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Introduction

It is the evening of Holy Saturday in the year 1260.
The infant candidates have been brought to the Pisa
Baptistery to receive the redemptive grace of the
sacrament of baptism. Before approaching the baptismal
font ,#eachs: infanEpi st anointedibyl a)deacon andiiawpriest
with the approbation, “You are anointed as an athlete of
Christ.”! The child is held so that his face is turned to
the West, the symbolic direction of Satan, and asked, “Do
you renounce the devil and his works?” His godparents

4% b you renounce the world and

reply, “I do renounce.
its pleasures?” Again, the godparents reply, “I do
renounce.” Thus, having faced and rejected Satan, the
c¢hildiiantnrnedrroufacedthetEasts?

The infant candidates are brought towards the
baptismal font in the center of the baptistery. The
bilshoptiperforms.a cGonseecrationrefithe font through an
exorcism of the water, a prayer of sanctification, and a
call for the presence of the Holy Trinity.4 The! limEamitEri's
held over the font where the bishop, a priest, and

several deacons stand. The Bishop asks the candidate,

“Do you believe in God, the Father almighty?” The

! Hugh M. Riley, Christian Initiation: A Comparative Study of the Interpretation
of the Baptismal Liturgy in the Mystagogical Writings of Cyril of Jerusalem,
John of Chrysostom, Theodore of Mopsuestia, and Ambrose of Milan, ed. Johannes

Quasten (Washington D.C.: Consortium Press, 1974) , 27.
2 Riley, 27!
SeRiEy g

4

Riley, 149-150.




sponsoers reply, 1N beliifexelifdiands thet dnfant! dsll dippediin
the water. The bishop then asks, “Do you believe in our
LordiJeisusgiChiriist andlhinl Hi s osisREdil gasmy, . ithe
godparents reply and the child is submerged. “Do you
belilevelalisofiin' the Holy Spirit?2%4 NIlbeliieve " and the
infant is dipped for the third and last time.?®

Several groups of individuals, after the baptismal
ritual is completed, linger in the baptistery to admire
the newly completed pulpit created by the artisan Nicola,
from the southern region of Apulia. The parents, holding
their newly baptized child, and the godparents circle the
hexagonal structure, gazing at the finely carved panels
depictingwthesbirthaslife, randiideath of:theirisavioz)
JesusdCheist? Surely, the representations of the
Christian history of redemption take on special meaning
for the individuals, who contemplate their own
relationship with Christ and the future life of the newly
EnidtEdatedtchilds The images reassure them of the
efficacy of the sacrament in which they have just
participated. They understand that the baptism of their
children and godchildren, and, indeed, their own baptisms
allow them to participate in Christ’s death and
resurrection. EnithelwondslofiPaulliiinrhisglicEter@tolEhec
Romans:

You have been taught that when we were baptized

in Christ Jesus we were baptized in his death;

S
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in other words, when we were baptized we went
into the tomb with him and joined him in death,
so that as Christ was raised from the . dead by
the Eather’s glory, ! we, ‘teofimight live a new
L
Niicola 'Bisano’s (Pisa BaptisterylPulpatiihaisigarnered
a . vast .amoeunt efflart historicaliattentiony The artist’s
use of “alclassiicaliistyle provides a startingioatinmsg for
any discussion of the Renaissance. However, the
identificationiof¥ehe 'Pisa Baptistery Pulpit faisEpatimai: iy
a proto-Renaissance work denies an accurate contextual
analysis. Pisano’s pulpit is a thirteenth-century Pisan
monument whose primary importance is its relationship to
the sacrament of baptism. Eloise Angiola in her essay
YWNiceldla "Piisane, fFederige.WVisconti, and the ! Classicail
Style in Pisa” provides the only comprehensive contextual
analysis of the Pisa Baptistery Pulpit. This thesis
seeks to clarify and expand her analysis. While Angiola
offers | a socio-political context!ifor the imagéry and
iconography of the' Pisa,'Baptistery Pulpit, I willipilace
the monument within its religious context. Nicola
Pisano’s Pisa Pulpit can and should be understoodias
commentary on medieval theological understandings of the
importance of baptism, as an orthodox argument supporting
the Church’s authorityl over the | administrathonNcaithe

sacraments, and as a refutation of the heretical beliefs

6
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of the followers of the medieval ecstatic theologian,

Joachim of Fiore.

Press, 1987) , 45-46.




Baptismal Imagery and Iconography in Nicola Pisano’s

Pisa Baptistery Pulpit

The images depicted on the Pisa Baptistery Pulpit
are common on other artistic monuments, as well. Scenes
like the Nativity, the Crucifixion, and the Last Judgment
occur as stock themes. The cause of this stems from the
broad theologicalpimportance of suchievents indChristian
belief. From this perspective, it would seem that the
reliefisculptures enythespulpit-haveilittle significance
beyond their broader implications in Christian theology.
Eloise Angiola, in her excellent essay on the Pisa
Baptistery :Pulpitpswritesz  P"Furthermore,; ‘thessubject
matter of the extensive decorative programs of the
baptisteries of Florence, Parma, and Pisa seems only

tenuously related to the sacrament of baptism."7

Indeed,
other scholars like Hueck and Kosegarten argue against a
specific baptismal iconography.® However, while images
like the Crucifixion, for example, achieve universal
representation in the Christian world, medieval
theological thought donated many layers of meaning to
scriptural events. A layer of meaning pertaining

specificaltlyhtedthesChristianyconceptiongoffle@igimalivisin

and the role of Baptism in cleansing sin directly

7

Eloise Angiola,, “Nicola :Pisano, [Bederigo Wiseconti,and the
Classical Style in Pisa;? The Art:Bulletiny LIS (107 b
Angioeola ;' 5.
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informed the patron Archbishop Visconti's choice of
images and more importantly, their reception by viewers

Infirelal ity 10l di's) Shellise B inigl o FRPiisia nolist pulpiiit,
the Pisa Baptistery, which allows one to read the images
initermsCotoriiginalvsinsddnd Bapuisms Thetsetting “of
sculpture is frequently a key in understanding meaning.
The iconic Statue of Liberty provides a more contemporary
examplelofthellimpertance tof locationt iintideteinitning
meaning in atworkteflart. The -Statueiof iinbeBtylis
meaning is ultimately tied to the vast immigration of
Europeans to America in the late 19" and early 20°"
centuries. While the sculpture itself presents the
viewer with iconographic symbols of freedom and liberty
that can be seen on other works of art, its deeper
meaning as symbol of hope and prosperity specifically to
destitute immigrants is achieved through its location in
New York harbor, the primary port of entrance for new
Americans. In the same way, the specific and supremely
important functions of the medieval baptistery inform the
viewer’s understanding of the significance of each relief
panel. Thus, 'the ~occurrence ofiisimilar seriesfeoffiimages
in non-baptistery settings does not deny the images
specific meaning tied directly to the sacrament of
Chedstiantinitigtidon:

Before any discussion of the panels themselves can

begin, the role of the medieval baptistery must be

elaborated. Interestingly, the resurgence of baptistery



building and decoration in the late medieval period
occurred at a time when the liturgy of baptism was
becoming more and more simplified.’ Large adult baptismal
ceremonies were becoming extremely rare and infant

baptism ceremonies were less elaborate.®

Inpaddition,
the funetionief | therbapt istery fin i helfuinrrgienad viea s wa's
extremely limited as baptism was only performed on Holy
Saturday amndiithe) Evellof (jPentecosity witthiotfhle rtaioesise bl
periods of usage on the feasts of John the Baptist and

John the Evangelist.?!!

However, the baptistery had great
civic importance in medieval Italy. As only fhe bishop
could baptizeioriautherize other eclerics: to baptize, 'the
baptistery in the major Italian city was a location where
all inhabitants of! thencity andi environs: would) have
entered with some regularity.® 1Inasmuch as baptism was
understood as the initiation into the universal Christian
community, baptism also symbolized initiation into: the
more local Catholic community in which the sacrament was
performed.13

In emphasizing the civic importance of the
baptistery, Angiola somewhat diminishes the primary
religious function of suchiustructures. Clearily, 'the
creations of buildings specifically intended for baptism
underscore the great importance of the sacrament. The

baptisteries (dtythe Lateran|andiat SantagTfhecia  r'n Milan

9
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provide inscriptions that compare the structures to the

‘¢ Cramer

church of the Holy Sepulchre in Jerusalem.’

writes,
+. . that ithiel sbaptd stlerlyifwasiia itcopyi's o f fthe
church of ithe $Holy 3Sepuliichncritsin Jerusalem,
malkes hiet cliear ithath thetibaipitils Bemivilitiislo ' bore ifa
liturgical sense of death-and-resurrection and
rielhiir Eht, The baptistery, we might say, was a
remindent foif  t hed 'cdwic "(Romdn ) pas e, bt
performance of baptismal themes."?®

In this way, the baptistery achieved an eminent position

among ecclesiastical structures in medieval Italian

cities because of its religious and civic importance.

The five panels on the Pisa Baptistery Pulpit
depict: il theeircumstances leading to, 'including,'and
immediatelynfeollewing thelNativity, 2. thetAdoration iof
the Magi, 3. the Presentation in the Temple, 4. the
Crucifixion, 5. the Last Judgment. Although these images
seem to have broad theological significance which would
deny a reading specific to the sacrament of baptism and
thectunctionfiofithesbaptisterypliinireality, the images
perfectly complement medieval understandings of the
sacrament.

