Apocryphal books contain stories and characters which have influenced countless artists, writers, musicians, Christian theologians, and travelers. Even the explorer Christopher Columbus was strengthened in his belief in the possibility of a successful voyage by a passage from R Esdras (Metzger 232). Images of the characters or themes from the Old Testament Apocrypha appear in artwork from early Christian times to the present, though their significance and the traditional meanings associated with their appearance in art have changed dramatically.

At one time these stories were popular and the iconography associated with them immediately discernable. Today, however, Apocryphal stories such as Judith, Susanna and the Elders, or the Book of Tobit are certainly not universally recognized. The relative infrequency with which these images appear today may actually make them more potent conveyers of content in social and religious contexts than the more traditional religious symbols. This is due, in part, to the wealth of associations possible in these biblical texts, since the images themselves have a history, having been employed by many different artists in a variety of contexts and to vastly different ends.

The purpose of this paper is to cite some examples of the use of images from the Apocrypha in the history of art and to examine how they were used by the artists. Also addressed are some of the symbolism or iconography connected with characters from these stories, their intrigue for the artists who incorporated them into their work, and the possibility for these stories to be used as a source of imagery for art today. Based upon the exciting potential inherent in these images, the Apocrypha represents a rich storehouse for students of painting and art history. 

The "Apocrypha" refers to literature which deals with revelatory or biblical themes or God's dealings with man, but which is not recognized as authentically inspired by God. There is literature of this sort connected with both the Old and the New Testaments, but the Old Testament Apocrypha was by far the most influential and the most widely read and translated. There are three stories from the Old Testament Apocrypha which occur in the arts much more frequently than any others: Susanna and the Elders, Judith, and scenes from the Book of Tobit (Metzger 223). Susanna and the Elders is variously connected with the Book of Daniel while Judith and the Book of Tobit stand as separate books. 

The following brief summaries of the three stories are sufficient to give only the barest account of the actions of the main characters. However, the summaries are necessary here because the principal figures are referred to frequently below. 

Judith 

Judith is a righteous widow who lives in the Jewish town of Bethulia. The town is attacked by enemy forces under the leadership of a general named Holofernes. Judith and her maidservant leave Bethulia with the city elders' blessing to carry out a plan she has formulated against Holofernes. She enters the Assyrian camp and asks to speak to their commander. Judith's beauty persuades Holofernes, and her carefully chosen words concerning her insight into God's anger at the disobedient city convince him she will be an asset in his attack on Bethulia and, ultimately, all of Palestine. Judith stays in the enemy camp four days, though each night she leaves the camp to pray in the valley. She explains to Holofernes that God will reveal to her in prayer the exact time the people in the besieged city sin, thus making them vulnerable to his attack.

On the fourth night the enraptured Holofernes holds a banquet to which he invites Judith. She accepts readily, adorns herself and brings along to the banquet a sack of her own kosher food. After drinking too much wine, Holofernes dismisses all of his servants and guards so he may be alone in his tent with Judith who is reclining at his table. While the general is overcome by his wine, Judith takes advantage of the opportunity afforded by God, cuts off Holoferne's head with his own sword and hides the head in her food sack. Judith leaves the camp for the valley with her maidservant and the sack as she has done the previous nights. Judith takes the head of Holofernes back to Bethulia. The Jewish army rallies, attacks and overcomes the superior enemy army which is now in a state of confusion at the murder of their commander. A great victory is won due to Judith's bravery and cunning. 

The Book of Tobit

Tobit is a pious, devout Jew who has, with his family, been taken captive to Ninevah. Through a series of misfortunes Tobit loses his property, his position and even his eyesight. Feeling he is nearing fife's end, he decides to send his son, Tobias, to a distant city where, in a more prosperous time, he had left money in the care of a friend. He instructs Tobias to collect the money and come home.

A traveling companion is hired to accompany the young Tobias on his way. Unknown to Tobit and his family, the companion turns out to be the angel Raphael disguised as a man named Azarias. Tobias and the angel set out on their journey, and Tobias' dog accompanies them.

While they stop at a stream along the way, a large fish attacks Tobias who then catches it and hauls it to the riverbank. The angel instructs Tobias to take the fish's heart and liver and gall. The hired companion proves very knowledgeable and explains that smoke made from burning the liver and heart of the fish win drive away evil spirits. Moreover, the gall is useful for healing blindness.

As they near the city of Ecbatana, Raphael tells Tobias he is about to marry a young woman (introduced to the reader earlier in the story). Sarah, a young kinswoman to Tobias, is in a sad state of affairs because the demon Asmodeus, who desires her, has successively strangled each of Sarah's seven husbands on their wedding night before the marriages could be consummated. This makes Tobias uneasy, but the angel assures him that smoke made from burning the heart and liver of the fish will drive the evil demon far away.

In the course of the narrative things turn out just as the angel Raphael had indicated. Tobias marries Sarah, drives away the demon, inherits half of her father's wealth, secures Tobit's money from the distant city and journeys home. 

