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 Obviously the avalanche of modes of representation of femininity in contemporary 

space, the treatment of feminine Christian paradigms as a subject for a research thesis in visual 

arts may seem at first glance an outdated subject. The choice of the theme occurred with the 

curiosity of discovering an identifying landmark of femininity that should include values to 

which I could aspire and inspire. The Christian values, although considered to be outdated and 

controversial for today's present, are still found in a large part of our visual heritage, located in 

the heart of the Romanian villages. There, in the edifices of religious worship, important to the 

history of Romanian artistic evolution, we can find in the painting on their walls the expressive 

power of values perceived as traditional but with which our grandparents and our ancestors 

identified and believed in. 

 This research aims at identifying the main female markers in Orthodox iconography 

based on the Judean-Christian tradition by studying the visual vocabulary and interpreting the 

hypostasis in which the female figures were reproduced in order to be able to distinguish 

different characteristics of the condition of being a woman, inside the imagery of the Orthodox 

churches. 

 The studies of the iconography of feminine figures in religious art have developed 

predominantly in the West, in the desire to explore its position within the religious tradition as 

well as in the cultural context, but few have been elaborated about the representations fin the 

Orthodox Christian context. The scientific significance of the proposed theme is mainly justified 

by two perspectives: first, it involves the use of iconographic tools to understand the way in 

which an image is read, and the second is the innovative factor of the present research and 

proposes a thorough observation of the Christian feminine paradigm, found in the mural decor of 

Orthodox churches. This perspective resulted from the fact that the studies I consulted in this 

direction did not include reporting to the three paradigms analyzed together in the same context 

in order to identify them and demonstrate the condition expressed in the mural art. 
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 The present paper also aims to emphasize the fact that femininity as reflected in mural 

art involves the transcendence of the physical plane and, in essence, it is emotion, state, feeling. 

All these representations of women in church iconographic programs were and are meant to 

maintain the spiritual orientation of women. 

 The present research chose the condition of femininity as the point of reference, given 

that the representations of the female figures were an important category for analysis in the 

visual arts. Through the contribution and collaboration of several scholars from different 

humanities, she has received various interpretations about the structure and formation of the 

representation of the eternal feminine. The basic characteristics in the analysis of female 

hypostasis are formed on the basis of the interpretations of attributes, postures, gestures, all of 

which are symbolic communications designed to create a visual vocabulary regarding the 

feminine nature and its condition. In relation to religious values, feminine nature is given a 

distinct meaning, conditioned by the knowledge and understanding of a certain cultural language 

through which it must be viewed. 

 The paper aims to identify the essential female hypostasis in the Orthodox iconography 

and to interpret their condition, taking into account the main Christian sources, which 

contributed to the foundation and formation of the concept of femininity, in order to understand 

the overall context in which they were formed and of its continuity, by exemplifying with images 

still found in the mural decor of the Orthodox churches. Viewed as three distinct case studies, 

through a statistical analysis and an analysis of the models of feminine representation, we can 

assess the typology and hypostasis of the most important of the female Christian paradigms. 

 The novelty of the theme is based on the courage to join the Archetype of Christian 

femininity represented by the Virgin Mary, this being the most well-known, analyzed and 

painted woman in the history of universal art, two other feminine figures considered necessary 

for a wider exploration of the condition of femininity in the interior of the mural decoration of 

over twenty-one churches selected for the analysis. The two feminine figures represented by the 

image of Eve and the pious Mary of Egypt establish an identity mark closer to the real woman's 

understanding, due to their easier reporting. An analysis, only about the Archetype of Orthodox 

femininity, would be insufficient to elaborate the characteristics of the condition of femininity, 

due to the different status of virgin - mother in which she is reproduced in the Orthodox 
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iconography. The two models of femininity presented by Eva and Mary of Egypt bring forward 

other ways of expressing the characteristics of femininity. 