Nicola Pisano presents a conflation of events in the

firstpaneli(fig. t2hlincludingiithe "AnntneitationlEofNthe

12
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Vircgin. iEhesbirth . ofChmilist), ("ehrisE ' sifirst bathjdand the
Annunciation to the shepherds. Enfthesupper dieftlcorner
offithefeelic fistandiithe tfllgures@ofiGabnicd ) towthetleft,
andeMaryi.tortherriighta Gabriel gestures with his right
arm towalrdiss the: Virginswhol, ! inf turnirecoils, # pliacing her
rightovarmiover 'her breast. A classical pediment, as well

as other architectural details, forms the baekdrop Eo

Ehistdepictioniioffthel Annunciations Joseph appears in
the lower left corner, beneath this scene. He sits with
histlegs €nossediiandiigazes outiofilthelipicturetplianec. To

the right of Joseph, two maidservants, one holding the
Christ child, now headless, and the other holding a jug
of water genuflect on either side of a chalice-shaped
basinfiGihel@hristsehildnisabclhdudirectliyeabevesthefbasin
by the maidservants. A group of goats and sheep occupy
the space immediately to the right of the two
maidservants. Several heavily damaged figures occupy the
upper: righttcorner. The are certainly depictions!of the
shepherds who receive the news of Christ’s birth from a
hestrefliangelsy An image of the reclining Virgin
accompanied by Christ in the manger dominates the center
ofipthe tcompositions The Virgin is approximately one and
arhakfrtimes;thecsizepof the'l!otherifiguresfiitniithe
composition. The size of the figures behind the

recliningaVirginocould besaccounted for fasYalresuiEsot
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spatial recession. However, as the figures in the
foreground, Joseph and the maidservants, are equally
diminutive, it becomes clear that the panel does not
represent an attempt at accurate perspective.

Perhaps (the imost startlingfaspectfoffthiisiipanel is
Pisanoflsgquserofnclassical dmodelingtandfelicthingsssnll
figures are dressed in Roman toga-like garb. In
addition, the hairstyles:onithe femalejfigurestespecially
evoke antiquity. Thef facialefeatures Lot St hellFalgures
resemble Roman sculpture in their idealized, stoic
expressions. Even the figure of the annunciate Virgin,
who recoils in a gesture of fear, retains facial
composure. ThuspoRisano;«throughihistclassical pexrtrayal
constrains overt emotion and achieves the narrative
quality of the panel through gesture, though restrained
atithak} rabhertthan SHaciai expression;

Note that the Virgin seems oddly distant from her
child behind her. Her back is turned away from the
manger, and she gazes out of the picture plane towards
hierftrighty The gazes of all of the figures diminish the
emotionality of the panel. With the exception of the
Annunciation figures, who gaze at each other, and the
maidservants, who appear to look towards the Christ
child, the figures gaze out of the picture plane, away
from the action of the scene. While the style of the
panel clearly derives from classical precedents, Nicola's

composition strays from a unified depiction of time and
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space ‘in hils jconf latilontioriidi sitiinicts imaigeist In addition,
Pisano rejects a horizontally linear continuous
narrative. Instiead;i ithe isitoryiinealdst Eromt thei upper left
corner, down across the bottom of the panel, up the right
side, and back:® to:the/ centen,;  whilth ldepitetstithelloversized
reclining Virgin' and ‘child. Thus, the. Nativity panel
demonstrates. Pisanofisiattempt: ati present ingy ai€hristian
story in a classical aesthetic, although issues of
perspectivieland narratime: seem ileisis. classiieatilisy
motivated.

Scripture and Christian theologians liken the birth

® Adam's

of Christ to the coming of the second Adam.'’
disobedience to God lowered humanity to a state of
inherent sinfulness. The sacrament of baptism provides
the grace by which Christians are absolved ofkthis
eriginal ‘sing Thus, at a general level, a depiction of
the Nativity in the setting of a baptistery must be
understoodiiasiatireferencelito’ the#€hrist's rolesasuWthe®snew
and perfect Adam. More specifically, the images on the
nativityiipanel®canibe lmore directly linkedstofithelconcept
of Adam's original sin. The Annunciation marks the event
where Mary conceives Christ. The ¢patristiefwEi tic Bdiastiin
draws strong parallels between Eve, who, with Adam,

brought siniitoimankindéandiithe \Visginpawhoihelipedsredeem

humanity through theliconceptieonpofs@hrisE. He writes:

' .M. Lukken, Original Sin in the Roman Liturgy

(Leiden,Netherlands: E.d. Beill.: 980 S
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We know that Christ became man of the virgin so
that disobedience as it had originated from the
serpent, might find its end in the same way.
Eve was a virgin without corruption; she
conceived by the word of the serpent and bore
disobedience and death. Now the Virgin Mary
became pregnant with faith and joy, when the
Angel Gabriel told her the good news....And of
the virgin Jesus was born...through whom God
destroyed the serpent - together with the
angels and men who resembled him, "7

Thus, the Annunciation can be understood as the reversal
of Eve's disobedience, which brought about original sin
and which the sacrament of baptism cleanses.

The central scene of the panel, the reclining Virgin
with the swaddled Christ-child behind her presents the
fulfillment of the promise of the Annunciation. Ehiriskhs
incarnation allows for human redemption. Lukken writes:
"He received that which was heavenly as Logos from the
Father, but the earthly He received as incarnate from the
old Adam through the Virgin."'® Before Christ's birth,
humanity's true nature was based on the sinful nature of
Adam:. Hillaxy!lofuPoitienswarguedithat Christiadoptedithe
fullest of human natures when he was born of Mary.
However, because of His divine paternity, Christ was born

sinless; and thereforetnallows individuals baptizediin him

17
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topparticipate injadsinlessseformpofahumanity, ieontraryyvto
thetold¥inheritancesof iAdant t i Thriough the grace of
baptism, the individual could participate in the Nativity
and ‘be: reborn: again) withoutithelltadntito fi or iginaly sin .

The depictiontoftheyfdzrsitibathticofyChrisEass: an
apocryphal event. Clearly, v it echeestithermritual bathing
of baptism. Its: wneclusion: in: this, panedwsielems  tiolibe:a
clear indication that the panel as a whole was meant to
be interpreted iimetermss: ofirthe sacrament!iofibaptissm. In
addition, the! receptacle din which the Christ ehild iiis
bathed is reminiscent of the communion chalice. T husy,
the image links the sacrament of baptism with the
sacrament of the Eucharist.'® Interestingly, during this
period, first communion was frequently administered to
infants immediately after baptism. The inclusion of this
scene underscores the images sacramental theme.

While the conflated composition of the Nativity
panel seems a product of Gothicism in the lack of a
unified time and space, the style of the figures is
clearly classically inspired. Much attention has been
paldstocthegorigins and reasensaforn: this chedlgednusEylic
anditheyimplicationstof these'issuesiwill bewndiscussediiat
greater length later. However, the effect of this style
supports the theological importance of the Nativity panel
ingthe icontext cofpaibaptistenyssetkings Moskowitz argues

that the style is a combination ' of igothicrandtelassical

'® Lukken, 363.
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impulses. sShe writesUeofNdcolalisimotivationkinfithepstyle
off@tihe WBidsa *Baptis e nyRPulipait £
The popularity of these embellishments was to
hiave sa: iprofound: e fiflectifontEhe art 'of ithe
fourteenth century, but Nicola, already, was
not ‘content mereily itol presentigsymboilsiic
narratives of transcendental events. Hi's igoal,
was ‘rather;, [to tell ca human istomyidan afcredible
and empathetic manner. Not only was the
biblacallfstor v lenri ched by nthe fitnclausilion Yeit
naturalsisiti cifdetailis’ (isuch jasiithe ihidiSsegaeat s
an ‘lowes dight' of ithe ‘first idceldef .
Moskowitz's interpretation seems inadequate. When
comparediwithiNicolals seniGieovannii Pisano!sidepictien of
dpsamilarfteompositionion khe! ExmstoianPulpitn(Eigowdin=Ehe
Nativity panel on the Pisa Baptistery Pulpit seems, if
anything, lacking empathetic humanism. Angiola comments
on the Virgin's resemblance to classical depictions of
Roman@goddesses, In additionyitheireclining Vairgin gazes
out of the picture plane, seemingly detached from the
Christichildibehindihegt Herwpesture fis  formaili§ianfnEs
rigadity. Compare this with the nativity panel on the
Pistoia Pulpit, where the reclining Virgin leans towards
the Christichild, straining heribody expressively. This

image is more clearly related to natural human experience

19
20
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and expression of emotion. Note thatiin the Pisa 'panel,
one maidservant supports the Christ child above the basin
echoing the Eucharistic sacrament where a priest holds
the communion wafer above the chalice. EnlRdstodia;, " the
maidservants are still in the process of filling the
basin with water, as if the image were a snapshot of a
very real event. Theilackfof naturalldstiiciemotion®in’ the
Pisa panel creates a feeling of somberness and repose.
The effect is transcendental. The purpose of the nativity
panel in Pistoia is to allow the viewer to relate to the
actieniofiithelisgene, whiletoNicolalPisanols®cl asisitaal
style elevates the image above the ordinary. This¥isinot
an empathetic depiction of the story of a young and
Loving methergi,rathersf itvissafdepictieonfcfetWelenSmic
role of the Annunciation and the Nativity in allowing
salvation through the sacrament of baptism.

The Adqration of the Magi relief (fig. 4) represents
a more adept understanding of classical artistic style
and composition than the Nativity panel. While the
Nativity panel conflates several scenes from the infancy
narrative, Pisano presents the Adoration in a unified
time and space. Three foreshortened horses dominate the
upper left corner of the composition. Note that in the
Nativity panel, the barn animals seem stacked upon each
other. In addition, their forms seem rather repetitive
andtstbatial In. contrast ;itheilhorsesiiinPpEhisSpanecilsy while

somewhat crowded, seem more naturalistic and diversified,
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as one bends its head towards the ground, one looks out
perpendicular to the picture plane, and one gazes towards
EhevaectEilondio fhitheAsecenen The pyramidal composition of
thetthree magi occupiesitheicenter of the panel. The*two
kingsuingthe ‘foreground genufleectuithelfigureson the
ritghtpofferingthisigifEt tonthen@herisitehnlidiiEhe®Eiigure
onsktherleft, apreparing to approach the infantt The s Ehard

magus stands behind, watching Christ receive the

offering. Immediately to this figure’s left stands a
smaller figure of an angel. As in the Nativity panel,
thesVirgin dominatesdthe:compoesition. Clearly;isheiis

larger than the other figures in the scene; however, this
size discrepancy is less acute than in the Nativity
panel. Indeed, the reduced size of the angelic figure
represents an accurate attempt at spatial recession.
Similar to the image of the reclining Virgin, Mary seems
disinterested, or perhaps, caught in her own thought, as
she gazes away from Christ who sits on her 1lap. The
Christ-child reaches with his left arm towards the magus
and touches the gift which he presents. Joseph, whose
body is somewhat obscured by the seated Virgin, gazes out
of the picture plane, in the upper right corner.