Tobias is sorely missed by Tobit and his wife, Anna, who are distressed because of Tobias' unusually long absence. There is a touching reunion when Tobias does return. Tobias applies gall from the fish to his father's eyes who then receives his sight. When Tobit attempts to pay Azarias, Raphael reveals to all of them his angelic nature, exhorts them to righteous living and ascends into heaven before their eyes.

Susanna and the Elders

Babylon at the time of Daniel is the setting for this story and Susanna is the beautiful wife of a prominent Jew in the city. She is faithful to her husband and of a righteous character. One hot afternoon Susanna decides to bathe in the pool inside a walled garden on her husband's large estate. She has her maids close the doors to the garden and sends them to get her toiletries. 

This estate is the meeting place for Jewish leaders and magistrates who hold court there daily until noon. Two important elders who frequent the estate are obsessed with Susanna's beauty. Each secretly harbors lustful thoughts in his heart and they both decide (independently of one another) to sneak back to the garden to get a glimpse of Susanna after all the other officials have gone home. Catching one another in the same deceptive act, they conspire together to force Susanna to he with them.

On the particular afternoon that Susanna decides to bathe, the two wicked elders are hiding in the garden. As soon as the maids close the garden doors to fetch her things, the elders rush upon Susanna and threaten to testify that they caught her committing adultery with a young man if she will not consent to have sex with them both.

Susanna does not give in to them but calls for help. Immediately, the two elders also begin calling for help and open the garden door. They explain to the horrified servants that they caught Susanna with a young man who fled when they tried to detain him. The next day Susanna is summoned to the court, and the elders tell their fabricated story. Though Susanna is known to be of flawless character, no one can doubt the testimony of the two honorable elders, and Susanna is sentenced to death. Susanna prays to God for deliverance.

Daniel enters the scene and obtains permission to cross-examine the, two elders in defense of Susanna. Having one of the wicked elders removed from the court, Daniel asks the first elder under what kind of tree the adulterous act was committed. Upon asking the same question of the second elder it is discovered that their testimonies do not agree. Susanna is acquitted and the two wicked elders are put to death instead. Daniel is recognized as a wise and godly man.

Some Historical Examples of Popular Use of Images from the Apocrypha

Images from the Apocrypha are certainly not absent from historical works of art. As a matter of fact, familiarity with stories in the Apocrypha can give the viewer greater insight into the purpose of many works of art and the intentions of the artists who made them.

In the early fourth century, imagery of Susanna and the Elders shared space with the image of Daniel in the Den of Lions. The triumph of right over wrong and God's intervention on behalf of the accused are central to both stories. An ivory relief in the Museo Civico Cristiano, Brescia, shows a symmetrical arrangement of Susanna and the two elders stepping toward her from behind two trees on either side of her. Susanna is in the Orans position, hands raised in prayer. Next to this is the scene of Daniel's judgment in favor of Susanna. Last, on the right end of the relief, is Daniel in the Orans position between two lions. The comparison between the two stories is clear (Heimann 206-8).

These images may have further significance as symbols for Christ's intervention on behalf of the righteous, stepping in for judgment in favor of the accused and then facing the penalty of sin Himself. The fact that some early Greek copies of Daniel began with the story of Susanna may account for the sequence on the ivory relief as well as the symmetrical treatment of their circumstances (Metzger 99).

Susanna and the Elders (along with Daniel in the Den of Lions and the Three Hebrews in the Fiery Furnace) was a popular motif in early Christian sarcophagi because Susanna symbolized the soul of the righteous delivered from perils and false accusations ("Susanna and the Elders" 534). Among the illustrations of the Old Testament themes in the Roman catacombs from the second century is one illustration of Susanna ("Frescoes and Murals" 438). It was a stylistic convention for the painters who decorated walls in the Roman catacombs to employ symmetry in their designs. Susanna and the elders are shown symmetrically in fresco on a lunette or arch of the catacomb of S. Pietro and Marcellino in Rome. Here again is Susanna, hands upraised and standing in an attitude of prayer while the two elders approach from behind a bush or tree representing the garden. Heimann shows how dearly Susanna's image is identified with the righteous by citing an early Christian prayer: [Susanna] raises both arm s to heaven imploringly. . . calling upon the Lord to witness her innocence ... This too links in with a prayer for deliverance: "Deliver, 0 Lord, the soul of thy servant as Thou hast delivered Susanna from the false accusations." (Heimann 233) 

The occurrence of the story of Susanna in early Christian art tempts one to speculate about what the writers of the gospels may have thought of this story and its bearing on the trial of Jesus. Scholars believe Susanna and the Elders may have been written during the second or first century B.C. (Metzger 108). It becomes more poignant to consider that the members of the Sanhedrin, as well as the false witnesses who testified against Jesus, may have been familiar with this story of righteous judgment on behalf of one falsely accused.

