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AMOWH KOYMANTAPEIOY MINAKO©OHKHZ

H oikia BaAaodkn, KTIOMEVN OTIG apxEg ToUu awwdva pag, ol oteyalet v Koupavrapeto Mi-
vakoonkn.

ﬂpOKachu yld €va aEloAoyo VEOKAQGOLKO KTiplo mou ayopdoTnke anod tov Mewpyto |. Koupav-
Tapo YId va ateydocel TH ouloyn épywv nou pagi uE AV adeAeri Tou NTOAu N. Fouhavdpn
dwpnoav othv EBvikn MivakoBrikn kai xqpaxmplomne npooq)ctra Mé anépaon Mg kupiag
YrnoupyoU MoAtiopoU kai Erotnuev wg épyo TEXvNG mou xpeldagetal eldiIKn npoomom
yati napouoma&sl Blaitepo upxlrexrovmo Kai HOPPOAOYIKO EVBIAPEPOV, HE CULHETPIA OTR
31apBpwaon TwvV TECTAPWV owewv Kai om bluuoptpwon TOV QVOLYHATWV.

TTAV KUpiwg OYn, n eicodog Kai n eE@Bupa ToU MPOTOU 0POPOU Eival O egoxn, evw o e§w-
otng eival Tonoeempevoq oToV Kevipikd atova. Eival kTiopévo o€ Baon and eupavi L06-
Sopo AtBodour, kai oTo LoOYELO opLCovneq YPQUHMEG BlapBpwvouV TG OYEIG. ZTOV npwro o-
POQO, OTIC YWVIEG Kai HETAEU TOV aVOIYHATWV UNAdpXouv avayAuPeg napactadeq mnou karta-
Ajyouv o€ Tawvia Kai emoTUA0. Meydlo evdlagépov Mapouataget kai 16 otnéaio, TO omnoio
xwpiZetal and 10 unoAolno KTiplo WE Eva Yeioo.

VIEW OF THE COUMANTAROS ART GALLERY

Built in the opening years of the present century, Valasakis House is now the home of the
Coumantaros Art Gallery.

A fine example of a Greek Neo-Classical building, the house was purchased by George J.

Coumantaros to receive the collection of pictures he and his sister, Dolly Goulandris, were to
donate to the National Gallery. The building was listed recently by the Minister of Culture and
Sciences as a protected building of particular architectural interest. It is of symmetrical
design on all four sides and in the arrangement of its doors and windows.
The porch is recessed (in antis) and forms the centre-piece of the fagade, the first floor
balcony being immediately above it. The house stands on a plinth of rusticated ashlar
masonry, while the ground floor walls are distinguished by the articulated horizontal lines in
the rendering. Pilasters stand at the corners of the upper floor and in the spaces between the
openings, terminating in an architrave and narrow band. The parapet, divided from the
building below by a cornice, is also of some interest.
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MavAog Zautog: MNpoowmnoypapia MNavvn Koupavrapou, 1981

Pavlos Samios: Portrait of John Koumantaros, 1981



FMANNHZ KOYMANTAPOZXZ

O natépacg pag Navvng Koupdvrapog fitav yuldg Tou Ztavupou Kai TG Atkatepivng Kou-
pavtapou arod TO Xwpld Boutidvol kovtd ot ZndpTn, o (310G OHWE YEVVHBNKE OTO XWPLO
BauBakoU otig 10 AuyouoTou ToU 1893. HTav o vewTtepog avapeoa o€ MEVTE adEAPLa Kai
uiG adeAgn, Ty Euyevia Koupdvtapou-Niapxou.

Oi Koupavtapot ntav naAld olkoyévela Tov BouTtidvwy PE KTNHATIKA Kupiwg neplouaia.

To 1912 gykaraotadnkav otov Melpald kai ta peyaAutepa adéAgla tou MNavvn, o Oodw-
pog, o Nikog kai o Mavog idpucav pali nE 16 Beio Toug Mavayiwtakn ToUg KuAivdpouuAoug
Eupwta. Tiv idla emoxn o MNavvng anogottouoe anod v Apaydtoelo ZxoAn kai apyotepa
ano v Epnopikn xoAnR MavaylwtdrnouAou. I CUVEXELA EKAVE TN OTPATIWTIKY TOU BnTEia
rnoU SINPKECE EMTA XPOVIA WG AOXAYOG OE HOipa AUTOKLVIITWV.

T6 1920 navrpeutnke ™ OAwpa 10 yévog Nopikou Ttou kataydtav ano T Zavropivn, kai
katomv takideyav otd Aovdivo Omou kai yevvnenkape epeig, 1@ dud Toug natdia.

Enéotpeye npoowpiva otriv ABriva aAAd avaykdotnke va Eavaguyel yia Tpia xpovia ot
NEa Ydpkn orou Tov kahoUoav ot SOUAELEG NG olkoyevelag. To 1930 yuploe otrv EAAada
ME OKOMO va £ykataoTtadel 5w Poviua, ala 10 1941 Epuye MAAL AOYW TNG YEPMAVIKNG Ka-
TOXNG Kai meptmAaviBnke WE TV olkoyéveld Tou otiv Aiyuntto kai ) N. AgpiknA, yla va kata-
AREEL TEAIKA OTNV APYEVTIVE.

ME 16 TéNOG TOU ToAguou mrye ot Neéa YOopkn kai napepelve emni Sekamnevie xpovia agyo-
AOUMEVOG WE EPOTIALOTIKEG ETUXELPTIOELG. TENOG eNéoTpePe 0pLoTika oTriiv EANGda omou kai
Euelve PEXPL TO Bavato Tou otig 4 OeBpouapiou 1981.

OuuopaoTe MAVTA TOV MATéPa Hag va HAg nnyaivel otd d1apopa HOUOEIQ TWV XWPWV TIoU
TUXalve va BPIOKOMAOTE Kai va pag LeTadidel TO yeyaAlo tou evdiapépov yia v 1exvn. O i-
dloc Bavupale anod naidi THY oOHoPGLA, Kai ATAV OVEIPO TOU VA UMOPETEL KAMOTE VA dnuLoup-
yRoelL ot Znaptn Mia Mivakodnkn, yid va MpooPEpel 0TOUG OUMTIATPIWTEG TOU T OUYKI-
vnon noU atoBavotav o idlog otav emokenToTav Td YeyaAa pouoeia Tou KOOHOU.

Trv emBupia Tou autr MPOoTadNnoape VA EKMANPOCOUHE. TV MPOOTIA6eld pag auTn ei-
XQAUE TV KaA TUXN va €XOUME TRV TTOAUTIUN BoriBela Tou Anunten MNanaotdpou, AleuBuvtn
™g EBvikng MivakoBNKNG, 0 0Toiog HAag kaBodnynoe o€ OAEG TiG PpACELG TOU EPYOU Kai OTOV
oroio Katd péya WEPoG ogeiletal n umapgn TG MIKPNG autng MivakoBnkng.

Erniong mpénet va euxaplotiooupe OAoug ToUG BAaupdcloug OuvePYATeG ToU AnuniTten
Maraotauou, TV NEAAN MiotpAn, v ‘OAya MetCagou, v Eiprivn Opatn kal tov B. Wn-
PoUKN YA TiG METUXNMEVEG PWTOYPAPIEG, KABWG Kai v AyyéAa Tappdkn yia td Keipeva tou
KATaAoyou.

S& OAoug ToUG Kaloug pag giloug g EBvikNG Mivakodnkng, mou 1600 pag Bonbnoav a-
rneuBUvoue Tig O BepuEG pag euxaploTies. |Slaitepa BepUEG eival Ol EuxapLoTieg pag mPog
10 Yroupyeio MoAtiopol kai Emotnuav yid ) oupnapdotaot) Tou.

NToAMu N. Mouhavdpn
lewpylog |. Koupdavtapog
JOHN COUMANTAROS

Our father John Coumantaros was the son of Stavros and Aikaterini Coumantaros from the
village of Voutiani, just north of Sparta, where the family had owned land for several genera-
tions. John was born, on 10 August 1893, in the nearby village of Vamvakou, the youngest of
five brothers and one sister, Evyenia Coumantarou-Niarchou.

In 1912 Stavros and Aikaterini Coumantaros settled in Piraeus where John’s elder
brothers Theodoros, Nikos, and Panos joined their uncle Panayotis in founding the Evrotas
Flour Mills. John graduated about that time from the Dragatsios School, and later from the
Panayiotopoulos Commercial School. For the next seven years he served in the army,
finishing his military service as a Captain in a motorised division.
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In 1920 John married Flora Nomicou from the Aegean island of Santorini. Soon
afterwards they moved to London where we, their two children, were born.

