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INTRODUCTION 



As a student in architecture, it has 

been my interest and concern as to how 

"ideas" arc communicated or expressed 

through form and space. This seems to be the 

quini-csscnliai question for both student 

and professional alike. It also seems to be 

the ongoing exploration to find the "perfect" 

or "ideal form that will in some way affect 

us; touching our hearts, mind and soul. Le 

Corbusier has said, "The purpose of 

architecture is to move us. Architectural 

emotion exist when the work rings within us 

in tunc with a universe whose laws we obey, 

recognize and respect."' The ability for any 

work of art to move the perceptor is not, by 

any means, a new idea, but has been a notion 

that has dominated aesthetic theory for over 

two-thousand years. Aristotle expressed this 

forcefully in terms of "catharsis," in which 

an effective work of art is one that touches a 

harmonious chord in the viewer or listener, 

thereby triggering a release of cleansing of 

emotional energy.^ 

One question arrises as to what role art 

plays in the mode of architecture? Is it 

social, functional, expressional; is it some 

logical consiuction or is it an arbitrary 

creation? And ultimately, does this art have 

any meaning; if so, what kind and to what 

degree is their signifigant communication? 

Christian Norberg-Schulz has said that 

the role of art is not to give descriptions but 

direct expressions to certain aspects of 

reality, thereby concretizing or representing 

"life-situations." Architecture as a work of 

art is to be the giver of "visual expression to 

ideas which mean something to man because 

they 'order' reality." Furthermore, it is one 

of the basic needs of man to experience his 

life-situations as meaningful, and it is 

through such an ordering of reality by a 

recognition of the mutal dependencies, do 

things become meaningful.^ 

How then, does architecture become 

meaningful? Charles Jenks has declared that 

the Post-Modernist's demanded new meaning 

in an architecture that for so long was 

dictated by function or utility. The search 

was to look for form in the past, whereby 

new interpretations and abstractions could 

create a metaphoric composition that would 

be poetic. The new "classicists" made use of 

metaphor through associational forms of 

antiquity, which were to be considered the 

greatest drama and if the metaphor was more 

subtle and slighty suggestive, the greater the 

mystery could be manifest." 

The use of such literal symbols from the 

past seem to gain the public acceptance 

through their familiarity. Although noble, 

in respect to make a meaningful architecture, 

such "associative" communication is only 

superficial. However, the architecture of 

the past is not to be abandoned nor 

neglected, but to be used as a means by 

which those peculiar and timeless qualities 

contain a deeper, emotional expression and 

experience. This is now my search, and in 

the words of Louis Kahn, "I am trying to 

find new expressions of old institutions"^--

this is the beginning of Architecture as a 

meaningful art. 
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Therefore, it is my intent to explore 

the realm of architecture as "art;" as 

c o m m u n i c a t i n g that which is 

meaningful, that which is affective, 

and that which is poetic. Thus, the 

thesis will be an attempt to manifest 

an architecture of sublime presence, 

through the qualities of light and 

shadow that will characterize such a 

spatial expression as meaningful. 

This expression is to be an 

embodiment of ideas through which 

a Christian understanding of Death 

is communicated. 

T h e r e f o r e , the a r c h i t e c t u r a l 

design will be a Cenotaph and 

Necropolis to the Corpus Christi, 

"the Body of Christ." 



THE SUBLIME 



The aesthetic theories of the sublime 

come to the fore in the eighteenth century as 

philosophy turned to an empirical view of 

the world. "Nature" was the course of study, 

both scientifically and aesthetically, as well 

as its profound affects upon the human mind. 

The use of the word natural sublime w a s 

coined at a time when the use of the telescope 

revealed a universe no longer limited to time 

and space; Deity was quickly identified with 

the cosmos as evidence of His infinite power.® 

Thus, "the next step towards an aesthetic of 

the sublime was to admire large objects as 

also producing feelings of immensity, 

expansion, reverence and awe."' Immanuel 

Kant's philosophy of the sublime was a 

concept in which the object "is colored by 

imagination" and not a quality residing in 

the object,® but a state of mind awakened by 

an object. Thus, the sublime was considered 

the strongest emotion that the mind could 

feel. Diderot states, "everything which 

astonishes the soul, everything which 

imports a feeling of terror leads to the 

sublime. . . facts speak endlessly of eternity, 

infinity, internal depths, darkened skies, 

deep seas, somber forests, thunder, lightning 

which tears through the clouds. . . in all 

these things, there is something terrible, 

grand, and somber."* 

Edmund Burke in his Philosophical 

Enquiry in the Origin of Our Ideas of the 

Sublime and Beautiful (1757) had minimized 

the mental activity as stressed by Kant and 

stated that the natural sublime had its force 

in emotion "that state of the soul, in which 



all its motions are suspended with some 

degree of horror. In this case, the mind is 

so filled with the object, that it cannot 

entertain any other, nor by consequence, 

reason on that object which employs it."'° 

Therefore, the sublime might be valued for 

stimulating the person to more penetrating 

insights and may also be seen for putting 

reason aside. ' ' The idea of the sublime, as a 

polarity for the romantic and rational, may 

provide a formal language. This language 

communicates both the specific theological 

implications of death as well as the mystery 

of death which shadows a complete 

understanding of it. 

"The essential claim of the sublime is that 

man can, in feeling and in speech, transcend 

the human." It is a part of every man who, 

given the image of God, wishes to transcend 

to something higher than himself.'^ It was 

the visionary architects of the eighteenth 

century like Boullee, Ledoux, and Lequex, 

who explored an architecture that would lead 

from the creation to the creator—a vision of 

the human condition as understood in 

reflecting the larger cosmic order. It was in 

cemeteries, mausoleums, and cenotaphs that 

those visionaries' thirst for the sublime 
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could be really satisfied.'^ This vision, with 

forces of the natural world, intending to 

harmonize with it at a monumental scale; 

depicting architecture as a "timeless, 

chthonic, chaotic, powerful, and mysterious 

entity to which man must return in death."'" 

Etlin expresses well the spirit of the 

architecture of the time: 
The funerary architecture of the 1780's 
was imbued with a pantheistic fervor 
that sought to make palpable the 
presence of divinity through the 
magnificense of the creation. 
Architecture, accordingly , was given 
grandiose proportions which placed it in 
a more intimate relationship with the 
largest features within the domain of 
human experience: the sky, the earth, 
the sun, the night.. Each of these 
aspects of the physical world was 
appreciated as conveying the grandeur 
of nature or as making its spirit 
manifest to mankind."'* 

There were universals in which Boull6e 

sought to characterize through the forms of 

Egyptian Pyramids in a stark desert 

landscape. Buried Architecture of forms 

partially sunk in to the ground, and an 

Architecture of Shadows manifested as 

ghostly black forms in moonlight, or in A 

Naked Architecture void of applied 

decoration to large unbroken surfaces of 

unpolished stone which would absorb light 

rather than reflect it.'® Therefore, in the 

spirit of the eighteenth century visionaries, 

and their use of the sublime in funerary 

architecture, it is my intent to explore the 

"use of scale" needed to create the sense 'of 

the sublime as well as the necessary 

qualities of light needed to manifest such 

power. 
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I turn to Light, the giver of all presences. By wi l l . By law. You can say the light, the giver of 
all presences, Is the maker of all material, and the material was made to cast a shadow, and 
the shadow belongs to the light. 

LOUIS I. KAHN 

Light is the phenomena which illuminates 

our world. It makes visible all that would 

otherwise be hidden in darkness, as we 

distinguish every form and material as 

patterns of bright against dark. It is the 

light of the sun, that natural light 

illuminating the earth, giving energy to all 

that is living, which awakens us at its rising 

providing us with many qualities of visual 

experience. Light is the manifestor of form, 

a revealer of space and thus a medium by 

which ideas and meaning are communicated. 

"Architecture has always been an art of 

spaces, therefore of light and darkness, the 

two visual conditions for space."" It is then 

that quality of light, the "how" of light that 

will make a space significant, meaningful 

and even "sacred" Norberg-Schultz 

recognizes that Medieval man "built light" as 

a means of symbolizing the order of the 

universe and God's divine presence.'® It is 

through this "building of light" that not only 

can a space be defined in light, but the space 

and form employed can "manifest light", thus 

its phenomena can become the visual 

stimulus for meaning. Tadao Ando's Chapel 

on Mt. Rokko is such an example as an 

opening above the pulpit allows a thin beam 

of light to angle down one of the side walls 

and then to the floor, giving a visual 

directionality to the pulpit. 

Light can be read as a symbol, and its 

most common association is with a deity or 

absolute. "As such, it requires a value 

beyond its inherent worth as an object. . . 

