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Introduction/ Chapter 1: Confronting the Figure of Christ in the Long Nineteenth Century 
Elizabeth Ludlow

Anglia Ruskin University, UK
Representations of Christ and Christ-figures were ubiquitous throughout the long nineteenth century. Turning to them now, at a time in which we are witnessing ongoing and vital conversations about religion and the arts, means not only attending to some of their particularities in fresh ways and through new disciplinary lenses but also asking new questions about them in light of recent concerns with “reading … religious and theological texts as part of the world that the modern academy seeks to understand” (Branch and Knight 2018, 499). The contributors to this volume attend to the expansive means by which – taking the words of Gerard Manley Hopkins in his sonnet “As Kingfishers Catch Fire” – “Christ plays in ten thousand places” (12). They recognize that these “places” include the spaces of literature and art, and, in their attention to literary and artistic form, they explore how text and image can function in ways that higlight the interconnecdedness of the sacred with the material. One of the outcomes of this project has been a greater recognition of the manner in which an engagement with the figure of Christ and with Christ’s presence in individuals, communities, and creation can challenge and destabilize perceptions of humanity and of the world. 
While scholarship on nineteenth-century religion and the arts has been moving beyond staid challenges to the secularization thesis with sophisticated considerations of issues including the gendering of God (e.g. Turley Houston 2013), ecology and religion (e.g. Mason 2018), and reading communities (e.g. King 2015; Walker Heady 2016), representations of the figure of Christ have remained relatively unexplored. Despite ongoing work charting the difficulties that different religious groups encountered in depicting Christ, there has been no previous attempt to bring the variety of divergent perspectives, embedded in a variety of literature and painting, into conversation with one another. Neither has there been any attempt to offer a sustained critique of how theological, artistic, and literary responses to the question Jesus asked Peter, “But whom say ye that I am?” (Mark 8:29), involve different definitions of what it is to be human and live in – or resist – the community he calls into existence. Theologian and ethicist Stanley Hauerwas argues that an apprehension that Jesus is not only the Christ but also the Suffering Servant who must suffer and be killed before rising again means putting the cross at the heart of Christology and recognizing the inseparability between understanding Jesus’s life and living life as a Christian (1981, 52). Although not all of the writers and artists discussed in this volume can be described as Christian, the cross nonetheless remains as either a cornerstone (Eph. 2.20) or a stumbling block (1 Cor. 1:23) that informs their paintings, novels, novellas, poems, hymns, and sermons. 

This volume explores the variety of ways in which the interface between understanding the figure of Christ, the place of the cross, and the contours of lived experience was articulated through the long nineteenth century. Collectively, the chapters respond to the theological turn in postmodern thought by asking vital questions about the way in which representations of Christ shape understandings of personhood and of the divine. In the introduction to their collection, Romanticism and Religion from William Cowper to Wallace Stevens (2006), Gavin Hopps and Jane Stabler describe “the fall of onto-theology” and the declaration by German philosopher Frederich Nietzsche of the “death of God” as “something of a fortunate shipwreck” (2). Their reading illustrates how, throughout the nineteenth century, narrow understandings of the divine gave way to an undelimited and more embodied and open Christology within theological, literary, artistic, and cultural spaces. This volume traces this process and, as it does so, affirms the complex model of secularization that philosopher Charles Taylor offers in his seminal book A Secular Age (2007), which considers both the losses and the lively reinterpretations of religious forms through the nineteenth century (see, in particular, pp. 383-419).  

I have chosen to structure the volume in loose chronological order and to organize the sixteen chapters into eight thematic sections that bring the contributors into conversation and highlight the breadth of approaches that were available through the nineteenth century in articulating the person, role, and place of Christ. Reading the chapters within and across the paired sections involves abiding with – rather than resolving – the conflicts around both the figure of Christ and issues relating to identity and personhood. Throughout, paradoxes and tensions emerge in the recognition of how Christ has been defined: by William Blake as both a radical non-conformist (Christopher Rowland) and as radical and gentle (Naomi Billingsley); by Tractarian clergy as representatively masculine (Carol Engelhardt Herringer); by Christina Rossetti as a figure of ecological inclusion (Emma Mason); by Charlotte M. Yonge as a “disabled body” (Clare Walker Gore); by Chartists as the “People-Christ” (Mike Sanders); and by late nineteenth-century authors of  melodramatic novels as childlike (Leanne Waters). The Figure of Christ in the Long Nineteenth Century offers a space for all of these definitions to exist in tension and it illuminates the openness of its subjects to finding the representations of Christ and manifestations and echoes of his presence in unexpected critical, literary, and artistic spaces.  