As in the Nativity panel, Pisano dresses his figures
in classical garb and classically idealizes the stoic
faces of the figures. While architectural details are

less pronounced, Pisano includes what appears to be a

classically styled pediment over the Virgin’s head.




Compositionally, the Adoration panel, in its unified time
and . space, presents a clearer narrative. The gestures of
thetfiguresrindicatesthensequencefeffevents that isnrabout
Befibalke ipiliaces The image seems to be more of a snapshot
oftassingle events: Forhithis  reasonps St ns ol r S Eo
conclude that the Adoration panel represents a more fully
classicized aesthetic.

Medieval theologians linked the Adoration of the
Magi with the marriage of Christ and Ecclesia, the symbol
ofcthe Church;vandasChristhslibaptismeinithe Jendan The
three magi bow before Christ and the Virgin, Ecclesia.
In this manner, they show their submission to Christ'’s
divinity as well as the authority of the Church, as
represented by Mary.?’ A medieval theologian writes on
the Feast of the Epiphany: “The most holy union between
Christ and the Church, which was promised by Abraham the
Patriarch, sworn by David the King, and completed in Mary
our Mother, 1is today consummated, confirmed and declared.
Consummated in the Adoration of the Magi, confirmed in
the Baptism in the Jordan, and declared in the Miracle of
thaiwineveE®® i 3n additionpaChurehttraditdonmadntained
thakichristésasbaptisnsinsrthesdordan occurnadSeniaintiairy.
6%, the Epiphany.®» Angiola guotes: an antiphon which
further stresses the relationship between baptism and the

marriageiofli@hrist land Eeclesias Peonethisdayithe

Angiola,: 10,.
Angiola, 10.
Angiola, 10.
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heavenly bridegroom is wedded to the Church, because
Christ washes away his offences in the Jordan. The magi
hurry to the royal wedding with their gifts...”?® 1In this
manner, the Adoration Panel establishes:the relationship
between the Epiphany, Christ’s own baptism in the Jordan,
andithe marriageiofiChristijand (Becia s

Nicola’s panel depicting the Presentation of Christ
in the Temple (fig. 5) demonstrates similarities to the
Nativity and . Adoration panels. Like the Nativity panel,
Nicola conflates several biblical events. However, the
way in which he conflates images approaches the Adoration
insaEshunityrotatimes andaspace:. InYadditieony #Risanods
developing sense of a more accurate perspective and
spatialidérecessionicontinuesiinpthilsiirelicfe

Compositionally, the panel is rather crowded.
Pisano compacts fifteen figures into the rectangular
picture plane. The majority of figures are
unidentifiable and represent various nondescript
onlookers at the scene. These include most of figures in
the background. Particularlycinterestingilacelthedthree
diminutive figures who stand beneath the tripartite arch.
Clearly, these figures are meant to be seen as occupying
alspacesdistanttfromfthe yforegrounds The important
actors of the scene inhabit the foreground. Joseph
stands atithe far left, withitwolidevesd@perchedion his

arm. To his left, Mary stands, hawvingipust handed the

2 Angiola, 10.
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Christ child to Simeon. To his left, the prophetess Anna
stands in profile. She holds a scroll in her left hand,
and gazes upward in an anguished expression. OfEEallithe
figures on the pulpit, Anna’s modeling seems
distinetivelyiunclassical. Pisano, 6 has takeni/care to
include such un-ideal features as the wrinkles in her
face and her gaping mouth. Behind*her stands, atmale
figure who is supported by a small child in the lower
rightécorner.piHelhasTbeen ddentifilediaeisheMaighEpirate st .
These figures are modeled from a Greek vase relief
located in the Campo Santo in Pisa.?®

The sarchitectural rsetting  of (the  Presentaktionipanel,
although somewhat confusing, is the most complex and
developed. The structures seem to be a'combinationphof
French gothic as well as classical elements. Note that
the classical pediment above the High Priest is pierced
with a rose medallion window. In ' additionEhc
tripartite arch above the three onlookers, clearly a
reference to the triumphal arches of Rome, is
interspersed with gothic tracery. This might' lead one to
doubt Pisano’s classical intentions. on'thel eontrnary, it
shows an artist who is attempting a recreation of

classical architecture from the limited sources that he

has. Tohaylath century Pisan, the classical emphasis of
the architectural setting would have been clear. Thi's
2> G.H Crichton and E.R. Crichton , Nicola Pisano and the Revival

of 'Sculpture in Italy (Cambridge:CanbrildgedintversheylPriess,
TR gy AL
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classicismilis further#supperted) as@infithe \previous
panelsj.byiiPisano fistuselioflRenantgadebiandicliassical
facial expressions. Note that figure size has been fully
resolved, as no figure is unnaturalistically larger than
another. As in the Nativity panel, Pisano conflates
several scriptural events into one setting. However, he
portrays the events as if they were happening in a
unified time 'and spaee; unkike hisg 'rathe @ S odditapproach 'in
the Nativity panel. Thus, Simeon and Anna act out their
parts 'in tandem,whille scripturally, ISimeconts
proclamation precedes Anna'’'s. In additiony Ewiiiliesithe
circumecisioen is mot visually depicted, Zeiisecrtaanly
alluded to as the event immediately precedes the
Presentation and, in fact, is the very reason why Christ
needs to be brought to the temple. Thus, Pisano seems to
reject an obvious ' 'conflation of scenes injifawoEEoffalmore
coherent narrative.

The panel depicting. Christ's circumciisiicnand
presentation is derived from the Gospel of Luke 2= 40
"After eight days had passed, it was time to circumcise
the child; and he was called Jesus, the name given by the
angel before he was conceived in the womb...When the time
came for their purification according to the law of
Moses, they brought him up to Jerusalem to present him to
the "Lordiifas it 18 written in  theuillatiiodichicitomEcl S SSE Ve v
firstborn male shall be designated as holy to the

Lhiordt ) i i Luke continues with the story of Simeon, who
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would not die until he witnessed the coming of the
Messiah. Simeon recognizes!.the Christichild as such: and
exclaims:
Master, now you are dismissing
your servant in peace,
accordimng fEol® yonir word:;
for my eyes have seen your
salvation,
which you have prepared in the
presencet ol pecpleasy
a' ' light of revelationiteo tihe
Gentiles...
In addition, Pisano depicts the prophetess Anna who also
proclaims the messiah's birth. These figuresiisymbolize
the superiority of the Christian tradition over the
Jewish faith. Thus, several eventsiiare spoiErave iG]
alluded to by Pisano, the circumcision, the naming of the
Christ child, the Presentation and blessing in the
temple, and the prophesying of Simeon and Anna.

These events can be linked theologically and
thematically to the sacrament of baptism. Medieval
theological belief stressed the parallelism, as well as
distinctions, between the Jewish practice of circumcision
and the Christian practice of baptisms: Jewish
interpretations of circumcision seem strikingly similar
EelliChEistianiwritings ontbaptisn The Jewish theological
treatise Pesachim 91b describes the unorthodox practice
of the Shammanites who permitted outsiders to be
circumcised and immediately participate in the Passover

celebrations. The orthodox Hillelites responded, "He

that separates himself from his uncircumcision is as one
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that separates himself from a grave."?® Circumcision was
understood as bringing new life, similarly to the Pauline
conception of baptism which makes! individuals: ™'alive
with a life which looks towards God' (Rom. 6:11)."%
Ambrose argues that baptism purges the mind, which is the
allegorical significance of God's commandment to
gilreuneitse 4 Cramer expresses Ambrose's understanding of
the relationship between circumcision and baptism: "But
just as circumcision guards against bad habits learnt
from others)iabewes alil mdoliatry, ‘so  tolo i(HiE fEtssimpisite d)

n 28 In

baptism cuts away 'bodily excesses' from the mind.
addition, circumcision marked those of the Jewish nation
and distinguished outsiders or gentiles. I'n Ak isimatisais
way, baptism is the primary sacrament of Christian
indtiationgs whitehh markls’ €hpifsitians jfrom: non=Christians.
Inasmuch as baptism parallels circumcision, it is

also clearly a rejection of Mosaic law in favor of the
new Christian law. Actsal@:@=48hnecounts thehbaptism of
the Roman Cornelius by Peter. Cornelius, a devout but
uncircumcised and unbaptized man, has a dream in which
GoduexhortsehimrtomseektoutiPeter: As a result, he sends
some servants to Joppa where Peter is staying. At ‘the
same time, Peter has a vision: "He saw the heaven opened
and something like a large sheet coming down, being

loweredntoithe greoundtbyditsefouticornerss In it were

% G.R.Beasley-Murray, Baptism in the New Testament (Grand Rapids,
MT: "William B. BEerdman3s Publishing | lS6208 285
S raet AT
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all kinds of four-footed creatures and reptiles and birds

of&thetairs Then he heard a voice saying, 'Get up,
Peter; "killwand eatytl Peter refuses because Mosaic law
peohibiitsWthe 'consumption ofdlmneilleaniNEolccl fhe wvoice

responds, . "What iGod hasuimadeclean, *voulimust "noticall
profanes?: Becausetofithistlesson; HEcteullbapitizesthe
uncircumcised Cornelius, because the law of Christ has
replacede Mosaies aw:ai Cramerswritesio flithiafpaissiaige:
Baptism is now placed in precise relétion to
cilircunmciisiion; and: sthel zalw. It can no longer be
seen as a mere development of circumcision, and
indeed Judaism, but supercedes it. It remains
a puri ficatiion, <but of ‘a different ;kind, s based
not on a legal and ritual system, but on a
personal, self-conscious perception.29
Paul, in his letters to the Colossians, reinterprets the
oltd (Jewish) ! custom oficircumcisionras a new Christian
form which is spiritual and metaphorical, rather than
aetual. He writes: "In him also you were circumcised
with&aispiritbuallcirecuimecisiienabby tput t dng iof £Y¥E Rell oot
flesh in the circumcision of Christ; when you were buried
with him in baptism, you were also raised with him
throughtfaithyiniitheipower ofiGadad i {1 (Cel a2 AEINIS)
Beasley-Murray interprets the "circumcision of Christ" as

a circumcision related to the Christ's death on the
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cross.” Thus, a complex interrelation is set up between
theiscenenofiithesPresentdtliondswa=he 't src fcneances tto
Christ's Jewish circumcision, and the sacrament of
baptism, which allows the individual . a CGhristian
cireumcisions-throughi association®withdehristdsideathlon
thetl.Grosst Not coincidentally, the cerucifixion panel
immediately follows the Presentation relief.

