀƛŘ ǘƘŜǎŜ ǘƘƛƴƎǎ ǘƻ ƘŜǊΦέ 

 

Figure 2, Ernest Renan 

 Ernest Renan published The Life of Jesus  (Vie de Jesus)8 ƛƴ мусоΣ ŀƴŘ ƛǘ άŎǊŜŀǘŜŘ ŀ ŦŀǊ 

ƎǊŜŀǘŜǊ ǎŎŀƴŘŀƭ ǘƘŀƴ ŀƴȅǘƘƛƴƎ ŀǘ ǘƘŜ {ŀƭƻƴ ŘŜǎ wŜŦǳǎŜǎΧέ9   Both the Metropolitan Museum of 

!Ǌǘ /ŀǘŀƭƻƎ ŀƴŘ aŀƴŜǘΩǎ ōƛƻƎǊŀǇƘŜǊΣ .ŜǘƘ !ǊŎƘŜǊ .ǊƻƳōŜǊǘΣ Ǉƻƛƴǘ ǘƻǿŀǊŘǎ wŜƴŀƴΩǎ positivistic 

reworking of the Christian myth as important to understanding Dead Christ with the Angels.  

                                                           
8
 Renan, Ernest , The Life of Christ, 1863; rpt. Boston, Little, Brown and Company, 1910.   

9
 Brombert, Beth Archer, Edouard Manet Rebel in a Frock Coat, Boston, Little, Brown and Company, 1996, p147.  



wŜƴŀƴΩǎ Ǉƻǎƛǘƛƻƴ was that of a scientist, he believed that miracles are fabrications, and in The 

Life of Jesus he told ǘƘŜ ǎǘƻǊȅ ƻŦ WŜǎǳǎΩǎ ƭƛŦŜ sans Miracle.   

άaƛǊŀŎƭŜǎ ŀǊŜ ǘƘƛƴƎǎ ǿƘƛŎƘ ƴŜǾŜǊ ƘŀǇǇŜƴΦ  hƴƭȅ ŎǊŜŘǳƭƻǳǎ ǇŜƻǇƭŜ ǘƘƛƴƪ ǘƘŜȅ ǎŜŜ ǘƘŜƳΥ ȅƻǳ 

cannot cite a single one which has taken place in the presence of witnesses competent to give a 

ŎƭŜŀǊ ŀŎŎƻǳƴǘ ƻŦ ƛǘΦέ10 

 Interestingly, if one accepts my attribution of Dead Christ with the Angels as a 

Lamentation painting, it holds ǘǊǳŜ ǘƻ wŜƴŀƴΩǎ ƛƴǎƛǎǘŜƴŎŜ ƻƴ ƴƻ ƳƛǊŀŎƭŜǎΣ because it shows a 

dead Christ at potentially the moment when Mary Magdalene reported a miracle.  Presaging 

MallarmeΩǎ мутс Ŝǎǎŀȅ The Impressionists and Edouard Manet; Manet rudely throws his 19th 

century audience, who were living at the end of epoch of dreams, in front of reality.   

 ¢Ƙƛǎ ǇŀƛƴǘƛƴƎ ŀƭǎƻ Ƙŀǎ ǎƻƳŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ǘƻ aŀƭƭŀǊƳŜΩǎ ǳǎŜ ƻŦ ǘƘŜ ǿƻrd Aspect.  Aspect 

refers to the visual properties of an object as seen from the viewpoint of the object.  Which I 

ƛƴǘŜǊǇǊŜǘ ƛƴ ǘƘƛǎ ŎŀǎŜ ŀǎ aŀƴŜǘΩs retelling of the resurrection in a way that short circuits the 

miraculous nature of it, and respectfully presenting Christ dead.  

 In the Dead Christ with Angels Christ has a golden halo.  I found this curious.  I didnΩt 

understand what it possibly mean until Professor Rubin pointed out that Renan, towards the 

end of The Life of Jesus, wrote a moving tribute to the historical figure Jesus; and that Manet 

may have been simultaneously showing respect for the religious myth while undermining 

certain aspects of it.  The halo is a sign of respect.  wŜƴŀƴΩǎ ǘǊƛōǳǘŜΥ 
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 Renan, Ernest , The Life of Christ, 1863; rpt. Boston, Little, Brown and Company, 1910, p13. 