 The images of iconographic women have the power to often reveal something about 

both genres, because they are always illustrated in tandem with a masculine representation; it can 

be seen how femininity is defined by the relationship with masculinity. Women's images 

generally reflect the perceptions of men about their way of being and their place in society, but 

they also present other aspects of maternity, holiness and salvation. However, the Christian 

masculine prism by which the images of these women are built does not completely exclude the 

traces of the experiences lived by women. 

 The research is carried out in the tripartite system, the first part (chapters I and II) 

having the role to expose our theoretical part by proposing iconography as a way of reading the 

images, for the subsequent knowledge of the characters represented in them, the second part 

(chapters III, IV) presents a significant iconographic file aimed at highlighting the complexity of 

the stylistic rendering of the female paradigms in relation to the theoretical foundations and their 

frequency in the mural excavations subjected to the research, and in the last part (chapter V) 

there are some personal works, inspired and realized during this research, having in mind the 

process of transforming one's own interior through contemporary and ludic reporting in order to 

illustrate the concept of femininity. 

 The methodology of research is based on the first stage of the work on iconography 

tools. The iconographic method, in fact, is the road to the destiny of the figures and of the stories 

in the represented image. Iconography can be briefly defined as a lesson about the content of the 

image. The definition of the term has been given this meaning with recent research in the field of 

art history. 

 Christian iconography requires a different approach, assuming an understanding of how 

visual language works and codifies, by learning how to read the basic elements of images, 

figures, and compositional values, such as when we try to learn a foreign language and 

vocabulary and grammar must be done in order to be assimilated. Such a theme will require a 

complex theoretical framework and the capitalization of specialized studies from various fields: 

theology, philosophy, psychology, religion history, art history, and iconography. This 

multidisciplinary perspective gives us the opportunity to explore the way in which the woman's 

image is shaped as a sublime projection of Christian tradition or as a symbol, as a feminine ideal, 
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reflected in three distinct hypostases, sums up three conditions of femininity, proposed by the 

Orthodox cult as inspiration for the real woman. Due to the consultation of the sources of 

theology and iconography, we were able to identify and understand the significance of the 

analyzed typologies and their importance in the context of the mural decorations of the cult 

edifices. 

 The ongoing research is an intensive study, still in its early stages, on examples of a 

ready-made entity, in our case the iconographic program expounded in the mural decoration, 

with specific theological principles, unchanged, which may be interesting subjects for a 

philosophical and an artistic approach to concepts such as femininity and condition. This work is 

not an exhaustive treatment of the proposed subject but presupposes a theoretical approach from 

a different perspective on the female subject, from a Christian context. 

 The field research implied the visit of the worship edifices in the neighborhood of Sibiu 

and taking photos of them, especially of the constitutive wall decorations, thus obtaining the 

images with the female representations, which constituted the support on which our observation 

is based. A questionnaire was also applied to each female representation, so that we can obtain a 

graphic formula, a statistic to indicate the frequency of female feminine reproduction and the 

accepted features of the condition of femininity in the Orthodox iconography. 

 The origins of feminine representations are inspired by a basic book of Orthodox 

iconography called Interpretation of the Byzantine painting, written by Dionysius of Fourna1, a 

monk from Mount Athos who lived between 1670 -1744, and whose main concern was the 

elaboration of a guide for the Orthodox painters of icons. He laid the foundation for some 

methods of creating icons, techniques, and stylistic materials. His study also represents a 

landmark in the development of icons and wall decorations in contemporary times. Another 

important landmark in the Orthodox iconography is the study of the mural composition and its 

techniques2, of the mural artist Olga Greceanu, who is used for a summary understanding of the 

characteristics of the mural art. 

 Apostolos -Cappadona in her study Women in Religious Art maintains that the critical 

researches of the feminine iconography have been limited in religious traditions, developing only 

at the beginning of the 20th century, predominantly from the Western perspective, by examining 
 
1  Dionysius of Fourna, Interpretation of the Byzantine painting, Sophia publishing house, Bucharest, 2000. 
2   Greceanu, N. Olga, Mural Composion, its laws and techniques, Bucharest, 1935. 
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feminine iconography in religious art, given the understanding of the position of women both 

within a religious tradition and that of a wider culture3. 