In 1948, Swiss Reformed theologian Karl Barth reflected on the nineteenth century as a period when the “historical in religion, the objective element” led to an understanding of “the Lord Jesus [as] a problem child (Sorgenkind)” (qtd. Keuss 2002, 10). German Higher Criticism, which sought to interpret the historical origins of biblical texts, was first practiced in the Enlightenment by Hermann Samuel Reimarus (1694-1768) and taken up in the late eighteenth and early nineteenth century by Friedrich Schleiermacher (1768-1834), David Fredrich Strauss (1808-1874), Ludwig Feuerbach (1804-1872), and Ernest Renan (1823-1892). Particularly after the publication of George Eliot’s translations of Strauss’s The Life of Jesus (1846) and Feuerbach’s The Essence of Christianity (1854), these ideas – and the new understandings of Jesus as a “problem child” that came with them – took hold in Britain. As Theodore Ziolkowski explains in his study of fictional heroes who were patterned on Jesus, during this era, the views of Voltaire and Thomas Paine (who described Jesus “as great ethical teacher rather than the divine Son of God”) made space for “a more critical appraisal of the reliability of the Gospels” (1972, 31). In The Historical Jesus and the Literary Imagination, 1860-1920 (2010), Jennifer Stevens extends Ziolowski’s study as she charts the huge rise, concurrent with the dissemination of Higher Criticism, of representations of the life of Jesus in British Fiction from 1860 onwards (34).
 
Sue Zemka’s Victorian Testaments: The Bible, Christology and Literary Authority in Early-Nineteenth-Century British Culture (1997) provides a helpful context for understanding the growing influence of Higher Criticism on shifts and developments in perceptions of the figure of Christ through the literature and art of the early nineteenth-century. Her first chapter places in dialogue the very different conceptions of Christ taken by poet, philosopher and theologian Samuel Taylor Coleridge and Edward Irving, a Scottish clergyman who was accused of heresy when he announced the Second Coming of Christ. For Coleridge, Zemka suggests, the approach to Christ was metaphysical: he “shied away from the carnal body of Christ” and instead explored “metonymic figurations of the body and the book, of Christ and the word.” Christ’s body, for Coleridge, “is figured as a textual physicality, a body that is best understood as the counterpart of a literary revelation” (62). By contrast, Zemka explains how Irving’s representation of the full embodiedness of Christ in The Orthodox and Catholic Doctrine of Our Lord’s Human Nature (1830) marks an important point of transition in the overall picture between early Evangelicalism’s obsession with sinfulness and the pervasiveness later in the century of an emphasis on Christ as a noble exemplary. She also comments on the implications of this theological shift of focus more widely through her influential study. Her later chapters pay particular attention to both the “manly” Christianity promoted by clergyman and author Charles Kingsley and lawyer, author, and reformer Thomas Hughes, and attends to the associations between Christ and femininity and Christ and childhood that were visible elsewhere in Victorian culture. 

In A Poetics of Jesus (2002), by comparison, Jeffrey F. Keuss extends Zemka’s project into the later nineteenth century. He explains how, in translating the work of both Strauss and Feuerbach, George Eliot “had established herself, along with Thomas Carlyle and Samuel Taylor Coleridge, as one of the ambassadors of German thinking in England” (179-80). In her novels, Eliot explores the potential of the textual embodiment as she offers a new conception of Jesus: one that “is not formed, fixed, nor exposed but is constantly forming, transient, and strangely veiled within the poetic space” (Keuss 2002, 101-02). Keuss’s vision of a “poetics of Jesus,” in terms of how the spaces of literature and art can embody or incarnate the subject and the sacred, provides an illuminating framework in which to reflect on the shaping of  an embodied and open Christology with which this volume is concerned. In Victorian Poets and the Changing Bible (2011), Charles LaPorte turns attention from Eliot’s novels to her poems and reads them alongside the poetry of Elizabeth Barrett Browning, Robert Browning, Arthur Hugh Clough, and Alfred Tennyson to indicate how the project of “higher criticism helped to inspire a great range of poetic experiments” from the 1840s (22). While LaPorte’s study provides a valuable context for understanding the interface between Higher Criticism and artistic practice through the second half of the nineteenth century, the chronological and thematic scope of this volume will, I hope, lead the reader to a greater understanding of the development of a more open and undelimited Christology.

The present volume extends the important discoveries of scholars including Ziolkowski, Stevens, Zemka, Keuss, and LaPorte in the way it combines a recognition of the effect of Higher Criticism on perceptions of the figure of Christ with a recognition of the broadening influence of the discovery of eschatology (or hope for a new age on earth), the increased interest in apophaticism (which stresses God’s unknowability and transcendence), the debates about gender and childhood, and, above all, the ongoing discussions about what it means to be human. What makes The Figure of Christ in the Long Nineteenth Century distinctive is the way in which a range of artists, theologians, and authors are brought into dialogue and, ttaken ogether, are shown to disrupt any straightforward notion of the move from Atonement to Incarnation narratives in the mid-nineteenth century and to refute any dualistic separation between Christ as a historical personage of the first century and a divine figure of the present. 

