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Preface

My original project for a Master's thesis was to in-
vestigate and discuss the lconography of Judith and Holo-
fernes in Italian Renalissance and Barogue art. That the
magnitude of such an undertaking did not strike me at its
inception must kindly be blamed on naivete., It was not
long before I discovered that the plan was unfeasible given
the time and space I had to devote to this theslis., I there-
with decided to end my investigation at ca. 1600, and
finally, this limitation being insufficlent,. to end it
ca, 1520-1530 to ineclude Venetian High Renalssance exam-
ples.,

Judith was not unknown in medlieval lconography; con-
sequently the first chapter is devoted to supplying a sort
of background inspection of the heroine's pre-Renalssance
appearances. The second chapter represents an attempt
to digeover where and when the political interpretation so
often associated with Judith began and how it developed.
This investigation is centered in Florence.

The third chapter consists of a brief survey of Ju-
dith's appearances in areas other than Florence, and of
interpretations other than political. In all, the thesis

attempts to cover several facets of this adaptable lady.

Many works have been purposely omitted in this study; many




more, undoubtedly, remain unknown to me.  I make no claim
to mentioning every Renalssance example. Hopefully this
work 1is not merely a catalog, but rather a purposeful in-
vestigation of a subject which, though it may not have
been calling for someone to rescue it from obscurity, is
extremely interesting and one involwved not only with Ren-
aisgance art, but also history, philosophy and religion.
The thesis, in ending, draws no overall conclusion;
I hope, rather, that it wlll have presented some idea of
Judith's versatility and of the facility of the Renalssance
mind whieh endowed her with the power to represent diverse

abstract ldeas.
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CHAPTER I

Though the immediate prototype, be it literary or
graphic, for any one depiction of Judith may differ from
country to country, from century to century, 1t can be
established that each separate version is but a variation
springing from a single source, the Apocryphal Book of
Judith., In order to fully understand the iconography of
Judith in any given period one must examlne the source of
the story and establish some pattern for its depiction from
the time of inception to the period in guestion. In be-
ginning such a survey one 1is immedlately faced with the
problem of dating the appearance of thls anonymous, exira-
canonical Hebrew story.l Scholars are generally agreed
that it was probably written in the second century B. C.
during the perlod of the Maccabean conflict with Antiochus
Epiphanes (167-134 B.G.).2 Some writers, however, contend
that it could have been written as late as 70 A. D..2
For the purposes of this paper the earlier dating has been
accepted, as the evidence supporting it 1s most convincing.

That the reader may have some point of reference in
following the arguments and descriptions which will com-
prise the remainder of thls paper, there follows a brief
résumé of the story of Judiths

Nebuchadnezzar, angered by insubordination of sub-
Ject peoples, despatches Holofernes with numberless




forces to subdue all the peoples to the west. Most
submitted at once, but the Igraelites, recently re-
turned from thelr captivity, prayerfully prepared to
regist. An Ammonite leader named Achior warned Holo-
fernes that God would help the Israelites; Holofernes
angrily thrust him from the camp, and the Israelites
received him kindly into their stronghold at Bethulia.
Holofernes cut off Bethulla's water supply, and af-
ter severe suffering the people made thelir leaders
promise to capltulate 1f no deliverance came in five
days. The rich and pious widow Judith lectures the
leaders on their lack of faith, prays at length, chan-
ges her sackcloth for elegant attlre, and goes to the
enemy camp, taking permissible food with her in a bag.
She remains as Holofernes'! guest for three days, eat-
ing her own food, however, and going out to pray. On
the fourth evening he arranges an elaborate feast,
with transparent intentions, but when the two are left
alone he is heavy with wine. Judith cuts hls head
off, [gives it to her maid who puts it in her bag of
food,] and returns to her people. [On entering the city
she is met by the priest Uzzlahg At the sight of [the
head]Achior is converted, and Judith raises a hymn of
thanksgiving. Discomfited by the loss of their lead-
er, Holofernes' host 1s easily defeated. Judith re-
sumes her sackcloth, rejlects many offers of ﬁarri&ge,
and dies highly respected at the age of 105,

This story does not seem to be a true record of historical
events; geographical and chronological data 1s at variance
with what 1s known to be fact. What then 1s the Book of
Judith?

Moses Hadas makes a very good point for its dependence
on Hellenistic romances and mentions certain affinities
to Herodotus as well as o very close parallel in the Lind-
ilan Chronicle.” The latter, though composed ca. 99 B. C.,
ig the retelling of a story which undoubtedly had an older
tradition, and which probably‘antedates the Judith story.
It concerns a people cut off from thelr water supply who
agree to walt five days for deliverance. Before the dead-

1line their enemies are vanguished and they are saved. It




was a lady who accomplished this feat; but rather than a
Jewish widow i1t was Athena herself wﬁo regcued the peonle
of Lindus. Certain narrative polints are too similar to
deny a connection, So then, there seems to be a rellance
~on the all-pervading culture of the Hellenes. But the sig-
nificance of the story of Judith is greater than its form
and narrative borrowings.

To discover its raigson d4'8tre one must examine this

tale for its symbolic significance and try to ascertaln

it effect upon the initial reader. The name of Judith,

for instance, is the feminine of Judah; Bethulia can be
translated as "City of G0a".® The heroic actions of Judlth
repregent not éne real woman's faith and pilety, but rather
demonstrate to a besieged people that seemingly insur-
mountable odds can bhe overcome. Such exhortation natur-
ally would be necessary in time of war. It is in the qual-
ity of exhortation that the Book of Judith most closely
approaches the canonical books of the 0ld Testament. Like
Deborah, Judith rescued her people, and her kllling of
Holofernes can be compared to Jael's murder of Sisera.

It was as a book of the 01d Testament that Judith was
introduced into the West. A Greek translatlon from the
Hebrew original was included in the Alexandrlan "Septu-
agint", From Alexendria this version of the Bible was
dispersed throughout the Christian world. Also from Alex-

andris came the practice of allegorical exegesis of the

Bible. This is an important fact in light of the medieval




interpretation Qf Judith in particular and of the 0ld
Tegtament in general. Allegorical'éxegesis originated
with Church Fathers such as Origen who felt that certain
passages of the Bible were absurd if tasken literally, but
that these same passages had significance 1f seen as typo-
logical prefiguratlions of the New Testament.

In the late fourth century the Book of Judith was
established as canonical. St. Jerome (346-426), though
he is said to have preferred the Hebrew Canon,7 was forced
by the strength of tradition to use the "Septuagint" as
his source when translat@ng into the Vulgate. Thusvthe
"opoeryphal" (Jerome was the first to use this word for
these "hidden" later works) books were included in the most
popular.piblemof the Middle Ages and their canonical au-
thority was not seriously questioned until Martin Luther
removed them from his Bible in 1532.

Having thus briefly shown the evolution of the Book
of Judith from extra-canonical into Catholic Canon it is
now possible to be more specific in tracing first the lit-
erary and then the graphic expressions of her story
through the Middle Ages. Perhaps the first extant Bibles
in which the story of Judith is included are the Codex
Sinaiticug and the Codex Vatlcanus. Both date from the

fourth century and are written in Greek. After the fourth
century she will of course have been part of any copy of

the "Vulgate". The Book of Judith also received its

share of allégorical exegesis.s This, along with other




patristic typology, was complled and slightly expanded by

Isadore of Seville (5602?-636) in his Quaestiones in Vetus

Tegtamentum and later in the ninth century by Hrabanus

Maurus (ca. 780-856). The works of these two men were sub-

sequenﬁly incorporated in the Glossa Ordinaria of Walafrid

Strabo (ca. 809-849).9 fnile MAle describes this collec-
tion as "the book which bewltched the Middle Ages by its
quality of precision and remainéd famous untlil the Renais-
sance" , 10

Approaching somewhat closer to the Renalssance and
returning to Italy it is important to establish the use of
Judith by perhaps the two most signiflcent writers of the
Trecento; namely, Dante and Petrarch. Dante's references
are purely medieval. In the Purgatorio, Canto XII (lines
58-60) he presents the death of Holofermes and ensuing
rout of his men as symbolic of the fall of Superbia. In
the Paradigso, Canto XXXII (line 10) Judith is one of the
elght blessed members of the 0ld Covenant who surround the
Virgin Mary.ll Petrarch's brief but important references
to Judith occur in the Triumph of Chastity and the Iri-
umph.gi Fame. They will be discussed at greater length

below.,

There were other references to thig biblical heroine
in the literature of the Middle Ages. 2 Gpeat delight
was undoubtedly found in the narrative elements themselves

in those quarters where the allegorical interpretation did

not dominate, In England, for ingtance, there appeared a




tenth century poeﬁ in which Judith was transformed into
an Anglo-Saxon lady of some physical prowess.13 Further
elaboration would overstate the point that there was a con-
tinual literary tradition for the story of Judith through-
out the Middle Ages. ]

. This literary tradition did undoubtedly glve birth to
and sustaln the graphic tradition. It has been noted
that allegorical interpretation of the 014 Testament don-
inated patristic as well as later medieval exegesis. It
is natural, then, to assume that the depictions of 0ld
Testament scenes would follow much the same pattern. This
being so there are certain premisesg that can be laid down,
certain iconographiec principles which can be established
at the outset. First and foremogt i1s the fact that seldom
if ever did an 0ld Testament scene or character appear in
isolation, but seems always to have been linked eilther to
a larger cycle or to a New Testament scene which it pre-
figured.l4 Since the narrative aépects were secondary very
often only the figure and ite identifying symbol or sym-
bols were shown. Of course the most simply conceived plans
were those found in the catacombs. From these beginnings
wvere derived larger fresco and mosalc cycles. Book illus-
tration, especially that of the Bible, also developed in
conjunction with architectural decoration.

Exactly when Judith first entered the repertoire of

subJects used by painter or mosaicist is not known. Per-

haps the earliest extant example of her inclusion in a




cycle can be found in the frescoes of Santa Maria Antigua

(VIIIc.) in Rome.15

There she ig shown greeting Uzzlah
on her return to Bethulia. She carries the head of Holo~
fernes, an act that signifies the salvation of her people,
just as the Virgin Mary carried the salvation of the world
when she was greeted by Elizabeth.16 Thus the scene pre-

figures the Visitation.

The Bible of St. Paulg-Outside-the-Walls was produced
in the ninth century in Italy. In it the story of Judith
appears in a triple tiered narrative cycle‘which includes
a number of scenes. A narrative cycle 1is also found in

the Blble of Farfa, XI c. (Cod. lat. 5729) .17 Frances God-

win points out that by the twelfth century the tradition of
narrative scenes in Bibles glves way to initial illustra-
tion or single wnframed figures at the beginning of a book
of the Bible. In these cases the decapitation is gener-
ally shown. It is, of course, the climax of the story and
can be expected to recelve the greatest amount of attention.
A beautiful example of this type is to be found in the
Bible of Stephen Harding, XII c¢. (Dijon, Bibl. Comm. mss.

12-15-7) .18
Other than Bibles there are a number of very impor-
tant medieval manuscripts in whiceh Judith appears. PFPer-

haps the most important is the Speculum Humanae Salvation-~

is (XIV c.). In it subjects are arranged in groups of four,

three types to an antitype; i. e. three Old Testament or

mytho-higtorical scenes for every one derived from the




New Tegtament. On one page the Virgin Mary ls shown con-
quering Satan with the Symbols of the Passion. The ac=
companying scenes represent Jael and Sisera, Tomyris with
the head of Cyrus, and Judith and Holofernes. Judith's
similarity to Jael has already been mentioned; her asgocl-
ation with Herodotus' Tomyris wlll be mentioned again be-
low. It is in the Speculum that the assoclatlon with the
Virgin Mary is most clearly lald out.