 One of the few female voices, who worried about the situation of women in the 

Orthodox religious context, is Anca Manolache, whose study identifies and argues, using the 

historical interpretation and theological and legal arguments, the demonstration of discrimination 

that the Romanian Orthodox women have suffered, along with the subordinate and secondary 

roles they played in church and family4. Orthodox French theologian Elisabeth Behr-Siegel 

expressed interest in the feminine area in the context of women's role in the Church, indicating a 

great approach that states that the woman has an "anthropological dimension in the plan of 

salvation and in the life of the Church.5" 

 The formulation of the objectives and the hypotheses of the research have been 

elaborated taking into account that the Orthodox Church, through its tradition and the 

iconography of the mural painting, managed to preserve for centuries three paradigms of the 

condition of femininity reflected in the three female representations: Eve, Virgin Mary and Mary 

of Egypt. 

 The term condition, used in the sense of situation, involves the interrogation and the 

evaluation of some criteria, based on which certain hypostases and typologies have been formed. 

The condition of a group within the iconographic representations presupposes, first of all, the 

knowledge and the definition of that group as hypostasis, as a template embedded in an 

iconographic plan, with its own identity, based on a system of symbols. The condition of 

femininity can be illustrated by the way in which these three women were represented in the 

mural paintings of the churches in Sibiu County in the eighteenth century, and at the beginning 

of the nineteenth century, and can translate the way woman was perceived in the Orthodox 

Christian conception. 

Thus, we suppose that Eve reflects the edenic condition of femininity, which through the sin of 

disobedience leads to the formation of the natural, feminine condition, the Virgin Mary 
 
3 Apostolos-Cappadona, Diane, Women in Religious Art, Subject: Comparative Religions, Religion and Art, 
Ed.Oxford University Press USA, 2016, p.4, Online Publication Date: Jul 2016 
DOI:10.1093/acrefore/9780199340378.013.208 (religion.oxfordre.com).(accessed on 21.03 2017) 
4 Manolache, Anca, The Feminine Problem in the Church of Christ: A Chapter of Christian Anthropology, Ed. 
Metropolitan of Banat, 1994, p.13 
5 Siegel, Elizabeth-Behr, The ministry of women in the Church, Oakwood Publications, Redondo Beach, 1991, p. 
106 
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illustrates the deified condition by assuming the fallen condition and its deification, being found 

in all the Christian ritual churches, and the venerable Mary of Egypt illustrates the hermit 

condition by renegating its own femininity and practicing ascetic life. 

 The objectives set for demonstrating this hypothesis included the following steps: 

identifying the three female paradigms in the mural decoration of the Orthodox churches in Sibiu 

county at the end of the 18th century and early nineteenth century; Capitalization of the feminine 

models by photographing, analyzing, decoding their formative and symbolic character; 

Highlighting the accepted attitudes and the emphasized traits of the condition of femininity in the 

Orthodox iconography, and the last step, formulating the conclusions. The specific objectives 

subordinated to the main ones presupposed: Evaluation of the feminine model as a paradigm of 

the Christian thinking-the model of femininity transposed by Eva, Virgin Mary and Mary of 

Egypt; Establishing the elements, the attributes that determine the place of the feminine figures 

in the iconographic program; Analyzing how these representations are reflected in the mural 

paintings of churches. 

 The first chapter: The image - the common element between art and religion, 

includes iconography as a way of reading the picture, the mural art as the frame of the 

iconography and the iconographic canon with artistic and technical elements. Starting on the 

research road with the emphasis on the importance of culture, we want to highlight the 

partnership between the fields of visual arts and Christian religion that materialized with the 

appearance of Christian art within the Roman catacombs. With the emergence of Byzantine 

culture, that synthesizes several cultures, such as the Hellenic, Roman and Jewish cultures, 

Christianity is born. This monotheistic religion is based on the Jewish-Christian tradition, which 

it is of significant importance in the history of humanity, because it supported the shift from the 

purely contemplative or aesthetic perception of an image, to a way of thinking and being of the 

man, expressed and painted in the worship edifices, offered to believers to comprehend and 

visualize the history of biblical events. Thus, Christian art, formed by the artistic expression and 

the iconographic rigor, gives this tradition uniqueness, thanks to the images, which have another 

aspect, being created by specific techniques, the ultimate goal of which is to transpose the viewer 

towards another different world that of the immediate reality. Therefore, someone outside the 

Christian tradition could not fully understand those represented in images, without a theological 

cultural baggage. Theology, the technical characteristics of these images and the artists who 
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contributed to their formation are necessary for a better understanding of the content of the 

image from the sphere of Christian art. 