For a short while they returned to Athens, until the family business required them to spend
three years in New York. By 1930 they were back in Greece, intending to settle there per-
manently. But the German occupation compelled them to leave once more, in 1941. John
took his family first to Egypt, then to South Africa, and finally to Argentina. At the end of World
War Il he went to New York and remained there for the next fifteen years looking after his
shipping business. In 1962 he returned to Greece for good, making it his home till his death
on 4 February 1981.

We remember with pleasure how our father unfailingly used to take us young children with
him to the various museums of whichever country we happened to be in, sharing with us his
great enthusiasm for the arts. Even as a boy, we were told, John was wont to express openly
his admiration of beauty. Later on it was his dream to be able one day to establish a picture
gallery in Sparta. He wished to give his fellow countrymen the opportunity to experience the
emotion he himself felt whenever he visited one of the world’s great museums.

We have tried to fulfil that wish of his. In his memory, we have acquired and restored this
late Neo-Classical Spartan villa to house a small collection of pictures.

In this endeavour of ours we have been fortunate indeed to enjoy the invaluable help of
Dimitris Papastamos, Director of the National Gallery in Athens. At every stage of the project
he has given us his wise counsel, and it is chiefly to him that this little gallery owes its exis-
tence.

We wish to thank Dimitris Papastamos and several able colleagues of his — Nelli Missirli,
Olga Metzafou, and Eirini Orati — for their assistance, as well as Vassilis Psiroukis for his im-
pressive photographs. Our thanks are extended also to Angela Tamvaki for the text of the
Gallery Catalogue. To all who have so generously assisted us we express our warmest
gratitude.

Dolly Goulandris
George J. Coumantaros




MPOAOIroz

Mée ) dnuioupyia g «Kouuavrapeiou MvakoBrikng Znaptng» o ouvduaouog g (SlwTt-
kNG npwtoBouAiaq kai ¢ dnudotag cuvdpounG — Uid tdéa mou AvtamokpIiveTal otic KaAAl-
TEXVIKEG avalnTioelg ToU oUyXpovou avBpwnou — yiverar npayuankornta 16co ouvroua,
oAokAnpwueva kal arroteAeouatkd. Ot dnuioupyol ¢ Mvako®rikng Indptng, Mwpyog .
Kouudvrapog kai NToAAu Nik. NouAavdpn 16 yévog I Kouudvrapou, Tiuwvtag tj uvrun tou
narépa Toug ayopagav, guvtripnoav kai avakaivioav ndvw otd (5ta oxEdia, éva KAQOIKL-
OTIKO apXOVTIKO MOU KTIOTNKE OTIC apXEG TOU atwva uag. Etowuo oAokAnpwuévo kai ué uid
EMIXOPTYNON ENOLA, MOU TOU EMTPENEL vd AetToupyel dvera, 16 Mouaoeio dwprBnke ortnv E-
Bvikr} MivakoBrikn nou avéAaBe 10 HOUOCEIOAOYIKG, EMIOTNUOVIKO Kal EKBETIAKO TOU gEOMAL-
OuO.

21oxevovTag o€ uid atoontikr, KAAAITEXVIKT Kal MOAITIOTIKT) KAAALEPYELA TWV KATOIKWY THC
neptoxng, 10 nouoeio napouvaotdferat TEAeta texvoAoyikd e§onAtouévo and toug Swpntég, U’
Eva natdeuTiko mpoypauua nou nepiAaufdvel: utd uoviun ékbean 13 épywv SUTIKOEUPWNAI-
KIiG T€Xvng, kAnpodoaia tou lwdvvn Kouudvrapou, uid uoviun €kBeon and 40 Epya veoEA-
Anjvwv CwypdpwVv ToU 190U Kai ToU 200U atwva Kt akoua Uid EkBeon EAANVIKIIG XapaKTIKIG.

‘Epya twv rugn, Autpa, BoAavdkn, lakwBidn, MapBévn, MaAéa, Xarinkupidkou-Tkika,
Toapouxn, Baoireiou, MopaAn k.d. kaBw¢ kai xapaxtikd Twv FaAdvn, Kepaiinvou, Tdooou,
Katpakn, MpauuaronouvAou, Bevroupa, BeAtoapidn, Mdooxou k.4. ivouv opaiptkd Tic npo-
onabeleg TwWv eAANVwY KaAittexvwv vd Bpouv 16 dpduo Toug kai vd xapd&ouv uE UETPO,
xowua, doun kai TEXVIKN TIjv oudia 10U KaAMTEXVIKOU Kai aiolnTikou KGOUOU HECA amno Tov
ortolo aviAnoav 10 B€ua toug. O MAOUTOG QUTOG TWV EKPPAOEWY BEIXVEL OTOV EMIOKENTN TV
avadritnon, tjv avixveuon, td epwtnuatikd kai td npopAruara nou dnuiovpynoav v kabo-
PLOTLKI) MOPEIA TG VEOEAANVIKIIG TEXVNG MPOG TOV AOUVOPEUTO KOOUO TNG.

Ot nivakeg autol kai Td xapaxtikd padi ué 1a Bonbntika uéoa KAtavonong, ToUG KataAo-
YouG Kai (id Mikprj aAAd kaAd evnuepwuévn BiBALoBrikn téxvne divouyv trv eukaipia kai otév
anAo ermokentn aAAd kai otov gpeuvntr uadl ué tiv apxaia, Bulavtivij kai uerapulavivr
TEXVN MOU Trjv MPOCPEPOUV Td Bauudata pouoela kal ot apxXaltoAoyiKol XwpPol THG NEPLOXIG
vd euBaduvel kal o1d Béuara ¢ oUyxXpovng EAANVIKIG TEXVNG Kal OTIC avavewTiKEC Suvd-
MUEIG TG TEXVNG aUTIIG ONWG Napouctaotnkav ano mv enoxr twv rudn-Avtpa uéxpt oriuepa.

‘OAa autd a&torotri@nkav yt@ npwin ¢opd 16000 OAoKANpwUEvVa O€ utd enapxlaxrj noAn
Kal uropel va nel kavelg mwe HETA TIG EUMNELPIEG MOU aMoKTIIOauME amo Trv NUEPA TWV eyKat-
viwv ¢ EBwvikri¢ pag lMivakoBrikng 10 Mouoeio Xndptng eivat éva dyoyo o€ AelToupyiko-
Ta Kai YoUCEIoAOYLIKI) MANPOTNTA anokevipwiuévo Idpuua Zuyxpovng TExvng ot xwpa
Hag.

H guyevikn xetpovouia Twv adeApwv MNwpyou I. Kovudvrapou kai Nt6AAug N. NouAavépn
uadi ué v karavonon kai cuunapdotaon mou Bprike and 10 Yrnoupyeio MoAtiouou kai E-
momuwy Edwoe 0é Udq Tic Baoikég npolnoBéoetg ytad tiv avdantuén, npayudrwon kai a§to-
noinon ¢ (3éag kai ¢ dwpedg.

2mv npoondBeta autr) BoriBnoav n Yrnoupydg MoAitiouoU kai Emotnuwyv kupia MeAiva
Mepkoupn, 10 Atoltkntiké ZuuBouAto trjc EOBvikng MivakoOnkng kai Mouaoeiou AAeEdvdpou
Zoutgou kai ot ouvepydreg nou otiv MivakoBrkn AyyéAa TauBdkn, ‘OAya Mevilapou kal
Mapika NECn. ‘OAoug ToUg nmapandvw euxaptoTw Bepud.

EmbBuuw ouwe EExwpa vad euxaptotriow tov MNdpyo Kouudvrapo kai ) NtoAAu Nik. Mou-
Aavdpn mou oxt uovo eixav thv tdéa opydvwong ti¢ Kouuavrapeiou MivakoBrikng otn
Snaptn aAAd u€ BoriBnoav avriuetwmnifovrag kdbe duokoAia mou kard 1) Sidpkela g
nEayudTwaong napouctdoTnKeE.

Kt akOua 8d npénet ué oefaoud va tiurioouue i pvrun tou lwdvvn Kouvudvrapou mou ué
v emBuulia g (dpuong evog Mougeiou otrjv natpida tou, CUVETEAEOE Ot} dnuioupyia
TO0U MPWTOU Mapaptiuarog g EBvikng MvakoBrkng o€ enapxlaxr noAn, nou UE v EnNw-
vuuia «<KOYMANTAPEIOZ MNINAKOOHKH XMAPTHZ» odg kaAwoopilel otic aiBouoEg ng.

Znaptn, Madang 1982 Anunteng Manaotduog
AteuBuvtric E6vikng MvakoBirikng




FOREWORD

The establishment of the Coumantaros Art Gallery in Sparta, an event wholly in accord
with prevailing interest in the arts, has been achieved, in a manner at once rapid and con-
clusive, through a combination of private initiative and public resources.