 άFor the historian, the Life of Jesus finishes with his last sigh.  But such was the 

impression he had left in the heart of his disciples and of a few devoted women, that during 

some weeks more it was as if he were living and consoling them.  Had his body been taken away, 

or did enthusiasm, always credulous, create afterwards the group of narratives by which it was 

sought to establish faith in the resurrection?  In the absence of opposing documents this can 

never be ascertained.  Let us say, however, that the strong imagination of Mary Magdalen 

played an important part in the circumstance.  Divine power of Love!  Sacred moments in which 

ǘƘŜ Ǉŀǎǎƛƻƴ ƻŦ ƻƴŜ ǇƻǎǎŜǎǎŜŘ ƎŀǾŜ ǘƻ ǘƘŜ ǿƻǊƭŘ ŀ ǊŜǎǳǎŎƛǘŀǘŜŘ DƻŘΗέ11 

 ¢ƘŜ ǎǇŜŀǊ ǿƻǳƴŘ ƻƴ /ƘǊƛǎǘ ƛǎ ǎǳǇǇƻǎŜŘƭȅ ƻƴ ǘƘŜ ǿǊƻƴƎ ǎƛŘŜΣ ǿƘƛŎƘ ƛƴ aŀƴŜǘΩǎ oeuvre 

ŘƻŜǎƴΩǘ ǎŜŜƳ ƭƛƪŜ ŀ ƳƛǎǘŀƪŜΣ ōǳǘ ƛƴǎǘŜŀŘ ŀ ǇƭŀȅŦǳƭ ƳƛǊǊƻǊƛƴƎΦ  The side the wound should be on 

ƛǎ ƴƻǘ ƳŜƴǘƛƻƴŜŘ ƛƴ ǘƘŜ .ƛōƭŜΣ ōǳǘ ǘǊŀŘƛǘƛƻƴŀƭƭȅ ǘƘŜ ǿƻǳƴŘ ƛǎ ƻƴ WŜǎǳǎΩǎ ǊƛƎƘǘ ǎƛŘŜΦ12 

 !ǎ ŀƴ ŀǎƛŘŜΣ ǘƘŜǊŜΩǎ ŀƴ ƛƴǘŜǊŜǎǘƛƴƎ ŎƻǊǊŜƭŀǘƛƻƴ ōŜǘǿŜŜƴ ǘƘŜ ǊŜǾŜǊǎŀƭ ƻŦ ƳŜŀƴƛƴƎ ǿƛǘƘin a 

symbolic logic, between aŀƴŜǘΩǎ 5ŜŀŘ /ƘǊƛǎǘ ǿƛǘƘ !ƴƎŜƭǎ and Claude Levi-{ǘǊŀǳǎǎΩǎ ŀƴŀƭȅǎƛǎ ƻŦ 

neighboring Native American tribes in the Pacific Northwestern USA: 

Lƴ ¢ƘƻƳŀǎ /ǊƻǿΩǎ section of an essay in memorial of Claude Levi-StraussΩǎ ǊŜŎŜƴǘ ŘŜŀǘƘ 

in Art Forum, Crow points towards an interesting Anthropological frame.   

άBy all appearances, the mask called Swaihwe by the Coast Salish appears distinctly 

ǳƴǇǊƻƳƛǎƛƴƎΣ ŀƎƎǊŜǎǎƛǾŜƭȅ ǎƛƳǇƭŜΣ ƛƴ ǘƘŜ ǎŜƴǎŜ ƻŦ άǊǳŘŜ ŀƴŘ ǇǊƻǾƛƴŎƛŀƭΣέ ōȅ ŎƻƳǇŀǊƛǎƻƴ ǿƛǘƘ ǘƘŜ 

aǎǘƻƴƛǎƘƛƴƎ ǊŜŦƛƴŜƳŜƴǘ ƻŦ ŎŀǊǾƛƴƎ ŀƳƻƴƎ ǘƘŜ ƴŜƛƎƘōƻǊƛƴƎ ŀƴŘ ƳƻǊŜ ǇƻǿŜǊŦǳƭ YǿŀǘƛǳǘƭΦ  LǘΩǎ 