In editing the chapters that follow, I am aware that some of the usual suspects in discussions about the figure of Christ in the nineteenth century (e.g. Samuel Taylor Coleridge, Thomas Carlyle, and George Eliot), who have been considered by Zemka and Keuss, occupy less space than might be anticipated from the title. One of the outcomes of this project has been a recognition of how the ubiquitious presence of Christ figures throughout the long nineteenth century complicates any straightforward division between the sacred and secular. This process of extending and challenging ideas and boundaries becomes clear when the chapters are brought into conversation with one another. In his introduction to The Routledge Companion to Religion and Literature, Mark Knight comments on how the type of conversation that “might configure our understanding of, and approach to, literature and religion” is not only one that “tests and probes” but one that “remains open to being led in a new direction” (2016, 4, 6). This is the type of hospitable conversation that I had in mind while reflecting on the new directions this volume was taking. While the paired chapters speak to each other, there are other synergies that run through the volume, such as the concerns with broken bodies, powerful passivity, the sacramental, and the embodiment of Christ in art, literature, and culture. In what follows, I bring the chapters into further conversation and offer some reflection on the ways in which they illuminate the the ubiquity and diversity of representations of the figure of Christ.
In Part I, “William Blake and Visionary Revelation,” Christopher Rowland (Chapter 2) and Naomi Billingsley (Chapter 3) attend to Blake’s imaginative engagement with the figure of Christ. Where Rowland considers Blake’s representation of Christ as a radical dissenter, Billingsley focuses on his artistic depictions of Christ “as a relatively passive figure, whose presence signifies his identity as Imagination, as a universal spiritus immanent in the world and the proper mode of being for humanity – as Imagination, he is that which allows others to be Christ-like” (58).  Bringing the two chapters into dialogue accentuates Blake’s redefinition of holiness and his vision of the divinity inherent in humanity; such divinity is glimpsed as human actors work to bring about the kingdom of heaven. 


In Chapter 2, Rowland indicates the crucial role of eschatology – or the hope for a new age on earth – in the quest for the historical Jesus. Likening Blake’s reading of “Jesus as the leader of an iconoclastic challenge that seemed to fail” (30) to Reimarus’s (“the pionner for of the quest for the historical Jesus” (30)), Rowland stresses the political dimensions of his Christology. Rowland suggests that it was Blake’s commitment to “being part of ‘bulding Jerusalem in England’s green and pleasant land’” that led him to value the message that he found in the prophetic texts of the Hebrew Bible and in later Jewish sources of human actors bringing in the messianic age (33). Following a discussion of Blake’s role as the first commentator on one such source, the Ethiopic Apocalypse of Enoch, which “was a catalyst for the burgeoning interest in the apocalyptic Christ in the nineteenth century” (41), Rowland traces his legacy in the growing perception among nineteenth-century theologians that Jesus and Paul were affected by apocalyptic and eschatological ideas. By taking an approach that spans the long nineteenth century, Rowland suggests how this perception influenced the theology of Karl Barth and Albert Schweitzer in the early twentieth century. For Schweitzer, Rowland explains, it was “following Jesus in the midst of life” that was the way one could learn about him and come to understand the significance of his apocalyptic and eschatological message for the modern world (39). 
In Chapter 3, Billingsley considers this inextricability between the perception of Christ and lived experienced as she stresses that, for Blake, Imagination is an “ontological reality” and “mode of being” which Christ embodies and that believers enter into (45). However, rather than focus, as Rowland has done, on Blake’s representations of “the radical Jesus who ‘acted from impulse: not from rules’ (Marriage of Heaven and Hell, E43),” Billingsley’s focus is instead on Blake’s concurrent representations of the gentle Jesus who told his disciples: “Suffer little children, and forbid them not, to come unto me: for of such is the kingdom of heaven” (Matt. 19:14; cf. Mark 10:14, Luke 18:16)” (59). Through an analysis of several works, including two that she identifies as a “typological pair” – Christ Giving Sight to Bartimaeus and Abraham and Isaac – she suggests that Blake calls upon individuals to accept Christ as if they were children and “to be like Bartimaeus: to recognize the truth of Christ and to emulate it; to become a member of the Divine Body of Jesus, the Imagination” (60). It is the active response of individuals to Christ’s healing and miracles that, Billingsley explains, enable recognition of what Blake imagines as the “human form divine” (51-52). 