George J. Coumantaros bought and restored an early 20th-century Neo-Classical
building well suited to receive the collection of paintings he and his sister, Dolly Goulandris,
co-founder with him of the Sparta Art Gallery, wished to give to the city in memory of their
father, John Coumantaros. They donated the property, fully refurbished in every respect and
accompanied by an ample operation endowment, to the National Gallery which for its part
undertook the installation of the Gallery exhibits, the technical equipment, and the display
furnishings.

Intended as an arts and cultural centre for the benefit of the local population, the Gallery
has been supplied by the donors with all that is best in the way of modern technology. The
educational programme includes two permanent exhibitions: one of thirteen west European
paintings left by John Coumantaros, and another of forty works by 19th- and 20th-century
Greek painters; there is also a display of prints by Greek artists.

Paintings by Gyzis, Lytras, Volanakis, lakovidis, Parthenis, Maleas, Hadjikyriakos-Ghikas,
Tsarouchis, Vassileiou, Moralis, and others and prints by artists such as Galanis,
Kephallinos, Tassos, Katraki, Grammatopoulos, Vellisaridis, and Moschos illustrate the en-
deavours of Greek artists to blaze a trail of their own and to express through form and
colour, structure and technique the artistic and aesthetic essence of the world that provided
their subjects. This wealth of expression tells the visitor something about the questing and
questioning processes that have determined the precise direction Greek art has taken
towards its unbounded goal.

In association with the explanatory notes and catalogues and a small but well-stocked
library, these paintings and prints give the ordinary visitor — as well as the research scholar
— a chance to penetrate more deeply into the subjects of contemporary Greek art and into
the revitalizing forces that have been at work since the time of Gyzis and Lytras. Com-
plementing these sources of study are the region’s excellent museums and archaeological
sites, rich in the art of antiquity and of the Byzantine and post-Byzantine periods.

Sparta is the first provincial Greek city to acquire such an institution. With the benefit of
the experience we have accumulated since the inauguration in 1976 of the new building of
our National Gallery in Athens, we can claim that the Sparta Gallery wants for nothing in
respect of functional arrangements and technical sufficiency as a modern Greek museum
of art.

The generous benefaction of George Coumantaros and Dolly Goulandris, coupled with
the understanding and help it elicited from the Ministry of Culture and Sciences, provided
us with all that was needed to make the most of the original concept and gift.

Our efforts were greatly assisted by the Minister of Culture and Sciences, Mrs. Melina
Mercouri, the Board of Trustees of the National Gallery, and by my colleagues at the Gallery,
Angela Tamvaki, Olga Mentzafou, and Marika Nezi. | warmly thank all the individuals concer-
ned.

But my special thanks are due to George Coumantaros and Dolly Goulandris: they not
only had the idea of establishing the John Coumantaros Gallery in Sparta, but also assisted
me greatly by coping with all the difficulties that arose in the course of its fulfiiment.

Finally, we must honour and respect the memory of John Coumantaros: in expressing the
wish that a Gallery be founded in his birthplace, he himself contributed to the creation of the
first off-shoot of the National Gallery in a provincial city, the Coumantaros Gallery that
welcomes you to its collections.

Dimitris Papastamos
Sparta, May 1982 Director of the National Gallery




KATAAOIOZ
CATALOGUE
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INTRODUCTION

Various phases of European painting from the last decades of the sixteenth century to the
opening years of the twentieth century are represented in the Coumantaros Art Gallery.
Allegorical figures by Carlo Caliari (Cat. no 1) expresses general tendencies within late
Renaissance art, particularly of the Venetian school, while Portrait of Nell Gwynn by Godfrey
Kneller (Cat. no 2) and Lady in a blue dress by Alan Ramsay (Cat. no 3) are diverse examples
of 17th- and 18th-century portraiture. There are two landscape paintings: A fortified city (Cat.
no 4), which reflects a later development in the important 17th-century Dutch school of
landscape art, and Roman ruins by John Woodhouse (Cat. no 5), a 19th-century blend of
realistic and idealistic elements. Pleasant thoughts by Carl Herpfer (Cat. no 7), The cardinal,
cleric, and servant by Charles-Edouard Delort (Cat. no 8), Welcoming a travelling circus by
Galofre y Gimenez (Cat. no 9), Setting out for a day’s hunting by Ferdinand Roybet (Cat. no
10), and A game of bowils in an inn courtyard (Cat. no 11) reflect evolutions in genre painting
in 19th-century France, Germany, and Spain which was at times of a purely descriptive and at
other times of a more obviously critical nature. Animal portrayal, popular in England and Ger-
many during the eighteenth and nineteenth centuries, is represented by Dogs eyeing a bone
by Alfred Dedreux (Cat. no 6), while Still life with flowers and fruit (Cat. no 12) and Still life
with an open book, newspapers, a cigar and a pipe (Cat. no 13) are two differing aspects of
the same subject, consistent with the spirit and times of the artists that painted them.

The inclusion of a glossary, with definitions of successive art movements and the names of
their leading representatives, has been considered necessary for the better understanding of
the terms used in the text to characterize the different periods to which the western Europe-
an paintings displayed in the Coumantaros Art Gallery belong.




EIZAFQrH

Zmv Koupavtapelo MivakoBrikn aviinpoownevovTal S1APOPEC PACEIG TG eupwnaikng {w-
YPAPLKNG ano TiG TeAeuTaieq deKAETIEG TOU SEKATOU EKTOU WG TiC apXEC TOU ElKOOTOU alwva.
Ot AAMAnyopikég noppég Tou KapAo KaAlapt (aptd. kat. 1) ekppalouv TiG YEVIKOTEPEG TAOELG
G Uatepng Avayevvnong, kai tdlaitepa ¢ ZxoAng ™mg Bevetiag, evw n Mpoownoypapia
TiG NEAA Mkouivv ToU MkOTPENVT NEAEP (ap. KaT. 2) kai n Kupia ué 10 yaAdZio popeua tou
AAav PAuced (aptB. kat. 3) anoTeAouv XapaktnpIloTika deiypuata npoownoypadiag Kata té
170 kai 16 180 alwva. Znv Tonioypagia evradcoovral SUo Epya: n OXUPWUEVN ITOAN (ap. KaT.
4) nou Beixvel T HETAYEVEQTEPT EEEAIEN TG ONUAVTIKAG OAAQVSLKT|G OXOANG ToTioypagiag
ToU 170U awwva, Kai 1d Pwuaikd epeima tou T¢wv Mouvrxaoul (ap. Kat. 5), éva kpdua npay-
HATIK@WV Kai IBEANOTIK®V OTOLXEIWV XpovoAoynuévo a1d 190 aiwva. Ot Euxdptoteg SKEYELS
T0U KdpA Xépnipep (aptb. kat.7), ot KapdivdAlog, kKAnptkog kai unnp&tng Tou ZapA Eviouap
NTeAOP (aptB. kaT. 8), n Yrodoxr neptodelovrog Biaoou ToU MkaAOPp t TKIMEVED (aplB. KaT.
9), n Avaxwpnan yia 10 kuvnyt tou Qepvtivav Poiuné (ap. kat. 10), kal 16 Maixvidl ué undA-
Agg otrjv auAn evog navdoxeiou, (aptB. kat. 11) kaBpe@Tifouv Tic eEeAiEel TG nBoYpPAPIKAG
Cwypaplkig ot MaAAia, T Meppavia, kai ™V lonavia katd 16 190 atwva, mou xapaktnpeifov-
Tat aAote and kabapa neplypa@ikn, kal AAAoTe and caPpeatepa Kpitikh didbeon. H Lwypa-
QK TV owv, mou ftav dnuoglAng otriv AyyAia kai ™ Mepuavia katd 16 180 kal 10 190
alwva avtinpoownevetal and TO TKUALA noU SIekSIKoUY Eva KOKKAAO Tou AApE Ntevrpé (a-
pLB. kat.6), ev n Nekprn puan ué AouAoudia kal ppouta (aptb. kat. 12) kai n Nekpr puon ué
avotxto BiBAio, epnuepideg, moupa kai uid nina (ap. kat. 13) aneikovifouv dud dlapopeTi-
KEG OWeLG TOU (Bou {wypadlkoU BEMATOG, CUMPWVA ME TO TiveUua Kal tiv enoxn twv on-
HMIOUPY®V TOUG.

