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INTRODUCTION 

 

This is the second paper by E Lennox Manton to be published by Runciman in the series 

of Shroud Monographs. The first, Byzantine Frescoes and the Turin Shroud, spoke of the 

similarities between some of the extraordinary icons in Cappadocia and the image on the 

Turin Shroud. The present work reproduces for the first time more of Manton's work in 

colour. 

 

For many years Manton has been systematically recording a large archive of his 

photographic slides of the major Rupestral Churches and their frescoes in Cappadocia, 

Asia Minor. His work is very important since his photographs, taken in sometimes 

extremely difficult cave church locations have not been, and in most cases can never be, 

duplicated since the frescoes are now dilapidated or inaccessible. 

 

Manton has given exhibitions and lectures in a number of places on his fascinating 

research which was also featured in a series of programmes on Southern Television in 

England called "The Cones of Cappadocia". 

 

In the quest for the truth about the Turin Shroud numerous art historians and students of 

iconography have gathered information from the past 2000 years and there is much 

evidence to suggest that artistic representations of Christ, especially in the "received 

likeness" tradition, have been based on observation of the Shroud image back to the 

earliest times. 

 

Manton has recently made supportive scholarly comment on current work by Bogdanescu 

and Morgan concerning their discoveries in the Roman catacombs to be published in due 

course. 

 

This monograph traces the similarities between the Shroud and icons of Cappadocia. 

Manton also argues his views convincingly relating to the recently published theories that 

Da Vinci painted the Shroud image in his own likeness and that of its being a medieval 

photograph of an actual crucifixion. 

 

As in his first monograph Manton has added further compelling evidence for the certainty 

of the Shroud's existence well before the fourteenth century and the impossibility of its 

being any kind of medieval painting. 

 

REX MORGAN 
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The Vignon markings-how Byzantine artists created a living likeness from the Shroud image. (1) 

Transverse streak across forehead, (2) three-sided "square" between brows, (3) V shape at bridge of nose, 

(4) second V within marking 2, (5) raised right eyebrow, (6) accentuated left cheek, (7) accentuated right 

check, (8) enlarged left nostril, (9) accentuated line between nose and upper lip, (10) heavy line under lower 

lip, (11) hairless area between lower lip and beard, (12) forked beard, (13) transverse line across throat, (14) 

heavily accentuated owlish eyes, (15) two strands of hair. 
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THE CAPPADOCIAN FRESCOES 

AND THE TURIN SHROUD 

 

The theory put forward by Lynn Picknett and Clive Prince, together with that of Professor 

Allen, seeks to explain how the image on the Turin Shroud was produced in the Middle 

Ages. Both of them are certainly ingenious but, to say the very least, somewhat far-

fetched. Neither of them take any cognisance whatsoever of the frescoes of the 

Pantocrator to be seen in the early Rupestral Churches of Cappadocia; all of them dating 

from the late 9th to the 12th centuries. These frescoes show very clearly the Vignon 

markings nos 12, 13, and 15, and in the case of that of the Pantocrator in the dome of the 

Apse of the monastery church of Eski Gumus, a fresco that dates to the mid 11th century, 

Vignon marking No 1, the band of the Phylactery. 

 

It has been clearly shown that the features of Christ, as they are generally accepted today, 

date from A.D. 525 when the Shroud was found in the ruins of the West Gate house of 

Edessa, the result of a disastrous flood that devastated much of the City. Before that date 

His image was generally portrayed as that of a Hellenistic young man, notably to be seen 

on various sarcophagi of the Roman period in the Vatican museums. Vignon marking 

"15" is a constant in the early Cappadocian frescoes and this quiff of hair is usually 

denoted by three oblique lines dropping from the centre hairline of the forehead. It is one 

of the definitive features in these images of Christ, figs 1-11 Runciman Shroud 

Monograph no 2, even to the extent that the artist who decorated the Kilicar church in the 

Urgup valley saw fit to include this feature in the Christ child in the "The flight into 

Egypt," a fresco that dates to the late ninth to the early tenth century, fig 5 Runciman 

monograph. One other example of this feature can be seen in the Christ child held in the 

arms of the Virgin in a fresco in "Direkly Church", the Church of the Columns, in the 

Inlara valley where the epigraphy is such that the frescoes can again be dated to the late 

tenth to the early eleventh centuries. It is interesting to compare these images with that of 

the Christ child in the arms of the Virgin looking down from the centre of a mosaic that 

covers a dome of the Kariye Camii in Istanbul and is dated to 1335, fig 1. Of the two the 

naivety of that in the Killicar church is possibly the more appealing. 
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Constantinople was possibly the most important centre for Byzantine art, until the city 

was sacked in A.D. 1204, its craftsmen working in ivories, mosaic, enamels and painted 

ikons and enjoying a flourishing export trade. A cloisonne enamel depicting the "Death of 

the Virgin" was looted by the Venetians in 1204 and is now a part of St Mark's treasury: 

in it the features of Christ standing by her bedside clearly show the markings 12, 13 and 

