
science to be driven by openness to practical experience and the intellectual
freedom to follow evidence where evidence leads. De Morgan wanted to
reform the conservative intellectual establishment that dismissed miracles
and spiritualism by advocating a new, more austere professionalism that
would recognize and support evidence no matter what the evidence pointed
toward.
In the last chapter of the book, DeMorgan’s advocacy of purposefully humble

rhetoric is taken up by other professionals who want to use it to separate
mathematics fully from religious implications. John Venn in The Logic of
Chance (London: MacMillan, 1866) wrote against the use of mathematics in
debates about miracles. Irreconcilable differences in opposing viewpoints
made the mathematics meaningless in the debate. Bertram Russell found
comfort in praising the value of mathematics as a purely mental exercise
separated from metaphysics and physical science.
Daniel Cohen has done what historians of science do best: make complex a

story that has been told too simplistically and triumphantly. The pressure on
mathematics to strip itself of religion was not irreligious. The standard story
of moving from messy old traditions to clean scientific methods is not very
accurate. Messy old traditions yield messy new traditions. One of these
messy new traditions is the awkward rhetorical posturing of mental
independence evident in G. H. Hardy’s A Mathematician’s Apology
(Cambridge: Canto, 1992 [1940]): “The ‘real’ mathematics of ‘real’
mathematicians, the mathematics of Fermat and Euler and Gauss and Abel
and Reimann, is almost wholly ‘useless’” (119).

Rick Kennedy
Point Loma Nazarene University
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Painting the Bible: Representation of Belief in Mid-Victorian
Britain. By Michaela Giebelhausen. British Art and Visual Culture

since 1750. Aldershot, U.K.: Ashgate, 2006. xii þ 249 pp. $99.95.

This work began as a dissertation and carries with it an intensity of focus. The
book is essentially not an overview of belief in mid-century Britain or of Bible
illustration in general, but of the Christian imagery of the Pre-Raphaelite
painters. Michaela Giebelhausen does attempt to contextualize these painters’
work with some allusion to continental parallels and English precedents. The
problematic for Britain cannot be overstated; since the reign of Edward VI in
1547, England resolutely eschewed religious imagery. Thus these artists
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faced the tension between competing concepts of depiction—continental
models continually suspicious as harbingers of superstition and English
works so connected to traditional academic (secular) painting as to seem
lacking in sincerity of religious expression.

Giebelhausen applies anthropological structures proposed by Pierre
Bourdieu to her thesis that all revolutionaries argue for returning to the
original source. Giebelhausen summarizes the tradition of painting ideals
established by Reynolds in the Royal Academy and their continued use by
professors of painting Henry Howard and Charles Robert Leslie, who
broadened the academic discourse to include more naturalistic elements, an
inspiration for the painters of this study. The Pre-Raphaelite Brotherhood
was founded in 1848, motivated by sincerity of purpose (as championed
by John Ruskin) and the study of Nature. The mechanical work associated
with the “correct drawing” inspired by Raphael seemed inimical to the
authenticity demanded of the subject. She courageously addresses personal
religious belief as a part of the self-image of the artist. Welcome passages
include the reception of an earlier generation of religious paintings by
Charles Lock Eastlake, William Dyce, and Daniel Maclise; assessment of the
impact of continental woodcuts, especially the German illustrated Bibles and
Anna Jameson’s Protestant writings on religious imagery (deserving much
great study); as well as discussion of Ruskin. She includes analysis of
Nicholas Wiseman, Catholic archbishop of Westminster, along with other
often neglected contemporaries.

There is ample evidence of Giebelhausen’s careful assessment of
contemporary criticism. She chronicles the reception of paintings such as
Millais’s Christ in the House of His Parents (1850), greeted by “vitriolic
attacks from the press” (100). Yet we are left with the historiography of our
own generation’s interest in Pre-Raphaelites, and the question of why we
find religion so fascinating, unexplored. We have moved away from “art”
and painterly success as it dominated scholarly discourse in the 1970s—such
as in Timothy Hilton’s The Pre-Raphaelites (London: Thames and Hudson,
1970), which nonetheless begins with Ruskin’s religious background as
crucial to the movement’s development. The text also avoids contextualizing
the later popularity of these works, which testifies to a broadening base for
reproductive art and transformed religious sentiment. William Holman
Hunt’s Light of the World (1851–53), for example, became a perennial
favorite as framed print and church window. One of the first examples,
recorded as indebted to the engraving published by Messers Pilgrim &
Lefèuvre, may be a window placed in January of 1876 in St. Luke’s Church
(now St. Luke and the Epiphany, Episcopal) in Philadelphia. Some attention
to such issues does appear, for example, in Giebelhausen’s discussion of
Hunt’s The Shadow of Death (1870–73), with the young Christ in an
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attitude of prayer after a day of carpenter’s labor. She quotes from Farrar and
Meynells’s 1893 biography of Hunt that its greatest supporters were
“working men . . . who went in numbers to see the picture and to subscribe
for reproductions for their own walls” (181).
A major portion of the book focuses on Hunt, who, Giebelhausen contends,