The other works in which Judith plays a part are the
Hortus Deliclarum (ca. 1159-1175), in which a cycle of

the events from the story occur, and the Speculum Virgin-
um (1100-1150).19 In the latter work she 1s fepfesented
as a "virtuous woman" in conjunction with the virtue of
Humilitas. Here again Judith is visualized as a proto-
tjpe of the Virgin,

One of the most extensive coverages of the story of
Judith can be found in the sculpture of Chartres Cathe-
dral. Begun early in the thirteenth century, the north
transept represents an advance not only in execution, but
2lso in iconography. "For the right portal®, Katzenel-
lenbogen writes, "the planners of Chartres Cathedral worked
out a highly original kind of program. Noi only were most
of the figures and figure scenes new on a church fagade,
but the ideological system achieved by their combination

was equally bold in concept . "0

Judith here 1s repre-
sented alone as a jamb figure; a slender, lyric lady whose

feet rest on a dog, the symbol of her fidelity to her dead




husband Manasseh. As Manasseh typifies the "pagan rite',
Judith, as his wife, gymbolizes the Law of the 01d Testa=-
ment, The archivolt scenes which rise over her head nar-
rate in five scenes the actlons of the Hebrew heroine.
Katzenellenbogen gilves a detalled deécription and an in-
terpretation based on the writings of Hrabenus Maurus.2t
The preceding examples furnish a general survey of

Judith's appearances in medleval art. A more particular
survey of Italian examples might help to clarify later
discussions of borrowing and development., It has already
been establrshed»that from the seventh century Judith
could be seen in Sante Maria Antiqua and that in the ninth

century she appeared in the Bible of St. Pauls-Outside-

the-Walls. Two late eleventh century Bibles; one north
Italian (fig. 1) and one from Parma (fig. 2) incorporate
the single figure variety of Judith which appears in the
margin at the beginning of her Book. The Princeton Index
to Christian Art lists only one fourteenth century manu-
script which contains a miniature of Judith.22 Frances
Godwin mentions another2? and Didron points out that a

1324 copy of the Speculum Humanae Salvationis was execu-

ted in Italy.2%

Cutside the realm of manuscript i1llustratlion there are
two very important appearances of scenes from ﬁhe story
of Judith. In the late thirteenth century the fall of Hol-

ofernes was included as one of the ten floor tiles in the

older portion of Siena Cathedral. These tliles are sald to
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be the gource of Dante's descriptions in the Purgatorio, Can-

to XII.25 Here the Judith storj appears opposite‘that of
Tomyris. The pattern of pairing antique and Christian fig-
ures is maintained throughout; the five tiles on the right
gide represent 01d Testament scenes while those on the left
deal with mytho-historical subjects. The figures here, as

26

in the Purgatorioc, are exemplary, and 1t can be assumed

that the fall of Superbla is the interpretation proper for
Holofernes' defeat in both cases.

A mid-fourteenth century fresco cycle which may have
been painted by Guariento (ca. 1320- ca. 1370) was to be
found in the Chapel of the Captain of the Feople in Padua.
Though the chapel was destroyed in 1769 some of the ceil-
ing frescoes, among them one deplcting Judith, were saved
and are now in the Padua Museum. Unfortunately the work
is so mutilated that it cannot be definitely attributed;
undoubtedly the poor condition explains the fact that it
is almost never reproduced., Van Marle explains that Ju~-
dith appeared with a number of other 01ld Testament fig-
ures; e.g. Adam and Eve, Abraham, Isaac.27 Lack of docu-
mentary gupport limits one in offering an interpretation
for the scene. Circumstantial evidence, however, sup-
plies a number of clues to its composition,

Guariento's style is known to have sustained Byzan-
tine influences. In light of late Paduan versions of the
Judith story and thelr seeming dependence on the " Byzan-

tine Guide to Painting" it might e assumed that Guariento
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had taken his iconography from the "Guide" and in turn in-
fluenced later painters. This probiem will be taken up
more fully in Chapter III.

The appearance of Petrarch in Padua in ca. 1348 and
the fact that he suggested subjects to Guariento for a

28 may lead one to suspect & pos=-

number of lost frescoes,
sible political implication in the figure of Judith. The
susplcion is heightened when one becomes aware that there
was an early fourteenth century tradition of anti-tyranny
literature in Padua; e.g. Albertino Mussato's (1261-1329)
Eccerinis (1315). This information is tantalizing and worth
recordihg, but it is also ultimately insufficient for making
any definite agsumptions. The strong medieval tradition
and the faect that Judith's appearance ig in conjunction with
other 0ld Testament figures seem to suggest that she should
be intefpreted as a New Testament prototype.

Typological interpretation persists throughout the
Renaissance; cases in point will be mentioned below. There
is, however, what is sometimes called a "Renaissance" in-

terpretation of Judith. This will be the subject of the

following chapter.
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CHAPTER II

"After the flight of the Medlei in 1494, the bronze
group'of Donatello-- Judith with the dead Holoferneg—-
was taken from thelr collection and placed before the Pal-
azzo della Signoris... with the inscription, 'Exemplum sal-
utis publicae cives posuere 1495'."l Jacob Burckhardt was
not the first to mention this fact, nor certainly was he
the lasgt., In historlical and art-historical discussions of
the Renalgsance it often appears. One is tempted to infer
from this oft-repeated account that during the Renaissance
Judith was generally considered to represent the tyrammi-
cide, the vanquisher of tyrants. What one can in fact ln-
fer is that in 1495 Donatello's Judith was thus 1ooked»upon
and was uged for that purpose. What then of those other
representations of this heroine which were painted or sculp-
ted or engraved before and after this date, but which fig-
ured less prominently in the history of the time and were
thus allowed to pass, 1f not unnoticed, at least without re-
éorded contemporary interpretation?

If Petrarch be considered the’first Renalssance man
and his cltation of Judith be awarded the d;ggpinction'of
"the first Renaissance literary example”, then there inter-
venes between this first citation and the events of 1405

a period of abhout one~hundred and fifty years. Judith does

/.ff?' ’
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not seem to have been identified Wwith tyrannicide during
the Middle Ages; certainly in an age when all power derived
from a universal Church, in an age when scholasticism domi-
nated intelléctual 1life, so secular an‘interpretation of a
Biblical story would be, if not unthinkable, at best uwnpop-
ular. In many areas of endeavor the fourteenth century, e-
ven in Italy, still saw the domination of scholagticism;
but it also saw the beginnings of Humanlem. Is 1t possi-
ble, scholasticism notwithstanding, that the interpreta=-
tion which was read into Donatello's Judith in 1495 had
its roots in a work created in the early yéars of Italian
Humanism? This chapter will attempt to prove that it is
not only possible, buﬁxprobable. Though the source of a sge-
cular interpretation may be found, however, does not pre-
clude the continuation of a medieval or religlous view of
Judith. In tracing the development of one interpretation
there will be cause to mention the occurrence of others.

It may be of value at this point to deal more spec-
ificelly with Petrarch{s references to Judith., In the Iri-
umph of Chastity, which was written between 1340 and 1344,
Minerva appears as Ghastity,z who, after she has conguered
and bound Love, is surrounded by a group of ladies each fa-
mous for the virtue she represents. Petrarch clalms that
there was 2 "host of holy women", but that he would only
describe "... some in the forefront/ of truest honor." Of
these "The Hebrew Judith, wise and chaste and strong" is

the only Biblical heroine. Her peers in this convocétion
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of virtuous ladies, however, are of partlcular interest.

They are all classical personages; FPenelope, Virginia and,
most important, the Roman Lucretla, whose assoclation with
Judith in later Renaissance painting will be of particular
significance. David, who was often associated with Judith

in the Middle Ages and who in the Renalssance was again
coupled with her ilconographically, appears earlier in the
poem in conjunction with a descriptlion of the battle be-

tween Chastity and Love.

It is in the Triumph gﬁ Fame that the second and only
other mention of Ju@ith ocecurs in Petrarch., In thisvpoem
she_is but one in a long parade which includes both men and
women, Once again Judith 1ls the only Biblical woman, and
once again her companions are of classical origin. Tomy-
ris preceeds her in the procession, as do Cleopatra and
Zenobia. Judith is described as "... widow brave/ who reft
ner foolish lover of his head."?

Perhaps the most important point to be noted in regard
to the mention of Judith in these poems is her asgsoclation
with Lucretia, who in paintings of the Renalsgsance was to
become a symbol of Republican freedom.4 It is not im-
possible that it was in Petrarch's poem that Lucretia's
later reputation was established. Is there reason to be-
lieve that Judith, by association, came to share much the
same reputation?

Petrarch was one of the first Humanists to view clas-

sical history in terms of its didactic value for contempor-
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ary politiecs. Livy, says Myron Gilmore,5 was Petrarch's

favorite historian and Republican Rome hig ideal. Now 1t

was Livy in hils First Book of Roman History who told the

gstory of Lucretia.6 It concerng the fall of Targuinius
Superbus, the seventh king of Rome, and the rlse to power
of Lucius Junius Brutus, first consul of republican Rone.
After having been ravished by Tarquinius Sextus, scn of
Superbus, Lucretlia stabs herself, thereby lnclting famlly
and friends to unseét the Tarquins and establish a Repub-
‘lic. This brief account of her story is sufficient to show
that Lueretia was indeed a pillar of chastity as well as
an effective symbol of republicanism.

+t what of Judith? There is an Early Christlian re-
ference which links her‘at least temporally with Luecretila,

St. Augustine, in The Gity of God (De Civitate Del) heads

chapter XXVI of Bodknxviii “The éomans were freed from their

kings, and Israel from captivity both at one time". In

the body of the chapter, after having set down a number of

events which all occurred about the same time, he continues:
The story of Judith fell out also in the same times,
which they say the Jews recelve not into thelr canon.
The seventy years therefore being expired in Darius’
relgn, the Jews had their full freedom; Tarquin the
Proud being the seventh king of Rome, who the Romans
expelled, and never would be subject to any more king,7

~ This, incidently, seems to be Augustine's only reference 1o

Judith, a fact that there will be cause to mention again

helow.

It seems safe to assume that Petrarch knew St. Augus-

tine's City of God. Judging from Ernst Robert Curtius's re-
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marks the erudition of the late medieval scholars-- and 1t
must be remembered that Peitrarch was educated in a medieval

system=-- was overwhelmingly far-reaching; the most intri-

cate interweaving of sources was the rule rather than the

exception.s Humanlsts, too, though their aims may have
been different, still seemed to take great pains to couch
thelr messages in a system of erudite cross-references and
obscure allusions. So then perhaps it is less safe, but
still possible, to assume that Petrarch came to assoclate
Judith and Lucretia by way of St. Augustine's reference.

Of course it must be remembered that Tomyris ls also men-
tioned and that Judith and she were associated in the Spec-

wlum Humanae Salvationis; but Tomyris is only described in

the Triumph of Feme which is of later date than the Triumph

of Chastity. Then, to0o, Jael also figures into the Spec-
ulum representations, yet she is Dbypassed by Petrarcﬁ"és
afé any number of other chaste and famousg Biblical women.
Tho@gh Judith was reportedly chaste and her story was
well known, the cholice of her as representatlive of chastity

and fame to the exclusion of all other Biblical heroines

was unprecedented. That Petrarch should choose her, and
further that he should link her with Lucretia, suggests that
perhaps he was commenting on more than Chastity. Hls use
of David in the earlier Triumph also adds strength to the
contention that he was inserting a politlcal commenﬁ into

a non-politlcal poem.

If, as Wilkins eontends,9 the first two Iriumphs were




written between 1340 and 1344 there would be good reason
for the Florentine Petrarch to comment on the state of pol-
itical affairs in his native city. In 1342 the "Duke of
Athens", a tyrant in that he had no legal claim to author-
ity, wés established as ruler of Florence. O Considering
Petrarech's penchant for the republican form of government
it would be strange to think that he did not comment. To
insert his comment in a poem he was writing at the time
wouvld not be uncommon; Many a political view of Dante's

is expressed in The Divine Comedy.+1 The relative calm of

Petrarch's reaction, éhéuld it require explanatlion, may be
due to the faect that it was written as a reminder after
the tyrant had been put down in 1343,

A good deal of time has been spent thug far in an at-
tempt to establish the possibility of a political inter-

pretation of Judith as she appears in the Iriumph of Chag-

tity. If the assoclatlon with Lucretia be accepted as con

noting republican feeiings, and if the sentiment be recog-
nized as being particularly expressive of contemporary e-
vents in Florence, then 1t is permissible to read into the
figure of Judith some of the same symbolic gqualitles which
Donatello's presentation of her evoked for the Florentines
in 1495.

That a limited traditlon of anti-tyranny literature
did exist before Petrarch énd that a much greater tradition
grew up after can be proved. Perhaps mention of just two

examples, one earlier and one contemporary with Petrarch's
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will be sufficient to strengthen the points made above.
Albertino Mussato,12 in his play Eccerinig, expresses the
hatred of ityranny which was prevalent’in Padua ca. 1314,

His play is original in many ways, perhaps most original,
paradoxically, in being a "“copy". This drama, the first
known play of the post-claésical veriod In Italy, is de-
pendent on Seneca for its form, and expresses secular, not
religious, ideas. By virtue of his advanced thinking and
his finding of patterns im antique literature, Mussato is
called a Humanist. "In the time of Albertino Mussato,” says
Hang Baron, "padua héd preceded Florence in producing ﬁhe
first examplé of a civie cﬁlture fused with classicigm,™3
It is important to establish that it was this sort of eivic
humanism which eventuslly gave rige, in Florence at least,
to the interpretation of Judith as a tyrannicide.