St. Augustine recycled the idea that the sun 



is only a reminder of its maker of the light 

greater that itself that lies behind it."' ^ 

Christ claimed of himself "I am the light of 

the world. Whoever follows me will never 

walk in darkness, but will have the light of 

life." (John 8:12)20 

Therefore, in creating a funerary 

architecture that must symbolize the 

theology and meaning of death for the 

believer in Christ, it is my intent to explore 

how such building of light and its respective 

darkness or shadow, can express the 

sublime. Thereby, creating a Genius Loci in 

the realm of mystery and sacredness. 

Plummer even suggests that " darkness 

stoked with tiny fragments of light has 

enormous poetic power, in part because it 

defies reduction to any one true and single 

meaning."2' Therefore, some spaces may be 

traversed as a sequence of darkness that 

gradually or even spontaneously moves into a 

fullness of light, symbolizing one's condition 

before he has come into the regenerating 

light of the Spirit. The qualities of darkness 

may symbolize the two deaths—one spiritual, 

the other physical. The qualities of light, 

symbolizing the spiritual and physical 

resurrect ion. 

This concept is explained by Plummer 

in the architecture of a medieval church: 

As a prelude and preparation for 
restored life, shadowy passages have had 
particular significance as thresholds to 
religious space. The dark vestibule and 
murky narthex intensify contrast 
between inner and outer, but even more 
importantly, introduce a cyclic journey 
out of the light of day, through a dark 
regression, and into a germinal light 
where life is beginning anew. Entrance 
becomes a pilgrimage through hazardous 
and disorienting shadows, whose fatal 
shores are traversed in order to 
reawaken and re-secure one's foothold 
in the cosmos. Upon passing the outer 
doors of a medieval church, for instance, 
we are temporarily stripped of sight. 
We have lost our bearings. We blink in 
the dark, feeling and groping about until 
we make our way inside and our retina 
can expand to gather more of the 
precious disconcerting entry passages 
are embryonic zones where we "die"" in 
order to be "reborn" into a revitalized 
life. The realm of shadow sensitizes eye 
and mind to a realm of light, and throws 



the entrant into a preformative chaos 
that is the very precondition for a 
resurrected ontological consciousness. 
The mo-mentary depression of life to a 
larval condition potentiates a kind of 
reincarnation, which can be experienced 
phcnomenologically by any person 
without the least cognitive under
standing of its eschatological meaning.^^ 

Kahn spoke of the poetics of light as "a 

space intended to be dark should have just 

enough light from some mysterious opening 

to tell us how dark it really is."^^ It is 

within this "spirit" that the act of "building 

light", as a design approach, would be to 

think in terms of tenebrous space, and 

poetically bring in light. 



RONCHAMP 

The key is liglit and light illuminates shapes 
and shapes have an emotional power. 

Project: A Chapel for 

Architect: Le Corbusier 

Program: To create a place of silence, 

of prayer 

Location: Ronchamp, France 

Issues: Expression of Light as 

manifesting sacred and 

mysterious space. 

Architecture is to create emotions, 

a matter of harmonies, 

a pure creation of spirit, 

the masterly, correct and magnificent play of 

masses brought together in light. 

LE CORBUSIER 

From the exterior of the chapel it is of 

interest that a concrete rectilinear form 

attaches to the main alcove chapel with a 

sense of gravity defying suspension. As the 

sun strikes its shape a shadow is manifest 

that defines the entry door, as if pointing to 

it. The eye looks up and the mind perceives 

this form as heavy with a sense of wonder of 

how it is connected, a mystery, form to 

humble. 

It is the interior which light is 

poetically manifest in creating a sense of the 

sacred. At midday the sun strikes the main 

door at right angles streaming through the 

vertical slits of each side materializing the 



RONCHAMP 

hinges and making the door appear to float^"-

It may be of reference to Christ as "the Door" 

and the "Light of the world." This same 

sense levitation can be seen in the small 

band of light between wall and roof that 

again dissolves the connection. The form of 

the roof that bows in the rear and rises to the 

front seems as if its weight is about to crush, 

as if heaven had fallen to earth yet hovering 

over its congregants to lift their eyes and 

spirits upward. 

The south wall is the most dominant 

receiver of sunlight as over a dozen openings 

of color glass admit sunlight to stream 

through, as if light were piercing the clouds. 

The quality is an inspiring light that 

heightens the spirit and prepares one with a 

heart for worship. It is a massive triang

ulated wall which appears as a fortress 

separating the outside "physical" or 

"profane" world from the inside spiritual or 

"sacred" domain. 

Finally, the most poetic light is that of 

the three side-chapels in the form of towers 

that allow light to diffuse from above. The 

light falls vertically, and at a specific time 

of day the light tapers down the curved 

stuccoed wall surface, illuminating and thus 

defining the prayer altar. Here a sense of 

divine presence descends upon the 

congregant in this subtle poetic of light 

shadow, and form. 
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Man Is instinctively that improvisang architect who is as much concerned with his Installation 
in the beyond, his residence in eternity, as with his temporal habitation. 

ROBERT AUZELLE 

One question survivors of the dead have 

always been obsessed in asking is "What is 

to be done with the corpse," how is it to be 

disposed of, and even more importantly, in 

what manner the dead is to be venerated. 

Throughout history, in virtually all cultures, 

the act of mourning the dead has been a 

ritual symbolically laden according to the 

attitudes, beliefs or religious sentiments of 

what death actually means. 

For many death is the celebration of the rite 

de passage, a transition from one mode of life 

to another. For the Christian this belief has 

its origin in Christ, for the future hope in 

the resurrection of the body; with the 

expression of this faith in disposing the 

body in the ground or tomb, "a sort of ante

chamber between this world and the next, a 

place of passage."^^Thcrc^ore, a place where 

the body "sleeps until awakened when 

Christ returns. 

The Greek word koimeterion, from which 

the English "cemetery" is derived, meaning 

"resting place, was first used to refer to the 

burial grounds by the early Christians. 

These cemeteries were located outside of the 

city walls, and from the 3rd. century they 

went under ground in catacombs beneath the 

city. Micheal Ragon describes the burial 

space in this dark and mysterious 

necropolis,"...they arranged the bodies in 

compartments closed by marble slabs, and 

often with less costly tiles . With a punch, 

the name, age at death, and profession of the 

deceased were engraved...on the stone or 

ceramic. Small square chambers served as 

family vaults or sanctuaries." These niches 

or stone sarcophagi, were adorned with 

Christian symbols such as the Chi-Rho, the 

fish, the dove and vine.^* [Let it be noted that 

it is this type of symbolism I will avoid as 

well as any representational or figural 

sculpture that has been a part of the 

Christian burial tradition.] 

As Christianity became tolerated as a 

religion in the 4th. century and after the 

Barbarian invasion of Rome, in which the 

catacombs were looted, the Christian 

abandoned this refuge and began to establish 

basilican churches. Some churches were 

built over the catacombs, and for certain 

basilicas, the ground was lowered to the level 

of a catacomb, where the tomb of a martyr 

w a s s i t u a t e d . ^ ^ 



The Church soon became the mausoleum 

of the living and the dead as the increase of 

burial within the building began with the 

desire to be buried near the body or relic of 

a martyr. First the bishop and priest were 

buried under the church floor closest to the 

altar and respectively the relic on which the 

altar was placed. Kings and aristocrats 

followed as well as rising bourgeois class 

who would pay increasingly large sums of 

money. These, "according to one's earthly 

rank, one was buried in the church or around 

the church, under the floor or the porch or 

under the eaves...the church surrounded by 

its cemetery symbolized the Christian social 

unit."^^Itwas a true picture of Corpus Christi 

through the union of the living and the dead, 

and thus a move from old repugnance to a new 

familiarity with them. The aversion to such 

proximity had its source in the resurrection 

of the body and henceforth, for a long time to 

come the dead ceased to frighten nor offend 

the living until the 18th century. 

The 18th century underwent a radical 

change in its attitude toward death. It was 

the century of Enlightenment, the time of 

philosophical Rationalism and religious 

Pietism. No longer was there a saviour for 

the horrific putrefaction of the body.^^ 

The late Middle Ages began the chilling 

tradition of the memento mori as a reminder 

of man's mortality as well as a fascination 

for the dead. In the late 14th and early 15th 

centuries, the memento mori found its 

expression in the charnier. From their 

origin until their destruction in 1786, these 

arcades along a bounding wall, were arranged 

so as to display rudely assembled piles of 

skulls and bones intended to "represent the 

folly of our human vanity."^^ The contin

uation of a Medieval tradition, "the Dance of 

the Death," found its expression in the 

Baroque artistic treatment of the skele-ton, 

perpetuating the memory of the dead. Such 

interest in the dead owed its existence to the 

16th century discovery of the cadaver, as a 

subject for anatomy. Andre Chastel wrote, 

"Science almost in spite of itself, placed the 

mystery of the human organism under the 

eyes of very day."^° .The Statue of Death by 

Germain Palon furnished a mirror to the 



living at their own putrefaction. By the 18th 

century the appreciation for this expression 

of death had marked a change in 

"enlightened" circles as the dichotomy of the 

sacred and profane began acceptance. 