15. A mosaic depicting the head and shoulders of Christ, that dates between 1150 to 1200, 

is in the Bargello in Florence and these three markings appear in the image, and one of a 

similar date in the Louvre of the "Transfiguration of Christ" unmistakably has these 

features. During the mid twelfth century an artist from Constantinople decorated the 

iconostasis beam in St Catherine's with a series of New Testament scenes and in that of 

"The raising of Lazarus" the Vignon markings feature in the image of Christ. 

 

Constantinopolitan artists decorated many of the Cappadocian churches at the behest of 

wealthy donors and it is in these churches where the markings 12, 13 and 15 appear in all 

the images, as they do in the few ikons that have survived the sack of Constantinople and 

various other vicissitudes. Amongst the few that have survived from the late eleventh 

century is notably that of "Christ with Saints" which is also in St Catherine's, and again in 

the mosaic of Christ Eleemon in the Staatliche Museum in Berlin that dates to the late 

eleventh century. These markings spread Eastwards into Georgian religious art as the 

unmistakable norm in the ikons that date from the twelfth to the thirteenth centuries, 

especially in the Svaneti region, but here the features of Christ do not as a rule conform to 

the Cappadocian style and would possibly not show up very well under the comparison 

techniques of Dr Whanger. 

 

The majority of the Cappadocian frescoes date from the time the Shroud arrived in 

Constantinople in AD 944. In AD 842 the edict of "The Restitution of Images" brought to 

an end the Iconoclastic period that saw the destruction of many icons and other religious 

decoration. From this date on the iconoclastic designs that decorated the early 

Cappadocian churches were plastered over and then frescoed with scenes from the New 

Testament. One of the earliest examples of this decoration, possibly dating to the late 

ninth century, is to be seen in Old Tokali Church cut into the Urgup hills where the New 

Testament scenes are laid out in the form of a strip cartoon. 
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The Emperor Leo is shown prostrate before Christ enthroned in the mosaic above the 

central door of the narthex of the Hagia Sophia in Istanbul, and this must date the mosaic 

to a period a little after A.D. 912. In it the Vignon markings 13 and 15 can be seen but the 

beard is rounded, fig 3 Runciman Monograph no 2. The rounded beard is also present in 

the early frescoes of Christ enthroned in the Virgin church in Urgup, the Snake Church 

that is cut into the rocks of the very deep and remote Ihlara gorge that connects the 

villages of Ihlara and Peristrema, fig 2, and in the Pidgeon Church in the Goreme valley 

that is the property of a local farmer. In this church the fresco of "Christ enthroned" in the 

dome of the apse follows very closely the Leo VI mosaic in the Hagia Sophia, fig 9 

Runciman Monograph 2. Thus all these works must belong to the earliest period, that is 

after 842 to the early tenth century. 

 

After its discovery the Shroud was kept in Edessa in the Hagia Sophia built by Justinian 

to house it, and in this respect it must not be overlooked that Edessa was a considerable 

pilgrimage from Constantinople: and is still not an easy journey today and a long and 

tedious drive by car. For this reason alone, access to the Shroud for the 

Constantinopolitan artists must have been limited, but after 944 when it was taken to 

Constantinople the many artists of the numerous ateliers in the City were able to study it 

more closely. It is from this date when the beard appears to lose its rounded contour and 

vary in form from a marked deep cleft to a later central notch. It is the shape of the beard 

with a deep cleft that features as the norm in the Cappadocian frescoes that date from the 

very late tenth to around the first quarter of the twelfth centuries, and markedly in 

churches painted by the Constantinopolitan artists at the instigation of their wealthy 

donors. 

 

However, in the Daniel church that is also carved into the cliffs of the Ihlara gorge the 

frescoes present more of an enigma. They appear to have been the work of two artists, 

one responsible for a series of splendid iconoclastic designs that cover a barrel vault and 

owe much to early Arab art, paintings according to Thierry that must have been done at 

some time during the Iconoclastic period; the other for scenes from the New Testament 

that decorate the rest of the church. These include one of Daniel, badly damaged, with 

two stylised lions each in a cartouche on his either side. These paintings are not the work 

of Constantinopolitan artists for the whole of the decoration has an Eastern influence that 

is exemplified in the fresco of the three wise men in what 
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