Simeon's exclamation upon seeing the Christ child
relates to this concept of baptism being a new kind of
Chrilstianlehreunci snon s Especially revealing is the
phrase "a light of revelation to the gentiles...."
Clearly, this marks a distinction between old Jewish
identity, which stresses exclusive membership in a
specificinationtandéculture; sand;the 'apostollreSnlssdeon of
the ehureh:. Membership in the community of Christians is
dependent upon baptism, rather than heredity. Indeed, as
the Presentation of Christ in the Temple was Christ's
"debut" in the Jewish community, baptism in the medieval
peériodimarked the'individuallfsyintreoductieonfiteiche
Christianwcommunityhatelargerandirthellocalyiciyae

! As mentioned earlier, baptism, especially in

community.3
an urban center like Pisa, would have been administered
exclusively by the bishop. In addition, the baptistery
provided a symbol of civic unity in that all citizens,

with few exceptions, of the medieval Italian city would

havesreceivednthe Sacrament i ingtha st ruchtunreilas g

i Beasley-Murray, '157%7.
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Jews were presented in the temple of Jerusalem after
their circumcision. A 13th century Pisan, upon entering
theubaptisterny, imostvilikelvEanithellocea silontatlalibaptism,
and seeing the panel depicting the Presentation would
havedunderstood thewaction of@thenimagedastivery i similar
to the baptismal event which was transpiring. The
archarteetural wsettingrofhthetpancilidintenprcticithe rdewish
building insdtermsiofianChristianfecellegiast el
structure, fostering an identification between the temple
in Jerusalem and the baptistery in Pisa. Thusgdeon  a
level more accessible than complex medieval theology, the
panel taskslithelviewerstorrelatenthe sacrament@meaNbaptism,
witheitstireligious andisekxvicrimportaneelates the religious
and civic importance of presenting a newly circumcised
Jew in the Temple at Jerusalem.

Thie \€rucifixiion fpanel & (fig: 16) dsi, domiinatiedBbyythe
beautifully proportioned and modeled depiction of the
grucifireduw@hrist s The cross is mounted on a small mound
of rocks with a skull, a reference to Golgotha, embedded
in1EY Two angels hover over the outstretched arms of
@hxiarsie Nails puncture both hands and feet. Instead of
fourtnails; sNicolaisdepictshthreerwhieh ibindEeEhEncElEe® the
cross, in the earliest known example of this.? Notice
that the curve of the body on the cross is understated,
inpceontrastatongethic depictions. Egually understated is

the expression on Christ’s face. While clearly evoking
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bhetpathos efithefiscene MO ristl sl colntenance. seems
somewhat peacefuldandirepbosec diSNTolChnictissrilght isethe
Eigure i of JohnithelEvangelisEjpuwhotipllacesshistleftchand
overihisibreasty In the lower left corner, two women
support the Virgin who has apparently fainted with
SOrrow. Other female figures mourn on the left side of
the cross as well. To . Christ!s leftilareNtheWseweral
soldiers and other onlookers. The soldier immediately to
Ehrisghistleftaraisesihisgright | fistn elearBvliexpnesicing
hitgsapprovaliiofethe i€rucifixions Thennextiselidileniiteo the
riightgfingersthisybearduwitthihihspright ahandidappaikentily
more troubled by the event which is transpiring. In the
upper left corner, an angelic figure ushers a woman who
carriesyatgugitowardsythe rerueifiedfChnist? She
represents Ecclesia, who will collect the blood and water
EromiChristiisdsidenafteriith isipierceds. Correspondingly,
in the upper right hand corner, an angelic figure ushers
a woman, "who holds a scroll, away from. theicross and out
of the picture plane. She represents Synagoga.

The tclassicalivaesthetierincthis spanel tisigjat once
very pronounced but also somewhat diminished. Clearly,
the Christ’s naturalistic modeling represents a classical
tourwdeaforee. ITntadditiony smanyhof ithel figunesiante
dressed in Roman garb. There is, however, a heightened
sense of emotionalism in some of the facial features and

iny some s0f the.gestures; In addition, while the image

2 ARngiodias, 12
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presents a unified time and space, the composition is
somewhat cluttered in comparison to an image like the
Adoration panel. However, when contrasted with Nicola's
crucifixion panel on the pulpit in Siena (fig. 7), his
classicism: become si ialils tihe) moneliappaicntt -

Depictionsi of the Crucifixion®aretapptopriately the
most common religious images in the Christian world. As
mentioned earlier;i the crucifixion was seenias
representing’ 'a new ‘kind''of. Chiristian ‘circume ifsilond
However, medieval theologians understood an even more

explicit relationship between baptism and the

cEucif ixione: Angiola quotes St. Thomas Aquinas: "Baptism
derives its effectiveness from the Passion of Christ.

But baptismiisiancti fiile's *ehreugh 14 st sform’, For this reason
we can draw the conclusion that in the form of baptism
mention should be made of the Passion of Christ."?
Ambrose of Milan, in his sermons on the sacraments,
writes: "You were asked: 'Do you believe in God the
Father almighty?' YoulisaidstlIlidotbelieve, litlandiyon
dipped, that is: you were buried. Again you were asked:
'Do you believe in our Lord Jesus Christ and in His

e oS g 2! Youusaild: “hIRdo“believe, " andiyet ‘dipped: So
you were also buried together with Christ. For who 1is

n 34

butied with " ChristEipisestagain iwith¥EhEis il Baptism
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Roy Joseph Deferrari et al., St. Ambrose: The Mysteries, The
Holy Spirit, The Sacrament of the Incarnation of Our Lord, the
Sacraments.vol.. .44 o0f The Fathers ofiithe Chureh,i trans. 'Roy J.
Deferrari (Washington, DLC.: Eatholdiciinineri sty Bresisuisidoni.
286.
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allows the individual to participate in the Passion of

Ehristete die andnbetburied with him, tthus aehieving

salvation. Aquinas writes:
I reply by ,saying thatittol,open ithe 'Gaties of ‘the
Kingdom of Heaven is to remove the obstacle
that prevents anyone from entering the heavenly
ki ngdiomi.  §i«Thi st iobsitaicilie, 1 isiisEiniSand S thieliguilt of
punishment. It has been shown above that
baptism completely removes all sin and also all

burden of punishment. Thus, the effect of

Heaven. Therefore,  tostheififrst Yolbiiceittion T

reply saying that baptism indeed opens the

|
i
biapitd . sm vissictiol iopen ithe iGaites o £ tEhcsSkilnigdom o £
Gates of the Kingdom of Heaven to the baptized,
|

to the extent that it incorporates him in the

Vi rtnten] storiman.

i
Passion of ‘Chrisit, applying: iitsiteEifilcacy }
35 |
!
As the Adoration panel commemorates the marriage of i

|

|

Christ and Ecclesia, the Crucifixion panel describes the

|
|
|

birth of Ecclesia “in the blood and water that flowed "
fremitherbody ofsChrist eonethesCross )l Eromishclsisdailorf ;
|

Christ, ibloodsandewater camenforth, andiibygthese

sacramentsithe iHolypiChurehswas formed.’”*® Note the
angelicufiguresipushing:Ecclesia towardsiitheWerosswand
Synagoga away from it. Thus, ithedcruciftzitengaliliows for

the sacrament of baptism, and the birth of the Church.

= Angiola, 13.
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Nicola’s work on the Last Judgement panel (fig. 8)
seems very odd when compared with the other four panels.
As infthep Cruecifixion; & thekcomposiitilen dstdeminated by
the figure iof Christ, "intthiis panel, ‘enthroned in heawven.
The' exquisite modeling andi.proportions of €hrist in the
Grheidfixionharegallhbutxabandenedii EHelSRHiGa: clfts
musculature seems more schematic. His head seems
dispropoertionatelyclarge.in comparison teo#thelbedy:
Foreshortening is lacking, as one sees the feet from
above, but the body frontally. Christfserighb®handiis
turned upwards, symbolizing salvation to those on his
right side; his left hand, now destroyed, presumably
gestured downwards, signifying damnation to those on his
left. The enthroned Christ is surrounded by the four
animal symbols of the Evangelists. The apostles
including John the Evangelist and the Virgin are
assembled to Christ’s right. In the left foreground are
the elect, some of whom support a cross directly beneath
the enthroned Christ. The ' right' foreground consistisiEch
damned figures and various demonic forms. Once again,
the classical aesthetic seems abandoned in many ways.
Pisano depicts the rows of individuals hieratically,
rather than conforming to a naturalistic spatial
recession. Perhaps this stylistic and compositional
incongruity results from the assistance of Pisano’s

workshop. The nudes in the left foreground do show a

s Angiela, 13.
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higher degree of modeldmngy and!classical dnfluence,
however.
A depiction of the Last Judgement seems logical in
consideration of . theibaptismal ifiocustefiithelother panels.
Baptism cleansesuisin, allowing!/for the indiwvidual's
salvation through the experience of Christ’s Incarnation
and i Pasisaon. Thepfulfillmentiofliithelibapttismali§promise 1s
a positive reception on the day of the Last Judgement.
Note that images of the Last Judgement appear on the
baptisteriesyofPisa; Parmaj;iandeFlorence, ltindersecoring
| the understood relationship between the apocalypse and
the sacrament.?
The cycle of five relief images on the upper portion
(1 of the Pisa Baptistery Pulpit present the key events in
the history of Christian salvation. While the images
hl seem quite general in content, they are layered with
meaning. Their location within a baptistery setting
demands that they be read in terms of the sacrament of

' baptism.