In Part II, “Textual and Visual Fragmentation and the Form of the Vortex,” the chapters by Kirsty J. Harris and Laura Fox Gill continue to interrogate understandings of the “human form divine” and trace the creative influence of John Milton on early-mid nineteenth-century representations of Christ figures and on the growing commitment to ideas of Christian heroism. In Chapter 4, Harris considers reconfigurations of Milton’s representation of the whirlwind in Paradise Lost (1667, revised 1674) in maritime poetry from the Romantic period. She explores how Felicia Hemans represents a fragmented figure of Christ in “Casablanca” (1826) (the ballad commemoratating the death of Giocante de Casabianca, the son of the Captain of the ship Orient after it went up in flames in the battle of the Nile in 1798), and how Percy Bysshe Shelley represents a whole figure of Christ but in his fragmented and inconclusive poem “A Vision of the Sea” (1820) (which tells the story of a devasting shipwreck). Harris argues that both Hemans and Shelley use their poems to call for renewed understandings of the Atonement. She explains how, when the fragmented body of the young boy Casablanca is paired with the vanishing figure of Christ, the reader is left seeking in “that liminal space between tomb and paradise” (68). Her reading of the unidentified nameless child survivor of the shipwreck in Shelley’s “A Vision” as a figure of Christ and as a symbol of promise for growth recalls Billingsley’s recognition of how Blake pointed to children as characterizing the Kingdom of Heaven. However, rather than stressing the role of humankind in bringing about renewal in this world, as Rowland explains Blake had done, Harris argues that while Shelley did look for renewal of the world, the vision he offers in his poem can be best aligned with the idea of the endless – and thus incomplete and circular – search for absolute perfectibility that William Godwin discusses in his Inquiry Concerning Political Justice (1793). Harris suggests that whereas Hemans represents a fragmented and vanishing child as a figure of Christ to express a sense of absence, Shelley’s use of the form of a fragmented and unfinished poem is indicative of the ongoing search for a saviour who will usher in a better future.  
In Chapter 5, Laura Fox Gill traces how John Milton’s representations of the whirlwind motif are recalled by English Romantic painter J.M.W. Turner and American writer Herman Melville and suggests that the association of the whirlwind image with the “power that that draws the edges into an engagement with the centre” informs the structures of their work (82). She argues that the “paradoxically powerful passivity” of the figure of Christ is key to the work of both Melville and Turner and can be understood in common visual terms as a vortex that “consists of an actively passive centre around which an external other revolves, over which the passive centre has power” (79). By suggesting that it is the representation of this passivity in vortical form that is specifically Miltonic, Gill explains how the both narrator of Melville’s short story “Bartleby, the Scrivener” (1853) and Turner, in his strategy self-mythologizing, can be understood to be modelled on and exert power in a way that is akin to Milton’s Christ. 


Gill’s discussion of the figure of Christ as a dynamic and generating power of textual and visual vortices can be mapped onto what Graham Ward in Christ and Culture (2015) discusses as the site of conflict around the figure of Christ. Ward takes the phrase “broken middle” from the philosopher Gillian Rose to speak of the way the site of Christ’s presence can only be known through webs of relations (2015, 22). Rather than attempting, as Karl Barth had done, to negate the existence of the space through a negative dialectic that involves “a certain non-identity (of both Christ and ourselves),” Ward offers a vision of “how in and across this broken middle there is constructed a set of relations, a divine and dynamic operation that constitutes an embodiment (the body of Christ, the body of the Church, the sacramental body, the social body and the physical bodies of each of us)” (22). By understanding Christ as already “encultured” in the physical world, Ward stresses the impossibility of separating Christ from culture. His emphasis on the significance of relationality and embodiment runs through the book and, in the final chapter, he suggests how the ungraspable nature of Christ’s embodiment in the incarnation challenges and extends an understanding of personhood. If, he argues, Christ can be understood as the second Adam, then “the incarnation does not just characterize his body but, in some sense, all bodies” (156-57). Considering these ideas in the light of the opening chapters of this collection – which suggest how Blake, Milton, Melville, and Turner all represent the figure of Christ in terms of the passive and generating power that brings the other into the movement of desire and activity – leads to a greater recognition of the manner in which new approaches to the embodiment of Christ can produce innovative understandings of the self, the community, and the world. 
Rather than subscribing to the Atonement doctrines that Boyd Hilton, in his seminal volume The Age of Atonement (1988), associates with belief in the first half of the nineteenth-century, the subjects discussed in Parts I and II can be seen as paving the way towards the normalization of more Incarnation-inflected understandings of Christ. The development of this understanding is explored in Parts III and IV. Here, the contributors show how their subjects engage with some of the phenomena that Hilton identifies as significant markers of the age of Incarnation in the mid-nineteenth century whereby “worldly Christian compassion, initiated by the life of Jesus … alleviated such stark evangelical doctrines such as those of eternal and vicarious punishment” (1988, 5). Throughout his study, Hilton focuses on the phenomena of increased fascination with Jesus as an exemplary man, and the worship of a compassionate Christ of “almost feminine tenderness and humility” (1988, 333). The chapters by Andrew Tate and by Valerie Purton that constitute Part III, “The Incarnation and the Redemptive Role of Art,” offer significant insights into this orientation towards Incarnation in mid-century art and poetry and consider the implications for understanding the place of the figure of Christ in art today.