Ma v KaAUTEPN KAtavonon ToU TIEPLEXOMEVOU TwV OpwV TOU XPNnoLUoTiolouvTal oto Kei-
HEVO YL VA XapaKTINpioouVv TiG S1APOPEG EMOXEG OTIG OMOIEG AVIKOUV TA £pya TAG SUTIKOEU-
pwrnaikng fwypagikng nou napouaiafovtal oty Koupavtdpelo MivakoBnkn 1 avagépovtal
OTOV KATAAOYO aKOAOUBEl €éva YAWOOApLo HE OplopoUg Kal avagopd otd ovopaTta TWV Ku-
PLWTEPWV EKTIPOCWNMWY TOUG KATA XPOVOAOYIKN Oelpa.
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KaAiapi, Kapho () KapAérro)

Mevvnbnke 10 1570 ot Bevetia kai néBave otnyv idia moAn ¢ 1596. Triv aydnn tou yid ™
{wypa@lkny KAnpovounoe and 1ov didaonuo natépa tou Maolo Kailapl, yvwoTtotepo WG Be-
povele (1528-1588). OL MepLOTOTEPOL TiVAKEG TOU deiXvouv oAopavepn TNV enidpaoct Tou,
Kail anoTtéAelwoe Kai MOANG €pya Tou. AOUAEYPE AKOMA KOVTA OTOV EMONG YVWOTO {wypddo
Makoro Mnaoavo (1517/18-1592), kai otd dekaoxTw Tou XPOovia EiXE QMOKTHOEL SIKN TOU
TMPOCWTIKOTNTA Kai TEXVOTPOMIA, MOU XAPAKTNPLIOTIKO delypa TNG anoteAel 0 Mivakdg tou
‘Ayioc AuyouoTtivog t1i¢ DidavBpwriag. ZwypAagloe Kupiwg BpNOKeEUTIKEG okNnVvES. 'Epya Tou
Bpiokovtal o€ pouoeia g ABLviov, TG BpEotng, g Auwy, Tou Navou, Twv BpuEeAwv, TG
Boudanéotg, g OAwpevtiag, g Pwung, ¢ Bevetiag kai g Biévvnc.

1. AAANYOPLKEC ULOPPEC

EAatoypagia o€ pouvoaud, 1,033X0,768 u.

21OV nivaka rnou BAEMOUUE, ol Sud aAANYOPLKEG YUVALKEIEG HOPYPEG ExOouV aloBnTeEg dlago-
pEqg Kai oTéVv TPOMO anelkoéviong kai otrv evdupacia. H mpwtn okUBel eEAappa kai MPoPAA-
AEL TO aploTePO MOBL, POPAEL Eva XAPAKTNPLOTIKO apXaloTPENEG KOVTO Eviuua, ou agrvel
Tov 8eki PO Kai T €va oTBoq akAAunTo, kaBwq kai nmepilkvnuideq. MNpokettal BERala ya
ua napalhayn G Kovtnig xAapudag ™G «kuvnyeTidog» Bedq "Apteung, € v omoia Ba
NMPENEL va TAuTIoTEL N Hop®n. Kai n puaoloyvwpia kai 16 évdupa tng Beaq deixvouv T xapa-
KTNPIOTIKA TIPOoCgapuoyn OTiG alobnTikég analtnoelg ¢ enoxng. Kpatdel éva xpuoo ayyeio
OTO UYWHEVO TNG XEPL, EVW Eva AANO ayyeio elkoviletal mavw oTo POpPeEPA TNG OT apLloTepa.
H 5eltepn yuvalkeia Hopern HE TN XapakTneLoTikh kKAion popdel €éva nAouoto évduua g e-
noxng tol Lwypagou Kai Holdlel va utokAivetral eAappa HmpooTa Tng.

‘Av Kail ol HUBOAOYIKEG Kal aAANYOpPIKEG OKNVEG BEv Aeinmouv oAOTEAa amod 10 €pyo ToU
KapA£ETTO, EVTOUTOLG OL ONUAVTIKOTEPOL MiVAKEG TOU amnelkovifouv BpnokeuTika Bepata, ap-
péva kai ano v MNaAalda kai and v Kawvn Atadnkn. Ot aAANYOPLKEG HOPPEG, Ol CUUPBOALKEG
anoBewoelg, kKabBwg kai Td JuBoAoyilkd BEpata MoU MrMopPoUV VA TAUTIOTOUV HE HEYAAUTEPN
€UKOAIQ, anmavtouv avTtiBeTa apKeTa aguxva oTo EPy0 TOU TIATEPQ TOU, OTO omnoio neplAappa-
vovTal kai HEYAAEG TOLXOYPAPIKEG OUVBEQDELG, OU Slakoopouoav Toug ToiXouq Kai Tig opo-
PEC TV NMaAaTiwv Kal Twv enavAewv Twv ITaAwv d3o6yndwv kai euyevwyv, aAAa kai Toug Toi-
XOUG BIBAlOBNKWV Kai povaotnplwv. Yrnpge €vag and touq 31acnuoTEPOUG EKMPOTWITOUG
™C TaAikng Avayévvnong kai idlaitepa mg ZxoAng g Bevetiag tou 16ou alwva, oy o-
rnoia avrikouv kai ot {wypdagol Tiolavog, (1488-1576 mep.) Twvtopetto (1518-1594) kai
TZoptlove (1475-1510). O Bepovéle ntav dkOpa 0 KAAOIKOG EKPPACTAG TAG UoTEPNG Ava-
YEvvnong kKai 0 HEYAAUTEPOG KOAOPIOTAG TNG OXOANG AQUTNG, Kal iowG OAWV TwV ETTOXWV. TO
£€pYO TOU, TIOU amoTeAel pMetaBaTtikd otaddilo and TV Téxvn TG Avayévwvnong o ekeivn G
aUyXpovng EMOXNG, UM PEE Mnyn EUnveuong yid Toug {wypagoug ¢ Bevetiag wg 16 180
atwva, Kai KaAATExveg onwg eival o TiEnoAo (1727-1804) kai o MNkoudapvtL (1712-1793) e-
nnpedcTnkav and autov. H erun tou dpwg ank®Bnke kai otrv unoAownn Eupwnn kai n emni-
Spaon Tou eival ¢avepn ota €pya Kopupaiwy {wypdwyv onwg oL Pouunevg (1577-1640),
Bav Ntaik (1599-1641), Battw (1684-1721), Ntehakpouad (1798-1863), kai Pevouadp (1841-
1919). EKTog anod 1oV NAOUTO TWV XPWHATWY, TA €pya Tou Slakpivel Kai Evag LEYAAOTIPETIOG,
navnyuplkog Xapaktnipag.

TO €pyo TOU KapAéTto 1oU eEETALOUME XPOVOAOYEITAL (OWG OTRV MPWIMN pAaon ™G dpa-
ompLOTNTAG Tou, 0Tav KuplapxoUoe 0TA £pya Tou N enidpaon Tou peydAou natépa tou. Kai
n ermiAoyn ToU BEPATOG, Kai 0 EMIPBANTIKOG XOPAKTAPAG TWV HOPPWV paivovral va ouvnyo-
poUv HE pid tétola undBeon. Eival yvwotd nwg o Lwypapog Habnteuce apyoTepa kovtd
oT6év Mnaocavo, nou o€ avtifeon HE TOv Bepovele {wypAPloe KUPIWG BPNOKEUTIKEG OKNVEG
kai noptpaita, alMa noAU Aiya puBoAoyika Béuata.




1. KaAwapt, KapAo ("KapAétto”, 1570-1596) AAANYOPLKEC HOPPES
1. Caliari, Carlo (Carletto (1570-1596) Allegorical figures
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H epunveia ™ oknvnig ol eEetaloupe dév eival eUKOAN. AAANYOPIKEG HOPPEG, TTIOU AN-
AoTe popoUlv apxaltdnpena evdiuata Ki AANOTE POPEUATA XAPAKTNPLOTIKA THG EMOXNG Katd
AV onoia plhotexvriBnkay, elkovifovral o £pya OAWV TWV YVWOTWV EKMPOCWNWY TG ZXO0-
Af¢ TG Bevetiag mou avagpepape. O ouvduaopdg 5U0 aAANYOPLK®OV HOPPWY, N pia and Tig
oroieq popAcl apxatdnpena kai n AAAn avayevvnolakd ¢opEuara, Undpxel kai o€ Hid alAn-
YOpLk1 oUvBeon Hiag Tolxoypagpiag ol Bepovele nmou atoAiel pia amo Tig aiBouoeg ™ Bi-
Aag Mndapumnapo BoAmt ot Bevetia. Eva épyo toU Tiviopétto nouU eikovilel i 6ea ABnva va
KaTtadIWKel T Bed Appoditn, napouctalel eniong opoldTNTEG 0T CUVBeoN. H ABnva gopaet
£dw polUxa TG enoxriG ToU KaATEXvn kai n Appoditn kdtt petagu apxaiag evdupaaiag kal
QOPENATOG EMOXNG. Mid olvBeon ToU TIVIOPETTO NOU Mapouctdlel KAMOLEG aVAAOYIES ELKO-
viel ™ AikatooUvn nou Sivel 0 onabi o€ kanoto doyn oT1d naldatt Twv doukwv TG Beve-
Tiag. TEAOG, 0 TPOMOG AMEIKOVIONG TWV HopPpwyv BUMilel dkOua Tov nivaka tou Tiolavou «H
Bpnokeia owlel v lonavia» 01é Mouoeio Tou Mpavto ™G Madpitng, XPOVOAOYNHEVO OTA
1566-1575.