advantage as a point of departure, however, was twofold: First, appearances by the dancer 
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 5ǳǊƛƴƎ ǘƘŜ Ŏƭŀǎǎ ŎǊƛǘƛǉǳŜ ƻŦ ŀƴ ŜŀǊƭƛŜǊ ŘǊŀŦǘ ƻŦ ǘƘƛǎ ǇŀǇŜǊ tǊƻŦŜǎǎƻǊ wǳōƛƴ ƳŜƴǘƛƻƴŜŘ aŀƴŜǘΩǎ άThe Spanish 
{ƛƴƎŜǊΣέ because in that painting the guitar is being held upside down.  The flipped guitar is similar to the spear 
ǿƻǳƴŘΣ ōŜŎŀǳǎŜ ǘƘŜȅ ōƻǘƘ ǇƭŀȅŦǳƭƭȅ ǊŜǾŜǊǎŜ ŀƴ ƛƳŀƎŜ ǘƘŀǘ aŀƴŜǘΩǎ ŀǳŘƛŜƴŎŜ ǿƻǳƭŘΩǾŜ ŎŀǳƎƘǘ ƻƴǘƻΦ 



wearing the mask evoked good lineages, achieved social rank, wealth, and public generosity, the 

ǾŀƭǳŜǎ ŀǘ ǘƘŜ ƘŜŀǊǘ ƻŦ ǘƘŜ ǎƻŎƛŀƭ ƻǊŘŜǊΤ  ǎŜŎƻƴŘΣ ǘƘŜ ƳŀǎƪΩǎ Ŝŀǎƛƭȅ ŘŜƳŀǊŎŀǘŜŘ ŀƴŘ ŜƴǳƳŜǊŀǘŜŘ 

features allowed the transformations of those traits to be tracked in their passage across the 

social boundary that divided the two groups.  Levi-Strauss discovered the Swaihwe at work 

among the Kwakiutl in a parallel symbolic position but in outward appearance utterly 

transformed: The Swaihwe bore a new name (Dzonokwa), switched gender, and acquired its own 

mythological backstory to match.  Every salient trait of the prototype had been reversed.  But 

Levi-{ǘǊŀǳǎǎΩǎ ŜƳǇƘŀǎƛǎ ƭŀȅ ŜȄŀŎǘƭȅ ƻƴ ǘƘŀǘ ŎƻƳǇƭŜǘŜƴŜǎǎ ƻŦ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴΣ ǎǳŎƘ ǘƘŀǘ ǘƘŜ 

{ǿŀƛƘǿŜΩǎ ƛŘŜƴǘƛǘȅ ƘŀŘ ōŜŜƴ ŎƻƴǎŜǊǾŜŘ ƛƴ ŀ ǇǊŜŎƛǎŜƭȅ ƴŜƎŀǘƛǾŜ ŦƻǊƳΦ  ¢Ƙƛǎ ƭŜŘ [ŜǾƛ-Strauss to 

formulate a new theorem predicting the behavior of forms ς both sculptural and mythological ς 

as they cross cultural boundaries: If the meaning is conserved, the traits will reverse themselves; 

if the traits are conserved, the meaning will be reversed.έ13 

 The reversal occurs in the Dead Christ with the Angels in a shift from religious myth to 

empiricism.  Manet seems to be using a nearly identical painting format to the hordes of 

religious painters who preceded him, but with a reversed meaning.  Despite the fact that I see 

aŀƴŜǘΩǎ ǾƛŜǿ ŀǎ ǘƘŜ άǊƛƎƘǘέ ƻƴŜΣ as opposed to literally believing that Jesus was god for 

instance, this passage regarding Levi-Strauss seems to describe a very similar phenomena 

involving cultural symbolism.     
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 Crow, Thomas, Call to Order, Artforum, April, 2010, 170-171. 



 

Figure 3, Edouard Manet, Jesus Mocked by the Soldiers, Oil on Canvas, 1864 to 65, 75.125 x 58.375" 

Christ Scourged 

 aŀƴŜǘΩǎ Christ Scourged, and to a lesser extent Head of Christ, come directly out of the 

tradition of Ecce Homo paintings.  Ecce Homo is a famous line delivered by Pontius Pilot as he 

handed Jesus over to the angry mob.  Ecce Homo means: here is the man.  