A certain fear of putrefaction of the 

dead, capable of empoisoning the living, was 

of concern in which Voltaire conveyed the 

message vividly: "What, these people bury 

their dead in the same place where they 

worship Divinity? The temples are paved 

with cadavers. No wonder Pcrscpolis [i.e. 

Paris] is ravaged so often by these 

pestilential diseases."^' Therefore, the new 

polarity of the pure and impure by the 

reformers saw the dead as dangerous to the 

living as well as defiling the church. 
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There soon grew a desire to remove the 

dead from the churches for the inner need 

for clarity of purpose in the physical 

organization of human activities. This 

concern is illustrated in the proposals for 

the ideal parish church by Jacques Francois 

Blondel and Claude-Nicolas Ledoux. Both 

predicated their designs upon a separation of 

the burial of the dead and the worship of the 

living. Blondel relegated cemeteries outside 

the city, with an exception to mausoleums 

permitted under arcades, which would 

enclose an ample open space around the 

church. Only priests were buried inside the 

church beneath the raised altar choir and 

transcept allowing one to admire the 

monuments without disturbing other church 

activit ies. 

Ledoux, however, accepted the presence 

of the dead within the city and within the 

church proper. However, the spatial domain 

for worship and the rites celebrating life and 

• * ( - - • • 
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the rituals for burial are clearly defined. 

Thus the rites of marriage and baptism as 

passages of life are on one axes of the Latin 

cross with stairs ascending leading to the 

altar. In contrast, the funeral procession was 

on the opposing axes provided with a descent 

into the ground leading to the crypt.^^ 

By bounding death within closed walls, 

one controlled the physical distance of death 

with much certainty yet the mystery of death 

continued the sublime in an age of new 

rationality. "Order provided assurance if 

not ultimate knowledge."^^ Death was not 

banished from thought, it was put in its 

proper place. 

Richard Eltin also discusses three major 

phases in the attitude towards death: 

(1) Upon the rationality of the Enlighten

ment, a new concern for urban hygiene has 

its result in banishing the cemetery to the 

periphery of the city from the domains of the, 

church and its yards within the city. 

(2) Imagery of the picturesque landscape 

was impressed into the service of death as 

the tomb became as much a part of the 

landscape as the meandering path. 

Eventually the tomb took over the entire 

garden in the form of a cemetery conceived as 

an Elysium or Field of Rest—no longer 

depicting the gruesome aspects of human 

mortality and decay. 

(3) The Christian vision of death ceeded to a 

pantheistic celebration of nature as a 

revealer of Divinity. It was the visionary 

architecture of Boullde that manifesting this 

celebration and nature and understanding of 

human mortality.^" 

The 18th century with its struggle to 

tame death began its art of masks by 

enveloping the dead in a theatrical monument 

of the kind for setting a mystery play or 

great entry. The tomb is conceived as scenes 

of dramatic action; a theater with stone 
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BOULLEE 



Temple of death! The sight of you chills 

our hearts. Artist, flee the light of Heavens! 

Descend onto the tombs to sketch your ideas 

in the pale dying Light of the Sepulchural 

Lamps! 
BOULLEE 

Funerary Monuments - Cenotaphs 

The French tradition of the 1700's was 

to depict the triumph of immortality over 

death. The cenotaphs were regarded by 

Boullee as the greatest theme for an 

architectural expression. It is this type of 

architecture that "calls for the Poetry of 

Architecture".^® 

The cenotaph or "empty tomb" is a 

monument for the perpetuation of the 

memory to who it is dedicated.^^ These 

monuments were designed to exalt a man and 

thus deify him by his earthly successes^ ^ 

BouUde introduced two new concepts of 

architectural thinking through his funerary 

monuments. One was the creation of a 

"sunken or buried architecture" and by 

means of formal articulation a totally bare 

unadorned wall that had to ensure the 

construction as a satisfying whole and 

simultaneously making the onlooker perceive 

that a part of it was concealed undergroimd^' 

The bare wall was an emphasis in expressing 

the terror and devastation of death and an 

example of this architecture parlante.^^ [It 

may be the intent towards the design to 

model such bareness of form as symbolizing 

the bareness of entering life at birth and 

departing at death--the nakedness before 

.. v' 
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God's light in the Judgment.] BouUde was 

also the proud inventor of a "architecture of 

shadows." To produce these powerful 

shadows broad surface places were to be void 

of any unnecessary decorations, the "sterile 

riches" of architecture--only "smooth 

messes produce verile effects.""' 

BouUde, was therefore, a true "modern" 

in the sense of a lack of ornament as well as 

his view that architecture was "the art of 

combining masses" as imparting character to 

a building; specifically, a "majestic nobility 

is the result of the simplicity of masses." 

what brings out the plastic value of those 

masses is the way in which the shadows are 

handled."2 

'I cannot conceive of anything more 
melancholy than a monument consisting 
of a flat surface, bare and unadorned, 
made of l i g h t - a b s o r b e n t m a t e r i a l , 
absolute ly s tr ip-pcd of deta i l , its 
decoration consist ing of a play of 
shadows , out l ined by sti l l deeper 
shadows."^"' 

BOULLEE 

Cenotaph to Newton 

Boullee's work on this cenotaph was to 

deify Newton—the one mortal who discovered 

the single unifying Law--Gravity! In 

Boullee's mind, Newton was exalted as one 

who had risen to divine intelligence and thus 

in honoring him, he could worship the cosmic 

order to which Newton had identified with. 

Boullee, chose to bury Newton in his own 

discovery and hence within himself. This 

was expressed by placing the tomb at the 

center of a spherical cavity that represented 

not only the irridating sun or sky, but the 

perfect form of the earth before its 

deformation in rotation—the mass by which 

gravity has its presence."" 

In the communication of the sublime, 

"Boullde," remarks Etlin, "brings the 

celebrant within one step of such an 

experience of psychic annihilation. As the 

visitor is drawn into the ever-expanding 
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circumference, his own security is Newtons 

tomb, with which he merges in the same 

manner...In the cenotaph, the culminating 

experience would take one beyond the nee for 

such security into a state of pure immensity, 

thereby vanquishing the annihilation of 

death as well."* 

The bosom of the earth and the 

immensity of the sky were for BouUde, two 

faces of a primitive and universal nature. It 

is within all of his funerary projects that 

alchemical themes are employed, and images 

suggesting a return in death to the fertile 

center of the world in order to join the 

immensity of the cosmos, which is identified 

with Deity."® 

To Newton 

Sublime mind! Prodigious and profound 
genius! Divine being! Newton! Deign to 
accept the homage of my feeble talents! Ah! 
If I dare to make it public, it is because I am 
persuaded that I have surpassed myself in 
the project which I shall discuss. 

O Newton! With the range of your 
intelligence and the sublime nature of your 
Genius, you have defined the shape of the 
earth; I have conceived the idea of enveloping 
you with your discovery. That is as it were 
to envelop you in your own self. How can I 
find outside you anything worthy of you? It 
was these ideas that made me want to make 
the sepulchre in the shape of the earth. In 
imitation of the ancients and to pay homage 
to you I have surrounded it with flowers and 
cypress trees. 

The conception of the interior of this 
tomb is in the same spirit. By using your 
divine system, Newton, to create the 



sepulchral lamp that lights thy tomb, it 
seems that I have made myself sublime. It is 
only decoration I felt I should use. I would 
have felt I was committing sacrilege if I had 
used any other decoration for this monument. 

When I had completed this project, I 
must confess that I experienced a certain 
dissatisfaction that made me want to include 
inside the tomb ideas that I thought it would 
be impossible to include, because I could 
scarcely glimpse how it could be possible. 
We shall see what study and the 
perseverance of a man who loves his 
profession can do. 

I turned over in my imagination all the 
magnificence of nature. I groaned at not 
being able to reproduce it. I wanted to give 
Newton that immortal resting place, the 
Heavens. 

If you have the drawing in front of you, 
you will see what could have been considered 
impossible. You will see a monument in 
which the onlooker finds himself as if by 
magic floating in the air, borne in the wake 
of images in the immensity of space. Since 
the effect of this extraordinary image can be 
only imperfectly represented by the drawing 

which can give only a notion of shape, I will 
attempt to supplement it with the following 
descript ion. 

The form of the interior of this 
monument is, as you can see, that of a vast 
sphere. The center of gravity is reached by 
an opening in the base on which the Tomb is 
placed. The unique advantage of this form is 
that from whichever side we look at it (as in 
nature) we see only a continuous surface 
which has neither beginning nor end and the 
more we look at it, the larger it appears. 
This form has never been utilized and it is 
the only one appropriate to this monument, 
for its curve ensures that the onlooker 
cannot approach what he is looking at; he is 
forced as if by one hundred different 
circumstances outside his control, to remain 
in the place assigned to him and which, since 
it occupies the center, keeps him at a 
sufficient distance to contribute to the 
illusion. He delights in it, without being 
able to destroy the effect by wanting to come 
too close in order to satisfy his empty 
curiosity. He stands alone and his eyes can 
behold nothing but the immensity of the sky. 
The tomb is the only material object. 