= UAngiola; 13,
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Orthodoxy and Joachite Heresy

The thirteenth century marked a period of dynamic
religious change. The increasing strength and influence

of ‘mendicant orders, like the Franciscans, challenged

traditionaliChurchidoctrine and pontifiealgsupremacy -
The rise of the spiritual movements, as well as
controversial:Yecstatie” theologians, iradilcallyfaltered
the ways in which thirteenth century Italians viewed
their relationship to God and the Church. However, the
theological implications of Pisano’s cycle seem wholly
traditional in the assertion of Church power and a
traditienaliunderstandingiof Christian historys Placing

Pisano’s cycle of images within the context of the

religious revolution of thirteenth century Italylallows
for a more comprehensive understanding of how the program
might have been interpreted by a late Dugento Pisan.

The common misperception of the medieval Church is
rooted in the extravagancies, corruption, and absolutism

that religious reformers in the sixteenth century so

persuasively attacked. Images=zof politicallyfsinyster
popes; lecherousipriests; and atworldly Churchiconeerned
more with its coffers than the spiritual well-being of
itsweongregationsresulttinia icynieal ldnterpretatilonyiof
medieval religiosity. 1In reality, the 12" and 13°"
centuries saw a kind of religious awakening characterized

by a renewed piety and fidelity to more ascetic

31




devotional practices. A dynamic dualism flourished in
the medieval church, with orthodoxy and tradition being
challenged by radical theologians whose apocalyptic
visions undermined the dominance and authority of the
Churchievervwthesspiritualilifeftofithe® individusl.
Perhaps most revolutionary, and most appropriate to this
discussion, were the writings and theological
implications ‘of tJoachim of Fiore andihilsdilseapilies), for
the movement which they initiated was! popular and
infilnentigddWinfiNicolawPisanofiskPilgan The structure,
imagery, “and ficonegraphy of sthe ' Pisa i Beap tifstenyiSpuilip it
cestablitshtavdirectiirefutationtoftJoachilte BhcinasivE
Joachim was born in the region of Calabria around
Ehetyecar#ilil35 . Hisifather heldiialblreanecratiePposttin
thescourt Tof Roger FEsof Sicily.38 Workingjfonithelicourt
of William I, Joachim was sent on a diplomatic mission to
the Constantinopolitan court of the Byzantine Emperor

3% For unknown reasons, Joachim#left the

Manuel I Comnenus .
Byzantine court around the year 1160 and traveled

throughout the Holy Land, a journey which shaped his
radical theological positions and shaped his future
writings.40 During his travels' throlighout Palestine,
Joachim spent the Lenten season meditating on Mount

Tabor, where according to his Expositio in Apocalypsim,

he received “the fullness of knowledge” on the eve of

® Delano C. West and Sandra Zimdars-Swartz, Joachim of Fiore, A

Study in Spiritual Perception and History (Bloomington, IN:
Indiana University Press, "1 938 as

32




Baster ¥

After leaving the Holy Land, he lived a
hermeticilifesforca pediadien Mb.tEtna #nrB8icily:
Subsequentiiy, he istayed|assvitsiithe ot he Ci'sEerecian
Monastery at Sambucina and traveled to the Bishop of
Catanzaro, where he was ordained and entered the !
Benedictine monastery atiCorazzok Bventualily i hellbecame

the abbot of this monastery and converted the monks to a

Cistercian:lifestylec?

which he saw in his own monastery. He believed that the

I Joachim quickly became disenchanted with the abuses
] order’s conflicting emphasis on both active and

contemplativesdifestylesitwas (untenabile ke WErvingsto

hold fire and water in some type of balance so that the

water 'doesn’ bliput outythe fire noritheWiine d;y up the
water.”* The abbot was equally disturbed by the rampant
materialism of the Cistercian order which was careless in

establishing monastic communities too closely tied with

the seécularsworddei® © As a result, he began to neglect his

administrative duties at the monastery. En@l g3 A doachim 7
here, virtually cloistered, that the abbot began his
trilogy:nLiber:Concordieinovicae veterisfestanenti ;

left Corazzo and stayed at the abbey of Casamari. It was ]
(Harmony of the New and 0ld Testaments), Expositio in l

39
40

West and Zimdars-Swartz,
West and Zimdars-Swartz,
West and Zimdars-Swartz,
West and Zimdars-Swartz, 3.

Stephen E. Wessley, Joachim of Fiore and Monastic Reform (New
York: Peter Lang,; .1990), 12, I

Apocalypsim (Exposition of the Apocalypse), and
|
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Psalterium decem chordarum (Psaltery of Ten Strings). He
continuosly refined and added to these works throughout
his lifetime.?” 1In 1184, Joachim traveled to ﬁome EE
visit with Pope Lucius in an attempt to be released from
his duties to the monastery at Corazzo. Greatly
impressed after reading the beginnings of the Liber
Concordie, Lucius granted the abbot his request.‘®
Joachim retunrned.toCorazze tetcontinneihis S wiil: ing: In
¥188pvhe .leftiithe monastery for!geocdiwithNaSelesc®iricnd,
Ranier, iteo Livedasthermits in the mountailns®ois
Pietralata. The two hermits were soon joined by others
who also wished a more ascetic lifestyle, resuilting in
thesfoundation ofiitherhermetic communityijofwst . dohnt et
Fiore Abbey on Mt. Néro.'Y..The order was approved in
sevenaglifpapalibullsdtbyiBope  GellestineiiIITsin: L 196 by
bnneocent@ITT Inlii20d, sandbtwice bytHononius sinil2li6 "and
g2g0+¥

The importance of Joachim of Fiore for this
discussion lies in the interpretation of his writings by
others outside his order, especially the Franciscan
Spirituals who were influential in northern Italy.
Joachim’s ideas had special meaning for the growing
mendicant orders throughout Italy; as a result, the
abbot’s writings gained a strong following in northern

ItabysrlinekudirngiiPisas Joachite belief was well

= Wessley, 13.

West and Zimdars-Swartz, 4.

% West and Zimdars-Swartz, 4.
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established in Pisa by the mid-portion of the thirteenth
century. Salimbene da Adam, in his Cronica, tells of a
Florencian abbot who sought refuge in the Franciscan
monasteryiat Pisa“in the edrlyiili2dolss He apparently was
trying to protect some Joachite writings which he
possessed from destruction. Salimbene writes, “The
addition of this literature to the Pisa convent caused a
stir of*studyl leading:thell convent! shficctortSFraWRiadoph of
Saxonyd. itorleave thelstudyhofitheologyfinicrderlto
devote his whole attention to the literature of Joachim
6f:  Fiopes”?

Joachim’s writing presented little threat to
established church orthodoxy. His trilogy was never
censored by the papal curia in any way whatsoever,
although the implications of his writing were
periocdically Mclarified” by the Churechhierarehy®
However, followers of Joachim extrapolated thé
impliecations ofizhils theollogy; pioeciliaimilnmgHa
spiritual/historical outlook which denied the Church'’s
role iinvthe history'of salvation. In his major work,
Liber Concordie Joachim links the events of the 01d
Testament directly with events in the New Testament,
establishing a concordance between what he saw as two
distineE®historicallierasy, He attempted to move from

litéral=historical "understanding ftefspiritual

47
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West and Zimdars-Swartz, 4.
West and Zimdars-Swartz, 4.
West and Zimdars-Swartz, 101.
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understanding.’® Joachim’s linkage between the 0ld and
New Testaments is highly dependent upon the significance
of numbers. “The abbot defines harmony as a ‘likeness of
equal proportion between the 0ld and New Testaments based

on number ‘rather rthan worth.%3

For example, he links the
twelvetpatriarchs i toithe twelvelapostileslland®thelseven
battles of the Jews to the seven battles of the Church.?
These corresponding numerical sequences caused
Joachim!to divide history in generalsandispeeific
scripturaliieventsiiny particulariintelithneeSphaisiciEn
cornespondingawithithe:Trinitarianfiiconceptile e gds
Thusjyiatdoachite reading.of lthelistory  /of iHagapMeibreahamn;
andiaSarahili s liasaEolil ows s From the lens of God the
Father, Abraham symbolizes the priests of the Jews.
Hagar represents the Israelite people and Sarah
represents the priestly Levite tribe, which lived off the
work of the larger Jewish community. From the
theological lens of Christ, Abraham symbolizes the
bishopscofithe €hristian:churchy HagaréthetichurechMeofythe
Yaity) 'Sarahithenehurchrofrtheneclergiy- TheithirdRlensiof
the Holy Spirit interprets Abraham as the priests serving
the monasteries, Hagar as lay people living uﬁder
monastic rule, and Sarah as the  chupehollstieSnonks
themselves. According itoi atitheoiliogireallliiintien pireit aitaion

that accounts for! thel \Trind tiyl 2st alwhiollielies Helgais
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representsi the: churchiiofi'the  filr st and second 'epochs
which lead the active life; Sarah represents the church
of contemplation, peace, and rest of the seventh age."53
Joachim suggests: other: typoliogiieaily levelis of
unde r s'ta ndingpisicr iptur e and "hiilsitiolr v Sibir 88 Folos Ehiils
discussiongs hiis diwviision ‘ofsrelsigidionsgaindersEandd nigysnto
three ageshdisimosity important, asiSiiciwasEithtitsiit hicory, that
was most . appreciated and:distortedebynidliaterndeoachites;,
especially in the Franciscan Spiritual movement.