The entire story of Susanna and the Elders is shown in a small, carved Carolingian crystal (the Crystal of Lothar from the ninth century. The scenes are presented in sequence clockwise around the outside part of the circular crystal. The image at center seems to be the judgment made by Daniel, perhaps indicating Good Judgment as the main theme or reason for the work ("Apocrypha" 184).

One should not be surprised to find the stories of the Apocrypha illustrated or illuminated manuscripts in the same fashion as the canonical books of the Bible. One of the earliest manuscript illustrations of the entire account of Judith is found in a continuous narrative cycle in the ninth century Bible of Charles the Bald (Garrard 282-3). An inventive example of early twelfth century illumination found in a Bible from Citeaux, Eastern France (ms. 14, fol. 158, Bibliotheque Minicipale, Dijon), features Judith Decapitating Holofernes in a historiated initial "A." The "A" is the first letter of the entire book of Judith and is fashioned to represent the tent inside of which Judith severs the head of her enemy. Continuous narrative treatment of the subject ceased (with only a few exceptions) after the Middle Ages in favor of concentrating on the climactic event of the beheading of Holofernes or the bagging of the head (Garrard 282-3). A similar narrowing of interest occurred i n representations of Susanna and the Elders so that the rest of the story is disregarded in favor of the dramatic event in the garden. 

Particularly interesting is the extent to which characters or ideas from the Apocrypha have made their mark on Western culture and thinking. This is no doubt largely due to the stories' association with canonical scripture. Held indicates the Book of Tobit had been associated with the Bible since early Christian times: 

[The Book of Tobit] had been included in the Vulgate [4th century] and in 1546 was accepted by the Catholic Church as part of the canon of the Bible. Newly translated from the Greek, it formed also part of the Dutch Bible as established at the Synod of Dorddrecht of .1618, though in a preface the reader was properly warned of its untrustworthy nature. It also formed part of Luther's Bible but was not included in the King James Version. (Held 7)

The high place given to this literature made references to it very common. Currently, however, images of characters from the apocryphal stories are not readily recognized. Images which were at one time meaningful to the viewer are now more difficult to decipher iconographically (as will be considered in greater detail below). For example, few today would discern the meaning behind Raphael's The Virgin with the Fish at the Prado in Madrid. A kneeling boy (Tobias) holds a fish as he is presented to the Madonna by an angel. "Tobias and the angel ... was a favorite subject in early Renaissance Italy. Merchants sometimes had their sons painted as Tobias accompanied by a guardian angel if they went away on business" ("Tobit" 1186). An example of this type could be Tobias and the Angel Raphael by Pollaiuolo (Turin Museum). The young man is shown dressed in travelling clothes contemporary to the painter. Tobias carries a fish in his left hand and holds the arm of the angel wi th his right hand. This angel is shown with wings and a halo. A small dog accompanies them. Behind the figures a landscape (probably an actual landscape) fades into the distance.

The stories continued in popularity through the Baroque era. "Rembrandt, for instance, painted, drew and etched subjects from the Book of Tobit at least fifty times" (Bader 7-8). Several of Rembrandt's other works are devoted to Susanna and the Elders (at least two paintings) and to Judith slaying Holofernes. That contemporary women of fame and power consciously identified themselves with figures from history like Judith can be seen in the fact that "the author of the queen's coronation ceremonies compared Marie [de' Medici] to Judith, suggesting that she would protect her people as the biblical heroine had delivered the Israelites from tyranny, an analogy that had earlier been applied to [Queen] Elizabeth" (Garrard 157). 

An illumination dating from 1751 and reproduced in the Encyclopedia Judaica ("Ketubbah" 930) indicates the lasting influence that the Book of Judith had on Jewish society. Judith decapitating Holofernes appears on this marriage contract (along with Esther and Deborah) as a woman of valor. Even more than Judith, the Book of Tobit, owing to the pious nature of the marriage of Tobias to Sarah, has influenced Christian wedding ceremonies in Western Europe and in the United States. Tobias and Sarah are mentioned in marriage blessings and prayers, held up as a "'model pair" in certain orders of matrimony, and the story is even made the basis for the wedding sermon in ceremonies of the Old Order Amish (Metzger 40-1).

Images from the Apocrypha and Their Various Connotations

One of the more exciting aspects of art history is to see how images mean different things to people belonging to different times. This certainly is true of the characters and images taken from the Book of Judith and Susanna and the Elders. The meaning or connotations carried by the story of Susanna, for example, changed with time and within the context of the varying frame of mind of the audience, the patrons, and even the artist. The illustration of her story during the Middle Ages was usually in the context of an example of justice (as is indicated by the central position of the Good Judgment of Daniel in the Crystal of Lothar mentioned above). The emphasis shifted to a different aspect of the story, as Garrard indicates: 