 Iconography belongs to the field of Art History with two types of significance. The first 

meaning implies a broader view of the term, calling for the decoding of the medieval artistic 

image. This becomes an important instrument, according to the canons and tradition established 

over the centuries, as it forms a system of representation of subjects or characters. In this case, 

the objective pursued is a didactic one, namely to simplify the recognition of the characters, 

subjects or scenes represented and to relate them to the religious concepts that they illustrate. 

 The second meaning indicates a way to research, assuming the description and 

systematization of some typological schemes and characteristics applied to the representation of 

characters and subjects within a mural decoration. From this point of view, the iconography 

consists in studying and interpreting the symbolic and allegorical aspects in the medieval 

context, developing itself as a discipline in its own right in the nineteenth century in France6. 

Subsequently, it became a descriptive method of excellence, an auxiliary resource of historical 

sciences, oriented towards the organization and systematization of religious images, with 

Christian predilection. Religious images have predominantly had a wider space extending across 

the interior, sometimes external, walls of the religious edifice. 

 Regardless of the cult or tradition of the church, the art found in this area, also called 

mural art, is meant to support the theological ideas of the doctrine of this church, to explain to 

the viewers the biblical events, the principles of faith, or other key aspects of Christianity. The 

religious edifice, also called the church, is a landmark for a community, a unitary one, which 

through the collaboration of architecture, sculpture, painting, and music creates another type of 

space. For the context of this research, the churches to which we refer will be Orthodox, being 

painted according to some well-established criteria, taking into account its architecture, its 

destination and its significance. The inspirational sources of iconography are the writings of the 

two books of the Bible, the New and the Old Testament; the decisions of the Ecumenical 

Councils, the writings of the Holy Fathers, the liturgical hymns. Thus, a program was created 

 
6 Büttner Frank, Gottdang Andrea: Einführung in die Iconogrphie: Wege zur Deutung von Bildinhalten, München, 
2006, în Antologie de texte îngrijite de Poeschel Sabine, Ikonographie, Neue Wege de Forschung, 
ed.Wissenschaftliche Buchgesellschaft, Darmstadt, 2010, traducere personală, p.89 
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with the purpose of forming a logical and unitary ensemble of the themes, scenes and figures 

represented7. 

 The iconographic program has been developed over centuries and aims to specify the 

place of each scene in the pictorial ensemble of the Orthodox Church. The reasons why we can 

find some secondary differences within the iconographic unitary structure are due to the 

historical epochs, geographic areas and the regional evolution of the religious architecture, 

respectively to the general context in which they developed. The quantifiable elements expressed 

by the formal characteristics of an image called icon are as important as the theology underlying 

them. Orthodox iconography is distinctive in its appearance, and the analysis of the formal 

elements such as line, rhythm, symmetry, color, perspective, shape, composition and other 

elements are essential in identifying what constitutes the expressive power of the feminine 

representations found in the mural decoration of the Orthodox churches. 

 In the second chapter-The paradigm of the Christian femininity, we use the term 

paradigm with its meaning of exemplary case, model, prototype, aiming at identifying and 

analyzing the female paradigms found in the Christian context, which represent those identifying 

landmarks founded upon the emergence of Christianity, respectively Byzantine culture. 

The female paradigms in the context of the present work are the bearers of Christian virtues, 

becoming the center of our observation, because they represent an inspirational insight for the 

Christian woman by proposing a life model different from the contemporary one, centered on the 

values of Christianity. Eve, Virgin Mary, and Mary of Egypt are feminine paradigms belonging 

to Christianity, being important because their images of woman and femininity have been formed 

around centuries. 