The implications of this worldview challenged the
traditionaliunderstanding ofithe roleseflEhestinrchsin
therhistonyief salvation: It implies, although Joachim
doubtlessly opposed this concept, that there would be a
third phasedtof Christian histeory;thatjisinotliicnbedicdtby
thenChurch, '‘but by monasticism. In the brief example of
a Joachite approach to scripture above, the Church, with
its divisions: ofiibishops, clergy,  and laity,i representing
the age of Christ, will be superseded by an age of
monastic life, with the coming of the age of the Holy
SpilraE. Salimbene, a Franciscan with Joachite leanings
who lived idns the) Franciisican: €onvienitdiiniPa saulE ot orty
years during,the:middleiportion, of thefithvnteentiifcentury
writes:

He [Joachim] divides the world: inte ‘a threefold
statefrforpin the;finsElstatemtbefgthergaworked

in mystery through:ithellipaitritarchsiandiisons  of

> West and Zimdars-Swartz, 45.
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the prophets, altEhoughdthesworkspofitheaTrinity
are indiwvisiiiblies In the second state the Son
worked through the Apostles and other apostolic
men; of which state He saith in John ‘My Father
worketh untilinew; HandWEsworks? Ingthetthird
state the Heoly Ghostdshallywerk through' the
Religious.>
Again;hitydis dinmportant: toy netefiEhalciidoaehim himself
did not advocate an' inferior. statius: ofiitheli¢hureh:
Clearly, though, his writing gave others the basis on
which to make,:suchy cilaimsand: thel possibi it ilEonssthis
distortion seemed to be recognized by the Fourth Lateran
Couneill, spresidedrover by sTnnocenk i Theagcounei i
fully affirmed the coexistence and unified nature of the
trindtys
We firmly believe and unfeignedly acknowledge
that the very God is one only, eternal,
immeasurable, unchangeable, incomprehensible,
omnipotent, and ineffable, the Father, the Son
and the Holy Ghost...the Father unbegotten, but
the Son begotten by the Father, and the Holy
Ghost proceeding equally from both, without
beginning jandiwithout rendyd.of fonefsubstance,
co-equal, co-omnipotent, and co-eternal...The

Holy Trinity, indiwviduailfjidccording: tolfis=s

i el Coulton, From St. Francis to Dante, Translations from the

Chronicle of the Franciscan Salimbene (London: David Nutt, 1907),
155530,
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common essence and separate as to its personal
qualities, by Moses first, and in the due order
of time by the holy prophets and its other
servants, 'laid the foundation "of ‘the doctrine
ofifsdlivation “for fEhelEhunainteicct SR EALICNT itna il y,
Jesus Christ...incarnate by the Holy Trinity
acting as ‘one, ‘conceivediby Sthie®irgin ‘Mary
through 'the ‘“operation! ofSthcliH oty
Ghosth'. . There is*‘one IUnivehrsail fehictitos g 1th
outside of which none shall be saved, in which
Jesus ‘Chrdisty, ‘the “sacrifice, f&iisi the priest....55
Thus, the Lateran Council reaffirmed the traditional
concept of religious history which stressed a time before
Christadandia tEime afterUChriEsts In addition, it stressed
the active existence and participation of all three units
of 'Ehe Trinity throughout this“historys anyiarduament
proposing three separate ages, distinguished by the
participation of a single unit of the Trinity was deemed
unorthodox. The Church was asserted as being part of the
age 'of''Christ, 'and importantly, the counecilvreaffirmed
the importance of the sacraments as administered through
Ehefchurch; byYthe  gtaceiofithelunitfaiediirirntics
Neverthelelss )} Joachim®s ‘work wasHtadken o WitEs
unltimatéfand unorthodox!'conclusion, Mpastuicn g lvESbyvSEhe
Franciscan Spirituals. Coul tonwrisEessiine S Frildr s €00,

had every reason to welcome prophecies of a millennium to

2 Henry Dwight Sedgewick, Italy in the Thirteenth Century (New
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be heralded by new Orders of surpassing holiness and
authority : and the spiritual Franciscans especially
found in Joachim the promise of a reign of glory after
their bitter persecutionsiefstheupresentaitimes”™®s This
desire on thetpartanofdtherEranciiscansiitonitdentify' their
order with the third age suggested by Joachim led to,
perhaps, the most egregious Joachite claim. Gerard of
BergeaSanzDennine; Garclose friendsci¥salinbenciand a
professor of theology at Paris published Introduction to
the Eternal Gospel in 1254. In it, Gerard published
Joachim’s best known works with a preface and notes of
his own. According to Coulton, "the ibeok fwas Switldl v
popular, especially among lay Franciscans, of which there
were many in Pisa during the period. He writes: “There
seems no doubt that this book pressed Joachim’s theories
to the antisacerdotal conclusions which they would seem
legitimately to bear, but which Joachim had studiously

# . Gerard de-emphasized the importance of the

avoided.
sacraments, viewing them as mere symbols that would be
abandoned during the third age of the Holy Ghost. Gerard
was also accused of equating Francis with a “new” Christ,
superpiorfttosthesChristwoef the second age.58 T nenhos 6%
Gerard was brought before a Papal commission, under the

directionilofi Pope Alexandex: IV;  1nlAgnanialEhcitenporary

seat of the papacy. His work was condemned. Indeed, the

YorkalHewghtonw (Mifflin, , 1 912 oo i
3 Goulton RS
i Gaultdow 1510
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obliteration of the heretic’s work was such that we only
know it through fragments quoted by his accusers. The
result of this scandal was far reaching, as John of
Parma, the Franciscan Minister-General was removed from
offilcelinValistate foflidilsgraceliforficiillow ngiGcsa mdés, work
to be published.59

TPhiere 1s every ifreason stio believe tiatPils aint solcilety
was well aware of Gerard’s work as well as its
condemnation. Angiola identifiesrArchbishop Viseconti as
the mostiprobablelipatrontioffitherPisa Baptilstic R
In addition, it is likely that he determined the
program’s content.® Note that Visconti was elevated to
his position by Alexander IV in 1254, the very year that
Gerard’s heretical work was published. Visconti
maintained strong relations with the Papacy during his
early years as archbishop. He traveled frequently to
Agnani. Only a month before Alexander’s condemnation of
Gerard, Visconti was in Agnani participating in a
canonization process.61 It is possible that the
archbishop participated in the papal commission
condemning Gerard’s writing. It tispyratnthe lvervillcast,
certain that Visconti was well aware of the Joachite
contBovensy .

Im taddition, sthose Lfamil irar mrirth $deaichiami swrastiin g

interpreted the year 1260 as the moment when the

S Con conh Lh ok

West and Zimdars-Swartz, 103.

SN Rrig dromiais, B
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Antichrist would appear and a period of tribulation would
occur, “heralding theithirdiagecofithe Holy Spirit.%
Clearly, apocalyptic fear was rampant throughout Italy
and in Pisa, especially. Salimbene recounts a series of
natural events, earthquakes and eclipses among them,
whiich@wereiinterpretediinia doachilfle@tachiten®dsHsignaling
the coming of the apocalypse: “I have multiplied these
textsi[referencesitolapocalypbiciiinEerpretaitilonsso
natural events] because at one time the sun is darkened,
and at another time the moon, and at times the earth will
quake...I remember that I dwelt in the convent of Pisa
forty years since and more, and the earth quaked on St.

Stephen’s day."63

NotetthatiNicelar'RisanefiisNpuEipitEy
signed and dated 1260, was completed at the height of
Joachite prophecies of the apocalypse and the coming of
the third world order. Thus, it seems entirely
appropriate to read the iconographic significance of the
Pisa Baptistery Pulpit in terms of the Joachite
controversyn

Nicola Pisano’s cycle of images in the Pisa
BaptisterytPulpithreadidsia tnitiSpreciscmcislicilen:
moments of Christianiscripturehasiadhistoryeot
redemption. Angilola writessudMEachiiiconographicedunitiof

the pulpit makes sense in relationship to the medieval

view of this process of Redemption through Christ as

Angiola, 1.
West and Zimdars-Swartz, 101-102.
Goulton;, 80
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embodied in the sacrament of baptism.”® The panels have
sub=theme jasnwell whilch@stressesithe, rolenof ! Eccdesia,
the Church.

On one level, most representations of the Virgin
havesa,referenceuto the supremaeytofithel@hureh.
However;d the: formald gquality) offsEhelViraghin Ehreougheut the
cycle, due in part to the classical style, emphasizes her
identification with the church. For,inseanee,fintthe
Nativity and Adoration panels, she is larger than every
other figure. InttheNativitylupanelglehrisit®himsel

seems to be de-emphasized relative to the dominance of

Eheéneclihing VYirgin. He almost seems to . besan
afterthought. Mary seems unattached to the events which
surround her. The solidity of the figure evokes a sense

of permanence and stability which corresponds to the
conceptiof:the permanence:and:stabilityliofuthelChurech
As mentioned earlier, the Adoration of the Magi was seen
as a confirmation of the supremacy of the Church. The
Vipgiinlbedomestthe throne on which EheliChizsals EMlcHSSINGENS O s
As the magi genuflect before the Christ child, they are
also implicitly genuflecting before Ecclesia,
acknowledging the Church’s authority over temporal power.
The Crucifixion Panel makes explicit reference to
the birth of the church through the shedding of water and
bloodffromeChrist{saside’ Ecclesia is ushered in with a

receptacle in which to hold Christ’s blood and water

64

Angiolal, 490




whilkesSynagoga; sholdingithalseroitifoffthicl Torahyids
ushered out of the scene. The blood, symbolizing the
sacrament of the Eucharist, and the water, symbolizing
the purification of baptismjtiaredofferedito humanity £from
Christ,;tbut tthroughlithehauspiicestotthier @hurch .