Despite the survival of a suitably theologized moral identity ... the growing popularity of the Susanna theme in the Cinquecento and Seicento art appears to have been due chiefly to the sensual and purely secular appeal that the image of a nude female in a garden held for the growing class of private patrons who commissioned easel paintings in the Renaissance. (Garrard 188)

The variations in treatment of Susanna are astounding. The Susanna theme taken up in the Renaissance was frequently modified by some artists so that a correlation could be drawn between Susanna and the Virgin Mary. The enclosed garden (frequently a symbol of Mary's purity and virginity), the roses, the woman's "elevated beauty" and even the pool of water for cleansing could all be taken symbolically for the Virgin (Garrard 187). In contrast to the Virgin type, other artists have represented Susanna more as a seductress or Venus at bath. Garrard cites a good example of an erotic interpretation of the subject in a painting by Giuseppe Cesari (Cavaliere) d' Arpino done in 1607. Susanna's advancing glance at the viewer combine with other devices employed by the artist to make the painting highly suggestive. Anibale Carracci's etching and engraving of the theme include putti (or cupids—associated with Venus) in the statuary, a turtle's long neck and head as part of the fountain s purting water near Susanna, and a lush garden. He presents her as a not-very- resistant (merely bashful) Susanna. "Few artistic themes have offered so satisfying an opportunity for legitimized voyeurism as Susanna and the Elders" (191).

A painting of Susanna and the Elders by Tintoretto in the Kunsthistorisches Museum, Vienna, illustrates this idea well. Tintoretto depicts Susanna as a bathing Venus. Clothes laid aside, she sits, one leg submerged in the pool, as she beholds herself in a mirror. The only things she wears are her bracelets. In the bottom left of the painting one of the elders hunches on the ground, straining to see around a hedge or wall of vines. The other elder is in the lush garden's middle distance at the far end of the extremely foreshortened hedge. Susanna is as yet unaware of their presence. Sight seems to be the emphasis; not only does the viewer participate with the elders in sizing up the young bather, but Susanna cannot help admiring herself as well.

Artemisia Gentileschi, a female artist of the early seventeenth century (whose works have gained in popularity in recent years) frequently treated subjects emphasizing heroines like Susanna. Vast differences are evident in the way Artemisia treated her female subjects and the way her contemporaries portrayed the same themes. Artemisia's painting of Susanna stands in stark contrast to others of the time in that there is no lush garden, suggestive statuary or other devices indicating erotic stimulation. Her setting is reduced to an uncomfortable stone ledge upon which Susanna strains away from her assailants. The elders whisper to each other and to her as they lean over the wall behind her. Her hands attempt to turn away their gaze as her face turns away in anguish from the two men. Whereas Tintoretto's painting emphasized the looking, Artemisia's emphasized the horrible strain of the encounter on Susanna. This Susanna and the Elders (1610) was done by a female artist who unde rstood the tensions and aggression associated with unwanted advances and harassment by men. It is clear from the testimony in the trial concerning Artemisia's own rape in 1612 that she had frequently been the object of such harassment (Garrard, Appendix).

In paintings where each symbol or gesture, glance or color may speak volumes to the informed viewer, great care is taken to sharpen the message of the work through the most minute details. Antique statuary served as prototypes for the positions or gestures of figures in many Renaissance paintings. A Crouching Venus from the third century B.C. (Louvre, Paris) known to Renaissance artists was used at least partially as a model for depictions of Susanna in several paintings. Garrard points out several instances of this figure type and how the subliminal connection is made for artist and viewer between Susanna and Venus, the goddess of love (sensuality). Thus, the message conveyed is no longer that Susanna, a pious and loyal wife, fell victim to sexual attack and false accusation, but rather that Susanna is a symbol of love and seduction and an object of sexual pleasure. Artemisia Gentileschi's version of the scene utilizes figure and gesture types from different sources with different connotations. Specifically, the face turning away and the upraised hands of Adam expelled from the Garden of Eden (Michelangelo's Sistine Chapel ceiling) are employed in Susanna's defensive gesture. Similar defensive hand gestures are found on a Roman sarcophagus. The sarcophagus was a source of imagery for many artists of the time, and particularly for Artemisia and her father, Orazio Gentileschi (Garrard 194-8). One may assume Artemisia was emphasizing the unsavory nature of this experience in contrast to other painters of the same era who clearly emphasized the more erotic interpretation. 

Judith, the heroine and instrument of God for her people's salvation from their enemies, suffered a similar decline in her reputation as a pious, chaste female. Representations of her also carry shockingly different connotations depending on the context. Judith was often portrayed as one of several virtuous women of the Old Testament. These women "were frequently celebrated in prints or engravings along with male characters of the Old Testament. Esther, Jael and Judith were popular themes in this genre of graphic art" (Garrard 145-6). Judith has been associated with both the Virgin and the Church in her victory over the devil, the enemy of God (285). A good example of the virtuous, victorious Judith is a painting by Giorgione. Judith stands, a solitary figure, her foot on the severed head of Holofernes. The scene is quiet and still, certainly meditative—there is no action whatsoever. This is a picture meant to be contemplated: the beauty and rightness of virtue ultimately triumph o ver the evil one.