“overthrew every existing convention of religious painting” (198). Throughout
the book she interweaves an understanding of contemporaneous religious
debate, but nowhere more ably than in her analysis of Hunt’s intersection
with liberal Protestantism and higher criticism in biblical studies, especially
Ernst Renan’s The Life of Jesus, and other major controversies of the era.
Her treatment of Hunt’s travels to the Holy Land, to be paralleled later in the
century by the French James Tissot, is a solid contribution to our
understanding. This richly nuanced reassessment will surely transform the
way Hunt will be discussed in the future.
Despite the restriction of a study of this length, there might have been greater

acknowledgment of the precedents from Europe and contemporaneous
competition; Gustav Doré’s English Bible, for example, appeared in
1866. One wonders about a lingering isolation of Catholic and Protestant
perspectives, making it difficult to acknowledge more fully the earlier
German and French revivals, which held ideals later articulated by the Pre-
Raphaelites. The Brotherhood of St. Luke (Lukasbund) grouped a similar
band of young artists who, known as the Nazarenes, from 1810 transformed
German religious expression. One member, Peter von Cornelius, for
example, became director of the Munich Academy in 1825. The north-south
issues that Giebelhausen discusses (4) were personified in Johann Friedrich
Overbeck’s Italia and Germania (1828), acquired in 1832 by Ludwig, crown
prince of Bavaria. A major voice in the Oxford Movement, A. J. B.
Beresford Hope, collected Nazarene paintings and in 1843 commissioned
Munich windows for Christ Church, Kilndown, Kent.
We miss, as well, the context of the English architectural and decorative arts

of fresco and stained glass in which these artists participated. The Pre-
Raphaelites formed during the decade that Pugin unleashed his clarion call
for sincerity and belief and his polemic against classicizing style in the True
Principles of Pointed or Christian Architecture. Hunt’s Light of the World is
housed in William Butterfield’s Keble College chapel (1873–76), a paragon
of Tractarian ideals. I might suggest that we labor under the tyranny of the
museum and art market of collectability where the pre-Raphaelite works on
paper and canvas, often a preparatory drawing for a stained glass window,
receive more attention than the actual window or fresco in situ. Such
sentiments are not meant to detract from the impressive accomplishments of
this study, carefully constructed and well-documented, but they are a call for
future studies making a more synthetic link between high and low art, and

BOOK REVIEWS AND NOTES 195

https://doi.org/10.1017/S0009640708000279 Published online by Cambridge University Press

https://doi.org/10.1017/S0009640708000279


encompassing all the religious imagery actually experienced by “receivers” of
visual culture in Britain.

Virginia C. Raguin
College of the Holy Cross
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Crisis of Doubt: Honest Faith in Nineteenth-Century England. By
Timothy Larsen. Oxford: Oxford University Press, 2006. xii þ 322

pp. $110.00 cloth.

The “crisis of faith” in mid-Victorian Britain has been the subject of a vast
literature—mainly, no doubt, because the further advance of agnosticism and
atheism in the twentieth century has led to a search for origins. Yet, as Larsen
suggests, in his well-written and carefully argued book, this has led to a
distorted view of nineteenth-century religion. The numbers and contemporary
influence of Victorian agnostics have been exaggerated, and other
developments that had a bigger impact at the time have been correspondingly
neglected. Larsen begins with a powerful critique of the “crisis of faith”
literature, and some of the misrepresentations that he uncovers are indeed
grotesque. Moreover, while it is well-known that several leading writers, most
famously George Eliot, moved from devout Christianity to unbelief, it is
generally overlooked that many devout Secularists subsequently converted to
Christianity. It is this “crisis of doubt” that is the subject of Larsen’s book. At
its core are the biographies of leaders of the Secularist movement who went on
to renounce Freethought. Most came from the working class or lower middle
class and were active in radical politics. Nearly all were auto-didacts. Typically
they had been brought up in a Dissenting chapel, sometimes even becoming
lay preachers. Growing doubts about the credibility of the Bible or the moral
acceptability of Christian doctrines then led to skepticism, and eventually to the
rejection of Christianity. Having been active Christians, they became equally
active in the Secularist movement, and in several cases they took the
freethinking gospel across the Atlantic. They often established their reputation
as Secularist champions in the public debates with Christians that attracted
large audiences in mid-nineteenth-century Britain. But then they began to
experience new kinds of doubt. Sometimes the return to Christianity was a
step-by-step process; sometimes it was very sudden. Invariably they were
subjected to a volley of abuse in the Secularist press, usually including the
charge that their apostasy was motivated by financial considerations. An
important point is that most continued as Christians to be active political
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