Perhaps the earliest indisputable reference to Judith
in connection with republican sentiment and tyranniclde
can be found in the letters of Cola d1 Rienzo. Sometime
Consul of the re-established Republic of Rome, sometime
ragged exlile, Cola di Rienzo was one of the most dynamic
figures of the mid-Trecento. In May, 1347, with the blesg-
sings of the Pope and the moral support of Petrarch he re-
volted against the nobles of Rome, and having won hls bat-
tle proclaimed the restoration of the Republic. November
of that same year saw the counter-revolt of the nobles
which was successfully resisted by the new Consul. In a

letter addressed to the Commune of Florence and dated Nov-
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ember 20, 1347 Cola begins a paragraph: "Et ecce iterum a
Iudith alter oceciditur Olofernes, lta quod infra, VIII
dieg inimici sint omnes aliqul ocecisi, aliqul carcerli nos-
tro datl et aliquil ignominiose conflicti" ( And behold
again by Judith is another Holofernes slain. Thus withe
in eight days are all the enemies given over to us, elther
killed or imprisgsoned in this ignominious c:c«nfitic’s.):u+

Gilmore claims that at the time of the inlitial revolt
Petrarch "intervened with conceptions resurrected from the
past."15vnls 1t not possible to assume that the effective-
nesgss of Judith as a symbol of republican effort against ty-
rants who wish to emnslave was one of the "concepts" he sug-
gested to Cola? However he may have come to employ Judith
in this manner; Cola di Riengzo's reference to her in the
letter quoted above demands a political interpretatlon,

One can be sure, on the basis of the Information sup-
plied thus far, that as early as the 1340's Judith was looked
upon ag a symbol of tyrannicide. It follows then that the
interpretation given to Donatello's statue in 1495 was not
original. But it would still be incorrect and unfalr to
assume that all Judiths created between ca. 1340 and 1495
can similarly be interpreted.

% % %

New iconography is mogt often dependent on a liter-
ary prototype; new interpretations of old iconography usu-
ally arise when men see in a familiar figure or object the

reflection of contemporary situvations. Instances also a-




rise in which iconographic gimilarities allow an artist to

borrow the figure type of one character to represent another.

Conversely, when two figures possess lconographic similar-
ities, especlally when one figure 1s the personification

of an abstract 1dea and the other one historic, the latter
may come eventually to represent the abstract idea. There
are two cases in point, one of which is doubly significant

in being expressive of some of the pollitical ideas men-

tioned above. The two works referred to are frescoes by Am-

brogio Lorenzetti (active 1324-1345) in Siena.

In the fresco of Good Government in the Palazzo Pub-

blico there are two figures of Justice. The seated figure
to the far right represents the legal aspects of Justice
and sits in attendance to the enthroned figure of "Good
Government" (fig. 3). In her left hand she holds a crown
which symbolizes the reward which 1s givén to the just,
while in her right hand'she bears a sword and on her knee
the head of an enemy of the commune. On the left side of
the picture is another depiction of Justice, here in her
more universal aspects. Above her head hovers the figure
of Wisdom who carries the scales. In the left hand “"sau-
cer" an angel demonstrates the dutlies of legel Justice,
for"with one hand she crowns a figure and with the other
gshe gevers the head of a villain., This latter conception
of Justice is an adaptation of the figure by Glotto found
in the Arena Chapel, Padua. The figure attendant on "Good

Government? however, is quite original; Justice, although
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often depicted with a sword as her attribute, had seldom
if ever before been seen with a head on her knee. There
seems to be no reliance on any Judith figure for this re-
presentation., Rather, let it be suggested that this fig-
ure in a famous fresco may have lent to later Judiths the
power to represent the negative aspectis of legal Justice,
by virtue of the assoclatlon of lconographic attributes.
After all, did not Judith, in killing Holofernes, exercise
the right to destroy the evil which endangered her Bethu-
lia just as the flgure of Justice implies the right of the
commune to destroy ilts enemies? The possiblility of extend-
ing this assoclation to an actﬁal work will be enlarged
upon below.

The other fresco by Lorenzetti which is of interest
for its assoclation with Judith is that of The Martyrdom

of the Franclgcans in Morocco in S. Francesco, Siena (ca.

1330). 1In the gables of the Sultan's throne are six full-
length figures. The inside female flgure which carries a
head in her left hand (flg. 4) has been variously identi-
fied as Minerva, Wisdom, and wrath.lé The limits of this
paper do not allow a lengthy discussion of the interpre-
tations; what is important is that whoever the figure re-
presents she seems to be based on the traditional Ital-

ian depiction of Judith found in medieval illustrated Bl-
bles (fig. 1). Erwin Panofsky says of the Lorenzetti "Min-
erva® that it is "unthinkable without the painter's famil-

iarity with classical originals".l7 Perhaps the costume
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is based on an antique prototype, but the pose, gesture for

gesture, can be found in the Munich Bible. But then,

there are a few rather primitively conceived remmants of
a classical prototype even in the costume of the manuscript
Judith. All of this seems to support the point brought
out above that a painter who is about to deplict a new
character may look to other figures with similar attributes
for inspiration.

All of the examples cited thus far, both literary
and pictorial, occurred before ca. 1350, and the later gra-
phlc examples are not representations of Judith. She her-
self did not appear in a Florentine work of art until 1435.

It hasgs been said that after the Black Death there was a

general return to a more medleval, hileratic and transcen-
18

dental kind of art. This was undoubtedly prompted by
a return to a less secular view of life. The occurrence of
this interregnum between ca. 1350 and ca. 1400, between Pe-

trarch and the early civic humanists, may help to explain

why a figure of Judith sporting classical garb and symbol-

lcally carrying a new expressive significance did not ap-

pear earlier,

Lorenzo Ghiberti (1378-1455) was the first major ar-

tigt of the Renaissance to create a Judith (fig. 5). It

is a traditional conception in that it sppears not in iso-
lation, but within an extensive Old Testament program.

This 1s, of course, the program of the "Gates of Paradise",

and Judith, appearing beside the relief of David, 1s but
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on of the twenty eight "prophets" which fill the frame of
the doors. Richard Kraﬁtheimer claims that Judith falls

", .. presented as typologl-

into the category of figures
cal countervarts to the narrative scenes, forming in the

limited sense of the Speculum Humanae Salvatlonis a paral-

lel anagoglcal forecast of & New Testament scene. Judith,
to the left of the David panel, carries the head of Holo-
fernes and, like Daevid's victory over Goliath, foretells
the salvation of mankind and Christ's victory over dea’ch."l9
He then refers the reader to St. Augustine's Enarratioc ;g-
Psalmum 33. Unless a reader is very well versed in the works
of Augustine or checks the reference, this statement would
lead him to believe that it was Augustine who associated
Judith and David, and he also who suppllied the typological
interpretation. This is not the case. St. Augustine only
mentlions Judith once in his works,20 and that reference has
been noted above (p. 17). Also misleading is the allusion
to the Speculum, for though both are mentioned, Judith is
associated with the Virgin's triumph over Satan and David
with Christ's. That they may both represeént Christ's vie-
tory over death is possible; what can Justly be questioned
are the references Krautheimer cites to support this inter-
pretation.

That author readily admits that he can find no one ex-
planation which will unify all of the figures on the door.
In fact, there are a number of "prophets" whom he cannot

definitely identify. In as much as theré is still room




for doubt about the iconographic totality of the "Gates
of Paradlse", and since an uneguivocal interpreta%ion of
the Judith ﬁas not been found, the way is still open for
investigation and the pregentation of alternate solutlions.

Krautheimer suggests that the doors are dépendent not
on a medieval tradition, but on patristic literature. He
expands this by positing the possible reliance of the first
six panels on St. Ambrose, If thig is so, could not Am-
brose be looked to for the interpretation of other figures?
He mentions Judith a number of ﬁimes and sees her wvarious-
1y as an exemplar of "Sapientia", "Castitas", "Prudentia®,
"Fortituda", "Modestial,2l Perhapé it is as répresenta—~
tive of oné of the Garéinal Virtues that she takes her
place beside David. The feats of both characters certain-
1y bespeak the pogsession of Fortitude.

There 1s another possibllity. Perhaps both David and
Judith reflect some political ideal prevalent in Florence
at this time. Krautheimer gpends a number of pages devel=-

oping the theory that the last relief, The Meeting of Sol-

omon and Sheba, containg an allusion to the impending

meéting for reconciliation of the Greek and Latin Churches
(1438—1439).22 In the crowd watching the encounter of the
two royal personages Krauthelimer identifies Ambrogio Tra-
versarl, Florentine humanist and a moving force in bring-
ing about the East-West reconciliation. This same Traver-
sari, along with Niccolo Niccoli, is gilven credit for sug-

gesting much of the iconography for the "Gates of Paradise®
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Niccoli is also identified by H. W. Janson as the pos-
sible source of an earlier bit of iconographic interpre-
tation.2? In 1416 Donatello's David, originally carved ca.
1408-1409, was requisitianed‘from the Cathedral by the ZSig-
noria who installed it in the Palazzo Vecchlo after having
Donatello adapt it for its new purpose. Thils purpose is
suggested by the inscription whlch 1s reported to have ac-
conmpanied the statues "PRO PATRIA FORTITER DIMICANTIBUS
ETIAM ADVERSUS TERRIBIL&SSIMOS HOSTES DII PRAESTANT AUX-
ILIM" (To those who bravely fight for the fatherland the
gods will lend aid even agalinst the most terrible foes).24

S0 then, expanding on and combining the suggestions of
two recognized echolars, could one not put forward the the-
ory that since historical and, to an extent, political al-
lusions may be seen in one panel of the "Gates of Paradise"
that they can also be read into another?‘ Could it not be ‘
suggested that since Niccoll 1is linked ﬁith both Donatello's
David and Ghiberti's doors that he may have recommended a
political interpretation for the David relief, and extend-
ing this, that the Judith, already used in a similar con-
text by Cola di Rienzo and perhaps by Petrarch, might have
been placed as she is to strengthen this Iinterpretation?

Leaving the realm of probability for that of realiﬁy,
it is necessary to say gomething about the figure of Judith
itself. Comparing it to the Munich Bible (fig. 1) one sees

that the pose is in the Italian medieval tradition; the

lowered left hand holds a head which is curlously small in
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proportion to the figure of Judith. This, of course, can
be explained by the fact that the symbolic quality is more
important than the reality of the event. In her right hand
Judith carries a scimitar, raised above her head in a
gesture of triumph; The costume which she wears, with its
dynamic drapery, recallsg a classical maenad figure from a
Bacchile SaPGOphagus.25 One sees here, then, the wedding
of a medieval pose with classical drapery which rather
aptly reflects Ghiberti's position as a transitional fig-
ure between the Gothic and Renalssance.

Donatello (1386-1466) was an artist wholly of the Ren-
aissance.26 His statue of Judith (fig. 6) is perhaps the
most famous depiction not only by virtue of its intrinsic
excellence, but also because of the major part it played in
the political history of Florence. H.¥. Janson dates
thig work ca. 1456.27 A document recently discovered by
Dr. Gino Cortli and published by Frederick Hartt helps to
strengthen the argument for this dating, while at the same
time 1t rather impalrs Mr. Janson's theory that the Ju-
dith was originally cast for a Sienese client.28 mor if
this document, which is concerned with payment of money to
Donatello for supplies, does in fact refer to the Judith
it would seem to support the contention that some member
of the Medlecl family dealt out the commission.

There i1s a reference which places thils statue in the
Medicl Palace garden at least by 1464.29 This same letter

cites two inscriptions which were found at that time on
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the base which supported the figures. The first read:
"Regna cadunt luxu surgent virtutibus urbes caesa vides
humili colls superba manu" (Kingdome fall through luxury,
citiesg rise through virtués; behold the neck of pride
gsevered by humility). The second appeared as follows:
"Salus Publica Petrus Medices Cos. Fi. liberati simul et
fortitudini hene mulieris statuam quo cives invicto con-
stantique animo ad rem pub, redderent dedicavit" (Plero
son of Cosimo de' Medlci has dedicated the statﬁe of this
woman to the liverty and fortitude bestowed on the repub-
lic by the invincible and constant spirit of the citl-
zens).3o

Janson points out that the former is probably earller
due to the difference in the "ethos" between it and the
latter. "The first one," he says, "ig couched in the terms
of moral theology, the gsecond in thése of civie virtue."J1
Bagsing hig discussion primarily on the first portion oft
the earlier inscription, Edger Wind has shown that certain
iconographic elements such as the cushion and the Bacchic

reliefs can only be explained in terms of a Sanctimonia-

Luxuria interpretation of Judith and Holofernes.32 Earlier
writers such as XKeuffmann, says Wind, stressed the more ob-

vious Humillitas-Superbis meaning which 1s expressed in part

by the medallion-- a rearing horse, symbol of Superbia--
worn by Holofernes. There i1s also a medieval tradition of
thls interpretation, an example of which, that appearing

in the Speculun Virginum, is mentioned ::ﬂoovc—:—.?’3 The Lux-




urla interpretation findg literary support in the Ration-

2le Divinorum Officiorum of Durandus.