ά 1 Then Pilate took Jesus and had him flogged. 2 The soldiers twisted together a crown of thorns 

and put it on his head. They clothed him in a purple robe 3 and went up to him again and again, 

ǎŀȅƛƴƎΣ άIŀƛƭΣ ƪƛƴƎ ƻŦ ǘƘŜ WŜǿǎΗέ !ƴŘ ǘƘŜȅ ǎƭŀǇǇŜŘ ƘƛƳ ƛƴ ǘƘŜ face.  4 Once more Pilate came out 

ŀƴŘ ǎŀƛŘ ǘƻ ǘƘŜ WŜǿǎ ƎŀǘƘŜǊŜŘ ǘƘŜǊŜΣ ά[ƻƻƪΣ L ŀƳ ōǊƛƴƎƛƴƎ ƘƛƳ ƻǳǘ ǘƻ ȅƻǳ ǘƻ ƭŜǘ ȅƻǳ ƪƴƻǿ ǘƘŀǘ L 



ŦƛƴŘ ƴƻ ōŀǎƛǎ ŦƻǊ ŀ ŎƘŀǊƎŜ ŀƎŀƛƴǎǘ ƘƛƳΦέ 5 When Jesus came out wearing the crown of thorns and 

the purple robe, Pilate said tƻ ǘƘŜƳΣ άIŜǊŜ ƛǎ ǘƘŜ ƳŀƴΗέέ 14 

 LǘΩǎ psychologically interesting that Manet, who had received numerous scathing 

reviews, in the two years leading up to the painting of Christ Scourged, decided to depict Christ 

during the moment he was tortured.   

 In my opinion this is a very straight forǿŀǊŘ ǇŀƛƴǘƛƴƎΦ  Lƴ ǘƘŜ ǎŀƳŜ ǿŀȅ ǘƘŀǘ ǘƘŜǊŜ ƛǎƴΩǘ ŀ 

miracle in Dead Christ with the Angels, there is no miracle in Christ Scourged, but the Biblical 

ǎǘƻǊȅ ŘƻŜǎƴΩǘ Ŏƻƴǘŀƛƴ ŀ ƳƛǊŀŎƭŜ ǎƻ ƛǘ ƛǎ ƭŜǎǎ ƛƴǘŜǊŜǎǘƛƴƎ ƛƴ ǘƘŀǘ ǊŜƎŀǊŘΦ 

 Manet follows Matthew, Chapter 27, verses 27-31: 

 ά¢ƘŜƴ ǘƘŜ ǎƻƭŘƛŜǊǎ ƻŦ ǘƘŜ ƎƻǾŜǊƴƻǊ ǘƻƻƪ WŜǎǳǎ ƛƴǘƻ ǘƘŜ ŎƻƳƳƻƴ ƘŀƭƭΣ ŀƴŘ ƎŀǘƘŜǊŜŘ ǳƴǘƻ 

him the whole band of soldiers.  And they stripped him, and put on him a scarlet robe.  And when 

they had platted a crown of thorns, they put it upon his head, and a reed in his right hand: and 

ǘƘŜȅ ōƻǿŜŘ ǘƘŜ ƪƴŜŜ ōŜŦƻǊŜ ƘƛƳΣ ŀƴŘ ƳƻŎƪŜŘ ƘƛƳΣ ǎŀȅƛƴƎΣ ΨIŀƛƭΣ YƛƴƎ ƻŦ ǘƘŜ WŜǿǎΦΩ !ƴŘ ǘƘŜȅ ǎǇƛǘ 

upon him, and took the reed, and smote him on the head.  And after they had mocked him, they 

took the robe off from himΦέ 

 One interesting point that was raised during a group critique of this paper is that, unlike 

the Biblical verse, Christ is not holding the reed.  It was suggested that the reed the kneeling 

figure is holding resembles a large paintbrush.  This could be construed as one of ManetΩǎ 

playful reminders which point us towards the fact that the painting is a man constructed 

                                                           
14

 John, Chapter 19, verses 1 to 5 



illusion.  This could be taken further; Manet may be suggesting that the Biblical narrative and 

the pictures construction mirror each other, and that they are both illusions. 

 Manet was respectful towards the Christian myth.  He was most interested in the final, 

ǇŜǊǎŜŎǳǘƻǊȅ ƳƻƳŜƴǘǎ ƻŦ /ƘǊƛǎǘΩǎ ƭƛŦŜΦ  L ŘŜƳƻƴǎǘǊŀǘŜŘ ǘƘŀǘ ǘƘŜǊŜ ƛǎ ŀ ŎƻƴƴŜŎǘƛƻƴ ōŜǘǿŜŜƴ ǘƘŜ 

ǇƻǎƛǘƛǾƛǎƳ 9ǊƴŜǎǘ wŜƴŀƴ ŎŀǇǘǳǊŜŘ ƛƴ ά¢ƘŜ [ƛŦŜ ƻŦ /ƘǊƛǎǘΣέ ŀƴŘ aŀƴŜǘΩǎ ǾƛŜǿ ƻŦ ǊŜƭƛƎƛƻǳǎ ƛƳŀƎŜǊȅΦ 