Both Tate and Purton attend to the significance of William Holman Hunt’s painting The Light of the World (1851-1853). As Tate explains, the painting retains to this day a disquieting force in spite of its familiarity to students of Victorian art. By using as a springboard Ward’s discussion of how the person of Christ cannot be separated from his role and his presence in the world, Tate recounts the pursuit of the presence of Christ by William Holman Hunt in his search for subjects to paint and by John Ruskin in his search for paintings which supercede the expectations set by the establishment. He describes how Ruskin championed Hunt’s The Light of the World as an example of a painting that superceded a staid tradition and represented “Christ as a living presence among us now” (qtd. 107) and how, along with Turner’s landscapes, he saw The Light of the World as an indication of the “the birth of a dynamic and authentic tradition of sacred art” (105). By considering Hunt’s struggle to represent Christ in as a threshold figure in a new “living” way alongside the contemporaneous concern with historical accuracy, Tate reflects on the mid-nineteenth century anticipation of our “contemporary recognition that the man of sorrows is not easily contained by the limits of historical discourse or institutional forms of faith” (111-12). While The Light of the Wolrd may have “lost its sense of aura” for contemporary viewers, Tate suggests that it nonetheless remains unsettling in serving to underline the need for new and “living” representations of Christ that express the participation of all bodies in the incarnation (113). He identifies one such contemporary representation in Mark Wallinger’s white marble sculpture, Ecce Homo (1999), which was installed on the previously empty “fourth plinth” in Trafalgar Square. He explains that this sculpture is not only “an act of artistic interpretation, a kind of modern icon, one that might encourage its spectators to remember their own frail humanity” but also “a reminder of the chilling ease with which a person is transformed from a flesh and blood human being into an object without voice or rights” (112). 

In Chapter 7, Purton returns to and extends the argument that she made in her 2003 article on “Tennyson and the Figure of Christ,” where she reads Tennyson’s representation of his deceased friend Arthur Henry Hallam in In Memoriam (1850) as both a Christ-figure and, in Lacanian psychoanalytical terms, as the ideal Other. What she adds to her previous analysis is both an engagement with recent criticism that comes out of the turn to religion and a recognition of how Tennyson’s engagement with gentle Christ figures can be understood in the long tradition of interpreting Christ as Divine Mother. Throughout the chapter, she reads Tennyson’s engagement with the tradition of championing Christ figures, Prince Albert included, as “potently androgynous” in the way they reflect Paul’s declaration that “there is neither male nor female: for ye are all one in Christ Jesus” (121). After commenting on the androgyny of Hunt’s Christ in The Light of the World, Purton describes how Hunt “internalized the lesson” from Carlyle’s critique when he came to paint The Shadow of Death (1870-1873) and represented a very obviously male Christ (120). She records that, in a conversation with Carlyle, Tennyson remarked that “The Christ I call Christ-like is Sebastian del Piombo’s in the National Gallery” (121). The painting Tennyson refers to is The Raising of Lazarus (Figure 7.1). Anticipating Blake’s Lazarus-like motifs in which, as Billingsley indicates, “Jesus and the patient [are] mutually engaged in the act of healing” (53), the figure of Lazarus in del Piombo’s painting is depicted in the dynamic movement of removing his grave clothes while the figure of Christ remains in a more static position with his arms outstretched. In the conclusion to her chapter, Purton balances an analysis of del Piombo’s painting as an “emblem of the longed-for reunion, just beyond the scope of In Memoriam – Christ, through Hallam, calling his benighted friend back to life from the depths of mourning (“I am so dark and thou so bright”),” with a discussion of Tennyson as the Christ-figure who can make his beloved friend rise from the dead “at the intersection of the Imaginary and the Symbolic where, through the redemptive role of Art, the Word can be made Flesh” (132-33). The figure of Christ is ultimately “encultured” in both readings because the Incarnation is brought to life and holds out the possibility of Redemption. 
In her recent book, Christina Rossetti: Poetry, Ecology, Faith (2018), Emma Mason considers how, in Hunt’s The Light of the World, “the hovering bat, creeping ivy, brambles, nettles, and corn become sacramental symbols of the totality and completeness of God” and how the “’light of the world’ (John 8:14)” is indicative of “an ecological mode of interconnection” (79). The four chapters that constitute Parts IV and V of this volume, including Mason’s, shift the focus from the Word made Flesh in art to an engagement with responses to the sacramental and its symbols and illuminates how they shape not only identifications with and in Christ but also understandings of the interconnectedness between Christ, the self, and all of creation. 