The lighting of this monument, which 
should resemble that on a clear night, is 
provided by the planets and the stars that 
decorate the vault of the sky. The 
arrangement of the planets corresponds to 
nature. These planets are in the shape of and 
resemble funnel-like openings which 
transpire the vaulting and once inside 
assume their form. The daylight outside 
filters through these apertures into the 
gloom of the interior and outlines all the 
objects in the vault with bright, sparkling 
light. This form of lighting the monument is 
a perfect reproduction and the effect of the 
stars could not be more brilliant. 

It is easy to imagine the natural effect 
that would result from the possibility of 
increasing or decreasing the daylight inside 
the monument according to the number of 
stars. It is also easy to imagine how the 
sombre light that would prevail in this place 
would favour the illusion. 

The effect of this magnificent com
position is, as we can see, produced by 
nature. One could not arrive at the same 
result with the usual techniques of art. It 
would be impossible to depict in a painting 

the azure of a clear night sky with no cloud, 
its color scarcely distinguishable for it 
lacks any nuance, any graduation, the 
brilliant light of the stars standing out 
garishly, brilliantly from its darkened tone. 

In order to obtain the natural tone and 
effect which are possible in this monument it 
was necessary to have recourse to all the 
magic of art and to paint with nature, i.e. to 
put nature to work; and I can say that this 
discovery belongs to me. Someone will object 
that he has seen more or less similar things, 
will give examples of places lit by means of 
apertures. I know all about that, as we all 
do. But what was the effect in these places? 
It is not, in fact, the means which I am 
contesting but the result. And if it is 
assumed that I am not suggesting anything 
new, which belongs to me alone, then I would 
observe that apples fell before Newton and I 
would ask what was the result of it before 
this divine intelligence . . .? Doubtless' I 
could also add that the palette of a dauber 
contains the same colors as those used by a 
gifted artist and isn't the ink that an idiot 
writes with the same as the ink used by a 
man of genius, etc., etc., etc. " ' 
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CARLO SCARPA 

Brion Cemetery 

The commission was offered by Onorina 

Brion after the death of her husband 

Guiseppe. The cemetery was for the burial of 

her husband and in time, for herself and 

family. The cemetery is outside San di 

Altivole, Italy, the village from which the 

family emanated. 

Scarpa's design is an addition to the 

existing cemetery providing public open 

space for the city. Scarpa continues the 

-I 

Legend 
1 Enirance to existing village cemetery 
2 Entrance to Bnon-Vega Cemetery 
3 Cloister 
4 Gale-glass door 
5 Great fxjol with pavilion 
6 Origin point of river 
7 Brion tomb 
8 Family tomb 
9 Carlo Scarpa's grave 

10 Path to chapel 
11 Chapel 
12 Priests'cemetery 
13 Entrance (or funeral service 
14 Artesian well 
15 Corner opening in enclosing wall 
16 Access to village cemetery from chapel 



existing wall by a new one that wraps around 

to create an L-shaped plot of land. Within 

this lawn arc four domains: a meditation 

platform, the Brion tombs, a family burial 

ground and a chapel. 

He has created an "Iconography", pro

viding the visitor with a commentary on the 

journey of life as well as an imagined journey 

into death. He has drawn from many mythic 

symbols with images that "are disparate, 

often multiple and sometimes elusive.""^ 

The cemetery is a series of episodes, 

one of paths and choices, where the visitor 

enters through various thresholds. In this 

mysterious garden one can participate with 

his own private thoughts, surrounded by 

forms that are suggestive but not determined 

by the implied allegorical meanings."' The 

feel of this place is not one that brings 

uneasiness or fear of death, but a place of 

serenity, peace and comfort. 

One enters the village cemetery from a 

long narrow road lined by a series or 

colonnade of cypress trees. Along the back 

edge of the village cemetery centered on an 

axis and occupying the next space for a 

mausoleum, is the entrance to the Brion. The 

public and private space has the same axis 

from the entry, and are surrounded by a 

perimeter wall. 

The Brion is draped by a willow tree 

across the entrance an an organic door, which 

must be brushed aside like a curtain. 

Through the willow is a hall where the 

circulation is directed to the left by a few 

steps that are independent of each other. 

This corridor is defined by stucco walls that 

reflect light and lead one ahead to two 

intertwined circles, cut into the concrete 

wall, allowing a view into the new cemetery. 

The circles are edged in glass tile - one red, 

one blue with the colors switching on the 

opposite side. This form may symbolize the 

wedding ring, alpha and omega, signify life 

and death, and even suggestions of life and 

death by means of hot and cold. 

Perpendicular is another hall that 

Scarpa called the cloister which presents a 

choice, to turn either left or right. To the 

right the space narrows, a steel and glass 

door can be moved up or down by a system of 

pulleys in which Scarpa creates a functional 

composition with the mechanism attached to 

the adjacent wall — the gate of death? The 

path then becomes a walkway that appears to 

be floating along the top pool of water, 

leading to a meditation pavilion. 

The tombs of the Brion's have been 

rotated in the garden to be equally visible 

from both halves of the L-shaped plot, while 

all other forms are rectilinear. The concrete 

under the tomb is molded with continuous 

steps that reach out onto the lawn, thereby 

physically and visually restraining the 

thrust of the arch above—recalling the form 

of early Christian burial vaults. On the 

outside of the concrete canopy, the smooth 

edge gives way to a surface scratched to 

reveal the stones in the concrete. Two 

sarcophagi are freestanding, curved at the 

base and leaning towards one another, 

perhaps about to touch. 



The Chapel is used for special services 

and is located on an axis at a right angle 

from the tomb. The plan is a square, with 

floor and ceiling pattern defining the name 

and apse. All color and light are focused in 

on the apse through the skylight and 

alabaster windows that illuminate the brass 

altar and wooden ceiling. The entry door is 

both the entire opening for large funeral 

processions and a smaller door within, for 

individuals . 

Within the chapel is a large circular 

opening into the main space. The ceiling 

rising like a ziggurat, first in concrete and 

then in wood, reveals a small skylight. 

Behind the altar, there are two small doors 

which open to let in light reflected from the 

water, signifying the two realities joined 

together to become one. The stepping stones 

further the definition and recall the 

Venetian canals and buildings that continue 

under water, linking the sky to water. 
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The Gain Tomb 

"The "funerary monument" for the Galli 

family represents an eminently essential 

structure in accordance with the idea of the 

Absolute which goes together with death."^^ 

In Christian Norberg-Schulz's Meaning 

and Place, he describes the "how" of Scarpa's 

essential structure as revealing the Absolute 

and death. The tomb is a square block with 

the vertical dimension higher than the 

horizontal and width. These shapes as well 

as the rough texture give a sense of 

permanence. 

The tomb is immobile, standing on a 

dark brown base, "the tomb explains how the 

rocky earth rises up, towards the sky in 

order be illuminated and transformed into an 

eternal, geometrical form. The Absolute, 

thus, becomes present in the meeting of earth 

and sky. The earth offers the substance, the 

sky the form of its essential structure."*" 

The tomb separates into two halves by means 

of a thin grove running around the periphery 

at the height of the human eye. The grove 

represents the horizon and thereby defining 

the domain of sky (spiritual) and earth 

(physical) . 

In the middle a narrow vertical stripe 

runs down to a T-shaped opening. The thin 

band widens to a rectilinear tablet which an 

inscription "Galli" is centrally placed over 

the opening. The band and tablet form a 

relief embedded in the mass with a smooth 

texture contrasting the roughness of texture 

on either side. 

WUn l i^l lMjjMtif l 

Norberg-Schulz also describes the hidden 

meaning behind such a simple form. The 

spatial depth in the form of a "T" receives 

the light as a symbol of life in the void of 

apparent darkness, death. The lower shelf 

defining the stem of the opening becomes an 

altar for receiving the offering of flowers. 

The opening T and ray of light form a 

cross--composed of horizontally extended 

space and vertically directed light 

explaining the essential structure of the 

world. The horizontal arms are finite, 

expressing the limited span of life, whereas 

the vertical rises up infinitely. "Within the 

opening between the temporary outside and 

the eternal inside, Scarpa placed the white 

egg, the ancient symbol of the pure beginning 

of life, and thus resurrect ion.* ' 



CHAPEL ARCHITECTURE 
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The English word chapel is derived from 

the Latin word "cappella" meaning a short 

cloak or covering over the head. The name 

has been given to sanctuaries due to the 

association of one in which the cloak of St. 

Martin was preserved as a precious relic.* ^ 

The chapel is a structure for small 

congregations of the Christian faith to come 

together and worship the Lord Jesus Christ. 