Td puBoloyilka Bg€uataq, mou apyifouv va epgavifovratl Selha ot YOTOIKT) TEXVN ME TNV
£KONAN MPOTIUNON NG YA TG BPNOKEUTIKEG OKNVEG, Yivovtal 1diaitepa dnuoPiAn kai mAou-
TiovTal ouxva M€ KAToLo Kalvoupylo aAANYOPLKO MEPIEXOHEVO OTHV TEXVN TG AvayEvvnong
ME TN oTPOPN TNG NMPOG TRV KAACOIKT apxaldtnta kai otd ypdpuata Kai otriv texvn. H Ap-
rnayn ™G Eupwnng kai n Anaywyn g MNepoepovng, aAAd kai ot Tpeig Xaptteg, n Anda kai o
KUkvog, n Kpion tou Napy, n Appoditn kai o ‘Apng- 1 Appoditn kai o 'Adwvig kai TToAAA &-
neloodla and toug pUBoug NG dpxaiag EANASag, anotéAecav ayannuéva Bepata tTwv Lw-
YPAPpwy Kl EBploKayY annixnon oTiv Kowvwvia TAG auAng. H Apteun Atav ano Tig rid dnuogt-
Aeig Be€g, AN’ elkoviZotav ouvnewg eite HE THV KOVTH XAQUUDBQ, papETpa Kai BEAN, wg «kuvn-
YETIG?, €iTE WE TV akoAouBia TG and VUUPEG Of KAMoLo eNeL0Od10 ToU yvwoToU pUbou Tou
Axtaiwva. ApyoTtepa, ano v Avayévvnon kai mépa, ol npoownoypa®ol cuvrBifav va koAa-
KeUouv Ta Npdowrna nou anetkovilav Sivovtag Toug Td XapakTnploTikd yvwpiouata diapo-
pwV BeoTATWV TAG KAQOIKAG apxatdtntag. I18iaitepa o NaAAog Lwypagog Zav Mapk Nattié
(1685-1766) Cwypaploe ouxva T HOVIEAQ TOu, MoU avapeod Toug cuykataAeyotav kai n
Mavtdapu vié Mopmnavtolp, Hé TV Hop@n TG Bedg "ApTEUNG. ZTOV Mivakd pag €XOUHE OUWG
Mta Sta@opetikny avtiAnyn yia ™ Bed. Ta ayyeia moU kpatdel delxvouv iowe WG n Bed eToL-
paletal va Kavel kanola onovdn, kai HMopei va anoteAoUv KATIOIO UTTALVIYHO Yid T oXéon
TAG BeAq WE TR YOVIMOTNTA TG PUONG. ZTHV apxaldtnta n 8ed APTEUN CUOXETIOTNKE €mniong
pE TNV E\eiBulq, Bed TOU TOKETOU, KAl Ol VEEG YUVaikeqg NG aPlEepwvav evduparta, Aoka-
HouG Kai MoAUTIHA avTikeipeva. Emeldn nioteuav nwg odnyei TiG VEEG YUvaikeg OTOV UME-
valo, TG agiEpwvav T Jwvn Toug npiv 16 yauo. H napouaoia enopévwg ¢ SeUTEPNG yuvat-
Keiag HopPnrg € aTdon nou Jeixvel eBACUO i} MPOTKUVNON, BPIOKEL HIA AoYLKN EERYNON Av
AnpBoUv undyn ot dud autéq WBLdTNTEG THG BeAq. lowg npdkeltal Kai yid KAnola CuyKeKpL-
HEVN HUBOAOYIKN OKnvr), MoU TO TIEPLEXOHEVO TNG BEV eival oaPeg, i} yid karola oknvr anod
™ lotopia TG enoxng ToU KaAATéxvn, otrv onoia n 6ed oupPoAilel kamnoia WBOTNTA 1y BU-
vaun.

Caliari, Carlo (or Carletto)

Carlo Caliari or Carletto was born in Venice in 1570 and died there in 1596. He inherited his
love of painting from his famous father Paolo Caliari, more commonly known as Veronese
(1528-1588). Most of his pictures clearly reflect the influence of the older man; he put the
finishing touches to many of his father's compositions. Carletto worked also alongside the
similarly distinguished painter Jacopo Bassano (1517/18-1592), but he had already acquired




a technique of his own by the time he was eighteen. His canvas St. Augustine, the
philanthropist is typical of his style, and most of his paintings are of religious scenes.

Examples of Carletto’s work are to be found in the museums of Avignon, Brest, Lyons,
Nancy, Brussels, Budapest, Florence, Rome, Venice, and Vienna.

1. Allegorical figures

Oil on canvas, 1.033 x 0.768m

The two allegorical female figures in this picture noticeably differ from one another both in
their portrayal and in their dress. The figure on the right is leaning slightly forward, her left leg
stretched out in front of her. She wears a short dress of characteristically ancient design,
leaving her right shoulder and breast uncovered. It is clearly a version of the short chlamys of
the goddess Artemis the Huntress, with whom the figure must be identified. The goddess’
features and dress conform with the aesthetic ideals of the age. She holds a gold vessel in
her raised hand, while another vessel is portrayed on the left side of her dress. The second,
rather stooping figure wears a rich gown of the artist’'s own day and seems to be slightly bow-
ing towards the qther woman.

Though mythological and allegorical scenes are the occasional subjects of Carletto’s work,
his most important paintings depict religious subjects taken from the Old and New Tes-
taments. On the other hand allegorical figures, symbolic apotheoses, and mythological sub-
jects that can be more easily identified occur quite often in his father's work, which includes
large compositions that decorated the walls and ceilings of palaces and villas belonging to
the Italian doges and nobility, as well as libraries and monasteries. Veronese was among the
most famous painters of the Italian Renaissance, and particularly of the 16th-century Vene-
tian school to which Titian (1488-about 1576), Tintoretto (1518-1594), and Giorgione (1475-
1510) also belonged. Veronese was the classic exponent of the late Renaissance and the
greatest colourist of his, if not of all, time. His work, a stepping-stone between Renaissance
art and the art of our own day, remained a source of inspiration to Venetian painters until the
eighteenth century, artists such as Tiepolo (1727-1804) and Francesco Guardi (1712-1793)
being influenced by him. Moreover his fame spread to the rest of Europe, his influence being
apparent in the paintings of leading artists such as Rubens (1577-1640), van Dyck (1599-
1641), Watteau (1684-1721), Delacroix (1798-1863), and Renoir (1841-1919). Apart from
richness of colour, his works are distinguished by a grandiose and festive quality.

Carletto’s painting hanging in this Gallery may be dated to the early period of his activity,
when the influence of his father still dominated his work. Both the choice of subject and the
imposing character of the figures seem to support such a view. Further, we know that the
painter later studied under Bassano who, in contrast with Veronese, painted mostly religious
scenes and portraits and a limited number of mythological subjects.

There is no simple interpretation of this painting. Allegorical figures, depicted sometimes
in ancient costume and sometimes in the fashion of the age in which they were portrayed,
are found in the works of all the better known painters of the Venetian school. The combina-
tion of two allegorical figures, one of whom is portrayed in ancient dress and the other in a
Renaissance style, also occurs in an allegorical mural composition by Veronese that
decorates a room in the Villa Barbaro Volpi in Venice. A work by Tintoretto portraying the
goddess Athena in pursuit of the goddess Aphrodite also displays some similarities: Athena
is clothed in contemporary style, while Aphrodite wears something between an ancient garm-
ent and a dress of the period. In yet another parallel composition Tintoretto depicts Justice
presenting a sword to a doge at the Ducal Palace in Venice. Finally, the manner in which the
figures are portrayed is reminiscent of the painting Religion saves Spain by Titian (Tiziano
Vecelli, c. 1488-1576), a painting that hangs in the Prado Museum of Madrid and was ex-
ecuted between 1566 and 1575.
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Mythological subjects, which began to make a hesitant appearance in Gothic art — an art
that displayed a clear preference for religious scenes, became especially popular in paintings
of the Renaissance, an age that showed in its arts and letters an inclination to classical anti-
quity. Such subjects were often enriched with a novel allegorical character. The rape of
Europa, the abduction of Persephone, the Three Graces, Leda and the Swan, the judgement
of Paris, Aphrodite with Ares or with Adonis, and many other tales from the myths of ancient
Greece were favourite subjects for painters and found ready admirers in court society. Ar-
temis was one of the most popular deities, but she was usually portrayed either as a huntress
in a short chlamys or tunic and with bow and arrow, or with her following of nymphs in one of
the episodes from the well-known myth connected with Acteon. After the Renaissance, por-
traitists would flatter their sitters by giving them the recognizable features of divinities of
classical antiquity. The French painter Jean-Marc Nattier (1685-1766) in particular frequently
portrayed his subjects, among them Madame de Pompadour, in the guise of the goddess Ar-
temis.