In Part IV, “The Figure of Christ in Tractarian Theology,” the chapters by Ralph Norman and by Carol Engelhardt Herringer indicate how, for many clergy in the High Anglican tradition, Eucharistic devotion and discussions surrounding the Real Presence enabled expressions of the figure of Christ and of personhood in relationship with Christ and the world. In Chapter 8, Norman argues that, for John Keble, the bread and wine of the Eucharist served as a foundation for a Christian poetry that sought to reveal what is otherwise apocalyptically veiled while respecting the limitations of what can be made known through language. Unlike the subjects discussed by Harris and Gill in Part II, who draw on Milton’s work as they shape responses to revelations of the figure of Christ, Norman explains how, in his formulation of the doctrine of Reserve, Keble refutes Milton’s depictions of heaven and instead draws on Dante’s more repressed representations of the Ascended Christ. Such representations, Norman argues, enable a revision of the traditional view that Keble’s theology of the doctrine of Reserve circulates around a “blank space” and instead draw attention to the way in which the ascended and hidden Christ continues to “represent himself through his activity as the poetic creator of sacramental realities” and through his presence in the Eucharist (148). If there is a blank space, Norman explains, it is the place where the imitative poet Keble himself stands. 

In Chapter 9, Herringer considers how, for “advanced Anglians” (the Tractarian, Ritualist, and Anglo-Catholic clergy who were “advancing” toward Roman Catholicism in their ideas and practices), the articulation of the doctrine of the Real Presence enabled a renewed definition of Jesus and, by association, a renewed understanding themselves as imitations of him. In response to the increasing emphasis in the mid-nineteenth century on Christ’s characterization in terms of humility, mercy, and self-abnegation, the response of the advanced Anglicans with whom Herringer is concerned was to construct Jesus in terms of mainstream masculinity, as a plain-spoken and Christian man, a result of which was the erasure of his Jewish identity. Moreover, in their discussions of the crucifixion, Herringer describes how these clerics repeatedly represented Jesus as a triumphant and heroic victim with whom they could identity when they were persecuted and forbidden to preach.
The strategy of developing an individual identification with Christ as “‘Mighty Victim’ … whose suffering leads to power” is one of the ways in which Julie Melnyk, in her article on Victorian writers and the feminization of Christ, suggests women writers sought to claim greater spiritual and moral authority (2003, 132). However, in their eschewal of individual identification, Melnyk proposes that Elizabeth Barrett Browning and Josephine Butler found greater success in turning “identification with Christ into political empowerment” for women because this points forward, espousing a model of “group identification” and reimagining “the earthly reign of Christ … as the site of social salvation” (2003, 153). F. Elizabeth Gray comes to a similar conclusion in an article on Alice Meynell’s project of “making Christ.” In this regard, she suggests that Meynell’s poetry explores issues of identification of the self with Christ: “the God in every one, the dignity of the individual, her debt to community, and the constructed nature of that community” (Gray 2003, 116). The chapters by Mason and by myself that constitute Part V, “The Ecological Jesus and the Good Shepherd,” extend these ideas as they consider how Christina Rossetti, John Henry Newman, and Nicholas Wiseman imagine the reach of the community of Christ beyond political and social groupings. 
In Chapter 10, Mason demonstrates that, through her poetry and devotional prose, Rossetti, who modelled for Hunt’s figure of Jesus in The Light of the World, reflects on the particularity of creation and embraces “plant thinking as an alternative to the calculative and possessive thinking of humans” (171). By broadening out the “group identification” that Melynk describes to include the whole of creation, Mason explains how, for Rossetti, plants are “fellow beings” who embody “a faithful mode of existence from which humans might take instruction” (175) and considers how she perceives Jesus to model his immersion in creation in “his own plant-like being, one emptied of ego and always on the side of the weak” (181). Through a focus on Rossetti’s response to the Sermon on the Mount and to Jesus’s direction to “consider” the lily (Matt. 6:25), Mason points to the ways in which the poet’s vision of Christ and those who live in common with Him in terms of the non-egoic lily underlines a sense of the importance of all things, including plant life. 
In Chapter 11, I consider how Nicholas Wiseman and John Henry Newman, Roman Catholic Cardinals who wrote Early Church novels for the Catholic Popular Library that Wiseman ran with the publisher James Burns between 1854 and 1861, highlight how renewed perceptions of the figure of the figure of Christ as Good Shepherd and Suffering Servant transform an understanding of personhood. Focusing on Wiseman’s novel Fabiola (1854) and Newman’s novel Callista (1855), I attend to the disruptions to the traditional chronological drive of historical fiction through apprehensions of the sacramental that invoke the presence of Christ. In their eschewal of contemporaneous ideas about personality that were popularized through Higher Criticism, I explain how both Wiseman and Newman represent personhood in a sacramental-inflected way. By following Norman’s recognition of how John Henry Newman stood apart from Charles Kingsley in his understanding of the way in which the “theology of the religious imagination” proceeded from “within the limits set by the Gospel, disclosing the veiled, sacramental reality of the Word of God in the world” (143), I show how Newman’s method of characterization differs from Kingsley’s. By taking the words of his characters who are Christ figures from the Bible or hagiography, I indicate how Newman (like Wiseman), refuses them the complex subjectivity and individuality that Kingsley gives his characters in his historical novel Hypatia (1852-1853) and instead represents them in relation to Patristic-inflected representations of personhood that can be glimpsed through the figure of Christ and through participation in the Church Triumphant.
Part VI, “Figures of Christ in the Victorian novel,” brings together chapters by Jo Carruthers and by Clare Walker Gore, both of whom investigate the Christological and providential aspects of the Victorian novel. Throughout their analyses, they extend Jan-Melissa Schramm’s discussion of how protagonists in the Victorian novel “stand in a complex relation to the Christ who died for the sins of mankind: they seek to appropriate his example but they appreciate the hermeneutic complexity involved in the reading of his life” (2012, 8). In Chapter 12, Carruthers situates Elizabeth Gaskell’s engagement with the “hermeneutical complexity” of reading and imitating the life of Christ in the context of the Unitarianism she practiced. In her reading of Gaskell’s novel North and South (1854-1855), Carruthers focuses on how the valences of the term “passion” are expressed and explains that Gaskell’s attention to them enables association “between seemingly irreconcilable narratives of the fallen woman and Christ’s sacrifice” (202). Unlike the figures in the Early Church fiction of Newman and Wiseman who stand as figurative Christs, in North and South the protagonist Margaret Hale is not so much a “literal ‘figure’ as a living body who resembles Christ” (204). Significantly, Carruthers argues, it is through Margaret’s “passion” – a term that brings together emotion, sexuality, suffering and the crucifixion narrative – that this character most resembles Christ. In drawing on both the Unitarian concern with an understanding of Christ as a noble exemplar and the associations between the spiritual, emotion and sexual, Carruthers highlights how Gaskell is able to renegotiate female sexuality and the Christ-like body in relation to one another. 