Judith (like the biblical David) symbolized liberty for Florentine artists of the fifteenth century (Rossi 30). Donatello was commissioned to create a bronze Judith Slaying Holofernes first by the Medici to express the idea of "enlightenment and virtue." Following the fall of the Medici the statue was taken "as a civic emblem for the Florentine republic against her enemies" (Garrard 286). That instance shows the same work of art can be embued with different meanings depending on outside circumstances quite unrelated to the subject of the work.

Some artists accentuated the heroism of Judith in her encounter with Holofernes. In the painting Judith in the Tent of Holofernes by Horace Vernet (Louvre, Paris) Judith looks heroic. She carries the same frown and intensity of purpose in her eyes as Michelangelo's David. Holofernes, by contrast, has facial features more like that of a satyr. He lies on his back in a drunken stupor, unsuspecting, his neck well exposed. His hand dangles limply over the edge of the couch, hinting at the next horrific event. The inventive artist has given us what is nearly a "before and after" all in the same painting. Judith seems to be summoning her courage as she approaches, grasping the sword. The maid is not present in this painting, thus heightening the psychic tension between Judith and Holofernes alone in the space of the tent.

A painting from Northern Europe by Lucas Cranach the Elder, Judith with the Head of Holofernes (Kunsthistorisches Museum, Vienna) is a particularly arresting image. Like Giorgione's painting cited earlier, this has no action but is done more like a portrait. However, Cranach seems to be emphasizing a different aspect of the event. It is as though Judith is posing with the head of Holofernes as one might pose with a prize fish or buck. Judith is dressed in Renaissance era finery complete with a large and stylish hat. The sword is held upright along the left edge of the painting, and both hands help to support the head on a parapet behind which Judith sits. The eyes of Holofernes are half opened and his mouth is gaping. His eyes seem to make contact with the viewer (for sympathy?) more than the eyes of Judith, which look past the viewer into the distance. Garrard seeks to explain the depracation of Judith by male artists:

Judith was often interpreted by male artists and writers as a sinister and not altogether positive figure on account of her strength and power—and not least, because of her murder of a man. She became, for many, the strong woman who is too manly, the virago. (Garrard 149)

The tendency on the part of some male artists to portray Judith in a sinister fashion rather than as a righteous heroine was due, possibly, to their fearful response to the idea of decapitation. It may be that men could more readily identify with the darker side of Holofernes. Perhaps there was a jealousy, culturally founded, which demanded the tearing down of a woman who had victory over a man. Nickelsburg shows how the author of the original story clearly emphasizes the fact that it was a w o m an God used to deliver Israel: 

In creating a protagonist, the author has chosen a woman, who calls to mind the Israelite heroines of the past—Judith, "the Jewess". . . Judith is consistently depicted as superior to the men with whom she is associated. Uzziah and the elders; the Assyrian army and their general. . . Although some passages seem to be saying that God's power is operative through the weakest of human agents, that is, a woman ... Judith is no weakling. Her courage, her trust in God, and her wisdom—all lacking in her male counterparts-save the day for Israel. Her use of deceit and specifically of her sexuality may seem offensive and chauvinistic. For the author it is the opposite. Judith wisely chooses the weapon in her arsenal that is appropriate to her enemy's weakness. She plays his game, knowing that he will lose. In so doing she makes fools out of a whole army of men and humiliates their general. (Nickelsburg 108)

Even so, or perhaps because it is so, examples which depict Judith as evil and as a seductress abound. Rubens' Judith After the Slaying of Holofernes in the Braunschweig Museum is a scene in which Judith, bare-breasted, fixes her eyes on the viewer as though she is squaring off with her next opponent. She appears self-assured—even smug. The scene is all the more chilling owing to the dramatic lighting and the inclusion of the maid as an old hag ready to bag the head.

Decapitation seems to have been a very popular theme in art, partly for the awfulness of the idea of one's head being severed, and perhaps partly due to the extreme contrasts possible in juxtaposing an image of maximum power with an image of total weakness. Perseus and Medusa, Orpheus, the Philistines and Saul defeated, David and Goliath—each account includes decapitation which reinforces the idea of total victory. Even the story of Delilah cutting Samson's hair can be taken as symbolic of decapitation (Dijkstra 375-6). Samson became weak as any other man and fell victim to the woman. The New Testament contains another instance of decapitation: John the Baptist. Though the actual stories of Judith and Holofernes, Salome and John the Baptist bear little resemblance to each other, the mere fact that a man is decapitated by (or because of) a woman brings the two very different incidents nearly parallel for some artists.