The name of Holofernes, says Wind, was translated in

medieval textbooks as Enervansg vitulum gaginatum (he who

weskens the fattened calf). In the Biblia Pauperum and

the Speculum Humanae Salvationis Holofernes is paralleled:
with the Devil whom'thé Virgin Mary crushes, but by power
of his name he 1s that devil by whom man is tempted and se-
duced; therefore he can be seen as incontinence or Luxurila.
Once having established this interpretation one is éble

to translate the cushion into the pluma Sardinopolis, an

attribute‘cf Luxurlia, and the puttl on the base can be
seen as a further dévelopmeni of the same theme., Wind
sees further proof for this interpretation in the fact that
Judith is fully clothed (Sanctimonia) while Holofernes is
nearly naked (Luxuria).

This creating of gsymbols in the costumes, if a refer-

ence to Sanctimonia-~Luxuria is really to be found, did not

originate with Donatello., Hig statue seems to owe some-
thing of its composgition to a twelfth century manuscript,
or a derivative thereof, which is now in the Vatican Libra-
ry (fig. 2). Certain iconographic similarities are too
striking to ignore. Perhaps most unique 1s the fact that
in the manuscript Judith seems to he stepping on the hand
of her vietim while in the work by Donatello the illusion
is transformed into facet. The manuscript Holofernes also

seems to be sitting; this was taken over by Donatello. It
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will be noticed too that in the painted version the figure
of Judith is heavily clothed while that of Holofermes isg
nearly naked. Despite the singularity of certain aspects
of the manuscript composition it can be seen that thisg il-
lustration essentially follows in the path of the Itallan
medieval tradition. Judith is depicted with a sword raised
in her right hand while with her left she clutches the halr
of Holofernes (cf. fig. 1).

Donatello's is the first free-standing statue of Ju=
dith encountered thus far and may well be the first to
have occurred in the Renaigsance. It is also the first ver-~
sion which exlists independent of other 01d Testament scenes.
Jangon would like to believe that it was done for a éllent
in Siena; what proof there is for this attribution he pre-
sents, but he readily admlts that it cannot be proven con-

34 That this statue could have been used in Si-

clusively.
ena he feels can be supported by the fact that “"the sym-
bolic implications of the subject admit a great‘variety of
pOSSiblevpurpOSGS".35 If 1t was to represent for a Slenese
one or more of the virtue-vice relatlonships discussed a-
bove one nmay wonder why Judith rather than the more popu-
lar Virgin figure should have been requested. Then, too,
there seems to have been no tradition of Judith's being
looked upon as a political symbol in Siena.

Janson makes a point of the faet that Donatello in
this work refers to himself as FLORENTINUS. ® He uses

thig fact to support hig contention that it was done for
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a non-Florentine client. The only other alternative that
he can see to explain such a signature ig that Donatello
wag asserting his affiliation hecause he éeemed to have been
forgotten while he was away in Padua from 1443 to 1453.
There may be another answer, If thls work was actually done
for the Medicli and it originally carried the inscription
"Regna cadunt..." which is noted above, could not Donatel-
io, by adding FLCRENTINUS, be asserting his prlde in belng
a part of thé "eity" which is implied in the legend?

If the Judith in the "Gates of Paradise" be inter-
preted as expressive of some political sentiment with which
she had still earlier been agsoclated in literary works
could not the Judith of Donatello be likewlse identified?

If Cosimo de' Mediei commissioned this work-- and there is
reagson to believe that he did, for the fact that he favored
Donatello is mentioned by VespasianodT-- then both the the-
ological and the political implications can be accepted
and explained. Vespaslano makes the following statement:
"Now Cosimo, having applied himgelf to the temporal affairs
6f the state, the conduct of which was bound to leave him
with certain matters on his consclence-- as 1ls the case
with all those who are fain to govern states and take the
leading place-~ gwoke to a sense of hils céndition, and was
anxious that God might pardon him the possession of hils
earthly goods."58

That this“statement was made in reference to Cosimo's

commission of the Monastery of San Marco i1s of no great
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importance here, What is important in the statement 1ls
the picture of the man of state, the man of wealth who is
also consclous of religious demands, of his eternal salva-
tion. Cosimo was a man of the Renalgsance in matters of
state, but he was a man of the Middle Ages In matters of
religion.39 If such a person were searching for a symbol
which reflected both the spiritual and the temporal aspects
of his personality he could scarcely do better than to choose
Judith; her assoclation with republicanism had already
been established, and her medieval reputation for plety
and virtue was genérally accepted.

Ferdinand Schevill has pointed out that dﬁring his
"reign" as leader of Florence, Cosimo had continually to
%age méjor and minor battles, with soldiers on the battle-
field as well as with diplomats in the conference room.40
He was generally successful, managing finally with the
Peace of Lodi, April 11, 1454, to establish a kind of bal-
ance of power that assured an uncertain peace which lasted
until Plero de' Medici's expulsion from Florence in 1494,
If the statue of Judith was commissioned in 1455 or 1456
it might well have been Cosimo's way of commemorating his
triumph at Lodi. It would seen, 1f this were the case,
that the earliest inscription ("Regna cadunt...") was pro-
bably affixed when the work was—first executed.; The op-

position of Sanctimonia-Luxuris and of Humilitas-Superbia

have already been stressed; one needs only to emphasize

the opposition of Regna and urbes to give a rounded view
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of the possible significance of thig statue. Let 1t be
noted too that his Judiih, though triumphant, is still vige-
ilant.

Having thus proffered a posgsible reconstruction of
the circumstances surrounding the commissioning of Dona-
tello's Judith, it 1s now possible to proceed to the sta-
tue's subsequent uses and appearances. First there must be
a discussion of the second of the two earliest 1nscriptions.4l
One reads immediately that it was composed by Plero, or
at least at his request, and that in it Plero dedicates
the statue to the "spirit of the eitizens". This would
help to support thé assértion made above that it was ini-
tially meant as a personal symbol for Cosimo and only la-
ter extended as a memorial to the citizenry of the Repub-
lic. Janson suggests a very plausible reason for this in-
scription. "It is possible," he says, "... that the second
inseription was occasioned by Plero's victory in 1466 over
the conspirators led by Luca Pitti; to turn a personal
triumph into a triuwmph of the citizenry at large would cer-
tainly have been a clever political gesture."42
It is interesting to recall at this poiht the dif-
ference in the "ethos" of the two inscriptions which Jan-
son mentions. Cosimo'g=- if it is his-- reflects his re-
ligious as well as his political views; 1t makes one a-
ware that hls roots were medieval. There is a rather more

outspoken secular quality about Plero's inscription that

marks 1t as the creation of a fully Renalssance, civic
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humanist mind,

Cne other ingeription, that mentioned by Burckhardt,
was added and the two already mentioned were erased, at
a2 later date. Rather than dlscuss the events surrounding
the ehénge at thls point perhaps it would be better to
maintain a chronological sequence and proceed to works
which appeared between the time of Piero's inscription and
the one which now adorns the statue.

There 1s some reason to believe that a small bronze
Judith (fig. 7) which is now in the Detroit Institue of Arts
should be discussed next 1f this chronological restric-
tion‘is to be observed. As the work is undated and undo-
cumented there is also reason for doubt. But slince it is
a work of sculpture and owes something of its composition
to Ghiberti and Donatello it can serve as the last member
of a sculptural triad and thereby find a definite compos-
itional, if not a strictly chronologieal, place in this pe-
per.

E. P. Richardson, former director of the Detroit In-
stitute, has called this work a Verrocchioc. Valentiner,
his predecegsor in Detroit, attributed it to Pollaiuolo.43
Mr. Richardson points out some similarities between this
emall Judith and the David by Verrocchio: the hand on the
hip, the treatment of the fingers of that hand, correspon=-
dences of facial type. He is not very successful, however,
in explaining some of the less artfully contrived portions

of the work, such as the awkward position of the right arm
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and the rather gross combination of hand and sword hilt.
Perhaps these "failings" which appear in the photograph
are nerely thehresult o% reducing a three-dimensional ob-
Jeet to two dimensions. Mr. Richardson does, however,
admit that there is a "relative crudeness" which he would
like to believe 1is due"to the fact that this ié an early
work. Yet 1s 1s known that Verrocchlo was trained as a
goldsmith before he began work as a sculptor; the author
himgelf makes a point of thisg fact. It can be assumed,

then, that he was no beginner as a manipulator of his ma-

terial nor a novice in the realm of design. But, for the
sake of this discussion, Mr. Rlchardson's expertise will
be admitted. |

In terms of composition 1t can plainly be seen that
this Judith follows the earlier two masters' pattern which
itself was maintained in deference to a medleval ﬁradition.
The most striklng difference is the absence of the head
of Holofernes in the Verrocchio plece., As there seems to
be no inscription to tell the viewer that it is Judith,
one might assume that the figure acquired that appelatlion
by virtue of ité correspondence with the Judith type. -

She raises her right arm, brandishing the scimitar
above her head. The wea?on is held with four fingers and
thumb around the grip; this and the "S" curve of the hilt
recall Donatello's Judith. It will ﬁe_noticed that the
sword which Ghiberti's Judith holds has o straight hilt

and that the index finger is placed over 1it. The gleeves
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are similar in both Donatello'’s and Verrocchio's statues,
but the treatment of the dresé of the latter is somewhat
different from that of either of its predecessors. The
flutter of the skirt recalls the "rumning" figures of Ben-
0zz0 Gozzolli and Fra Filippo Lippi. The ﬁovement is not
at all the same as that created by the circular flow in the
garments of Ghiberti's figure, while it is more active than
the heavy drapery found in Donatello's Judith. Then too,
Verrocchio's figure ig girdled at the waist and hip while
Donatello's and Ghiberti's are bound directly below the
breast. The reaéon fof so minute a discussion of the ele-
ments of similarlity and digression in thése works should be-

come obvious as the necegsity for further comparisons arises.

It is extremely difficult to discuss a work such as
this small bronze Judlith, which comes down to us without
a date or proof of authorshlp, and with no information a-.
bout its origihal"owner. Richardson attempts a comparison
between this work and an early "fine manner" engraving of
Judith (fig, 10) which is dated ca. 1465-80. He suggests
that the print is dependent on the geculpture; then he goes

on to say:

Hind suggests that the engraved Judlth goes back to
two or three drawings by Maso Finiguerra in the Pic-
ture Chronicle in the British Museum; but he also sug-
gests that some of the Ctto prints may go back to
works of art in the Medliel collection. It seems 1o

me that, in spite of obvious differences in detaill,
the engraving and the Detroit bronze are related to
each other. The print would offer evidence that the
bronze was well known in its day, and it 1s tempiing
to think that the bronze Judith, like the bronze David
(companion symbols of liberty to the Florentine nind),
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might boEE have once belonged to the great Medicl col-
lection.

Let it immedlately be pointed out that Mr., Richardson misg-
quotes, or at leasgt misreads, Hind, In volume I of Farly

Italian Engraving that author statess "it is not impossible

that some of the subjects of the Qtio Prints may go back

to pictures in the Medici collection."#5 There is also
reason to belleve that Richardson is wrong in suggesting
that the engraved Judith is dependent on Verrocchio's bronze.
This matter will be taken up later in the chapter. In order
to fully evaluate the problem, however, there is a work
which must be discussed flrst.

Sandro Botticélli (1444-1510) painted Judith at least
gseven times. The earliest extant version (fig. 9), gener-
ally dated ca. 1470, is that which is now in the Uffizi.