But the painting we are considering reveals a different concept of the goddess. The
vessels suggest she is about to pour a libation or may hint at her identity as a fertility
goddess, for in antiquity Artemis was sometimes identified with Eileithyia, Greek goddess of
childbirth. Young mothers dedicated their garments, tresses of hair, and valuable objects to
Eileithyia, and since they believed it was she who arranged the marriages of young maidens
they dedicated their girdle to her on the eve of their wedding. The presence of the second
female figure in a posture suggesting respect or veneration, finds a ready explanation in the
light of these two identities of the goddess. It may be a specific mythological scene, whose
content is not apparent, or an incident that occurred in the artist's own day in which the
goddess symbolises an attribute or power.

NEANEP i Nilkep, MkoTPPNVT

FevvnBnke ot AUunek g Mepuaviag 16 1646 kai néBave oto Aovdivo 10 1723. 'O naté-
pag Tou, MoU NTav EMOTATNG OPUXEIWVY, TOV MPOOPLLE YIA V' akOAOUBNOEL OTPATIWTIKN Ka-
pLEPQ, Kal TOV EaTelAe PE TO okomo auto oto Aguvtev TG OMNavdiag. ZTnv MavernoTnuiakn
OUWG auTh TOAN 0 veapdg YOoLTNTAG avakdAuye EMNPEACKEVOG and TV akTivoBoAia evog a-
E£10NOYOU KAAALTEXVIKOU TMEPIBAAAOVTOG TRV TPAYMATIKT TOU KAION, kai 0 matépag Tou nei-
OTNKe va 1oV oteilel 0TO 'AdoTEPVIAM yia va onoudaoel {wypagikn. Katd pia minpogopia
urp&e naBnmg Tou Péumpavt, Spwg autd dev paivetal va avianokpiveTal oTnv payuatt-
KOTNTA, ylati o peydAog {wypagog ZoUoe KAMWE AnOMOVWHEVOSG KaTda TV nepiodo nou ako-
AoUBNOE TAV OIKOVOULKY) TOU Kataotpopn Tou 1658. Eival opwg BERalo nwg 6 NEAep u-
mnp&e padntg tou Oepdivavdou MMOA (1616-1680) arno TOv oroio SIBAXTNKE TV TEXVIKN
ToU Péunpavt. Oevyovtag anod 10 ‘AdoTtepvTap 16 1672 niiye otr ouvéxela ot Pwpun, omou
urnp&e padng Tou KapAo Mapartt (1625-1713) kai tou T¢opavvit Mniepvivi (1598-1680).
TR ouvéxela miye ot Bevetia onou dlakpiBnke we {wypAapog npoownoypaplwy, Kai ¢lio-
TEXVNOE Kai TO MopTPaito ToUu KapdivaAlou Mnacavtova. Apou EUELvE dud xpovia otryv |ta-
Aia enéotpeye ot Mepuavia, ornou évag €urnopog anod 10 AgBoupyo ToU avaBeoe va nael
oTO Novdivo, KL eKel EUENE VA ExEL HIA 1Blaitepa netuxnuévn otadlodpopia. ‘Eyive 5ekToq
otnVv auAn tou KapoAou 1ol B’ kai mripe v idla 8€on pE 1OV ‘AyyAo {wypago Mritep AnAu
(1618-1680) nou deomnole ekel. TO 1691 nnpe ™ BEON TOU KUPLOTEPOU TIPOTWIOYPAPOU
ToU BAOIALG, TTOU TAV eiXe AaumpUvel W€ TRV Tapousia kai T dpdaon tou kata 16 dlacTnua
G BaoiAeiag ToU KapoAou tou A’ 6 Heydhog pAapavdog {wypdpog ‘Avtov Bav Ntaik (1599-
1641). Zwypa@ploe €va HeyaAo aplBuo moptpaitwy mou anelkoviZav OnUaviLlKeG MPOCTWTTIKO-
™Teg TG AyyAiag ™G emoxng Tou. M’ evtoAn Tou KapoAou tou B’ iye oto Mapiot kai {w-
ypagloe 16 noptpaito tou AoudoBikou IA". AvapépeTal eniong nwg {wypAaPLloe Ta noptpaita




2. NéMAep Mkotppnvt (1646 -1723) MNpoowmoypapia TG NEAA Mkouivy
2. Kneller,Sir Gottfried (1646-1723) Portrait of Nell Gwynn
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ToU lak®Bou toU B’, ToU MouAigApou Tou I, Mg BaciAlooag "Avvag, Tou Meydiou Métpou,
ToU KapoAou tou ZT g lonmaviag, OAwv SnAadn TwvV ONUAvTIKOV NYEUOVWY ToU Kalpou &-
keivou. AvayopeuTtnke (nnotng 160 1695 kai nnpe OV TitAo ToU Bapwvou 10 1715. OIAoTE-
Xvnoe oAAa €pya Kt OAa Ta MEAN TG ayyAIKNRG aploTtokpatiag entbupoucayv va toug wypa-
pioel TO noptpaito tous. MNupw otd 1685 @aiveral nwg Tagideye otriv Eupwnn, av kpivoupe
anod v aAlkayn g texvotponiag tou. Ol npoocwnoypagieq TV 45 HEAWV TG aYYALKNG
Aéoxng Kit KAt avikouv otd onuavtikotepa €pya tou. DopTtwuévog napayyeAieg kai dlakpi-
oelg 000 {oUae, Kai M pia 8laitepa Netuxnuévn oradiodpouia oT1d evepynTiko Tou, 0 NEA-
Aep apnoe nicw Tou NMebBaivovtag Yid onUavTikn NMeploucia, kai 6 yvwotog ayyAog mointnig
TZwv MNooun cuvétae TOV EMITAPLO YIA TO UVNHEIO MOU aveyEpBNKE MPOG TIUA Tou aTto MNoue-
OTHivoTep. AvagEpetal mwe apkeToi yvwoTtoi {wypagol unnpgav padnteg tou. ‘Epya tou Bpl-
okovtat otv EBvikn MivakoBrikn kai otd pouceio Biktopia evr ‘AAumepT ToU Aovdivou,
OTRV nvakoBnkn tou Xauntov Kwpt £Ew anod 10 Aovdivo, otr) MAaokwpn, até AouBAivo, oT1d
‘AugTtepvtay, otriiv AuBEpaa, oty Boudanéat, ot Biévvn, o1d Avvopepo, otd Mdvaxo, o
Auurniek, oto Aévivykpavt, oty QAwpevTia, KA.