The idea of assembling for worship has 

its roots in the Jewish Synagogue which 

literally means meeting place. Thus, as the 

first Christians of Jewish communities came 

into the faith, so did their method of worship 

come into practice. The for assembly comes 

from the Greek word ecclesia, meaning 

'called out ones', and this was used to 

describe both local Christian communities as 

well as the whole people of God in Christ. 

Moreover, the English word church means the 

Lord's house and is used to signify both the 

structure and the people congregating 

within. Church also is used to mean the body 

of Christ. These assembled Christians are 

united as one body by the Holy Spirit. 

The nature of assembly is worship, and 

it is an act by which the individual, as part 

of a whole, devotes himself or herself to the 

reverence, honor and praise of God. The 

Hebrew word for worship, shachach, means to 

bow down and prostrate oneself before God. 

Thus, man comes humbly before his creator 

and makes personal contact with Him in the 

intimacy of love and in the mystery of a 

spiritual man that exists between them. 

As the form of worship had its origins 

in Jewish custom, the architecture of the 

early Christians had its model after the 

G e n t i l e s - - s p e c i f i c a l l y the Romans . 

Christianity lost favor with most of the 

Jewish communities and especially the 

religious hierarchy. The Christians who 

used the synagogues were forced out. 

Christian worship, however, is never 

dependent upon a specific place. Since the 

believer is a temple of God in which His Holy 

Spirit dwells, worship is free whenever and 

wherever the individual or group. 

The first Christians used private houses 

and vacant places for means of worship. Yet, 

as persecution increased, commemorative 

meals at martyr's graves (catacombs) became 

common occurrences. With the Great 

Persecution of the Third Century, Christians 

went underground into the catacombs, which 

became places of refuge and new places of 

worship. Although the catacombs were not a 



CARLO SCARPA 

Christian invention, they were soon imitated 

and up to the Fifth Century, 750 miles of 

galleries were dug at five levels in depth.*^ 

Thus , "the first churches were underground; 

a martyrs tomb served as an Eucharist 

table."*^ The beginnings of the Christian 

church became a community of the living and 

the dead, and thus, St. Jerome called the 

church in the catacombs "the Basilica of the 

Dead."*" 

In the Fourth Century, Christianity 

became a legalized religion with the con

version of Constantine. As a result, the 

numbers coming to the faith increased. 

Space for the new converts had to be 

provided; the "house-church"was no longer 

adequate.** It was the Roman Basilica the 

church adopted as a form whose space 

enabled the Eucharist action to take place. 

The basilica is the link between classical 

and Christian architecture. Its use in the 

Roman government served as halls of justice 

with the plan as an elongated rectangle with 

a semi-circular apse at one end that provided 

for the tribunal.*® Arranged around within 

the apse were seats for the assessors and a 

raised seat in the center for the praetor. In 

front of the praetor was the altar of sacrifice 

in which an offering was poured on before 

transacting business.*^ 

The church structure was not a temple 

for the deity but rather a house for the 

people of the deity. However, the 

congregants identification and orientation 

were towards the symbolic representation of 

Christ. "The space is dynamic because it 

embodies a forward movement to the east 

where the altar is placed and where the 

climax of the Lord's supper is reached in the 

act of commerce."*^ Common to all early 

Christian architecture is a pronounced 

interior which symbolizes the meaning as 

concretized by "path" and "center".*' 

Although the model space is Roman, the 

division of space is analogous to that of the 

temple in Jerusalem; three zones beginning 

with the portico (as the inner courtyard), the 

nave (as the Holy Place), and the apse 

containing the altar (as the Most Holy Place 

containing the Ark of the Covenant). "Path" 

is defined in the longitudinality of the 

basilican plan in an east-west axis that leads 

from entry to apse. The congregation was led 

to the domain of the nave—the space of their 

physical identification, yet only visually 

could the orientation and identification be to 

the altar, the domain of the priests. Here is 

a clear distinction between the clergy and 

laity hierarchy as manifested through 

architecture. "Center," as reached through 

"path," is the altar. It is the object within an 

architectural dominance of space in which 

the eye is first attached by the con

gregat ional assembly®" thus providing 

meaningful identification in the symbol of 

Christ as their sacrifice. 





PROGRAM 
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THE CENOTAPH 

FUNCTION: 

Expression of the Body of Christ--The 

Church Incarnate 

Shelter for the Funerary Chapel 

Monumentality--the Sublime 

Expression of Life, Death and 

Resurrection of Believers in Christ 

SPATIAL AREAS: 

Cenotaph Proper-Shelter of the Chapel 

Entrances 

Prayer/Meditation Alcoves and Niches 

ENTRANCE 

Qualities: 

Human scale—small Volume 

Preparatory space before entering 

the Large Cenotaph 

Low light-Allow the light from the 

Cenotaph flood the space of the entry 

Expression: 

Christ as the Door and Gate 

Threshold of darkness before entering 

the Light 

I s s u e s : 

Processional Forms and Paths? 

CENOTAPH PROPER 

Qualities: 

The Sublime 

Large open volume 

Directionality upwards 

Abundance of Light—Coming from all 

Directions 

Bare Essential Forms—Universal forms 

to express the Absolute 

Light coming from Above 

Expression: 

Revealing of the Glory of Resurrection 

Sense of Levitation—no earthboundness' 

Dichotomy of light and Dark forms 

I s s u e s : 

Meaning of facade that receives light and 

facade that is in shadow 

Ventilation-'Promotion of breeze? 

What is the sound of this space? 

PRAYER/MEDITATION ALCOVES 

Qualities: 

Human scale with verticality 

Very low light-Soft light 

Place of silence 

Space to Promote Prayer 

Expression: 

Individuality 

One on one communication with God 

Privacy 

Sense of Hope 

Place of healing the heart, soul and mind 



THE CENOTAPH 

Issues: 

• Pews 

Fixed ? 

Comfort - Material 

Form to convey a sense of alertness 

tilted or straight back 

Prayer bench for kneeling? 

Is material symbolic? 

A P S E : 

Function: 

Coffin display of the dead 

Al tar /Euchar is t 

Pulpi t /Word 

Qual i t ies : 

Light to define functions - yellow light, 

light of hope 

Light coming from Above 

Volumetric Verticality 

Floor to be raised - defining spatial 

domain as significantly different from-

the Nave 

Illumination from Above to light coffin 

Expression: 

Relationship to Temple as the Most Holy 

Place where the Shikina Glory of God 

was present--Light! 

Place in the East—Christ as Morning 

Star, Place of Christ's Return for his 

Bride--Resurrection 

Space a symbol of the Risen & 

Resurrected Christ 

Symbol of Christ as the Conqueror of 

Death—historical form of Triumphal 

Arch—Gateway to the Altar 

ALTAR 

Symbol of Christ as the Sacrifice 

Central Position with path leading to it-

Ihe path of life finding its end in 

Jesus Christ. 

PULPIT 

The Word of God-Christ proclaimed 

The Word made flesh-Transformation-

Incarnation 

Sense of giving and receiving the Word 

from God 

Place of visual directionality 

Communication of Truth 

COFFIN 

See theology of death for expression 

Issues: 

Is the altar a sacrificial slab or table? 

Is the altar to be in the visible center? 

Is the pulpit to be raised or on common 

ground with the assembly? 

Is the coffin to be in the center? In 

front of altar? 

How do the congregant view the body-

circulation? 

Is the coffin nest a permanent place or 

is it portable? 

How portable or permanent is the 

architectural furniture? 



CHAPEL 

FUNCTION: 

Place for Rites de Passage 

Honoring the Dead 

Worship/Praise--Li turgy/Music 

Proclaiming the Word 

Celebration of the Eucharist 

Place for the Living to see the Dead 

SPATIAL AREAS: 

N a r t h e x 

Nave 

Apse 

NARTHEX 

Function: 

Entry/Threshold before entering Chapel 

Cenotaph/Catacombs 

Assembly- informal 

Fellowship Comfort - Mourning 

"Coming Together'' 

Threshold from Profane to the Sacred 

Place for the Living 

Conversation 

Inner Court 

I s s u e s : 

Privacy vs. Entry to other spatial 

domains Is this the Chapel entry only? 