Its dimensions are far from monumental,46 but 1its importance
in the evolution of the Judith figure is very great indeed.
One is immedlately aware of the difference in the concep-
tion between this painting and the works of sculpture ex-
amined above. No longer is the heroine carrying the head,
raising her sword in triumph and warning. Botticelli's Ju~
dith is seen returning to Bethulla with a iowered sword 1in
her right hand while in her left she holds an olive branch.
The head of Holofernes is still shown, but now thls symbol
of the fate of the énemies of Florence is‘relegated to a
less dominant position and is carried by the maid. Behind
and below the two foreground figufes can be seen the city

of Bethulis with the head of Holofernes displayed from 1is




walls and all around the routed army of the Asgsyrians. A
companion plcture, to which Horne believes the Judith pan-
el was originally attached, shows the Discovery of the

Body of Holofernes (fig. 8). For this latter panel Fran-

ceg Godwin feels there may be a fourteenth century proto-

types

There is... a Bible from Napleg, in Vienna, in the
Staatsbibliothek (ms. 1191) of the late XIV c¢., which
on fol. 204, depicts the unusual scene in which the
eunuch finds the corpse of Holofernes at the right,
while, at the left, Judith and her hand maiden enter
the 600£$ of Bethulia from which the head is dis-
played. -

The Bible of St. Pauls-Outside~the~Walls also shows the

two scenes within a serles.

Botticelll appears to have incorporated the nar-
rative events rather artfully, while siressing not so much
the climax as the events which followed the decaplitation.
It would seem that as Donatello's statue symbolizes "Reg-
na cadunt luxu surgent virtutibus urbes caesa vides humili
collsa superba manu®, Botticelli's pictures illustrate the
vhrase, In the left hand panel one sees the sensuous,
naked, headless body of Holofernes lying upon a luxurious
couch in & richly hung tent. The horse which is so domi-
nant a part of the composition might possibly be read as
a realistic translation of the medallion whieh Donatello's
Holofernes wears. In the other panel is seen a mild man=
nered, obviously humble and virtuous Judith who brings
peace to her city. The fall is emphasized by the rout of

the enemy soldiers before the clty walls.
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It is intriguing to think that perhaps Bottlecelll
might, in these small pictures, be interpreting the legend
which he may very well have read on Donatello's statue in
the Medici gardens., This is the very broadest kind of
conjecture, and there is no denying that Botticelli's con-
ception of the story is quite different from Donatello's;
nevertheiess, both might represent the phrase found on the
base of the Donatello Judith. The fundamental difference
in the conception of the hercoine hergelf in these two
works is very interesting, and in either case is most ex-
pressive of the age in which it was created. The possiblil-
ity that Cosimo de' Medici had commissioned the Donatello
statue has already been discussed, as has the effective-
ness of this work as a symbol of Cosimo's personality and
his reign. A brief discussion of Lorenzo de' Medicl and
his age may help to explain some of the varying conceptions
seen in Botticelli's picture.

A product of the "new learning", Lorenzo represented
the full flowering of ihe,Renaissanée idea of Virtli. The
dichotomy between medieval education and the demands of
statecraft which seemed to have plagued Cosimo was no long-
er apparent in his grandson. H. A. Enno van Gelder has
attempted to describe the Humanist and Neoplatonic relig-
ious attitudes which pervaded the age, and more dlrectly,
the circle of "il Magnifico". He describes the new con-
cept of salvation, which interprets it not as something

for which one must strive to the exclusion of all world-
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ly activity, but rather as the natural result of a life
fruitfully and actively spent. The author stresses, how-
ever, that very rarely was formal religion abandoned; ra-
ther, it was re-evaluated.48

The natural result of this new view was an intensifi-
cation of interest in the activitieg of man. Mental as
well as physical prowess wag much admired. ZElegance of
dress and carriage along with subtleties of language, lit-
erature and statecraflt were expected. The revived inter-
est in man's activities brought about a greater awareness
of man's environment. All of this did not begin, but ra-
ther culminated with Lorenzo de' Medici; for by the last
decades of the Quattrocento, Humanism had become the dom-
inant force in Florence,

Botticelll, perhaps better than any other artist, was
able graphically to express his age., Elegance and sub-
tlety and erudition are the essence of his art. He had
agsimilated the findings of the "progressives", the "run-
ning" figures as well as much of the charm of Fra Filip-
po Lippil, the figure style of Pollaiuoclo; and yet he al-
ways transformed anything he borrowed into something un-
iquely his own. Botticelli's identification with his city
and his age 1s probably best exemplified in the changes
wrought in his style and iconography due to changes in
the political and religious environment of Florence.

Perhaps a few words about the political situation in

Florence ca. 1470 will help to explain the lconography of
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Botticelli's earliest Judith. In the year before, Lorenzo,
at the death of hls father Plero, became head of the Me-
dici Bank, of the Medici family and of the government of
his city. One can assume that his attitude toward the du-
ties of a leader of Florence was somewhat different from his
grandfater's, With the knowledge that he was educated in
the schoolvof Humanism one can surmise that Lorenzo preferred
peace to war, for as Enno van Gelder points out, the humen-
ists felt that man was only able to philosophise in an at-
mosphere of peace.49 A point has already been made of the
fact that Judith carries an olive branch predominantly dis-
played while she lowers the sword. The element of warning
is not missing, and yet one feels that this Judith's ac-
tions were prompted as much by her desire to presefve
peace as to save her city. There is no need to estab-
lish proof of Botticelli's association with the Medicl in
the late 1470's and 1480's, for portraits of the family ex-
ist from those years. Bottlicelli ig also known to have
been assoclated with the scholars of the Mediel circle,
and it is not unlikely that thls assoclatlon began as ear-
1y as 1470. It has been suggested above that perhaps Cos-
imo de' Medicl may have looked upon Donatello's Judith as
o kind of personal symbol; proof of his son Piero's later
use of the figure as representative of the Uconstant spir-
it of the citizens" has also been supplied.“ There seems,
then, to have been a2 close relatlionship between the fig-

ure of Judith and the Medici. That Botticelll may have




been lnterpreting the inscription on the Donatello Judith
is conjecture, but certainly not impossible. Considering
iconographic details such as the lowered sword and the
olive branch and thelr political implications it seems
likely that the work was done for someone who was involved
in the government of the city. This, of course, would
mean at least a member of the Mediel entourage if not a
member of the family. At any rate, Bottlicelll was rein-

terpreting a subject which by his day had become familiar,

‘and was known in Florence in association with the Medieil.

The familliarity and popularity of Judith as a subject
is reflected in the fact that it was chosen for one of the
earliest Italian engravings. This is the Otto print men-
tioned above (fig. 10).50 Once again there 1s an asso-
ciation with the Medici, for at least one engraving in the
series is thought to depict Lorenzo de' Medici.>l 1In read-
ing the various comments made on this print and in noting
the numerous sources suggested for the figures one becomes
aware that there was a tremendous amount of interplay a-
mong the artists of the Florentine group which produced
it. John Goldsmith Phillips, in the caption which he sup-
plies with a reproduction of this print, claims that it 1s
"executed by Baldini about 1460-1480, after a drawing in
Finiguerra's Picture Ghronicle".52 It will be shown that
this is an oversimplification.' It has already been pointed
out that E. P. Richardson feels that the figure is based

on Verrocchio' Judith. Hind lists a number of figures in
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the Picture~Chronicle which may have contributed to the
Tigure of Judith and puts forward the possibility that the
Goliath on the "Gates of Paradise" relief may have been
the source of Hblofernes.53 Aby Warburg describes Judith's

54 A close

headgear and points out a classical prototype.
inspection and some comparisons will uncover borrowings
from still other sources.

In comparing the figure of Judith-- which, belng en-
graved, 1s reversed-- to the "Amazon" (fig. 11) from the
Plecture~Chronicle it is obvioﬁs that‘there is a similarity,

but not a direct copying. An almost exact copy, in re-

verse, can be found in the Jason and Medea in the Ctto group.

The one variation in this engraving lies in the band of
material which encircleg but does not rest on the shoulders
of Medea, It recalls nothing so much as the drapery simi-
larly displayed on the figure of Judith in the "Gates of
Paradise". A comparison of Ghiberti's figure to the Pic-
ture Chronicle "Amazon" reveals similarities, as in the
bodice of the dresses. The drapery flylng away from the

hip of the drawn figure seems to be the translation of an
element rather more formally presented in the carved Judith.
Phillips illustrates a number of instances in which the cre-
ator of the Picture-Chronicle borrowed from Ghiberti's door,>2
never taking over a figure completely, but varying the cos-
tume and/or facial type. The engraver, in creating Medea,
may have returned to the original source of the Chronicle

figure for the element of the "scarf".
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Looking agalin at the engraved Judith, and comparing

it this time to the Medea figure it becomes apparent that
the treatment of the material rising from the walst over

the shoulder is similarly contrived in both. That on the
Medea circles around while Judith's flows freely behind.
Thig difference may be due to the compositional limita-
tions of the former print. Since the Medea is a direct
copy of an earlier work and the Judith a more composite

creation it might be conjectured that the scarf motif was

borrowed from the Jason and Medea print and that the Judith

must be dated later.
There are elements in this figure of Judith which
aré not explained by any of the authors mentioned above,
and there are a number of very direct borrowings which they
failed to see. It may seem a minor point that the feet of
the "Amazon" and the Medea and of Verrocchio's Judith are
bare and that the Judith in the print wears a kind of toe=-
less boot. One need only compare this treatment to that
of the feet of Botticelli's Fortitude, ca. 1470, to find
the prototype; there is a toe-for-toe and boot-for-boot
corregpondence-- in reverse, It will also be noticed that
the Fortitude figure wears a headdress which bears wings
and is studded with a large pearl over the forehead. The
engraver seems to have taken over this motif, enlarging
the wings and failing in an attempt to recreate the pearl.
Botticelli's work can be examined for other borrowings.

The neckline of the dress in the engraving, for instance,
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is like that in the Uffizi Judith (fig. 9). The rising,
relatively unbroken line of the neck and head are very
similar in both works, ags is the treatment of the hair,

It has been shown that the feet in the print are proba-
bly reversed copies taken from Botticelli's Fortitude.

Yet is is obvious that the elements taken from his Judith
are not reversgsed. Conjecture once agaln takes the fore.
If elements such as the left arm were copled and then re-
versed in the process of printing, the head of Holofernes
would appear to be held in Judith's right hend. To avoid
thig situation the engraver may have traced the outline of
desirable elements on a relatively transparent paper which
he would then have reversed while transfering these ele-
ments to a composite drawing. This contention is supported
by the strong correspondence in the outlines of the left
sleeves of both the painted and the engraved Judith while
the sleeves themselves are rather differently treated.
Then too, those elements which could not be copled are
very awkwardly realized. Observe the overly large left
hand which clutches the hair of Holofernes and the ill-con-
nected right arm which 1ifts the sword. The skirt of the
dresg 1s very much of a type raﬁher than an original con-
ception and does seem to be more similar to the Verroc-
chio Judith than to any other work so far discussed. It
is possible that they were derlived from the same source,
or one from the other,

Until John Phillips this engraving was usually called




_ 47

“Anonymous". That author attributes it to Bacclo Baldini,
whom he seems intent on resurrecting from obscurity. This
engraver is mentioned by Vasari who claims "1l quale non
havendo molto diesgno, tutto quellc, che face, fu con in-
venzione, e disegno di Sandro Botticelli'. Phillips trans-
lates this to read that “Baccio Baldini..., since he lacked
skill as a draughtsman, worked after the designs of San-
dro Botticelli."56 This translation suggests, and Phil-
1lips tries to prove, that Bottlcelll did designs express-
1y for Baldini to engrave. It would seem more likely that

Vasari was saying that Baldini used the ideas (invenzioni)

and designs of the painter as they appeared in finished
palntings or drawings, but not as created necessarily for
engraving. It 1s most probable that the engraver of this
print-- and certalnly the draughtsmanship is weak enough
to suggesﬁ the Baldinli described by Vasari-- had access

to the shopsvof many artists and in more than one place

he might well have copled forms and figures which he could
use in his work.

As for the significance of this flgure, it is most
1ikely expressive of moral rather than political sentiments.
These prints were originally meant to be uséd as decora-
tion for a lady's work box or "Spice Box".57 Humilitas
is a virtue represented by Judith and often recommended to
women; or perhaps one could interpret her as Fortlitude by '
virtue of her borrowing of the head gear of Botticelli's

figure. Then too, she could represent a prototype of the
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Virgin Mary as seen in the Speculum Humanae Salvationis.

There may be further evidence to support this interpreta-
tlon.