In several paintings, the iconography of the two different stories merge or are intentionally kept ambiguous. Titian's -Salome, an early piece, includes a servant girl following close behind as Salome bears the Baptist's head on a charger (Panofsky 42-3). This painting has been mistaken as a "Judith" probably because of the presence of the maidservant. Another example of this is the work of an early 20th century artist, Gustav Klimt, an Austrian artist connected with the Symbolists and Art Nouveau. Klimt's Judith 11 (1909) is also know as a "Salome" (Novotny 345). This painting shows the increasing modern tendency (since the Renaissance) to interpret Judith as a sexual symbol as potent as Salome. An earlier painting by Klimt, Judith 1 (1901) is a very striking piece, for Judith's sensual enticement contrasts with the horror of an apparent decapitation. The viewer is faced with Judith's beautiful features and alluring, half-closed eyes. The head of Holofernes is only partly in the picture—as though brushed aside as an afterthought—in keeping with the calculating, captivating sexual power of the woman. This stunning painting is sensuously colored with bright pattern as are most of Klimt's paintings of that period.

The images of Salome and Judith were used by turn-of-the-century artists to suggest and reinforce interpretations popular among the intelligentsia of that era: women are depraved, predatory and vampire-like, seeking, in their animalistic hunger, man's blood/ seminal fluid (Dijkstra 374-80). By draining his life-blood and seminal creative power (represented symbolically as decapitation) the female was a danger to man's progress on the evolutionary ladder (217-20). The painter Carl Schwalbach's stylized version (ca. 1914) of the Judith theme shows her fully nude, one hand on the sword hilt and one hand on the severed head of her enemy. Dijkstra points out that Judith's appearance is clearly degenerate and animal-like. She is genetically deficient, having "a forehead so low that it quite obviously did not contain the slightest cavity in which to stow a brain of her own" (378). Holofernes' head, by contrast, sporting a prominently high forehead and a martyred, sorrowful expression, appears extremely intelligent.

In Klimt's Judith II (the one also known as "Salome") the female figure again is in a sea of pattern and surface decoration. Klimt's Judith, partially nude, moves toward the left side of the painting while the head of Holofernes, as in Judith, I is below and to the right. Holofernes' features may be the features of Klimt himself, a self-portrait; but the lower half of the head is obscured as though it is sinking into a can or bag (Piper 369). This painting appears more sinister than the first, perhaps because Judith's fingers, tensed and claw-like, have just discarded the head, releasing the hair and letting it fall into the receptacle. Her attention is not on the head of the victim. She seems to be sizing up another individual beyond the frame of the painting.

Using Images from the Apocrypha Today: Disadvantages and Advantages

Those who have had a Protestant upbringing may approach the Apocrypha with some suspicion. There is a tendency among some Protestants to view the Apocrypha as heretical material, as though this literature were written to draw people away from the truth and into error. This suspicion is surely a common response to anything which lies outside one's realm of experience. Actually, Martin Luther was especially appreciative of one of the books, the Book of Tobit, because of its ethical message ("Tobit" 1186). History tends to support a positive view of this extra-biblical literature. The apocryphal books of the Old Testament which have been handed down to us obviously "'were considered to be worthy of recopying for transmission to posterity" (Metzger 9). This is in contrast to other books cited in the Old Testament which did not receive the same consideration. The point here is that scholars and scribes considered them to be worth preserving and therefore worth reading.

The question of whether images from the Apocrypha are suitable for inclusion in artwork today needs to be considered in light of the unfamiliarity of the stories themselves. There might be a limit to the application of these stories in modem painting. To assume that a viewer will familiarize himself or herself with a story after seeing something about it in a painting or illustration might be asking too much. Though the books of the Apocrypha make up a part of the West's literary heritage, these books are relatively infrequently read. Few students are directed to the Apocrypha even for their benefits from a literary standpoint, though the story of Susanna has been termed "one of the best short stories in the world's literature" (Metzger 107).

If an artist's purpose in making artwork is to convey messages to the viewer, obviously the ability of the motif to communicate must be a great consideration. However, the unfamiliarity of some of these motifs may be used to advantage by the artist. The unfamiliar may have a certain intrigue because it is something "new," something relatively unique in modern painting. The possibilities of there being communication between artist and viewer may actually be increased because the images have not been depleted of their significance through constant use. Who has painted consistently from this literary source in the last 75 years? 

Christian artists may find in the Apocrypha a storehouse of useful images which have a certain iconographic history, are already seated in biblical, ethical and moral contexts, and which are able to carry powerful content. Traditional Christian images, such as Christ on the Cross, though central to faith, traditional and meaningful, may be loaded with such common use as a popular symbol that it is made insufficient as an image for a much more selective content or social comment. Where else could a modern artist find images which have so great a social and religious or moral significance, which have strong biblical connections and even stronger traditions in Western Art? The Apocrypha is a source generally untapped by artists today.

One great way of employing imagery from the Apocrypha in one's artwork is to identify oneself strongly with the characters in the stories. While this is the case with any literary source of imagery, there are some fascinating historical precedents for employing scenes from these stories as a means of self-expression --an outlet for fears, yearnings or sorrows—some more obvious than others.