Circulation 

Processional Path 

NAVE 

Function: 

Assembly - formal 

Worship by the Body 

Pews - order 

Place for receiving the Word Listening 

Visual orientation to the Coffin, Pulpit, 

Altar 

Forward Directionality 

Qualities: 

Light from Above 

Light defining Center Aisle 

Open, Expansive Volume 

Spatial Volume Upwards - Leading to the 

Altar 

Qualities: 

Human Scale - Low Ceiling 

Sense of Peace and Calm use of Water 

Sense of Privacy and Intimacy -

Openings not windows 

Soft light and shadows — Blue Light 

Expres s ion : 

Christ as the Door and the Gate — 

The Way to Truth 

The Narrow Way 

Passage from the Profane to the Sacred 

Relationship to Jewish Temple -

Expression: 

Relation to Temple - Holy Place 

Place of the Ark of the Covenant 

Pews as an expression of lifting - A 

release from gravity and the burden of 

the legs - Grace 

Pew is congregants most direct and 

physical contact with the Chapel 

Floor as the Earth Domain of Man 

Ceiling as Heaven - Domain of God 

Idea of Receiving 

Symbol for rest Sabbath 



THE CATACOMBS 

Function: 

Place for the dead-the tomb 

Place for visitors of the dead-

the Living 

Place to Remember 

Qualit ies: 

The mystery of Light in Darkness 

Light from Above washing the vertical 

plane of the tomb 

Human scale and the Sublime 

Unity through diversity 

Vaulted ceiling covering 

Repetition 

Expression: 

Resurrection of the Dead 

See scripture references 

Christ's descent into Hades or Sheol 

Temporality of Death - Door with hinge 

and no lock 

Victory is in death through Jesus Christ 

Issues: 

How is the coffin to be placed in tomb? 

Is it a part of the funeral procession? 

How to control order from the decom

posing corpse? 





THEOLOGY OF DEATH 



THE HOLY SCRIPTURE 

GOD 
Gen. 1:1 In the beginning God created the 
heavens and the earth. 

MAN 

Gen. 1:26-27 Then God said, "Let us make 
man in our image, in our likeness, and let 
them rule over the fish of the sea and the 
birds of the air, over the livestock, over all 
the earth, and over all the creatures that 
move along the ground." So God created man 
in his own image, in the image of God he 
created him; male and female he created 
them. 
Gen. 2:7 The Lord God formed the man 
from the dust of the ground and breathed 
into his nostrils the breath of life, and man 
became a living being. 

ORIGIN OF DEATH 

Context 
Gen. 2:8-9 Now the Lord God had planted 
a garden in the east, in Eden; and there he 
put the man he had formed. And Lord God 
made all kinds of trees grow out of the 
ground- trees that were pleasing to the eye 
and good for food. In the middle of the garden 
were the tree of life and the tree of the 
knowledge of good and evil. 

The Command 
Gen. 2:15-17 The Lord God took the man 
and put him in the Garden of Eden to work it 
and take care of it.And the Lord God 
commanded the man, "You are free to eat from 
any tree in the garden; but you must not eat 
from the tree of the knowledge of good and 
evil, for when you eat of it you will surely 
die." 

The Temptation 
Gen. 3:1-5 Now the serpent was more 
crafty than any of the wild animals the Lord 
God had made. He said to the woman, "Did 
God really say, 'You must not eat from any 
tree in the garden'?" 

The woman said to the serpent, "We may 
eat from trees in the garden, but God did say, 
'You must not eat from the tree that is in the 
middle of the garden, and you must not touch 
it, or you will die.'" 

"You will not surely die," the serpent 
said to the woman. "For God knows that when 
you eat of it your eyes will be opened, and 
you will be like God, knowing good and evil." 

The Choice of Autonomy 
Gen. 3:6 When the woman saw that the 
fruit of the tree was good for food and 
pleasing to the eye, and also desirable for 
gaining wisdom, she took some and ate it. She 
also gave some to her husband, who was with 
her, and he ate it. 

Guilt and Blame 
Gen. 3:7-13 Then the eyes of both of them 
were opened, and they realized they were 
naked; so they sewed fig leaves together and 
made coverings for themselves. 

Then the man and his wife heard the 
sound of the Lord God as he was walking in 
the garden in the cool of the day, and they 
hid from the Lord God among the trees of the 
garden. But the Lord God called to the man, 
"Where are you?" 

He answered, I heard you in the garden, 
and I was afraid because I was naked;so I hid. 

And he said, "Who told you that you 
were naked? Have you eaten from the tree 
that I commanded you no to eat from?" 

The man said, "The woman you put here 
with me - she gave me some fruit from the 
tree, and I ate it." 

Then the Lord said to the woman, "What 
is this you have done?" 

The woman said, "The serpent deceived 
me , and I ate." 

The Curse 
Gen 3:17-19 To Adam he said, "Because 
you have listened to your wife and ate from 
the tree about which I commanded you, 'You 
must not eat of it,' 

"Cursed is the ground because of you; 
through painful toil you will eat of it all the 
days of your life. It will produce thorns and 
thistles for you, and you will eat the plants 
of the field. By the sweat of your brow you 
will eat your food until you return to the 
ground, for dust you are and to dust you will 
re turn ." 

Rom. 8:22 We know that the whole creation 
has been groaning as in pains of childbirth 
right up to this present time. 
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The Covering-Shadow of Sacrifice 
Gen. 3:21 The Lord God made garments of 
skin for Adam and his wife and clothed them. 

The Separation 
Gen. 3:22-23 And the Lord God said, 
"The man has become like one of us, knowing 
good and evil. He must not be allowed to 
reach out his hand and take also from the 
tree of life and eat, and live forever." So the 
Lord God banished him from the Garden of 
Eden to work the ground from which he had 
been taken. 

DEATH UNIVERSAL 

Psa. 89:48 What man can live and not sec 
death, or save himself from the power of the 
grave? 

lsa.59:2 But your iniquities have separated 
you from your God; your sins have hidden his 
face from you, so that he will not hear. 

Rom. 3:10-12 As it is written: 
There is no one righteous, no not even 

one; there is no one who understands, no one 
who seeks God. All have turned away, they 
have together become worthless; there is no 
one who does good, not even one. 

Rom. 5:12 Therefore, just as sin entered 
the world through one man, and death 
through sin, and in this way death came to 
all men, because all have sinned 

Jas. 1:14-15 ...but each one is tempted 
when, by his own evil desire, he is dragged 
away and enticed. Then, after desire has 
conceived, it gives birth to sin; and sin, when 
it is full grown gives birth to death. 

PLACE OF DEATH 

Job 26:5-6 The dead are in deep anguish, 
those beneath the waters and all that live in 
them. Death is naked before God; Destruction 
lies uncovered. 

Job 38:17 Have the gates of death been 
shown to you? Have you seen the gates of the 
shadow of death? 

Psa. 94:17 Unless the Lord had given me 
help, I would soon have dwelt in the silence 
of death. 

Psa. 115:17 It is not the dead who praise 
the Lord, those who go down to silence;... 

Job 10:20-22 Are not my few days almost 
over? Turn away from me so I can have a 
moment's joy before I go to the place of no 
return, to the land of gloom and deep shadow, 
to the land of deepest night, of deep shadow 
and disorder, where even the light is like 
darkness . 
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CHRIST 

Incarnation & Divinity 

Jhn. 1:1-5 In the beginning was the Word, 
and the Word was with God. and the Word was 
God. He was with God in the beginning. 

Through him all things were made; 
without him nothing was made that has been 
made. In him was life, and that life was the 
light of men. The light shines in the 
darkness, but the darkness has not 
understood it. 
/ 4 The Word became flesh and made his 
dwelling among us. We have seen his glory, 
the glory of the One and Only, who came from 
the Father, full of grace and truth. 

Jhn. 8:58 "I tell you the truth," Jesus 
answered, "before Abraham was born, I am!" 

Jhn. 17:5 ...Father, glorify me in your pre
sence with the glory I had before the world 
began. 

Phil. 2:5-8 Your attitude should be the 
same as that of Christ Jesus: 
Who, being in very nature God, did not 
consider equality with God something to be 
grasped, but made himself nothing, taking on 
the very nature of a servant, being made in 
human likeness. And being found in 
appearance as a man, he humbled himself and 
became obedient to death- even death on a 
cross. 

/ Jhn. 1:2^-7 The life appeared: we have 
seen it and testify to it, and we proclaim to 
you the eternal life, which was with the 
Father and has appeared to us. 

This is the message we have heard from 
him and declare to you: God is light; in him 
there is no darkness at all. If we claim to 
have fellowship with him yet walk in dark
ness, we lie and do not live by the truth. But 
if we walk in the light, as he is light, we have 
fellowship with one another, and the blood of 
Jesus, his Son, purifies us from all sin. 

Rev. 1:8 "I am the alpha and the Omega," 
says the Lord God, "who is, and was, and who 
is to come, the Almighty." 
17-18 ..."I am the First and the Last. I am 
the Living One; I was dead, and behold I am 
alive for ever and ever! And I hold the keys 
of death and Hades." 

Life and Salvation 
Mat. 7:13-14 "Enter through the narrow 
gate. For wide is the gate and broad is the 
road that leads to destruction, and many 
enter through it. But small is the gate and 
narrow is the road that leads to life, and only 
a few find it. 

Mat. 16:24-26 ..."If anyone would come 
after me, he must deny himself and take up 
his cross and follow me. For whoever loses 
his life for me will find it. What good will it 
be for a man if he gains the whole would, yet 
forfeits his own soul?" 