Another Otto print, slightly smaller than the one
already discussed, is also identified as Judith (fig. 12).
There are similarities between these two prints; the de-
capitated bodies are nearly the same, though reversed, and
the faces of the ladles themselves are of a type. The
smaller print also owes something to Botticelli's Forti-
tude. This time not merely the headdress, but the ar-
moured breast plate and sleeves as well, and the unique

manner in which two plaits of hair are brought around to

the front of the dress. Horne comments on this motif in

the Fortitude:
There 1s one plece of invention in the picture which
is peculiarly characteristic of Botticelll;... the
fastidious fancy with which the hair 1s tricked with
pearls, and brought down in two long plalts over the
shoulders, and between the breast. Such an arrange-
ment of the halr i1s found repeated in one of the fig-
ures of the Graces, in %ge picture of the "spring" in
the Florentine Academy. :
He goes on to say that this mannerism was "siezed upon,
and exaggerated, by imitators of Botticelll,"39 This
print certainly 1is a case in point.
There are inéongruities which become evident when
one realizes that this figure is called "Judith". It is
a clearly stated and important part of this heréine's story
that she was dressed in her most beautiful garments in or-
der to make Holofernes the victim of her charms, The lady

in this engraving wears armour and a helmet. Though the




head she carries is a duplicate of that carried by the Ju-
dith in fig. 10, this may not be due to the fact that both
are Holofernes, but that the artist was bereft of origl-
nality. There seems to be a less abstract background in
the smaller print, a greater sense of space and landscape,
though the trees are no less stylized. The loglcal ques-
tion ig whether there is any other character beside Judith

who would be shown with a sword and a body, but dressed in
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armour and placed in a landscape. Tomyris, who decapitated

Cyrus, would be shown in armour for she had conguered her
foe's army in battle, She 1s sald to have found his dead
body on the battlefield and to have cut off his head. As
Tomyris'® action was an act of revenge for the death of her
gson there would be no overt sign of triumph (e.g. a raised
sword).

If this 1s Tomyris, and she certainly conforms to
that character more than to Judith, then her appearance,
if not truly in conjunction, at least in a series with Ju-
dith would obviate a typological interpretation. In the
absence of definite proof one must simply conjecture that
both figures were seen as prototypes of the Virgin and
therein followed a tradition that had arisen in the Middle
Ages.

Very little has been written about the next work,
and those writers who have commented are not in agreement.
The Dahlem Museum Catalog in listing the Judith (fig. 13)

from its collection attributes it to Domeniéo Ghirlandaio
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(1449-1494), Raimond Van Mer1e®0 and Bermard Berenson®l
give it to David Ghirlandaio (1452-1525), Obviously docu~
mentary evidence 1s missing, but there 1s at least a date,
1489, which is found in the tablet held by a Triton in
the frieze behind the maid. The architectural background
will be recognized as similar to that used by Domenico Ghir-
landaio in the frescoes in Santa Marla Novella and is of
no particular significance to the story. It is not impes-
sible, however, that the figure with the Medusa shield--
obviously Minerva-- in the relief behind Judith ls meant
to reinforce the significance of that figure. A parallel
between this Biblical herolne and the mythological goddess
is not hard to justify in terms of certain iconographic
similarities, especially in an age when much less was
siezed upon to allow the clasgsical to appear in conjunc-
tion with religious elements. The figure of the maid will
be recognized as the same one who attends the birth of John
the Baptist in Domenico's fresco. The basket which in that
work held frult here contains the head of Holofermes. The
idea of the "returning" Judith and of the head being car-
ried by the ﬁaid owes lts conception to the Uffizi Judith
(fig. 9) though in the Ghirlandaio the vitality that
marked Botticelli's Judith is replaced by a rather stolid
and posed figure who lacks any expressive quality.

If there is any political or religious significance
in this pleture it is masked by the decoratlive elements.

Nevertheless, it would seem that by this time the figure
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of Judith would engender a number of assoclations, not the
least of which would recall an attachment to the Medicl
family. Domenico Ghirlandaio is known to have palnted
members of the Mediel family and cirecle, and it is not
impossible that this small panel of a by then popular sub-
ject was done for someone in the group.62

This much cannot be said for a Judith (fig. 14) at-
tributed to Matteo di Giovanni (ca. 1435-1495), Mention
is made of this work by the Silenese master-- 1f 1t is in-
deed by him-- because it seems to be based on a Floren-
tine prototype. Van Marle does not 1list & Judith in the
ceuvre of Matteo, but a number of experts concur in thils
attribution.63 The three-quarter length view of the fig-
ure is aimilar to that found in other works by Matteo, and
the physical type is reminiscent of hls characters. Van
Marle points out that nearly all of this painter's work
dates after 1470 so it may be assumed that this work does
as well, Though there seems to have been no tradition of
any political interpretation of Judith in Siena 1t must be
remembered that the medieval religious interpretations were
universally recognized. The dearth of information rules
out even conjecture as to its original interpretatioﬁ,fs4
but one can trace certain iconographic elements and suggest
sources. The pose, for instance, follows a familiar pat-
tern. The finger over the hilt of the sword and the tilt

of the head as well as the flowing piece of drapery suggest

a knowledge of Ghiberti's Judith, while the right angle of
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the right arm and the manner in which Matteo's figure holds
the head recall Donatello's statue.

It is mentioned above that only three examples of
Judith's appearance in Italian art of the fourteenth cen-
tury have been found. It must be assumed that she was not
then an overly popular subject, especlally for a single
figure representation., If her popularity had risen by the
1470's and 1480's 1t would seem to have been due to a Flor-
entine development. That she had become a favored subject
ig further substantlated by the painting of Matteo 4di Gi-
ovanni which was done in Siena, but based on Florentine
prototypes.

While extending her popularity to other areas, how-
ever, Judith still retained a popularity among Florentine
artists. In 1495 Botticelli painted another small panel
of Judith, but before that date he included the figure
and scenes from her story in at least two other lmportant
works.

In the Calumny of Apelles (fig. 15) Judith is repre-

sented three times. Once alone, in the niche behind the

1

dais, and agelin in the reliefs below and above thls "sta-

tue®.%5 In the upper frieze Judith is found placingmthe :
head of Holofernes in a bag held by the maid, while in the
lower, which is partlially obscured, the two figures are
seen returning to Bethﬁlia ags in the early panel by Bot-
ticelli. The former scene, not found in this survey thus

far, seems to be based on a North European type and may
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have been derived more directly from a wood block print
found in the Biblia Vulgare of Niccolo Malermi.56 Thig
Bible, published in 1493; owes 1its conception to German

vernacular printed volumes such as the Cologne Bible of

1470--80.67 The compositional type of a Judith before the
tent of Holofermes was also to be found in the North of ;}
Italy before 1493, but compositional similarities seem to
support the contention that in thigs case the Malermi Bible
wags the source. The primitive quality and the stiffness -
of the origianl, however, were eliminated by Bottlcelli as
he combined the figures of Judith and her maid in a very
lyriec compositional arc.

The large figure of Judith in the niche is conceived
in rather an original way. There is a departure from tra-
dition in thé placement of the head on the ground next
to her feet. Such a tfadition did exist in the Davids of
Donatello and Verrocchio, however, and may have been a-
dopted from either of those figures for use in this pic-
ture., There is a quality of monumentality and detachment
about this Judith which suggests that her association with
the narrative of her own story is secondary to her signif-
lcance as repregentative of an abétract idea. Whatvthis
ldea may have been can perhaps:-best be found in examining
her association with the figures involved in the main scene.

Considering the social and politleal atmosphere of
Florence during the reign of Piero de' Medici (1492-1494),

it seems probable that this picture represents more than




simply the recreation of a famous work by Apelles as des-
cribed by Lucian and Leon Battista Alberti.®8 More likely
it is expressive of an actual situvation wherein some per-
son was the victim of calumny. Altrocchi mentions a poen

entltled The Iriumph of Calumny which was written by Ber-

nardo Rucellal after he had been dismissed as advisor to
Plero de' Medicl. From reports of Piero's whims and his
inability to Judge his friends and sdvisors wisely it ap-
pears that a number of people who had held high positions
during Lorenzo's rule fell from favor during Piero‘s.69

. Vasari mentions this work as "a painting on panel of
the 'Calumny of Apelles', wherein éandro has divinely imi-
tated the conceit of that ancient painter; and he made a
gift of it to Antonio Segni, hls very good friend."70 Con-
sidering that this work was not a commission 1t ma& be
looked upon as a comment on a personal situation. There
is a legend, repeated by Altrocchi,71 which claims that
the face of Midas 1s that of Piero de' Medici and that Bot-
ticelll had asked his friend not to show the pleture until
after the artist's death. Often this type of tale has some
basls in fact or at least reflects the possibility that
Botticellil may have lost his repected position in the Me-
diei household during Piero's reign. Then too, the paint-
ing may simply imply 2 more general criticism of a leader
guilty of listening to and acting upon slanderous informa-
tion.

How does all of this apply to the filgure of Judith?
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First one might examine her relationship to the other de-
corative figures., Of the niche statues Horne identifies

by name and with certainty only three; Judith, St. George,
on the central pier, and David to hls right. These are,

of course, the three most dominant figures., They have in
common their having vanquished dangerous enemies, and Da-
vid and Judith, at least, had been assoclated with the des-
truction of enemies of the Republic. Bul perhaps the fig-
ure of Judith, which is more abstractly realized than usu-
al could also represent Justice and therein foretell the
impending vindication of "Innocence™.T2 The fact that she
1s placed behind the falsé or misguided Judge helps to sup-
port this interpretation as does the fact that the head
and sword accompany her as attributes rather than as dls-
played symbols of vietory. In this they recall the head

and sword held by "Justice" in the Good Govermnment fresco

by Lorenzetti (fig: 3).

The knowledge that Judith was assoclated with the
Medici lends an element of irony which heightens the ef-
fect of the picture. It rather suggests Actaeon's being
torn to pieces by his own dogs. There will be reason to
mention this irony of association again below; first, how-

ever, a few words about The Tragedy of Lucretia (fig. 16).

This work 1is dated on stylistic grounds slightly la-
ter than the Calumy of Apelles.'- Judith appears here on-
1y in the narrative panel above the left hand portal. On

the right side of the relief she is seen returning to Be-
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thulia with her maid and on the left placing the head of
Holofernes in a bag. The figures and conception of this
relief are too similar to the onesg jJjust discussed to re-
quire comment here, Once again Judith's relationship to
the main narrative 1ls of primary importance.

Horne, in digscussing this work, merely remarks that
Botticelli never seems to tire of the Judith motif‘.74 Cer-
tainly on the grounds of what}has already been said it
is obvious that Judith's appearance here ig more.than de-
corative. Petrarch's linking of the two heroines has been
established, as has Judith's later comnection with Floren-
tine republican freedom. Though later Renalssance and
Béroque artists were to palr Lucretia and Judith this may
be the earliest graphic example of a combination of thelr
gtories.,

It seems likely that this picture was prompted by a
political situation in Florence., In 1494 there were both
internal and external threats to the Republic. Lorenzo's
son Pilero had proven himself less talented than hils father
at beguiling the populace into believing that he was any=-
thing but sole ruler of the city. As the people lost thelr
respect for the head of the Mediel family the power he
possessed Began to express tyranny and a threat to the Iree
dom of the Republic.

The external threat of the French invasion must al-
so have affected the equilibrium of the city and been seen

as another possible blow ageinst republican freedom. On
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the basls of the assoclation of Judith and the Medicl one
might feel that her inclusion in this picture should rule
out the first interpretation, and yet the main story of
Lucretia is concerned not with defending a city against
an invader, but with the putting down of an unjust king
and the subsequent establishment of a Republic.

Ferdinand Schevill pmints out that after the expul-
sion of Plero, Savonarola "on recognizing the danger to
the newly won civil freedoﬁ of an indefinitely prolonged
agitation, ...resolutely stepped into the political arena
and in a succession of flery sermons delivered in the Ca-
thedral declared in favor of the democratic prineciple as
represented by the Grand Council... . By January, 1495,
the new government was set agoling amidst extraordinafy re-
Joicings, For the time being the Popolari or democratic
party swept everything before it."72 It is not wnlikely
that Botticelli, even before 1494; was affected by the Fri-
ar's devotion to "democracy"; that he was dilsenchanted with
Piero de' Medici éeems obviéus. The artist was not alone
in his sentiments, and perhaps the person for whom the
Lucretia panel was executed wanted a reminder of the Flor-
entine dedication to freedom.

This latter supposition brings up the possibility
that the painting was done after Plero's expulsion in
1494, and in as much as it includes Judith and David,76
the same two figures which were taken from the Medlcl gar-

dens and placed before the Palazzo Pubblico in October,




1495, perhaps it may post-date that event. Then too,
Botticelli's use of these figures in this work, reflect-
ing as they do the earlier inclusion in the Calumny of
Apelles, may have suggested to the QOperal their potential
expressiveness.