 Femininity expressed in the iconographic framework established by the mural program 

can be seen as a specific way of illustrating the representations of feminine figures in a variety of 

attitudes and behaviors that form three feminine patterns. This way of representation desires to 

suggest an overcoming of the real plan, being perceived rather as a mood, as an inner experience.  

The modes of representation of the three female figures also imply the formation of some 

iconographic typologies that have been formed on the basis of a system of beliefs, values, 

meanings and symbols. 

 
7 https://www.crestinortodox.ro/liturgica/pictura/notiuni-generale-despre-programul-tipicul-iconografic-70769.html   
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 The paradigm of Eve is very important because it is the point of reference from which 

the distinction between the feminine nature and that of the human nature starts, and it is the one 

that sets the specific attitudes of femininity within the Christian context. Eve actually defines the 

human condition. Also, Eve's role in the Christian context can tell us how girls and women have 

been viewed throughout the history of mankind. 

 The condition of the femininity changes its coordinates, along with Virgin Mary, who 

presents an ideal of the feminine, marked by the holiness and obedience she has shown, being 

associated with the body of Christ and the Church. This model of femininity goes beyond 

feminine nature, being the first deified woman of Christianity. It was the main figure by who the 

foundations of the Jewish-Christian religion were formed, representing the material support of 

the Divine condensation in the human plane, becoming the Bearer of the Son of God. 

 Mary of Egypt has a medial function in the present context, between those established 

by the model of Eve and of the Virgin, between the condition of the fallen man and that of the 

bearer of virtues. This paradigm is an example of assuming the feminine condition, having the 

consciousness of her decadence, but restoring the values of the feminine body by practicing 

virtues and renegating the body, thus reaching the holy status. It is the representative image of 

monasticism in the Christian context. The message summed up in this figure is the promise of 

salvation, seen as a possible recipe for the monastic life. 

 Chapter III, The condition of femininity in the mural decoration of the Orthodox 

churches in Sibiu County, will focus on the principles, attitudes and the way in which the three 

female paradigms Eva, Virgin Mary and Mary of Egypt were painted, our goal being to identify 

on the model of diversity in unity, the specificity of the condition of femininity. 

An important milestone in the field research of the churches was the elaboration of criteria for 

the selection of monuments. Thus, historical and topographical delimitation has been used by 

reference to the list of historical monuments in Sibiu County, as we intended to limit our area of 

analysis to set a starting point for an early stage study. We will also use the notional structure of 

the church organization - the parish - in order to organize the edifices. Certain churches, although 

included in the research, did not use our purpose because of the degradation or repelling of the 

mural decoration. Thus, only the female representations belonging to the wall painting of the 

18th century-early 19th century, of the Orthodox churches in Sibiu County were analyzed. To 

demonstrate the hypothesis and the economy of the current research space, we propose that for 
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each condition we exemplify the most eloquent representations of the mural decor of the 

churches chosen for research. The criteria for the analysis of female representations, as a result 

of which we can demonstrate the condition of femininity in the mural decorations of the 

Orthodox churches, which were also corroborated in the research protocol, are the place in the 

iconographic plane, the type of representation, the body, attitudes and gestures. In view of these 

criteria, the female representations Eva, Virgin Mary and Mary of Egypt were analyzed, they 

illustrate several typologies in the iconographic scenes specified in the Interpretation of 

Byzantine painting. 

 The iconographic scenes in which Eve is represented are: the Creation of the world, the 

Creation of Adam, the Creation of Eve, Listening to the commandment of God, Adam and Eve 

in violation of the commandment, The Lamentations of Adam and Eve and Their Extinction 

from the Garden of Eden. After analyzing the most impressive iconographic programs that were 

chosen, which narrated and depicted in images the Genesis process, we can notice the important 

point of changing the edenic nature, specific to Eve, in human nature. The creation of the world, 

the creation of Adam, the creation of Eve, the obedience to the commandment of God, Adam and 

Eve in violation of the commandment, show us how to represent the edenic condition by 

illustrating the nudity of the feminine figure as an intrinsic aspect of the paradisiac beings. The 

scenes belonging to the Extinction cycle mark the definition of the female genre by illustrating a 

dressed body, rendered by a distinct dynamism that captures the manifestation of guilt by 

concealing the feminine nature. 