BPisanefisreycle ipresentsithcilistorvlotMChH r s Eilan
redemptionypiwhiehhis ChristianthisiEerySiin N iEshentirety
andicempleteness,; vEromiits 'beginningWEhe ineasnatien, 1to
the Passion,and: to; theceschatological isicene 6f the ' Last
Judgement. ThetChurchifunctionsyEhrougheuntEehits
redemptive history and is the only qualified institution
through which Christ offers sacramental salvation. Thi.s
contrasts with Gerard’s heretical claim that the Church
would be replaced by a more holy monastic institution.
In addition, the cycle reaffirms the importance of
administration of the sacraments through Ecclesia, which
also contradicts Gerard’s belief that the sacraments were
merely symbols that would be replaced during the age of
theiHolyiSpiriti

Irwiish ito ldiisscus’s sthe ssupport ¢figuresiibhe Nowilithie
cycle of panels for they integrally relate to'a dualist
vision of Christian history that opposes the tripartite
Jocahite vision. Many scholars have argued that the
figures between the arched spandrels supporting the
relief panels represent Virtues. However, these Virtues
would havenlittle significancelitofthefritchfbaptismal

messagesots bthel-panel s abovies For this reason, Angiola




suggests an alternative interpretation which identifies |
each figure as representing prefigurations of the
incarnationpeliferideath, Yandisecnirrectitontote Chedst . ;
Most of the figures represent 0ld Testament figures, with
the exception of John the Baptist.

Rhie figure ofudohn rthe BaptilsBil(iEig oS nakes
perfectliiconographictisensetasi theNtnEnlladaEsSanty ot a
baptistery. Howeverjiithe reference beingBdranwntintthis
depictioniifocusestimorefontthe 'Baptistisirolcla =S prophet '
ofdehristiserueifasioil He 'holdsda "LitElefliambewhich vhe
himselfurelatesiitorthelcoming 'of iChrilstlinedohnid:29 ;

The inextiiday ‘John iseeth ! dJelsusifconi ngitun ok Hbim,

and saith, Behold the Lamb of God, which taketh

away the sin of the world. This his The sof whom
I fsiaid,! Afiter me comethi la iman ivhachitass
preferred before me: for he was before me.®

The next figure 'ijs ja partially nude iwomans (fig. 10)

who covers her:.head and body :with a‘'cloak. Sheuis

usually identified as Humilitas. Angiola more

appropriately identifies her as Eve. Eve is seen as the b
cause of the sin which baptism cleanses. Indaddition;

she foreshadows the coming of Mary. She was also I

understood as being representative of Synagoga as Mary
was associated with Ecclesia.®®
The seated figure holding a depiction of the

Cruecifixions (fig. 11) has oftenibeeniidenti FiedF¥astecither

1
22 nghg o e I
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alsymbolfof Faithjllorfafreprescntation®eofthelangel
Michael. Angiola identifies the figure as the archangel
Gabriel. She notest thatithedidepietionNofEhelCrucifixion
which the figure holds shows the moment where Christ is

i ; ] |
As mentioned in |

pierced in his side with a lance.®
relationltotthesCrucifixionipanel faboeoventithec@Bwater and
blood which flowed from his side was understood a

representing the birth of Ecclesia. Infeontrast; the

vinegar on the sponge to the right of Christ was
understood as representing Synagoga.68 Thus, Gabriel, who
announced the Incarnation, and who holds an image of the
CrucificionBEoseshadews Christ/s passion as '‘well@aisiithie
creation of the Church.®

One of the most striking figures on the Pisa
Baptistery Pulpi#tsisithefclassicallytinspiredinude filgure
standingtinwa eontEapositolipdsition & (fig. 012)!
Traditionally, the figure has been identified as
Hercules, embodying the virtue of Fortitude. However,
the figure’s position among several living liéns recalls
more forcefully the story of Daniel.’® Medieval
theologians identified Daniel’s experience in the lions’
den as prefiguring the death and resurrection of Christ.™

Clearly this is a reference to the life-giving sacrament

66
67
68
69
70
73

Angiola, 14.
Angieda, IS
BRngroda, LD
Angiocla, 15.
Angiola, 15.
Angioela, 15.
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of baptism, through which the individual is granted
salvation.

The next figure (fig. 13) has been identified as
Fidelity, solely because she holds a dog. However,
having established that the other corner figures
repreisent realrscripturalscharactemsiinighiolb@iidenti fies
her as' the 0l1ld Testament heroine, Judith, the, widow of
Manasses. Theudog . represents Judithf4sifaitth®inNtheosnew
bridegroom, tEhrustl Like Eve, she prefigures Ecclesia,
the bride of Christ.’? Again, a connection and also a
separation are made between history before Christ and
that after his coming.

The virtue of Caritas (fig. 14) has been associated
with the final corner figure. However, she most likely
represents Esther, who is often paired with Judith as an
0ld Testament heroine.” King Ahasuerus of the Persians
selected Judith to replace Queen Vashti. This was
understood as relating to the replacement of Synagoga by
Ecclesia. Archbishop Visconti alludes to identification
in one of his sermons:

The King so loved her more than all his women
and he placed the crown of his kingdon on her
head and made her reign in place of Vasthi...As
an allegory, it represents our King of heaven

and earth, and Eve and blessed Mary.74

T2
73
74

Angiolay 17
Angielal, 8
Angiola, 18.

47




Thus, each of the corner figures, while prefiguring the
coming of Christ, that is the opportunity of salvation,
are distinct from a specifically Christian history. They
metaphorically and literally, through the construction of
the pulpit, Ysupportfcéhristian iredemption.

More importantly, the structure of the pulpit

reaf firms falduaisissitbiic@nnde estanding iof sreligious ihistery.

The corner figures, which prefigure salvation through
Christ ' andltheibrEhSofiMthe itnew Church, are wvisually
distinct from the specific Christian history above it.
The istructure lofligheRMpuilpiftBnresentsatwo dvisual Iy
distinct rprogramsiswhbtehficarnespond to: the .dilstimnct,
although relatedplcrasSof@re]l igiocous history, “onelbefore
and one after Christ; one embodying Synagoga and one
embodying Ecclesia; one of Mosaic Law and one of
Christian sacrament. asiasthe LPisalBaptistery Pulpit
presents the viewer with a very orthodox interpretation
ofiirelbrgious thistonyialEhemsiaeanents , tand (thejChurch’ s

role in each at the very period when such interpretations

where being challenged.




Conclusion
Nicola Pisano’s Pisa Baptistery Pulpit represents a
kely"moment in the ™history "0f Itallraneat: Thierartist’ s
startling use of a classical aesthetic foreshadows the
supreme achievements of Italian artists working in the
fifteenth andisixteenth. centuries A thclSBatclm BaisiE st oir iy

Pulpithsi classicalistyle .gained dt ymuechilarEShiisitions ca ]

| albEentaon. Ironically, this wealth of research on the
rartisEfispistylidistic, inneovation :remowedinbheSPElSaSB Alp Balsite r v ;
|
i Pullpit' i from the social ,‘historicdl,  dand Felidgilous tconticxt ’
|

understood as a monument celebrating the development of

[ of thirteenth-century Pisa. The Pulpit instead has been
| Pulpit’s meaning is fundamentally linked to its location

|
|
|

classical 'style. In reality, the Pisa Baptistery

and function in a medieval Italian baptistery.in the late

thirteenth century. Pisano employs imagery and

l 1
|
:\ iconography that has integral and important links to the

Ei sacrament of baptism. The cycle of five relief

;& sculptural panels . can and should be readitnSteinsMoEist hic
li theoliogicaly significancesoflthe sacrament lof €hristian

| ARG on . In addition, the structure and iconography

of the pulpit provides a clear refutation of Joachite
heresy, reasserting the importance of the sacraments and
the authority and sufficiency of the Church within a

dualistic framework of ChristianihisiEory
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ITALIAN GOTHIC SCULPTURE C. 1250—C. 1400

25. Nicola Pisano: Pulpit, completed 1260. Baptistry of Pisa
[Alinari/Art Resource, New York].

solemnly didactic to become at times a kind of “edifying
diversion.”

Nicola is referred to in two documents, the earliest
one dated 1258, as Nicola “de Pisis” or “Pisanus,” indi-

cating Pisan citizenship. By 1258 he must, then, have

worked in Pisa long enough to have won the esteem of

its citizens and government.® If he was, in fact, architect
and/or sculptor of Siena from 1245, it may be that the
conferral of citizenship was both an honor and an
enticement, for the Pisans successfully recruited the
master, who established himself and his workshop in
this important port city. Here, he was given a most
challenging commission: to create a pulpit not for a tra-
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44.

Pisa

Pulpit in Baptistery. Adoration of the
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45.

Pisa. Pulpit in Baptistery. Presentation in the Temple.




46. Pisa. Pulpit in Baptistery. The Crucifixion.




CENTRAL ITALY €. 1250—C.. 1310

47. Nicola Pisano: Crucifixion. Siena cathedral pulpit [Ralph
Lieberman].

the soft modeling of the flesh, the palpitating half-open
mouths (Fig. 46), and the sensitive hands with fingers
that seem to quiver slightly, seen in many figures on
the Siena pulpit, contribute a new emotional resonance
that departs from the more formal and solemn images
on the Pisa pulpit.

In general, Nicola has enlarged his emotional reper-
tory: Consider, for instance, the Madonna who now
inclines her head toward the kneeling Magus tenderly
kissing the Child’s foot (Fig. 43). But the sculptor also
encourages a deepened meditation on the meaning of
the symbolic and narrative content. One could com-
pare, for example, the Crucifixions in Pisa and Siena
(cf. Figs. 32 and 47). If the Pisa Christ, with its pro-
nounced swing of the body and the jagged forms of the
drapery folds, still reveals sources in contemporary and
earlier Italian painting (which in turn had its roots in
the Byzantine tradition), in the cognate figure in Siena
virtually all Byzantine vestiges disappear: Christ hangs
with arms stretched into two great diagonals, shoul-
ders dislocated, and abdomen no longer curving grace-
fully but sunken by the weight of the upper torso. The
jagged drapery folds of the earlier example are
replaced by softer, more naturalistic forms, and all lin-
earism is gone from the modeling of the torso. The

head of Christ sinks into his chest,
increasing the silent pathos of the
dead figure. The death of the Sav-
ior has become a human tragedy,
which for the Christian worshiper
intensifies the meaning of Christ’s
transcendent sacrifice.