The Tragedy of Lucretia and Bottlcelli's latest panel

of Judith (fig. 17) are stylistically related and must
have been painted at approximately the same time. Horne
dates the latter work ca. 1494, In it the painter has
deplected a figure which has arisen out of an older tradi=
tion, and yet one which is expressive of a whole new set
of values. Though the tent of Holofermes was seen in the

reliefs in the Calumny of Apelles and The Tragedy of Lucre-

tia it will be remembered that Judith was found before it,
placing the head in a bag. Here she is seen emerging,
suggesting that she has just completed her deadly mission.
She holds aloft not the sword, but the head, and thereby
emphagizes the immediacy of the action. This is height-
ened by the fact that Judith looks at the head of her vic-
time In the other works discussed thus far the expres-
gion of triumph and a promise for the future can be read
into the raised sword and the out-turned gaze of the her~
oilne., All of this 1s missing here, Judith seems far mere
aware of her action than of the results, or at least she
appears to be unwlilling to consider the remifications

of her deed. One feels that the killing-of Holofernes

wag for Judith not an heroic act, but & necessity, and
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that the result will not necessarily be peace or triumph.

The insecurity suggzested by Judith's inability to di-
vorce herself from the immediacy of her action 1is echoed
in the almost manneristic conception of the figure. The
attenuated torso and diminutive extremities create a dig-
cordant note signaling, as in other works, the breakdown
of the harmony found in Botticelli's paintings of the 1480's.
Following the trend of the Judith-Medici assoclation one
might put forward the theory that Botticelli, having -
painted this after the exile of Plero, was expressing some
doubts, if not about the justice of the deposition, at
least about the results of such an action.

# % %

At the beginning of this chapter 1t was stated that
an assumption that during the Renaissance Judith was looked
upon as a tyrannicide could not be made on the grounds of
an event which dated from 1495. Thls was not to be under-
stood as a denial that such an interpretation was possible
earlier, but rather as a Starting point for an investiga-
tion into the sources of that interpretation. Throughout
the course of the chapter possible political implications
were polnted out while at the same time mention was made
of a continuing medieval tradition in composition ag well
28 in allegorical interpretation.

In only one instance did the discussion lead to an
appraisal of other than a Florentine work of art, and in

that cage 1t was due to the work's dependence on a Floren-
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tine prototype. As this chapter is restricted primarily
to an investigation of politlcal implications relegated
to Judith in Florence, her appearances in other citles have
been ignored; 3in no other area did there seem to be the
same identification of the figure with republican freedom.

There can be found in the evidence and conjecture
put forward for inspection that the growth of a political
interpretation was rather systematic and cumulative. The
seed can be sald to have existed in 8t. Augustine, the
roots with Petrarch. The full flowered expression of Ju-
dith's potential power as a symbol of political signifi-
cance occured in October, 1495 when Donatello's statue
was placed before the Palazzo Pubblico to commemorate the
exlle of Plero de' Medici. At that time the legend EXEM~
PLUM.SAL,PUB.CIVES.POS.MCCCCXCV replaced the two mentioned
above. Janson points out that this inscription "was sure-
1y composed with reference to Plero's dedication; of which
it is a sort of ironic echo; the clves now erect a monumnet

of thelr own to the salus publica."’'

This discussion of Judith's occurance in the art of
Florence, besides revealing the political significance of
the figure, has also been helpful in introducing a number
of types of representations. It has been shown that there
wag a medieval type uniquely Italian, and that this was
adopted and adapted by Ghiberti and Donatello as well as
by painters and an engraver. With Bottlcelll one finds

a greater interest in the narrative aspects of the story.
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In a sense the conception had come full course, for in

very early medieval Bibles such as the Bible of 8t. Pauls-

Outside-the Walls or the Farfa Bible many scenes were dis-
ylayed on & large cycle page. During and after the twelfth
century, Bible illustration was reduced to historiated ini-
tials or_singlé figures, rather like pictorial notations,
at the beginnings of chapters or books. It was in this
monner that the Italian medieval Judith was developed (figs.
1 and 2). As the abstract gave way once again to a desire
for narrative and reality many old types were exhumed and
modernized.. Rotticelli's depleétions are cases in polnt.
Botticelli's latest Judith seems to have been the last
in a series of deplctions into which & political interpre-
tation could be read. With the return of the Medicl, and
even before, her popﬁlarity suffered a reversgl and she
is hardly seen again in Florence until the seventeenth cer-
tury. In‘the remaining chapter the further development
of compositional types in other areas, and some later in-

terpretations of Judith will be examined.
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CHAPTER III

A survey such as this chapter proposes to make 1s bet-
ter undertaken on the basis of geography rather than chron-
ology, for a number of representations which appear at ap-
proximately the same time are not always reliant one on
the other, but serve to express the artistic milieu in which
they were created. That there may be a sense of organiz-
ation, a rather arbltrary route from Florence to Venice has
been set up, and from Venlce again to the south so that this
investigation might end in Rome, center of culmination for
the Renalssance.

Francesco Francia (ca. 1450-1517) was the leading Bo-
lognese painter during the last years of the Bentivoglilo
reign. He painted for that family a fresco which in its day
was very famous; but its day was brief. It, along with the
palace it served to decorate, was destroyed in 1506 after
having exlisted for less than five years. Vasarl, however,
left a description of this painting:

Here the master represented the camp of Holofernes,

with numerous sentinels on foot and on horseback,

who are watching the tents. While the attentlon of

these guards 1s gilven to other parts, a woman, clothed

in the garb of a widow, 1s seen to approach the sleep-
ing Holofermes; she has seized his hair, heavy with

the demps of sleep and the heat of wine, in her left

hand, and with the right she is striking the blow that

is to destroy her enemy; close behind her there stands

an old wrinkled handmaid, in whose face there is, of
a truth, the expression of a most faithful servitude;
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she fixes her eyes intently on those of her mistress,
whom she seeks to encourage, and she bends herself
down as she holds a basket,_ in which to recelve the
head of the sleeping lover.l

That there may have been some political reference in the or-
igin of this fresco seems to be precluded by the fact that
it was done for a recognized tyrant. It is more likely that
the narrative action of the story itself was the polnt of
interest, and that, if present, extra-narrative impllica-
tions were religlious.

The circumstances surrounding the destruction of this
work are interesting, especially in light of what was found
to be the case in Florence. It was Julius II who unseated
the Bentivoglio. Bologna was a papal city which had long
since ceased to pay homage to Rome. The Pope, in an attempt
to unite and strengthen the Papal States, personally lead
an army agalnst those tyrants who would not recognize his
power. He was ultimately successful.

The route to Bologna leads through Cesena, a small
town where Franclila was working on a Qommission. The Pope
had the artist, who was originally a goldsmith, execute med-
als which were to be passed out when the Pope entered the
city. The ingsecription read: BONONIA.PER.JVLIVM.A.TYRANKO.
LIBERATA.Z The Bolognese, once liberated from their tyrant,
set about to destroy all that which had been identified with
the Bentivoglio. The palace was one of the first things to
be burned, and with it the Judith fresco.

The Bolognese do not seem to have been interested in

Judith as & symbol of tyrannicide; rather, the fresco was
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but one more of the oppressor's possessions which had to be

destroyed. The kind of ironic use to which Judith was put
in Flgpggce was only possible because in that city there
had been a long personal and political agsoclation between
the figure and the Medici. This was obviously missing in
Bologna. For the citizens of that c¢ity it was Julius, and
not Judith, who symbolized deliverance.

Though the large painted version is lost there are a
number of drawings of Judith by Francia (fig. 18).2 If the
drawings are representative of the vitality which the fres-
co possessed it must have been very exciting indeed. There
is proof that Francia's drawings of Judith were famous and
desired éven in his own day. There was supposed to have
been 2 letter from Rapheel to Francia in which the former
apologlzes for not sending a promised portrait. He goes on
to say, "...vi mendo intanto... un altro disegno, ed & quel-
lo d4i quél'Preseppe...: se in contracamblo riceverd quel-

lo della vostra istoria della Giuditta, io lo reporﬁb fra

le cose piﬁ cafe e preziose." (I send you instead another
drawing, that of the Nativity; 1f in return I should receive
that of your history of Judith I would place it among things
most dear and preeious)4 |

In the Morgan Library drawing Judith 18 seen placing
the head of Holofermes in a bag held by her maild. It has
already been shown that Botticelll deplcted the same scene

in The Galumny of Apelles and The Tragedy of Lucretis and

that his choice of this particular moment may have been
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prompted by a block print in the Malerml Eiglg. It will
be brbught out below that Mantegna, too, chose to represent
Judith directly after the decapitation of Holofernes. There
would seem to have been a number of possible prototypes for
this particular depiction, but in no other plecture does the
body of Holofernes appear in front of Judith, and surely in
no other work is he propped up on his elbows that he might
gseemingly have a better view of the action! The clean cut
of the wound and the lnexpressive faces, the flutturing  _ £
drapery and flowing hair, the crooked fingers and spread
toes, in short the decorative quallty of the drawing, des-
troy any sense of realism and thereby exclude any feeling
of horror at what could be, and was to become at the hands
of Baroque painters, a bloody scene.

The signed drawing (fig. 19) by Andrea Mantegna (1431-
1506) which is dated 1491 is the}only depiction of Judith
by that artist which is generally accepted by all Mantegna
scholars.5 Mantegna grew up and was trained in Padua, and
it was pointed out in the first chapter that the Guariento
depiction of Judith could be found in that city. It was
also stated that Guariento was influenced by Byzantine paint-
ing. In the absence of an illustration of his work one
must rely on conjecture to decide which scene from the story
of Judith this Trecento artist might have chosen to repre-
gent. That he may have relied on the Byzantine tradition
is altogether possible, and as Mantegna's drawing reflects

something of that tradition he may have based his composl-
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tion on the earlier master's.

The Byzantine Guide to Painting, a sixteenth century

verslion of which was discovered at Mt. Athos, is supposed
to have originated in the twelfth century.6 The last 01d
Testament scene is described as that of "The righteous Ju-
dith who slays Holofernes":

A lofty eity, below it many tents are visible within
which soldiers are asleep. In the midst 1s one tent
decorated with ornaments of gold, Within it is a gold-
en bed, on which liegs Holofermes, beheaded, his body
enveloped in a gold embroldered guilt. Judith, clad
in sumptuous apparel, stands before him bearing in one
hand a bloody sword, while with the other she places
the head of Holofernes in a wallet which her servant
holds for her. The same city 1s seen again further on.
Men upon its walls hold banners and carry the head of
Holofernes on the end of a_pike. Outside the town the
Jews pursue their enemies,(

It can plainly e seen that the central event, Judith plac-
ing the head of Holofernes in a "wallet", is the one used
by Botticelll, Francia and Manteéna, ané the whole scene ap=-

pears in the Cologne Bible and agalin, slightly reduced, 1in
8

the Malermil Bible. Under the circumstances it is diffi-

cult to ascertain on which source exactly later depictions
depend, but it seems quite evident that Mantegna's is but
a more intimate version of the Byzantine varlety.

The Dublin Judith,9 a grisaille with touches of color,
shows the heroine before Holofermes' tent; here again she
is placing the head in a wallet. Ellen Duncan points out
that the linen used for this work is cut from the same bolt

as that used by Mantegna for his pictures of The Judgément

of Solomon (Louvre) and Samson and Delilah (Nat. Gal., Lon-

don) and she conjectures that the three works were part of
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a series which was "intended to illustrate the deeds or mis-
deeds of women."10 \Such an interpretation seems loglcal,
and there is no reasoh to believe that there was any polit-
ical significance to be found in these pictures of Judith.