Col. 1:15-20 He is the image the 
invisible God, the firstborn over all creation. 
For by him all things in were created: things 
in heaven and on earth, visible and invisible, 
whether thrones or powers or rulers or 
authorities; all things were created by him 
and for him. He is before all things, and in 
him all things hold together. And he is the 
head of the body, the church; he is the 
beginning and the firstborn among the dead, 
so that in everything he might have the 
supremacy. For God was pleased to have all 
the fullness dwell in him, and through him to 
reconcile to himself all things, whether 
things on earth or things in heaven, by 
making peace through his blood, shed on the 
cross. 

Jhn. 3:13-21 ..."For no one has gone into 
heaven except the one who came from heaven 

the Son of Man. Just as Moses lifted up the 
snake in the desert, so the Son of Man must 
be lifted up, that everyone who believes in 
him may have eternal life. 

"For God so loved the world that he gave 
his one and only Son, that whoever believes 
in him shall not perish but have eternal hfe. 
For God did not send his Son into the world 
to condemn the world, but to save the world 
through him. Whoever believes in him is not 
condemned, but whoever does not believe 
stands condemned already because he has not 
believed in the name of God's one and only 
Son. This is the verdict: Light has come into 
the world, but men loved the darkness 
instead of the light because their deeds were 
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evil. Everyone who does evil hates the light, 
and will not come into the light for the fear 
that his deeds will be exposed. But whoever 
lives by the truth comes into the light, so 
that it may be seen plainly that what he has 
done has been done through God." 
35-36 The Father loves the Son and has 
placed everything in his hands. Whoever 
believes in the Son has eternal life, but 
whoever rejects the Son will not see life, for 
God's wrath remains on him. 

Jhn. 5:24 "I tell you the truth, whoever 
hears my word and believes him who sent me 
has eternal life and will not be condemned; 
he has crossed over from death to life." 

Jhn. 6:35 Then Jesus declared, "I am the 
bread of life. 
53-56 ...I tell you the truth, unless you eat 
the flesh of the Son of Man and drink his 
blood, you have no life in you. Whoever eats 
my flesh and drinks my blood has eternal 
life, and I will raise him on the last day. For 
my flesh is real food and my blood is real 
drink. Whoever eats my flesh and drinks my 
blood remains in me, and I in him. 

Jhn. 10:7-9 ..."I tell you the truth, I am 
the gate for the sheep. All who came before 
me were thieves and robbers, but the sheep 
did not listen to them. I am the gate; whoever 
enters through me will be saved." 

Jhn. 11:25 Jesus said to her, "I am the 
resurrection and the life. He who believes in 
me will live, even though he dies." 

Rom. 3:20-25 Therefore no one will be 
declared righteous in his sight by observing 
the law; rather throughout the law we become 
conscious of sin. 

But know a righteousness form God apart 
from law, has been made known, to which the 
Law and Prophets testify. 

This righteousness from God comes 
through faith in Jesus Christ to all who 
believe. There is no difference, for all have 
sinned and fall short of the glory of God, and 
all are justified freely by his grace through 
the redemption that came by Christ Jesus. 
God presented him as a sacrifice of 
atonement, through faith in his blood. 

Rom. 5:21 ...so that, just as sin reigned in 
death, so also grace might reign through 
righteousness to bring eternal life through 
Jesus Christ our Lord. 
Rom 6:23 For the wages of sin is death, 
but the gift of God is eternal life in Christ 
Jesus our Lord. 

Eph. 2:8-9 For it is grace you have been 
saved, through faith - and this not from 
yourselves, it is the gift of God not by 
works lest any man boast. 

/ Jhn. 5:11-12 And this is the testimony: 
God has given us eternal life, and it is this 
life in his Son. He who has the Son has life; 
He who does not have the Son does not have 
life 

Death and Atonement 
Jhn. 10:17-18 The reason my Father 
loves me is that I lay down my life- only to 
take it up again. No one takes it from me, but 
I lay it down of my own accord. 

Jhn. 12:30-33 Jesus said, "This voice 
was for your benefit, not mine. Now is the 
time for judgement in the world; now the 
prince of this world will be driven out. But I, 
when I am lifted up from the earth, will draw 
all men unto myself." He said this to show 
the kind of death he was going to die. 

Mat. 27:46 About the ninth hour Jesus 
cried out in a loud voice, "Eloi, Eloi, lama 
sabachthani?"- which means, "My God, my 
God, why have you forsaken me?" 

/ Pet. 2:24 He himself bore our sins on 
his body on the tree, so that we may die to 
sins and live for righteousness; by his 
wounds you have been healed. 

Heb. 2:9-10 But we see Jesus who was 
made a little lower than the angels, now 
crowned with glory and honor because he 
suffered death, so that by the grace of God he 
might taste death for everyone. In bringing 
many sons to glory, it was fitting that God, 
for whom and through whom everything 
exists, should make the author of their 
salvation perfect through suffering. 
14-15 Since the children have flesh and 
blood, he too shared in their humanity so 
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that by his death he might destroy him who 
holds the power of death- that is, the devil-
and free those who all their life were held in 
slavery by their fear of death. 

Heb. 9:15 For this reason Christ is the 
mediator of a new covenant, that those who 
are called may receive the promised eternal 
inheritance- now that he has died as a 
ransom to set them free from the sins 
commited under the first covenant. 

Luk. 24:46 He told them, "This is what is 
written: The Christ will suffer and rise from 
the dead on the third day,... 

/ Jhn. 2:1-2 My dear children, I write 
this to you so that you will not sin. But if 
anybody does sin, we have one who speaks to 
the Father in our defense- Jesus Christ, the 
Righteous One. He is the atoning sacrifice for 
our sins, and not only for ours but also for 
the sins of the whole world. 

Rom. 5:17-19 For if, by the trespass of 
one man, death reigned through that one man, 
how much more will those who receive God's 
abundant provision of grace and of the gift of 
righteousness reign in life through the one 
man, Jesus Christ. Consequently, just as the 
result of one trespass was condemnation for 
all men, so also the result of one act of 
righteousness was justification that brings 
life for all men. For just as through the 
disobedience of the one man the many were 
made sinners, so also through the obedience 
of the one man the many will be made 
righteous. 

Gal. 3:13-14 Christ redeemed us from the 
curse of the law by becoming a curse for us, 
for is written: "Cursed is everyone who is 
hung on a tree." He redeemed us in order 
that the blessing given to Abraham might 
come to the Gentiles through Christ Jesus, so 
that by faith we might receive the promise of 
the Spirit. 

Col. 2:13-15 When you were dead in your 
sins and in the uncircumcision of your 
sinful nature, God made you alive with 
Christ. He forgave us all our sins, having 
canceled the written code, with its 
regulations, that was against us and that 

stood opposed to us; he took it away, nailing 
it to the cross. And having disarmed the 
powers and authorities, he made a public 
spectacle of them, triumphing over them by 
the cross. 

Resurrection 
Mat. 28:5-6 The angel said to the women, 
"Do not be afraid, for I know that you are 
looking for Jesus, who was crucified. He is 
not here; he has risen, just as he said. 

Luk. 24:45-47 Then he opened their 
minds so they could understand the 
Scriptures. He told them, "This is what is 
written: The Christ will suffer and rise from 
the dead on the third day, and repentance 
and forgiveness of sins will be preached in 
his name to all nations, beginning at 
Jerusalem. 

Jhn. 20:1 Early on the first day of the 
week, while it was still dark, Mary 
Magdalene went to the tomb and saw that the 
stone had been removed from the entrance. 

Ascension and Holy Spirit 
Luk. 24:50-51 When he had led them out 
to the vicinity of Bethany, he lifted up his 
hands and blessed them. While he was 
blessing them, he left them and was taken up 
into heaven. 

Mrk. 16:19 After the Lord Jesus had 
spoken to them, he was taken up into heaven 
and he sat at the right hand of God. 

Jhn. 14:15-17 "If you love me, you will 
obey what I command. And I will ask the 
Father, and he will give you another 
Counselor to be with you forever—the Spirit 
of truth. 

Acts 1:4-5,9 On one occasion, while he 
was eating with them, he gave them this 
command: "Do not leave Jerusalem, but wait 
for the gift my Father promised, which you 
have heard me speak about. For John 
baptized with water, but in a few days you 
will be baptized with the Holy Spirit. After 
he said this, he was taken up before their 
very eyes, and a cloud hid him from their 
sight. 
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B E L I E V E R S U N I T E D IN 
CHRIST'S DEATH AND LIFE 

Eph. 5:8-9, 13-14 For you were once 
darkness, but now you are light in the Lord. 
Live as children of light (for the fruit of the 
light consists in all goodness, righteousness 
and truth).But everything exposed by the 
light becomes visible, for it is light that 
makes everything visible. This is why it is 
said: "Wake up, O sleeper, rise from the 
dead, and Christ will shine on you." 
Rom. 6:3,10 Or don't you know that all of 
us who were baptized into Christ Jesus were 
baptized into his death? The death he died, 
he died to sin once for all; but the life he 
lives, he lives to God. 