2. Mpoowmnoypapia tric NEAA Mkouivv
EAatoypagia o0é uouoaud, 0,74X0,61u

21OV nivaka auto eikoviZetal Yid ayépwxn KaAovn TG auAng tol BaoiAla KapoAou toU B
TO anokaAunTiko EvOUNA TNG, MoU a@nvel AKAAUNTO TO oPPLYNAO MAAAEUKO OTRB0G HMopE(
va anoteAel Eva kpdpa oTolxeiwv Kai va priv avrikel 0€ Jia ouykekpluévn entoxn. ‘Eva Aemtd
Aoupi polaZel va ouykpatel TOV MAOUOIO KOKKIVO Havduaq, moU Ppaivetal nwg EXEL YAUOTPROEL
and 1o0G¢ WHOoUG TNG. TO MTuxwtd pavikt ™G donpng HnAouZag ol gopdel anod YEaa Exel
Kai mpooBetn dlakdoUnon and pia oelpa and aonpeq nEpAeq. Oi avapopeg otV TEXVN TG
ZXOANG ¢ Bevetiag aAd kai to0 Pouunevg kai tou Péunpavt, mou eival pavepég otn
XPNON TOU AQUMPOU KOKKIVOU XPWHATOG, OTAV TEXVOTPOTIQ, THV noZa Kai yevika Tév Tpono
anelkoviong NG yuvailkeiag popeng odnyoulv otriv unobeon nwg O nivakag 6a npénel iowg
va xpovoAoynBei yUpw otd 1685 1} Aiyo apyotepa. Eival i} enoxn nou opiopéva TeXVoTpo-
KA XaPaKINPLOTIKA TWV nivakwv Tou NEAAep Beixvouv wg NPENEL va EMIOKEPTNKE TRV Eu-
pwrn. O Zwypdpog autog epyaldTtav MoAU ypriyopq, kai n nAnwpa Twv napayyeAlwv mou
dexotav eixe MEPIKEG POPEG WG AMOTEAECOUA TNV KANWG NMPOXELPN EKTEAEON. ZT1 CUVEXELQ
Cwypapile HOVO TA KEPAAIQ TWV MOPTPAITWV TOU, Aprivovtag oTouqg Jadntég Tou Td Umo-
Aotrta. H npoownoypagia ouwg TG NEAA MKouivy, HE TV EMIUEANMEVN KAl APTIa TEXVLKT B€
gaivetal v’ aviikel o autn v nepintwon. H {wvtavn kai vatoupaAloTikn andédoon Twv e-
MATWV TOou SNUIOUPYEL TIG OHOLOTNTEG HE TRV TEXVN YVWOTWOV EKMPOCWNWY TNG ayyALKNg oxo-
MG Zwypa@ikng Kai 1diaitepa tou MNouiAiap XoykapB (1697-1764), xwpiq Opwg 1 duvaun
Kai TRV KPITIKN, ouxva oapkaoTikn Kai TeEAlkd néikonAaoTikn d1a6eon Tou.
EkTOg ano Tig yeudteg d0vapn nBoypapikeég OKNVEG 0 XOykapB, mou EAeye WG NMPOTIHOUCE
va {wypailel Bavatomnowviteg Tou NioUykent nmapd aoctoug tou 1730 LwypAgLoe Uid ogelpa
anod npocwnoypagieg nou akoAouBnaoav v napadoon T1g eNOxNG Tou, kai ou Bewpouv-
Tat and ta kaAutepa deiypata tou eidoug.

2TV npoowroypaia g kupiag g auAng nou eEetaloupe dev dlakpiveral kauld dia-
Beon oute eEldavikeuong, aA\d oUTE Kai KPLTIKNG. Xwpig iowg ueyaAn Yuxoypadikn duvaun
0 LwypA®oG amelkovIoe HIA Kupia ToU KUKAOU OTOV OTIoio avnke Kai o idlog, HE Eva TpoTo
moU agnvel va diakplBouv apKETA XapaKTNELOTIKA THG MPoowrmkoTNTAg ™G. Mataiddogn,
PINAPECKN Kai kKAnwG akaTtadextn, atevifel M€ T Yuxpa patia kai Ta Aiyo avékppaata aPly-
Méva XelAn TG 1O Beatn, mepriavn yid Ta QUOIKA TNG MPooovTa nou g avolgav iowg 10
dpopo mPAOG TV emTUXia Onwg autr TV ovelpeudtav. O kKOOHOG TNG apxifeL kai TEAEIDVEL
edw, KL eKkelvn eival n TEAElQ EKMIPOOWNOG Kai MPooWromnoinon Tou. lowg npokettal kai yia
Karola pUBoAoYIKT ipocwrionoinan G NEAA Mkouivy, apou eival yvwaoTto nwg ot {wypagot




nopTpaitwy ouviBifav ano v Avayévvnaon kai népa va koAakeUouv Td MPdowna nol anet-
koviZav pE T6 va Toug Bivouv Td XapaktnpLoTIKA S1apdpwy BE0THTWY THS KAQOIKNG apxaid-
™MTag, 1 akopa kai AWV HopP@V, ONwg eival of HOUOEG Kai ot NPwideg ™G apxaiag eAAnvi-
KNG MuBoAoyiag.

Kneller, sir Godfrey (Gottfried Kneller)

Kneller was born in Libeck, Germany, in 1646 and died in London in 1723. His father, an
overseer of mines, intended he should follow a military career and to this end sent him to
Leyden in Holland. There, in the notable cultural environment of the university city, the young
student discovered his true bent, and his father was persuaded to send him to Amsterdam to
study painting. According to one story he became a pupil of Rembrandt, though this seems
unlikely as the great painter was leading a rather solitary life at the time, following the finan-
cial disaster that had struck him in 1658. It is certain though that Kneller was the pupil of Fer-
dinand Bol (1616-1680) by whom he was instructed in Rembrandt’s technique.

Leaving Amsterdam in 1672 he went to Rome where he studied under Carlo Maratti
(1625-1713) and Giovanni Bernini (1598-1680). From Rome he went to Venice, where he
won distinction as a portrait painter and Cardinal Bassadona sat to him. After spending two
years in Italy he returned to Germany where a Hamburg merchant commissioned him to goto
London; there he was destined to have a particularly successful career. He was received at
the court of Charles Il where he came to occupy the same paramount position as Sir Peter
Lely (1618-1680) had previously held. In 1691 he became principal portrait painter to the
king, an office to which the renowned Flemish painter Anthony van Dyck (1599-1641) had
brought great distinction during the reign of King Charles I. Kneller painted a large number of
portraits depicting some of the outstanding personages of the England of his day, and
Charles |l commissioned him to travel to France to paint Louis XIV. He is said also to have
portrayed the English monarchs James I, William IlI, and Queen Anne as well as Peter the
Great of Russia and Charles VI of Spain, that is to say, all the leading rulers of the time. He
was created a knight in 1695 and a baronet in 1715.

Kneller executed a large number of works, every member of the English aristocracy
wishing to sit to him for his portrait. Judging by the change in his style, it seems he travelled
in Europe around 1685. The portraits he made of the forty-five members of the English Kit-
Kat Club form part of his most important output. Overwhelmed with orders and distinctions
throughout his lifetime and with a highly successful career to his credit, Kneller left a consid-
erable fortune at his death. The famous English poet John Pope wrote his epitaph for the
memorial erected in his honour in Westminster Abbey. Several well-known painters are said
to have been his students.

His works are to be found in the National Gallery and the Victoria and Albert Museum, Lon-
don; in the Picture Gallery at Hampton Court outside London; and in Glasgow, Dublin,
Amsterdam, Antwerp, Budapest, Vienna, Hanover, Munich, Libeck, Leningrad, Florence, and
elsewhere,

2. Portrait of Nell Gwynn

Oil on canvas, 0.74 X0.61m

This is the portrait of an arrogant beauty at the court of King Charles Il. Her revealing
dress, leaving bare the pale white flesh of her youthful bosom, appears to be a mixture of
features belonging to more than one historical period. A narrow belt holds in check the ample
red cloak, though it seems to have slipped from her shoulders. The pleated sleeve of the
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white bodice she wears beneath the cloak is adorned with-a row of white pearls. Pointers to
the Venetian school, as well as to Rubens and Rembrandt (evident in the use of a brilliant red
colour), the technique, pose, and generally the manner of depicting the female figure, lead to
the assumption that the picture must date to about 1685 or a little later. Certain technical
features of Kneller's paintings of this period suggest his having visited Europe. The artist
worked very fast, and the abundance of orders he received sometimes resulted in a rather
improvised finish. Eventually he was painting only the heads of his sitters and leaving the
lesser details to his pupils. But this well executed portrait of Nell Gwynn does not seem to
belong to works of this sort. The lively and naturalistic rendering of its details appears to
foreshadow the art of some famous representative artists of the English school, particularly of
William Hogarth (1697-1764). But the portrait lacks the strength and penetration and the fre-
quently sarcastic and ultimately moral attitude of the latter. Apart.from his powerful documen-
tary scenes Hogarth, who said he preferred to portray the condemned criminals of Newgate
prison to the leading citizens of 1730, painted a series of portraits in a contemporary style
which are held to be among the best examples of their kind.

In this portrait of a female courtier there is no sign of any intention to idealize or to criticize.
Without attempting perhaps a penetrating study of her character, the painter has portrayed a
woman of the circle to which he also belonged in a manner that reveals quite a few of her
personal traits. Vain, coquettish, and somewhat disdainful, she fixes on the observer the gaze
of her cold eyes, set above the rather inexpressive line of her tight lips, proud of those natural
charms of hers that doubtless opened the doors upon the success of which she dreamed.
Her world begins and ends here, and she is its ideal representative and personification. It
could be that the portrait is of a mythological personification of Nell Gwynn, for we know that
from the time of the Renaissance portrait painters flattered their sitters by depicting them
with the attributes of various divinities of classical antiquity, or even of other figures such as
the muses and the heroines of ancient Greek mythology.