 LǘΩǎ ƛƳǇƻǎǎƛōƭŜ ǘƻ ŀŘƻǇǘ ŀ ǾƛŜǿ ŦǊƻƳ ƴƻǿƘŜǊŜΣ ƛƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ƛǘΩǎ ƛƳǇƻǎǎƛōƭŜ ǘƻ ōŜ 

ŎƻƳǇƭŜǘŜƭȅ ƻōƧŜŎǘƛǾŜΦ  Lƴ ǊŜƎŀǊŘǎ ǘƻ aŀƴŜǘΩǎ ǊŜƭƛƎƛƻǳǎ ƛƳŀƎŜǊȅ ƘŜ ŘƻŜǎΣ ƘƻǿŜǾŜǊΣ ǘŀƪŜ ŀ ǎǘŜǇ 

towards objectivity by moving away from the psychological storytelling of religious mythology.  

In that way he was the canary in the coalmine of Modernism.  A century and a half later the 

world has been transformed by science, which is the standardization of objectivity, and we can 

look back on Manet as the first painter who deciphered the clues. 
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Figure 4, Edouard Manet, Dead Christ with Angels, Watercolor, 32.3 x 27 cm 



 

Figure 5, Charles Blanc, Dead Christ with Angels images in Historie 



 

Figure 6, Paolo Veronese, Dead Christ Supported by Angels, Oil on Canvas, 1580, 98.1 x 71.4 cm 



 

Figure 7, Jacopo Palma, Dead Christ Mourned by Angels, 1600 to 1625, Oil on Slate, 45 x 56 cm 



  

Figure 8, Bernardino Zaganelli, Dead Christ with Angels, Oil on Panel, 15th century, 46 x 32.625 inches 



 

Figure 9, Carlo Crivelli, Dead Christ Supported by Angels, Tempera on Panel, 1472, 28 x 18.625 inches 



 

Figure 10, Cosme Tura, Angels Holding the Dead Christ, Oil on Wood, 1460, 44.4 x 86 cm 

 

Figure 11, Filippino Lippi, Pieta, Dead Christ Mourned by  Nicodemus and Two Angels, Oil on Panel, 1500, 17.5 x 33.3 cm 



  

Figure 12, Donatello, Pieta Dead Christ Supported with Two Angels, Bronze Relief, 1446 to 50, 58 x 56 cm 



 

Figure 13, Federico Zuccaro, Dead Christ Supported by Angels, Oil on Canvas, 1566 to 69, 232 x 142 cm 



 

Figure 14, Francesco Francia, Dead Christ Supported by Two Angels, Oil on Wood, 1490, 82.5 x 62 cm 



 

Figure 15, Giovane Palma, Dead Christ Supported by Angels, 43 x 32 cm 



 

Figure 16, Giovanni Bellini, Dead Christ Supported by Angels, Tempera on Wood, 1516, 37.25 x 28.125 inches 



 

Figure 17, Giovanni Bellini, Dead Christ with Child Angels, Oil on Panel, 1460s, 91 x 131 cm 



 

Figure 18, Giuseppe Diamantini, Dead Body of Christ with Angels, Etching, 195 x 151 cm 



 

Figure 19, Lorenzo Lotto, The Body of Christ Supported by Angels, Oil on Panel, 1513 to 16, 16.8 dia cm 



 

Figure 20, Lubin Baugin, Dead Christ, Oil on Canvas, 17th century, 150 x 178 cm 



 

Figure 21, Luca Signorelli, Lamentation of Saints Nicholas, Francis, Dominic, Michael and Jerome over the Dead Christ 
Presented by Three Angels, 1508 to 10 



 

Figure 22, Marc Franceschini, Dead Christ Supported by Angels, Oil on Canvas 



 

Figure 23, Niccolo Antonio, Dead Christ Upheld by Two Angels, Tempera, 15th Century 



 

Figure 24, Paolo Veronese, Dead Christ Supported by Angels, Oil on Canvas, 1580, 98.1 x 71.4 cm 



 

Figure 25, Rosso Florentino, Dead Christ with Angels, Oil on Panel, 1524 to 27, 133.4 x 104.1 cm 



 

Figure 26, Veronese School, Dead Christ Supported by Angels, Oil on Canvas, 16th century 



 

Figure 27, Vespasiano Strada, Angels Supporting the Dead Body of Christ, 16th century, 191 x 139 mm 