The drawing now in the National Gallery, Washington
(fig. 21) woﬁld seem 1o have been the source for an engrav-
ing by Mocetto (fig. 20),11 but Erika Tietze-Conrat thinks
that both drawing and engraving are based on a lost origi-

2

nal by Mantegna. The fresco which is in the Funerary Chap-
el of Andrea Mantegna, S. Andrea, Mantua (fig. 22a) is dated
1497 by Kristeller,l? but Tietze-Conrat dates it ca. 1516,

14 At any rate, it is based on that

after Mantegna's death.
artist's style and composition. The accompanying Iresco
(fig. 22b), showing the displaying of the head after Judith's
return to Bethulia, is quite novel in the sixteenth century
in Italy, but has some tradition in Northern Europe.l5
Judith's heroic gquality, and the fact that she could
eagily be adgpted to the classical treatment which Manteg-
na preferred may account in part for her appeal to him.
That she was popular with the general public is attested
to by the fact that Mantegna's versions were engraved 1in or-
der that they might reach a wider audience. Undoubtedly in
2 humanistic soclety there was a great deal of interest in
the heroic deeds of Judith exclusive of any religious or
political overtones.
Ludwig Justl suggests that the fondness for porirayal

of antique‘subjects came late to Venice, and had not really
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reached there by the late years of the Quattrocento. It
was this fact that cauged Giorglone to paint a Judith (fig.
23) ih ca. 1497 instead of a Venus or a Daphne as he was to

do 1ater.16

Justl claims the the picture was for someone's
nome and that with it the painter wanted to "delight and
coptivate" the viewer. Judith, being biblical, was an ac-
ceptable subject, and, as has been shown, she was an adapt-
able creature. Giorgione wag obviously more interested

in the serene feminine figure and in the'poetic landscape
than in the narrative action in which Judith had been in-
volved.l7 No eity is to be seen, no tents to suggest the
presence of battle. The head of Holofernes 1s found at
Judith's feet, the sword at her side; in these positions
they serve only as attributes to ldentlfy a figure who
might otherwise be, as George Richter points out, "one of
the young ladies of the Venetian aristocracy."1d

It 1s interesting to note that the Byzanﬁine Guide al-

so states that Judith may be represented mlinus narbative
trappings as a holy woman of the 01d Testament. Her des-
eription, "The Righteous Judith, who cut off the head of
Holofernes: young", can hardly be called restrictive. Cer-
tainly Giorgione'é Judith is young, and the head and sword
tell the viewer that she did indeed remove the head of Holo~-
fernes.

In the same tradition is the engraved Judith (fig. 24)
of Jacopo de' Barbari (1450 - cz.1515), again a full length

figure dressed in rather classical garb, holding the head
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and sword which identify her as Judith. This figure's ex-
pression has bheen called RBwistful"; perhaps simpering would
e a better word. A 1ook\at other figures by de' Barbari
will reveal that the face, along with the tilt of the head,
are typical of that engraver's work.

Acceptability and popularity seem to have prompted the
choosing of Judith as a subject. If an engraver who ls
famous for hils female figures engraves the figure of an
already popular female his print would seem to be assured
of success. It is obvious that for the engraver as for
Giorgione the fact that the figure could be identified as
Judith was secondary. Of prime interest was the creation
of a lyric type of figure and, in Giorglone'’s case, placing
that figure in a landscape. Nevertheless, the rellglous
and typological significance which was emphasized 1in connec-
tion W1th medieval depictions of Judith must have been as-
sociated, by powér of long tradition, with later works such
as these.

Venice also saw the development of the Judith portrait.
Religious significance and narrative action having become
less important, it seems a loglcal progression in a humanis-
tic society that a real person should take over the role of
the heroine. Three nearly contemporary Venetian painters
did Judith portraits, all of which can be dated in the 1520's
and 1530's.

Vincenzo Catena (1480-1531) was a pupil of Bellinl, and

a friend of Glorgione. His Judith (fig. 26) according to
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Robertson,19 is a late work. The compositional format will
be familiar to anyone acquainted with early Clnquecento Ven-
etian portraiture. The parapet and the window opening to
a landscape are typilcal. Typlcally Venetlan in other ways
is the portrait (fig. 27) by Palma Vecchio (1480-1528). The
amplitude of the figure and the textural richness of the
garments are expressive of a soclety fond of sensual pleas-
ures, |

The Judiths of Palma and Catena are both accompanied
by a sword and the head of Holofernes. Only the latter,
the head, is found in a painting (fig. 25) by Sebastiano
del Piombo (1485-1547), As there is a tradition of Salome
portraitszo there might seem to be some confusion in lden-
tifying this figure. In fact Wilhem Rode, after having
called the figure Judith, describes her as laying her hands
on "das Haupt des Johammes".2l Ag the portrait retains the
name Judith in Luitpold Duésler's monograph on Sebastiano,
there must have been some agreement reached.22

The most obvious reason for a woman's wanting to be
depicted as the biblical Judith would of course be that
she was her namesake. Then t00, a widow might feel that
the association was appropriate. Whatever the reason, such
portrailts of ladies conceived in the guiée of histbricél
characters were extremely popular in Venice in the early
decades of the sixteenth century.

k-4 * %

Having thus briefly examined the North Italian ex-
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amples there remain but three other works to be discussed;
of these, two are Sienese and the last i1s the Judith painted
by Michelangelo on the Sistine Ceiling.

The Judith (fig. 28b) painted by Sodoma (1A477-1549)
is dated by Emil Jacobson ca. 1504.23 This Judith, like
that of Giorgione, stands in a landscape which incorpor-
ates nelther the camp of Holofernes nor the city of Bethu-
lia, but which seems rather to exist for its own sake. The
figure, expressing no emotion, carries the attributes which
identify her, but it is obvious that the diminutive sword
would be lngufficient for removing the head of Holofernes
in two strokes as the story specifies. The pose of the fig-
ure seems to suggest a Florentine prototype; especlally for
the manner in which Judith carries the head in her left
hand. The emotional expressiveness which would have been
found in a Florentine work, ﬁowever, is missing here.

Jacobson suggests an allegorical interpretation for
this Judith which would depend on her association with fig-
ures of Lucretia (fig. 28e¢) and Coritas (fig. 28a). The
three could repfesent the "Theological" virtues of Faith,
Hope and Charity. Lucretié, by virtue-of her fidelity to
her husband, would représent Faith; Judith, because she de-
livered her people from a desperate situation, is seen as
Hope; the "Garitas" figure, quite obviously, is Gharity.24
In 1light o% the prevalent fondness for allegory in the la-
ter Renalssance and the seeming correspondence in the treat-

ment of these three subjects, such an interpretation seems
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very possible. It is, in any event, one more to add to an
already extensive list.

The Judith (fig. 29) of Domenico Beccafumi (1486-1551)
ig not quite so easy to interpret, for very little informa-
tion is available on this work. It is possible to see in
the figure the influence of Mlchelangelo; the landscape is
similar to.those found in Sienese paintings,‘e.g. Sodoma's
Judith. The former would suggest a date for this plcture
after the artist's Roman sojourn (1510-1512). The Manner-
ist quality g0 obvious in the elongation of the figure,
the exposed breasts and the smallness of the head of Holo-
fernes might suggest a date later in Beccafumi's career,
perhaps even after 1530, This Judith 1s mentioned here not
g0 nuch as an exanple of yet anéﬁher interpretation (though
the flgure is so generalized that more than one is possi-
ble), but to show that the figure of Judith retained some
of its popularity in Mannerist painting.

In discussing the treatment of Judith thus far there
has been cause to mention some of the most famous artists
of the Renaigsance. It seems formally appropriate to close
this survey with an examination of the Judith painted by
perhaps the greatest Renalssance artist. Michelangelo's
Sistine Ceiling (1508-1512) has been examined and interpreted
and discussed so extensively that simply a synopsis of the
literature would fill volumes. There seems to be general
agreement, however, that the four corner spandrels, of which

a scene from the story of Judith is one (fig. 30), represent
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"four miraculous salvations of the chosen people® .25 Since
ihe interpretation, in a broad sense, seems to offer no prob-
lem, this discussion will deal mainly with the composition.

The moment which Michelangelo chose to present is the
game one used before him by Bottlcelli, Mantegna and Francia,
but his treatment of it is different than that of'anyrof
these masters. It is interesting to note that the head of
Holofernes is not being placed in a bag, but rests on the
head of the maid and is being covered by Judith. Botti-
celll was the first to adopt the idea of having the head
born aloft by the mald, but when that artlist painted the

scene outside the tent (e.g. in The Tragedy of Lucretia) he

showed Judith inserting the head in a sack while the accom-
panying "Return to Bethulia" scene showed the maid carrying
Holofernes' head on her head. Michelangelo secems to be
showing Botticelli how he might rid hls work of thls am-
biguity.

De Tolnay states that the rear view of Judith is "an
anti-~heroic interpretation".26 He feels that Michelangelo
wished to show that Judith's actions wére fated and that
she had no control over them. This reading is possible,
but the author does nothing to support it by claiming that
fJudith, horrified, casts a furtive glance at the mutilated
Eody of Holofermes as 1f to see the last tremblings of her
vietim.,"27

Edgar Wind asserts that Michelangelo drew upon the

Malerml Bible for his composition. It would seem unlike-
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ly that the wood Dblock print from that Bible was the direct
source; it might, however, have been an influence indirect-
1y through Botticelli. Undoubtedly Michelangelo came into
contact with that artist's work. The composition of the

Malermi Bible print has been shown to rely on a Byzantine

ﬁradition, the same which gave rise to a number of North
Italian versions. A comparison of Michelangelo's Judith
and the drawing by Mantegna (fig. 19) will reveal certain
similarities. Both figures have their backs to the viewer--
and there is nothing unheroic in Mantegna's Judith-- both
have a band of drapery falling diagonally frém Shoulder to
waist, and both have squared off necklines, It is not im-
possible that Michelangelo might have known this drawing or
a lost painting which was derived from it or perheps a2 simi-
lar drawing. Xristeller states that there was a Judith by
Mantegna listed in the inventory of Lorenzo de' Medicl in
1492,29

Michelangelo's Silstine Celling exlsts as one of the
great symbols of the High Renalssance, yet 1ts cyclical
composition is based on a medieval, even an early Christian
tradition. The Sistine Judith, in representing "salvation",
echoes the Judith which appears in the seventh century
cycle of St. Pauls-Outside-the-Walls. Throughout this paper,
which 1g concerned mainly with the Renalssance, an attémpt
has been made to show that medieval tradition was malintained
even though new-- sometimes secular, sometimes religlioug—-

interpretations appeared. HMichelangelo's deplction of Ju-
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dlth embodies both the o0ld and the new and in so doing
stands as a powerful example of continuity-in-change, as

well as a fitting culmination for this discussion.




Notes

Giorgio Vasari, Lives of Seventy Painters, Sculptors
and Architects (1917), Vol. 1L, p. 308.

George Williamson, Francesco Ralbolini, called Francisa
(1901), p. 4. .

There are other versions of this drawing; one in the
Louvre, on vellum, as well as another copy also in
that museum. The Albertina has a red chalk copy.

Garlo Cesare Malvasia, Felsina Pittrice Vite de' Pit-
tore Bolognesi (1841), p. -47. This author seems %o
be the only one to mentlon this letter that is dated
Sept. 5, 1508.

E., Tietze-Conrat sccepts the Widener and Dublin Nat. Gal.
paintings and dismisses the Kress drawling and the
g8, Andrea fresco. Kristeller accepts the Dublin work
and the fresco, but doubts the Widener Judlth. Schwabe
("Mantegna and his Imitators", The Burlington Maga-
zine (1918) ) says Dublin "may be", but is secondary,
as is the Widener. : .

A. N. Didron, Christian Iconography (1886), p. 180.
Ibid., p. 288. |
Seé above, p. 53.

For an illustration see E. Tietze-Conrat, Mantegna (1955),
- Illus. 123. o A

"The National Gallery of Ireland", The Burlington Mag-
azine (1906-1907), p. T -

Hind, op. eit., p. 164. The author suggests Mocetto's
‘dependence on thils drawing.

op. cit., p. 208.
Paul Kristeller, Mantegna (1902), p. 348.
op. cit., p. 188. | .

Fdr this information I depend on suggestions
mitted werbally by Dr. ¥W. Stechow.

Glorgione (1926), p. 29.
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17. This picture has been cut down; originally the land-
scape extended five inches on either 8ide. BSee
george Richter, Glorgio da Castelfranco (1937), p.

5.

180 Ibidg, p. 810

19. Giles Robertson, Vincenzo Catena (1954), p. 29.

20. Sebastiano himself did a Salome which is dated 1510;
see Lultpold Dussler, Sebastliano del Fiombo (19425
Illus. 2.

21 "Ein Paar Neuvaufgefundene Gem#lde des Sebastiano del
Piombo", Jahrbuch der Koniglich Preuszischen Kungte—
sammlungen (191&7, p. 6. v

22, op. cit., p. 128,

23. Sodoma und dasg Cinguecento in Siena (1910), ». 29
24, Ibid., p. 31.
25, Charles de Tolnay, The Sistine Ceiling (1945), p. 93.

26; Ibid., po 950
27. Ibid.

28, "Maccabean Histories in the Sistine Geillng , Italian
- Studies (1960), p. 327,

29. op. cit., p. 468,
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Displays the Head to the Bethulians , after Mantegna
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