Christ’s Passion and Christ-like bodies are the two themes also at the centre of Gore’s chapter. Discussing the popular Victorian novelist Charlotte M. Yonge’s representation of disability in relation to her Anglo-Catholic theology, Gore considers how, in The Daisy Chain (1856) and The Pillars of the House (1873), disability is placed at the heart of Christian experience. Like Margaret Hale in North and South, the characters in both of Yonge’s family chronicles learn to resemble Christ through maturity and suffering. For Yonge’s heroine of The Daisy Chain, who is also named Margaret, terminal illness speeds up the process of what Tractarian clergyman Edward Pusey had described as “learning to be crucified” (qtd. 226). As Gore explains, Yonge’s engagement with both Keble and Pusey informs her treatment of how illness and disability shape Christ-like characters. While Pusey had explained that suffering is “our ordinary lot” and a means through which the cross might be made manifest so too, in Yonge’s novels, the experiences and pivotal positioning of disabled characters means that they embody the suffering of Christ and of all Christians.        

In Part VII, “Renewing the Social Order and Imagining the Church of the Future,” the chapters by Mike Sanders and by Gareth Atkins consider how the figure of Christ was compelling for radicals and dissenters – including Chartists, freethinkers, heterodox believers, and Liberal Protestants – who were imagining what shape the church of the future would take. In Chapter 14, Sanders considers how many of the writers who emerged from the Chartist movement (which was established in 1836 and strove, over the the next decade, for political rights for the working classes), shared Blake’s view of Jesus as a man who challenged the existing political authorities. By considering how Christ was represented in the poetry column of English Chartist Circular, Thomas Cooper’s The Purgatory of Suicides (1845) and Gerald Massey’s verse, Sanders outlines two versions of Christ in the Chartist imaginary. The first, he explains, is the “Godlike Nazarene” who “emphasizes the ethical teachings of Jesus which are used to support Chartism’s demands for a transformed social order” (237). The second, the “People-Christ,” is characterized by “identification of the working classes with the crucified Christ and the invocation of Messianic possibilities” (237). What all the Chartist poets under consideration have in common is their insistence on understanding the figure of Christ in terms of “deeds not creeds” and their perception of the potential for man to work alongside the God in transforming the world (239). 
The story that Sanders tells of the Chartists’ response to J.R. Stephens’s call to attend to the life of Jesus and of their subsequent engagement with Jesus’s practical ministry can be read in parallel with the growing concern with the historical Jesus. Strauss, in Das Leben Jesu (1835-1836), distinguishes the Christ of faith and the Jesus of history with his argument that “much of the New Testament is in the last analysis fiction and that, as such, it belongs to Christian faith but not to historical fact” (Ziolkowski 1972, 36). The book was certainly influential in informing debates about methods of biblical interpretation. However, Ernest Renan, the author of Vie de Jésus (1863) – a book that did more than Strauss’s to popularize and bring the historical Jesus to the British public – complained that “The historian finds it too devoid of facts; the critic, too uniform in its processes; the theologian, founded upon a hypothesis subversive of Christianity” (qtd. Eliot 2005, 446; cf. Pelikan 1985, 199-200). In Chapter 15, Atkins recounts how George Eliot found the work of translating Strauss crushing, and his dissection of the story of the crucifixion so troubling, that she became “Strauss sick” (256). However, rather than abandoning Christ and the story of the crucifixion alongside their orthodox faith, Atkins demonstrates how Eliot and others of her generation engaged critically with both the figure of Christ and notions of sainthood in their search for universal principles. For the influential English critic Matthew Arnold, Atkins explains, “the moral truths [to which Christianity] bore witness were eternal, universal and indestructible” (267). Such a vision, when considered in terms of shaping a church of the future, invariably gave rise to new understandings of personality and saintliness. 