 In order to pursue the interest of this research, that of the feminine nature, we intend to 

further detail with examples in pictures, other scenes from Genesis, which included the report on 

this theme. The analysis started from the description of the compositional structure clarified in 

the Interpretation of Byzantine painting. 

 Virgin Mary embodies all Christian virtues, and her representation has played a very 

important role in the mural decorations of churches and people's homes. The images in which the 

Virgin Mary is represented have been used by the church over the centuries to present an 

archetypal model of femininity. This model of femininity, of the female Archetype, can be found 

in three different hypostasis, that of the Crown Virgin, that of Oranta (Praying) and that of the 

Guide, which highlights the essential features of femininity, expressed in a pious, gentle and 
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faithful attitude. Mary's perfection is demonstrated in religious iconography through a distinct, 

calm beauty that wants to reflect her inner qualities. 

 On the thread of identifying female features, we can observe the humble attitude in 

which this female figure is represented, this being one of the most important aspects of 

femininity presented by Christian iconography. The reverent attitude expresses better the phrase 

May your word to me be fulfilled, addressing the One who made her the most famous woman in 

the history of Tradition, her Son. The expression of her face, though rendered as sober, with 

small and stylized eyes, yet has an almond-shaped form that tame the features of the figure. In 

the context of all the representations of the scenes analyzed in the present research, the basic 

framework of the pictorial event is the same, the differences are established at a stylistic level, 

coming from the artist's interpretation of the composition. 

 The feminine model made up of the feminine traits, contained in the typology of the 

Oranta hypostasis, indicates its idealization through the visual summation in which the Mother of 

God has the highest name of the female representations, the Theotokos, that is, the Mother of the 

divine and human world. This union of the divine and human conditions is expressed at Virgin 

Mary through the incorporation of the virtues: faith, hope and love. By practicing these virtues 

and Christian values, the feminine condition is deified. Devotion to beings can only be achieved 

in a context of Christian landmarks and presupposes the acquisition and preservation of human 

virtues for the purpose of salvation, that is, of the advent of the Divinity. Orthodox Christianity 

and iconography propose, for example, deification, a woman who through her feminine qualities 

succeeds in completing the cosmogonic order by bringing together two complementary parts, the 

human and the divine. 

 The Pious Mary of Egypt is painted, according to Dionysius Erminia of Fourna, under 

the image of a hermit, with white hair and short to the neck, with the body naked, dry and 

blackened by the heat, covered only with the cloak that Saint Zosima threw to her8. "The 

hypostasis in which this representation of the Christian feminine is found is that of the hermit 

condition, marking it by the clothing that covers only a part of the ascetic body. The chromatic 

contrast between the two garments suggests her saintly status in the case of Mary of Egypt, and 

the parent's coat of his human status. The specificity of the condition consists in rendering the 

 
8 Dionysius of Fourna, Interpretation of the Byzantine painting, Sophia publishing house, Bucharest, 2000. 
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body in a more elongated form with ascetic features, the female parts being emphasized, 

expressing the way in which she assumed the hermitic condition, that of the hermit. 

 Chapter IV, The Interpretation of Female Representations of the Orthodox 

Churches (End of the 18th Century and early 19th Century) in Sibiu County includes 

analysis based on the research protocol developed with the Google Forms program, based on 

several criteria for the analysis of the iconographic feminine pattern. The protocol contains ten 

general questions and twenty others modulated on the specificity of the female figure, being 

applied to twenty-three churches in Sibiu County, from the end of the 18th century to the 

beginning of the 19th century. 

 The questionnaire consists of three parts: the first part deals with the general 

information of the researched churches, the second part contains an analysis of the structural 

system of the plastic space chosen for the analysis of the feminine model, and the third part deals 

with the compositional elements that can be found at the model of femininity. 