Rom. 8:1-4 Therefore, there is now no 
condemnation for those who are in Christ 
Jesus, because through Christ Jesus the law 
of the Spirit of life set me free from the law 
of sin and death. For what the law was 
powerless to do in that it was weakened by 
the sinful nature, God did by sending his 
own Son in the likeness of sinful man to be a 
sin offering. And so he condemned sin in 
sinful man, in order that the righteous 
requirements of the law might be fully met 
in us, who do not live according to the sinful 
nature but according to the Spirit. 
9-11 You, however, are controlled not by 
the sinful nature but by the Spirit, if the 
Spirit of God lives in you. And if anyone 
does not have the Spirit of Christ, he does not 
belong to Christ. But if Christ is in you, 
your body is dead is dead because of sin, yet 
your spirit is alive because of righteousness. 
And if the Spirit of him who raised Jesus 
from the dead is living in you, he who raised 
Christ from the dead will also give life to 
your mortal bodies through his Spirit who 
lives in you. 

Eph. 2:14-16 For he himself is our 
peace, who has made the two one and has 
destroyed the barrier, the dividing wall of 
hostility, by abolishing in his flesh the law 
with its commandments and regulations. His 
purpose was to create in himself one new man 
out of the two., thus making peace, and in 
this one body to reconcile both of them to 

God through the cross, by which he put to 
death their hostility. 

/ Cor. 12:12-14 The body is a unit, 
though it is made up of many parts; and 
though all its parts are many, they form one 
body. So it is with Christ. For we were all 
baptized by one spirit into one body- wether 
Jews or Greek, slave or free- and we were all 
given the one Spirit to drink. Now the body is 
not made up of one part but many. 
27 Now you are the body of Christ, and 
each one of you is a part of it. 

/ / Cor. 5:17-19 Therefore, if anyone is 
in Christ.he is a new creation; the old has 
gone, the new has come! All this is from God, 
who reconciled us to himself through Christ 
and gave us the ministry of reconciliation: 
that God was reconciling the world to himself 
in Christ, not counting men's sins against 
them. And he has commited to us the message 
of reconciliation. 

Eph. 4:4-6 There is one body and one 
Spirit- just as you were called to one hope 
when you were called- one Lord, one faith, 
one baptism; one God and Father of all, who 
is over all and through all and in all. 

GaL 2:19-21 For through the law I died 
to the law so that I might live for God. I have 
been crucified with Christ and I no longer 
live but Christ lives in me. The life I live in 
the body, I live by faith in the Son of God, 
who loved me and gave himself for me. I do 
not set aside the grace of God, for if 
righteousness could be gained through the 
law, Christ died for nothing! 

Gal. 5:24 Those who belong to Christ have 
crucified the sinful the sinful nature with 
its passions and desires. 

RESURRECTION OF BELIEVERS 

Rom. 8:23-25 ...we ourselves, who have 
the firstfruits of the Spirit, groan inwardly 
as we eagerly await for our adoption as sons, 
the redemption of our bodies. For in this 
hope we were saved. But hope that is seen is 
no hope at all. Who hopes for what he 
already has? But if we hope for what we do 
not have, we wait for it patiently. 
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/ Cor. 15:12-22 But if it is preached 
that Christ has been risen from the dead, how 
can some of you say there is no resurrection 
of the dead? If there is no resurrection of the 
dead, then not even Christ has been raised. 
And if Christ has not been raised, our 
preaching is useless and so is your faith. 
More than that, we are then found to be false 
witnesses about God, for we have testified 
about God that he raised Christ from the 
dead. But he did not raise him if in fact the 
dead are not raised. For if the dead are not 
raised, then Christ had not been raised 
either. And if Christ has not been raised, 
your faith is futile; you are still in your 
sins. Then those who have fallen asleep in 
Christ are lost. If only for this life we have 
hope in Christ, we are to be pitied more than 
all men. But Christ has indeed been raised 
from the dead, the firstfruits of them that 
have fallen asleep. For since death came 
through a man, the resurrection of the dead 
comes also through a man. For as in Adam all 
die, so in Christ all will be made alive. 
32 If I fought wild beasts in Ephesus for 
merely human reasons, what have I gained? If 
the dead are not raised, "Let us drink for 
tomorrow we die." 

35 But someone may ask, "How are the dead 
raised? With what kind of body will they 
come?" 
42-56 So will it be with the resurrection 
of the dead. The body that is sown is 
perishable, it is raised imperishable; it is 
sown in dishonor, it is raised in glory; it is 
sown in weakness, it is raised in power; it is 
sown a natural body, it is raised a spiritual 
body. If there is a natural body, there is also 
a spiritual body. So it is written, "The first 
man Adam became a living being''; the last 
Adam, a life-giving spirit. The spiritual did 
not come first, but the natural, and after that 
the spiritual. The first man was of the dust 
of the earth, the second man from heaven. As 
was the earthly man, so are those who are of 
the earth; and as is the man from heaven, so 
also are those who are of heaven. And just as 
we have borne the likeness of the earthly 
man, so shall we bear the likeness of the man 
from heaven. I declare to you, brothers, that 
flesh and blood cannot enter the kingdom of 
God, nor does the perishable inherit the 
imperishable. Listen, I tell you a mystery: 
we will not all sleep, but we will all be 

changed- in a flash, in the twinkling of an 
eye, at the last trumpet. For the trumpet will 
sound, the dead will be raised imperishable, 
and we will be changed. For the perishable 
must cloth itself with the imperishable, and 
the mortal with immortality. When the 
perishable has been clothed with the 
imperishable , and the mortal with 
immortality, then the saying that is written 
will come true: "Death had been swallowed 
up in victory." "Where, O Death, is your 
victory? Where, O death, is your sting?" The 
sting of death is sin, and the power of sin is 
the law. But thanks be to God! He gives us the 
victory through our Lord Jesus Christ. 

/ / Cor. 5:1 Now we know that if the earthly 
tent we live in is destroyed, we have a 
building from God, an eternal house in 
heaven not built by human hands. 

/ Thes. 4:13-14 Brothers, we do not want 
you to be ignorant about those who fall 
asleep, or to grieve like rest of men, who have 
no hope. We believe that Jesus died and rose 
again and so we believe that god will bring 
with Jesus those who have fallen asleep in 
him. 

Phil. 3:20-21 But our citizenship is in 
heaven. And we eagerly await a Savior from 
there, the Lord Jesus Christ, who, by the 
power that enables him to bring everything 
under his control, will transform our lowly 
bodies so that they will be like his glorious 
body. 

/ Jhn. 3:2-3 ...But we know that when he 
appears, we shall be like him, for we shall be 
as he is. Everyone who has this hope in him 
purifies himself, just as he is pure. 

RESURRECTION OF THE DEAD 
&JUDGEMENT 

Dan. 12:2 Multitudes who sleep in the 
dust of the earth will awake: some to 
everlasting life, others to shame and 
everlasting contempt. 

Matt. 25:31-33 "When the Son of Man 
comes in his glory, and all the angels with 
him, he will sit on his throne in heavenly 
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glory. All the nations will be gathered 
before him, and he will separate the sheep 
from the goats. He will put the sheep on his 
right and the goats on his left. 
41 Then he will say to those on his left, 
'Depart from me, you who are cursed, into the 
eternal fire prepared for the devil and his 
angels... ' 

fire. The lake of fire is the second death. If 
anyone's name was not found written in the 
book of life, he was thrown into the lake of 
fire. 

Acts 24:15 and I have the same hope in 
God as these men, and there will be a 
resurrection of both the righteous and the 
wicked. 

/ / Cor. 5:10 For we must all appear 
before the judgement seat of Christ, that each 
one may receive what is due him for the 
things done while in the body, whether good 
or bad. 

/ / Thes. 1:8-10 He will punish those who 
do not know God and do not obey the gospel of 
our Lord Jesus. They will be punished with 
everlasting destruction and shut out from the 
presence of the Lord and from the majesty of 
his power on the day he comes to be glorified 
in his holy people and to be marveled at 
among all those who have believed. This 
includes you, because you believed our 
testimony to you. 

Rev. 20:6 Blessed and holy are those who 
have part in the first resurrection. The 
second death has no power over them, but 
they will be priests of God and of Christ and 
will reign with him for a thousand years. 
10 And the devil, who deceived them, was 
thrown into the lake of burning sulfur, where 
the beast and the false prophet had been 
thrown. They will be tormented day and 
night for ever and ever. 
11-15 Then I saw a great white throne and 
him who was seated on it. Earth and sky fled 
from his presence, and there was no place for 
them. And I saw the dead, great and small, 
standing before the throne, and books were 
opened. Another book was opened, which is 
the book of life. The dead were judged 
according to what they had done as recorded 
in the books. The sea gave up the dead that 
were in it, and death and Hades gave up the 
dead that were in them, and each person was 
judged according to what he had done. Then 
death and Hades were thrown into the lake of 
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