Following on from Atkins’s account, the chapters by Leanne Waters and by Kathy Rees that constitute Part VIII, “Christological Fictions of the Late Nineteenth Century,” continue to complicate any straightforward understanding of belief and unbelief. Both chapters point to the affective power of Christ figures and indicate how the forms of melodrama, historical fiction, and romance might work to evidence something of the challenge of his broken body. In Chapter 16, Waters stresses the affective potency of Christly children in bestselling melodramatic novels, demonstrating how they bring together “Christian purity (Christ’s Passion) and human depravity (the perpetration of the crucifixion) … in one body, in order to achieve an accessible, moral synthesis for readers” (276). In Marie Corelli’s The Master-Christian (1900) and Richard Marsh’s A Second Coming (1900), emotion and reflection are cultivated in both the adults that these Christly children come into contact with and the readers. By placing the children in scenes of violent spectacle, Waters suggests that they distil the “temporal limitless” of the crucifixion and reinforce the message that Christ’s sacrifice is always present and applicable (281). When the insights that Waters offers are brought into dialogue with the earlier chapters by Billingsley and Harris, we can grasp the longevity of the Romantic idealization of childhood as a time of innocence and closeness to God. More significant, however, is Waters’s attention to Corelli’s and Marsh’s responses to the need that Tate explains John Ruskin recognized: the significance of representing Christ as a threshold figure whose presence will speak into and unsettle the perceptions of each new generation.

The subject of Rees’s chapter, the critic Edmund Gosse, was, like Ruskin, unsettled and moved by Hunt’s The Light of the World. Gosse, like Ruskin, had been denied access to fairy-tales during a childhood raised in the Plymouth Brethren but he embraced the genre in later life. As Rees explains, Gosse moves beyond historical romance into fairy-tale when he imports both the figure of Christ and the god Pan into the genre in his novella, The Secret of Narcisse: A Romance (1892). In her discussion of the Christ figures in the novella, which include two sculptures and the protagonist Narcisse who creates and forfeits his life for one of them (the clockwork mechanism which he names the White Maiden), Rees illustrates how Gosse imagines what it means to figure Christ in a world of “Ovidian instability” (303). Throughout, she considers how Gosse responds to and eschews Hunt’s representations of Christ in three other paintings besides The Light of the World: The Finding of Christ in the Temple (1860), The Scapegoat (1856) and The Shadow of Death (1870-1873). She argues that while Narcisse is figured as both Christ and the “he-goat,” who signifies Pan (the god who “held sway” over Gosse’s mind in equivalence with Christ (303)), he also signals further tensions between “male and female, innocence and guilt, transparency and secrecy, revolution and orthodoxy, and familiarity and strangeness, until his body is ‘broken up’ and his spirit is extinguished” (303).  As was the case for Hemans’s Casabianca, who features in Chapter 4, there can be no hope of the resurrection for this protagonist. His violent death makes him a scapegoat and represents a potent call to reflect on the treatment of the Other for both his sixteenth-century persecutors and for readers. Among these readers, Rees includes the Brethren whom Gosse critiques for being ready to pronounce the Other utterly forsaken. 
To conclude, I want to return to Ward’s use of Rose’s term “the broken middle” in order to suggest that it can serve as an apt descriptor of what the figure of Christ and his presence in the world and in “living” art stand for in terms of its breaking down of temporal and individual boundaries and producing an unsettledness that ripples out. This unsettledness is experience in the sharing in the Eucharist and in coming, as Jeremy Begbie writes, to “an acute sense that we have not yet reached our ‘rest’ (Heb. 4)” (2000, 166). Taken together, the  chapters in this volume attest that imagining the figure of Christ in the long nineteenth century involves unsettling theological, cultural, historical, philosophical and phenomenological dialogue with – rather than resolutions of – the ultimate broken body of God made man. Moreover, they recognize our active, real, and ongoing conversation with the voices of the nineteenth century in our search for the presence of Christ in the world and for the renewed understanding of personhood and creation that this search involves.    
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