 In the first part of the protocol we can identify the criterion of site analysis in the 

iconographic program of the female representations. The second part analyzes the compositional 

theme of the representation of the female figure with the specific compositional elements. In the 

third part the elements characteristic to the iconographic pattern are investigated, such as: the 

type of representation, the hypostasis, the expression of the posture, the attitudes and the relation 

between the characters. The full protocol can be found in the appendices of the current research. 

Of the twenty-three churches selected to support our analysis, only twenty-one folded our 

research analysis due to the changes in the mural decoration, or the degradation or repairs that 

occurred later on. We considered that our original female representations of the chosen period 

are rather necessary to illustrate an important factor in preserving the feminine model so far. 

 An important starting point in the questionnaire was the identification of the feminine 

figures in the mural decoration. Thus, following the application of the protocol, the following 

were identified: the three female representations depicted in the same mural decoration can be 

found in only two churches of the twenty-one, according to the present study. Respectively, in 

the village of Jina and Mohu, in Sibiu County, the iconographic program includes all three 

feminine figures: in the porch we found Eve, in the nave and in the altar the Mother of God and 

at the interference between the pronaos and the altar that of Mary of Egypt. This demonstrates 

our hypothesis, with reference to the analysis of femininity, which can be found in three distinct 
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conditions. In four of the Orthodox churches in Rasinari, Avrig, Arpaşu de Sus and Cârţişoara 

there are only two of the representations of the female figures, namely Eve in the porch and at 

the bases of the iconostasis and the Mother of God in the nave and the altar. This finding 

demonstrates that the representation of the female gender condition transposed by Eva has an 

inferior rendering frequency in the same mural decoration with Virgin Mary. In seven of the 

mural decoration of the churches in the analysis, the presence of the Mother of God could be 

identified in the nave and in the altar, along with Mary of Egypt, which brings us a greater 

frequency of the hermitic conditions compared to the female genre, expressed by Eva. In the 

iconographic program of the churches of Cristian, Sibiel, Fofeldea, Cârţişoara Oprea, and Turnu 

Roşu, the singular representations of the Virgin Mary are preserved without the other 

representations of the feminine model. This finding highlights the importance and frequency of 

rendering the figures of Virgin Mary as an emblematic figure of femininity in the mural 

decoration of Orthodox churches. In Gura Râului, in Sibiu County, the original wall painting of 

the researched century, the representation of Mary of Egypt without the company of the other 

figures, is distinguished in the analysis of the images from the previous chapter, by the 

distortions of the expression body of the pious.  

 In the conclusion of this chapter, we can see a small number of churches still retaining 

in the mural all three paradigms of femininity. However, in this research, this observation 

criterion highlights the fact that the Orthodox Church still preserves from the end of the Middle 

Ages, the reference to these models of femininity being illustrated and preserved in the mural 

decorations. Also, the graphs interpreted in this chapter have been elaborated, in order to be able 

to better visualize, a kind of statistics of the characteristics found most often in the models of 

femininity, transposed by the figures of Eve, Virgin Mary and Mary of Egypt. Thus, we believe 

that because of the place in the iconographic plane, the attributes and the way in which the body 

is interpreted, these models of femininity sum up the components that shape their condition. 

 Chapter Five The process of inner transformation - the source of inspiration for 

personal contributions, includes the description of the labor of individual becoming and wishes 

to exhibit a pictorial confrontation by trying to reconcile with a set of prejudices found in the 

religious sphere, whose interpretation I consider have exiled the dignity of emotion at the 

periphery of human preferences. By understanding and scrutinizing inner emotions, instead of a 

continual inner conflict, we may rather accept and assimilate them as vulnerabilities that change 
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in a positive way, our individual development. Personal works mirror this search for individual 

becoming by addressing several techniques of expressing interior content, exemplified by oil 

paintings on canvas, watercolor and mixed collage technique, and represent the constituent 

elements of the Exposed exhibition held in September 2018, at the Museum of Dacian and 

Roman Civilization in Deva. 