Of the Apocryphal stories illustrated by Rembrandt, the Book of Tobit held the most fascination for him. It is unlikely that the large number of drawings and etchings by Rembrandt illustrating this book can be accounted for by commissions (Held 19). The scenes from the Book of Tobit were of special interest to him; he was attracted to the book's message of familial intimacy, and so illustrated its scenes. Familial ties were also emphasized a great deal in the religious circles Rembrandt may have frequented. Even the characters' practice of referring to one another as "sister" or "brother" in the narrative of the story had its counterpart in the Mennonite Baptist Sect with which Rembrandt had close contacts (20).

The Book of Tobit had a tremendous draw for Rembrandt because of the powerful father/ son relationship described in the story. Rembrandt had one surviving son from his wife, Saskia, who bore him four children. Saskia died when their son, Titus, was only a year old. Surely there was a strong identification with Tobit who was anxious for the welfare of his son, Tobias. The story of Tobit provided unique opportunities for Rembrandt to use his son as a model.

Perhaps the greatest impetus to illustrate the Book of Tobit was the blindness of Tobit. "This fascination with Tobit's affliction becomes all the more intriguing if we realize that blind people appear rather frequently in Rembrandt's work" (Held 24). Held believes it is likely that Rembrandt's father was blind or had lost his sight in later years. Features of the elder van Rijn are to be seen in a painting done by Rembrandt's first pupil, Gerard Don, and it is likely Rembrandt himself may have done the face of the old man (27). That painting is of Tobit and Anna waiting. Tobit sits at the hearth in a darkening room, leaning against the wall with his forlorn features facing away from the light of the window behind him. Sorrow is evident on his face. Anna sits busily spinning. One can sense the heaviness and silent preoccupation of mind.

It is obvious from the number of times Rembrandt treated the subject of Tobit's healing that he had a great interest in this subject. The restoration of Tobit's sight is one of the most touching parts of the entire story. The version of the Book of Tobit available to Rembrandt makes the healing seem more like a lengthy process than an instant miracle—almost a procedure. Indeed most, if not all, of Rembrandt's illustrations of this scene resemble a delicate operation on the eyes. In one small etching all the characters are present. The angel sits in the background almost relishing the scene as Tobias puts the gall from the fish into his father's eyes. Anna looks on and the dog is at their feet. Tobit, reassured at his son's homecoming, sits back in a chair with Tobias close over him. Perhaps the artist wished a similar miracle for his own father, or was expressing in these drawings his sincere feelings for his father.

Artemisia Gentileschi did a large number of figural paintings many of which involved heroines from well-known literary sources. Her Susanna and the Elders noted above is a marked example of self-expression through identification with the character in a painting, but the Susanna painting is not an isolated case. The subject of Judith and Holofernes was painted at least four times by Artemisia. It is thought by some that Artemisia vented her own frustrations and inner need to retaliate following her rape by an artist friend of her father's. Garrard believes that, of the four surviving paintings of Judith, one of the most violent renditions of the decapitation of Holofernes was done soon after the famous rape trial of 1612 (32). Apparently no punishment was ever given the rapist, even though there seemed to be ample testimony against him (Garrard, Appendix).

The two paintings by Artemisia which show the actual decapitation are closely related to one another in composition. Holofernes struggles in a helpless position beneath Judith's maidservant who has mounted the general on his bed, restraining his arms. Judith, confident and heroic, works at the neck with the sword. One of the two renditions is especially gruesome with streams of blood spurting in all directions and staining the rumpled sheets of his couch. Artemisia, one of the "Carravagisti," heightened the dramatic effects of her paintings with strong chiaroscuro—vivid, light-washed areas against the darks of shadows. This technique, the awful scene and the shock on Holofernes' face combine to achieve a chilling effect.

Artemisia's "Detroit Judith," Judith and the Maidservant with the Head of Holofernes (ca. 1625) may also have served as an opportunity for identification with the heroine. This painting shows the maid bagging the head on the floor while Judith, sword in the hand, looks and listens attentively into the darkness of the night. The profiled face of Judith is partly covered with a shadow cast by her hand, showing a very striking lighted crescent of her face against the dark background of the tent. One of the attributes of Diana (Artemis) is the crescent moon. This understated, indirect allusion to Artemis (the artist's namesake) is plausible because a previous Judith Slaying Holofernes shows Judith wearing a bracelet containing tiny figures which can be discerned as representing Artemis (Garrard 334).

Not everyone identifies with the victor in the story of Judith and Holofernes. According to Filippo Baldinucci, a seventeenth-century chronicler of Florentine painters, Cristofano Allori placed his own likeness on the visage of Holofernes. In the Hampton Court painting of Judith with the Head of Holofernes (1613) Judith is a portrait of his mistress, Mazzfirra, and Abra, Judith's maidservant, is a portrait of Mazzfirra's mother (Rossi 99). Judith appears nonchalant with a demure smile as she engages the viewer with her eyes. She clutches Holofernes' severed head in her left hand by the hair as one might carry a dead rabbit by the ears. Holofernes' brow is furrowed, eyes closed, with the mouth gaping as though pained by loss of love. The facial features of both Holofernes and Judith become more generalized in a later painting by Allori, representing less specifically his situation and more broadly Man betrayed by powerful Woman (Garrard 299).