The Fontana Maggiore

A number of additional monu-
ments have been attributed to
Nicola and his workshop: These
include the much damaged albeit
moving Deposition on the tympa-
num, and the Annunciation, Nativ-
ity, and Adoration of the Magi
on the architrave of Lucca cathe-
dral, whose dating and attribution
remain problematic. Between 1269
and 1279, he, and at some point
possibly also Giovanni, executed a group of monumental
heads, busts, and full figures for the exterior of the Pisa
Baptistry. (Many are still in situ but several are in the
Museo dell’'Opera del Duomo and the Museo Nazionale
in Pisa.)* The last major work securely tied to his name,
however, is the monumental, polygonal, sculpturally
embellished fountain in Perugia’s main cvic and reli-
gious square (Figs. 48—49).

The project originated not as an architectural or sculp-
tural one but rather as an engineering and hydraulic
problem with the goal of bringing an adequate water
supply to the citizens of Perugia, a hillside town rather
poor in freshwater springs. Documents record about
eighty years of government deliberations regarding the
feasibility of transporting water from a plentiful source
on a nearby hill about three miles from Perugia to the
piazza at the town’s apex, a focal point of the town’s civic
life for centuries. The piazza was not only the site of the
Duomo and bishop’s palace, and the fulcrum of the
newly built roads leading from each of the five ancient
city gates, but was soon to see the construction of the
town hall as part of the city’s greatly expanding demo-
graphic, economic, and urban development.” The deci-
sion to erect a fountain here followed the intensive pro-
gram, beginning in the 1260s, to increase the water
supply to other parts of the city by building five new
fountains in each district and repairing existing ones.*
After many false starts, an underground aqueduct was
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9 John the Baptist, Pisa Baptistery
pulpit (photo: Alinari)

Florence)

12 Gabriel, Pisa Baptistery pulpit (photo:
Alinari)

13 Gabriel (derail). Pisa Baptistery pulpit
(photo: Alinari)

covers her body, is usually identified as Humilitas (Fig. 10).%8
She conforms precisely, however, to contemporary representa-
tions of Eve who is shown, in similar contexts, naked except
for the cloak wrapped around her, and with her spindle in one
hand. She appears in this fashion, for example, in the cupola
mosaics of the Florentine Baptistery (Fig. 11). Nicola's figure
of Eve originally held something spindle-like in her left hand;
her fingers curl around the remaining fragment of its shaft.

* Salvini. 61, identifies her as hope.

10 Eve, Pisa Baptistery pulpit
(photo: Gabinetto Fotografico,
Soprintenden:a alle Gallerie,

11 Eve, detail of cupola mosaics. Florence,
Baptistery (photo: Gabinetto Fotografico,
Soprintendenza alle Gallerie, Florence)
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As Eve, the figure plays an essential role in the pulpit’s
iconographical program. For it is Eve's sin that the waters of
baptism wash away. She is closely related in the medieval
Church to Mary, the new Eve. The paradise that was lost
through Eve's disobedience to the word of God is regained
through the faith of Mary at the moment of the Annunciation.
Eve is often associated with Synagoga; her relationship to Adam
is echoed in the relationship of Mary who is Ecclesia the bride.
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14 Daniel, Pisa Baptistery pulpit
(photo: Alinari)

program is not unique in baptismal contexts. For example, he
appears on a sculptured interior capital of the Baptistery of
Parma, where he is shown seated and surrounded by live lions,
one of which rests its paw on Daniel’s knee (Fig. 16). Nicola
draws the general form of Daniel not from medieval representa-
tions, in which he is fully clothed as he is on the Parma
capital, but from Early Christian sarcophagi where he is
usually shown standing nude among the lions as, for example,
on a fourth-century sarcophagus now in the Camposanto
(Fig. 17).

The standing woman holding the little dog in her arms is
identified on the basis of the dog as the Virtue Fidelitas or
even Fides (Fig. 18); Salvini suggests that in the Latin West in
the Middle Ages fidelity and faith are one and the same.!%
There is no need to intrude a theological Virtue into the pulpit’s
scheme for the corner figures; they represent Prophets and
prefigurations of the episodes of Christ's life depicted in the
five relief panels above them. According to Réau, the little
dog, the medieval symbol of marital fidelity, is an attribute of
Judith, the OIld Testament heroine and devout widow of
Manasses, faithful to him even after his death (Judith 8:2-8).'1¢
Judith is shown with a little dog beneath her feet on a jamb of
the right portal of the north transept of Chartres (Figs. 19 and
20). The sculptural decoration of the portal dates from late in
the first half of the thirteenth century. The story of the behead-

1% Salvint, 49.

10 1. Réau, Iconographie de I'art chrémen. 1. pt. 1, Pans, 1956, 33C.

15 Daniel, Pisa Baptistery pulpit

16 Daniel, interior capital. Parma, Baptistery
(from G. de Francovich, Benedetto Antelami
architetto e scultore e I'arte del suo tempo,
Florence, 1952, u, fig. 287)

17 Early Christian sarcophagus (detail), Danel in the Lions’ Den.
Pisa, Camposanto g

ing of Holofernes appears in the voussoirs over the head of the
jamb figure.

The dog as an attribute of Judith is probably not simply
related to her widowhood. According to Walafrid Strabo.
Manasses represents the Old Law, to which Judith was once
married. With the coming of Christ, the new bridegroom,
the old observance ceases.!"! Strabo cites Saint Paul's exposi-

W\ alafnd Strabo. “Liber Judith,” Glossa ordimana: Par lat.. oxin, Pans.

1879, 735.
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18 lukith, Pisa Baptistery pulpit (photo:

Alinan)

rion on faith and the law (Galatians 3:23-27): “Before this
futh came, we were close prisoners in the custody of law,
pending the revelation of faith. Thus the law was a kind of
rutor in charge of us until Christ would come, when we should
ke justified through faith and now that faith has come, the
rutor's charge is at an end. For through faith you are all sons of
Uiesd 1n union with Christ Jesus. Baptized into union with him,
vou have all put on Christ as a garment.” Through her faith,
tudith becomes the bride of Christ. The. little dog, then, a
<. mbol of marital fidelity, also represents Judith’s faith in the
new bridegroom.

As the bride of Christ, Judith prefigured Ecclesia. Rabanus
\{iurus states that “the tradition of the teachers makes clear
that Judith is a type of the Church.”"** Holofernes, the Assyrian
commander, is the persecutor over whom the Church, with
tarrth and patience, finally triumphs: “And thus Mother
Church . . . liberates with the help of the grace of God and,
having triumphed over the wicked enemy, returns gloriously to
her cirizens.™3 In his commentary on Judith’s song of thanks-
ewving (Judith 16:8), Rabanus Maurus interprets the widow’s
clothing that Judith exchanges for fine linen before her meeting
with Holofernes as the sins washed away in the waters of
kaprism. Her new hymn (Judith 16:13) is the New Testament. '™

ludith is a favorite subject of Archbishop Federigo Visconti’s.
She appears several times in sermons that can be attributed
with certainty to the early vears of his archiepiscopate. For
\'isconti she is a symbol of the Church. In one sermon it is

2 R sbanus Maurus, Expositio m bbrum Judith; Pat. lat., cix, 559.

«—nomes, fol. 139r; Barsotu, 1, 517-18: “Exposito primo qualiter per
wnotam nostram significatur per Judith . . . Civitas nostra Pisana per
“erhiusliam et per Oloternem Sardinea sive Prosper Archiepiscopus Turritanus,

mwrem Civitaus Pisane, scilicet, pimatie et legationis in Sardinea, inita

19 Judith, north transept portal.
Chartres (from R. Branner, Chartres
Cathedral, New York, 1969, fig. 84)

20 Judith (detail), north transept portal. Chartres
(from P. Kidson, Sculpture at Chartres, London,
1958, fig. 72)

specifically the Church of Pisa that she represents. In a dis-
course delivered on his return from a difficult visit to the
Archbishop of Torres, one of the Pisan Church'’s suffragan
bishops on the island of Sardinia, he comments upon the
story of Judith:!!s

I will explain first how our holy [person] is indicated by
Judith . . . and our city of Pisa by Bethulia. Holofernes
represents Sardinia or Prosper, the Archbishop of Torres,
who conspired against the honor of the city of Pisa, that is,
its primacy and legation in Sardinia, and in council with
certain people attempted to divert or impede [us] many
times. . . . Judith, therefore, is interpreted “confessing” or
“glorifying”; according to either interpretation she stands
for the prelate, who must confess the articles of faith. . . .
Bethulia is interpreted as the virgin of the Lord, that is to
say, in the purity of her faith, for not even one heretic is to be
found in the city. Thus that which the Apostle Paul says
(2 Cor. 11:2) can be applied to the Pisans: “For I have
espoused you” — that is, the Pisans— “that I may present you
as a chaste virgin to Christ.”

Judith appears sturdy and serious on the pulpit, gently hold-
ing the little dog who is her attribute; she is an Old Testament
heroine who symbolizes the faithful and triumphant Church.
Nicola joins together the woman and the dog so naturalistically
that the dog seems an integral part of the image rather than
simply an attribute.

conspiratione et consilio cum quibusdam, auferre vel impedire multipliciter
nitebatur, quemadmodum iam dicemus. Judith enim interpretatus confitens vel
glorificans, et secundum utramque interpretationem significat prelatum, qui
debet articulos fidei confiteri. . . . Bectulia vero interpretatur virgo Domini
vel casta Domini; et Civitas nostra Pisana vere est virgo Domini, virginitate,
scilicet, fidei, quia in ea nec unus hereticus reperitur; quod competat Pisanis,
quod dicit Apostolus (2 Cor. 2) ‘Despondi enim vos," scilicet Pisanos. ‘uni
viro virginem castam exhibere Christo.’ "
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