 "Expus" is a deconstruction of the primordial feminine archetypes in a thorough 

archaeology of the soul, exploring and exposing parts of the myth of Genesis, imaginary secrets, 

hypothetical challenges found in the archetypal prejudices of the feminine found in the first part 

of the work by analogy with accepting emotion. The paintings focus on the exploration of 

femininity and aim to recompose a possible path to deification, seen as a relief, reunion, and 

acceptance of these archetypes into a new, feminine, conscious image of this meeting. 

 Thus, the findings of the research guide us to formulate a final conclusion of what the 

three female representations of Orthodox iconography imply by proposing them as models of 

femininity. Because of what has been said in the chapters of this research, we have been able to 

demonstrate that Christian female paradigms are still topical in the contemporary context 

because they are still preserved in the cult edifices, yet representing a reference for the spiritual 

orientation of women from the Christian context. 

 The preservation of the feminine model is closely related to the preservation of 

ecclesiastical heritage. The intriguing attitudes and hypostasis, which supposed changes in 

typology, reflect the details of the interpretations of the condition of femininity. 

 The mechanistic style of the descriptions of images helped us to practice and borrow 

the instruments of the iconographic method, so we can see what the characteristics of the 

feminine models are and how they were expressed in the mural decoration of the churches 

chosen for research. It has also been demonstrated with the help of "biographical" sources, by 

exposing the events that feminine Christian paradigms took part, and by doubling the text with 

images, the conditions they have within iconography. The analysis criteria pursued in the 

description of the images helped us to formulate the characteristics of the expression of 

femininity by identifying three conditions: feminine, deified and holy. 

 The exemplification and demonstration of their conditions, different and yet unitary, 

was necessary to make a triad of femininity, Eve being a reference point in the formation of the 

feminine nature, being the one that made the existence of the world dynamic, Virgin Mary 
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surpasses the human condition, and implicitly that of femininity, and Mary of Egypt was 

consecrated a special place, representing an ideal of holiness and a pattern to follow because of 

the importance attributed to her sharing within the Christian religion. The model of femininity 

summed up in the hermit condition contains the characteristics of a hermit life. In the 

iconography of the Orthodox churches chosen for research we can notice the condition of 

femininity in all its stages of development. Thus, Eve, through disobedience, gets the chance to 

become the mother of all the living, thus generating the female genre with its capabilities. The 

new Eve, the Virgin Mary, restores the condition of the fallen femininity by practicing virtues 

from the early age. Its representation in the three different hypostasis sums up all the moral 

theological virtues being considered the model of femininity. Due to the fact that the figure of 

the Virgin symbolizes the incarnation of Christian virtues, in iconography is omnipresent in all 

Christian worship edifices. 

 Mary of Egypt, through the bond with the Mother of God, knows Christian virtue and 

morals, so that by mortification of the body and its sharing it acquires holiness. The major 

distinction between Eve and Mary of Egypt, the first being the one that defines the human 

condition, and the second one that assumes the human condition. Mary of Egypt makes the 

female body a conductor to restore the human value by practicing Christian virtues and values. It 

illustrates the condition of the fallen man, who only through practicing can reach holiness. This 

is represented in the Scene of Her Communion by Father Zosima, at the entrance to the nave in 

dialogue with the architecture of the church. Her figure represents the ascetic life as the body 

shape is androgynous, being the image of monasticism, assuming its condition, moralizing the 

temptations of the body to know and to join the Divinity. 

 The thorough analysis and description of the female representations within the 

iconographic framework has demonstrated and helped us to understand a different way of 

representing the feminine condition, because femininity in the Christian context wishes to 

suggest a transcendence of the immediate plan towards soul, inner, emotional and state 

exploration, later detracting from inner life. Thus, we believe that through these three female 

paradigms and their conditions, the concept of femininity can be a model for the spiritual 

orientation of women, due to the presumptions of the values proposed by Christianity, which 

require the development of broader concepts of authenticity, freedom, assumption, and maturity. 

 