Since the stories from the Apocrypha have built up a history of their own in the visual arts (apart from their history as non-canonical biblical literature), vast opportunities exist for the modem artist to draw upon different associations by reinterpreting some of these images. Modem reinterpretations of scenes from any of these books may point to the modem artist's interest in an artist who did a similar scene. For instance, to paint a picture now which includes a reference to Judith is to invite inquiry into the exact meaning or content of the piece. Is the artist advancing a feminist idea? Is the artist referring to good triumphing over evil? Perhaps the artist is capitalizing on the soured reputation of Judith into what is now more of a sexual symbol. A fairly modern example of this exists in a work by a German artist, Ernst Fuchs, entitled Sphinx in Judith (1965). Judith's nude body is exaggerated and somewhat contorted with an over-extended (sphinx-like?) bust. She ho lds Holofernes' head up so that his head is beside her own. In her other hand she holds a curved sword, easily recognizable as a phallic symbol, particularly because of the sword's shape and testiculate hilt. Nothing of Holofernes' body is shown and there are no surrounding props—just the lone figure holding the head and the sword. Fuchs admits being influenced by Gustav Klimt (mentioned above) in the eroticism of his drawings (Fuchs 33). In this case, the artist drew not only on the literal story, but also on the historical treatment of the story in the visual arts.

A more contemporary female artist, Bea Nettles, brought voyeurism and feminism face to face in a 1970 work entitledSusanna…Surprised. The piece is a photoemulsion on a muslin fabric containing a photo of the artist as Susanna which has been stitched into the fabric within a garden setting. This "unmistakably confrontational nude ... looks the viewer square in the eye; and instead of ... passive embarrassment ... this nude overpowers the spectator and assumes control" (Fineberg 374).

An artist who may be looking for ways to make some social comment about the treatment of women may find the story of Susanna and the Elders surprisingly current with regard to up-to-date issues. Rape and abuse are set in a story where (finally) judgment is given in favor of the victim. In this story we find conspiracy and manipulation, moral purity in the face of public disgrace contrasted with hypocrisy, moral depravity and power used for personal advantage. The draw of the story was not lost on Thomas Hart Benton who painted a Susanna in 1938 in a more modern setting, transferring "the locale of the story to mid-Western America of the present century, with the spire of a church showing in the background behind the two elders" (Metzger 229).

The Book of Tobit includes themes from nearly all aspects of life. It has already been noted how strongly familial relationships are emphasized in this book. Besides the family, themes include marriage, angelic intervention, demonic activity, blindness, prayer, faith, social service and devout obedience to religious traditions. There is even humorous irony in the narrative (observed by Rembrandt and evident in one of his pen sketches). Sarah's father digs Tobias' grave on their wedding night supposing Tobias will be found in the morning strangled by the demon Asmodeus as the last seven of Sarah's unfortunate husbands had been.

Probably the most widely applicable theme from Tobit is the guardian angel aspect of the angelic traveling companion, Raphael. Artists differ in their interpretations of this scene. Some show Raphael with wings while he traveled with Tobias (though the characters are unaware of his angelic nature until the very end of the story.) Others choose to represent the angel human in appearance. A painting by Eugene Berman (1938) "depicts a scene of two travelers, apparently of Spanish-American ancestry, trudging along a great expanse of what may be the southwestern desert" (Metzger 229). A painting like this takes on greater interest when we note the title: Tobias and the Angel. Which of the two represents the angel? Is the reference to the angel only symbolic and the one man simply very much encouraged by the other man's presence? What might the title indicate about their travels? 

Conclusion

The wealth of historical examples of imagery from the Apocrypha show that the stories were not at all obscure, but were considered particularly useful in conveying what the artists or craftsmen intended. Additionally, the images described in this paper seem to have had a wide range of possible interpretations, depending on everything from the artist and the artist's experience to the viewer and the viewer's expectations or familiarity with art history or literature. This flux in meaning makes the imagery dynamic, constantly evolving, and therefore, challenging and stimulating to "read."

Especially for the artist working with narrative themes, and even for those who depend on titles or textual support to give nonobjective work a more defined context, the Apocrypha recommends itself as a group of stories from the start connected with a literature of values and morals. While the stories themselves are meaningful and enjoyable, their use in the history of art increases their various associations and makes them multiplex images, able to communicate on several levels. Though incorporation of imagery from the Apocrypha into artwork. is not common today, it is not strictly anti-traditional. Few historical sources have so great a potential as the Apocrypha for being a storehouse of provocative and intriguing imagery.
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