Pauoel, "Aiav

I6g To0 mont "AAav Pauoeu, yevwvndnke otd ESiuBoUpyo 10 1713 kai néBave oto Aovdivo
10 1784. Znoudaoce diadoxika otd EdiuBoupyo, 16 Aovdivo kal oty Pwun. Kata m didpkela
TG mapapovig Tou otV ItaAia fpbe 0" enaen pé ) Lwypapikr Tou Mrapok nou fTav ToTe
TAG MOBAC, ouvavtienke WE Tov Mounéo Mnattovi (1708-1787) kai doUAeye pE 1OV Dpav-
TOEOKO ZOAMEva (1657-1747) oty NeamoAn. Ennpeacpuévog iowg ano tov Mnevevierto
AoUTL (1666-1724) ouviiBile ¢° auth TV nepiodo va fwypailel TG MOPTPAITA TOU OF KOK-
Kivo ovTo. To 1739 énéotpede otrjv AyyAia kai eykataotddnke o1é Aovdivo, OTIou apoaiw-
Onke oxedOV AMOKAELOTIKA OTrV npocwrnioypagia. Té 1747 &yive o dnuloupydq evog VEou
TUMOU ayYALK®V MOPTPAITWV HEADV TG apLOTOKPATIAC. ITr OUVEXELQ EMNPEACTNKE Ao TN
YaAAikn wypagikn Kai Td mopTeaita Tou andktnoav éva Xapaktipa olkeldTTag Kai feota-
olag noU Bupilel avaloya €pya Tou Zav Mnattiot Meppovvm (1715-1783). Ta yuvaikeia
nopTpaita Tou, moU avapeod toug Eexwpifouyv exeiva g Aaidn XEpBel (1762) kai g Mdap-
YKapeT Aivtoain avrikouv otd kaAutepa €pya Tou. Aiyo HeTd T0 1750 onuelwveTal pid ah-
Aayn otnyv texvotporia tou. H avBpwrivn emidepuida anoktd otd épya TG neptdodou autng
HEYaQAUTEPT AQUYT, Kai XPNOIMOTIOLEL yid POVTO TO amnaAd Ykpilo, (WG eENNPEACUEVOG Ao
TOv BeAdokeB. TO KAAUTEPO £pYO TG EMOXNG AUTAG eival 16 moptpaito ¢ deutepnq yuvai-
Kag tou (1755) omv EBvikn MivakoBrikn tou EdiuBolpyou. Zdv koAopiotag diakpiBnke t-
dlaitepa otoUG YEHATOUG AeNTOTNTA Kal eualodnoia apuovikoUsg ouvduaguous TWV anaiwy
UMAE, pOT Kkai ykpi. TO 1761 dlopiotnke Lwypagog Tou fagikid MNewpyiou tou M, kai ano 10Te
apvidnKe cuotTNUMATIka TiG napayyeAieg nou d&v npoépxovrav and 16 neplPBaAlov ™G au-
ARG, HE TV eEaipeon ToU MePIPNHUOU MOPTPAITOU ToU YAANOU CuyypagEa kai INooopou Zav
Zak Pouoow toU 180U alwva WE appevikn evdupacia (1766) otriv EBvikn MivakoBnkn tou




3. Pauoel "Alav (1713-1784), Kupia pe yahallo gopepa
3. Ramsay, Allan (1713-1784) Lady in a blue dress
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ESiuBoupyou. Mipw 016 1769 otauatnoe va Zwypaeiel yia v aplepwBei o) ouyypar Ao-
YOTEXVIK®WV Kelpévwy. 'Epya Tou Bpiokovtal atig EBvikég MivakoBrikeg Tou Aovdivou, Tou E-
SiuBoupyou kai G ‘OtTdpa, otdé AoUBpo, 10 Mouoeio Téxvng TG Komneyxayng, kabwe kai
ota Mouoeia to0 AoupAivou, TG Maokwpng, Tou NTalotg, ToU Mavroeotep, ToU MnEpuiv-
YKXap Kai g MivveanoAng.

3. Kupia ué yaidlio @opeua
EAawoypagia oé povoaud, 0,755%X0,63u.

Ta npoéowna moU anelkovifovral oTiG mpoownoypagieg Tou Paupoed dév npoomnadouv va
MAG Baunwoouv WE TAV akTivoBoAia Toug 1} va BEAEouv 16 Beatry, aAAd Kivouvtal HEoa O €va
KAipa {eoTtaoldg kai olkeldTNTag nou TA KAvel va Eexwpifouv and aAAeqg avaloyeg amnelkovi-
oelg ™G idtag enoxng. H kupia Wé 10 YaAQZlo pOpeHa EXEL Evav aEpa NIPEUNG EUYEVELQG Kal
aglonpEnelag, kai uid yainvia copapdtnta nou aPrvel Opwg neplbwpla yid kanowa avepw-
mvn {eotaold oto OKEMTIKO Kai Alyo HEAQYXOAIKO BAEUMA TNG, MAPA THV APKETA CUMPBATIKN
noda nou v TonoBeTel p€oa oTd KAiMa TG enoxng TNG. Aév BAa prmopoloe OPWG KaveiG va
SlaKPIvEL KATIOLO OUYKEKPLMEVO evAIAPEPOV TOU KAAALTEXVN YId THV anoTunwon YUxXoAoyl-
KWV AETITOMEPELMV. YTIAPXEL MIA 1ipeUn avTiBeon avaueoa oTd OKOUPOXPWHO GOVTO Kal TV
wxPn eBEPUIda, MOU evreiveTal Kai KE TR SLAKPITIKRA XPHON TOU YaAadiou Kai Tou aompou
yia 16 poépepa kal Tic vravtéAes yupw and 16 Aaiuo kai Ta pavikia. Té Eépyo npénel vd @iio-
TEXVAONKE Alyo META TO 1750, moU anoTeAel Kai TN XapaKTNPLIOTIKY KAKUMR OTAV TEXVOTPOTIQ
T0U Lwypdpou.

‘Onwg avagépel 0 Anu. ManaocTtdnog oTov KAaTAAOYO TG EKBEONG MOAWVIKWY YUVALKEIWY
noptpaitwv otiv EBvikN MivakoBrikn «oTtd noptpaita tou Mnapok tou 17ou kai Tou 180ou
alva n emPBarAopevn HATalod0E(a, 0 KOMTAOHOG Kai N KOWWVIKR andotaon peta&u apt-
otokpatiag kail aotwy eival eudidkpita atolxeia, 0o kai dv ot TeAeutaiol npoonadouyv HE N
Widnon ™G «otdong-nddacgy Kai TG evauuaciag TWy EVYEVWY va anaAeiyouv autn Triv ano-
otaon. It «otaon-nola» kai otd évdupa Siagaivovral ol MPobETelq enidelEng, PAape-
OKELAG UCTEPOPNUIAG KAl QUTAPEOKELQG. ZE UEPIKEG OUWG AMELKOVIOELG AOTWV Ol {wypagol
8&v akoAouBnoav ocupBaTikoUg vOUoUG Kai kavoveg kai Ta €pya auta diakpivovtal yid 10
vaTtoupaAlopuo kai v eAeuBepia Toug. OL Zwypagol npocwnoypapiwv e OAavBIkng oxo-
MG anoteAolv Hia EexwploTn nepintwon nou Eemepvdel katd MOAU TA 6pla TG ENOXNG
Toug. AEilel v' avapépoupe 1BLaitepa TiG YEHATEG EOWTEPLIKOTNTA Kai SUvaun npoowrnoypa-
pieg ToU Péunpavt (1606-1669) kal TiG EKPPACTIKEG EIKOVEG Ypapikwy TUNwV ToU Dpadvtg
XaAg (nep. 1580-1666).

ZTi¢ eNOXEG TOU KAQGLIKIOMOU Kai ToU pouavTIoNoU 0 TpONoG dlapudppwang NG Npoow-
noypagiag pé TV emiAoyn TG otdong e§akoAouBei va kaBpePTIel TV KOIVWVLKT) Kal TV
noAttiotiki npayuatikdomTta. 'ETol undpxouv otacelg ol Rtav duvatég HOvo O Jid opt-
ouévn enoxn Kai TeAeiwg adlvateg O€ Kia AAAN. Td noptpaita g apxng Tou 190u aiwva n
yuvaika napouotaetal BERata KAELOTH YEoa oy NMAoUoLa Kai KoMYW popeTta TG, arnokTd
OMWG HLA xapn mou npénel va avalntnBei otriv 51adoon TG HIKPOAOTIKNG KOPYOTNnTag ToU
auotplakoU «Mmivtepuayepn. H artia opwg yia v avunap§ia atodikou xapaktipea Kai v
akapyia ot graon Ba mpénel va avalntndei mid Badid, ot oXEon TOU KAANTEXVN HE TOV
avBpwrto. H anpéownn autr gtaon geTaBAaAAeTal and v enidpaon Tng npoowrnoypagiag
Tou Mkdyla mou yivetal atgéntr 0Ttd noptpaita ot1d TEAOG ToU 190U awwva. T pAacn autn
TAG EEQTOMIKEUONG TWV XAPAKTNPIOTIKWY KAl TWV YUXIKWOV KATAOTACEWY OTHY MPOCWTIoYpa-
@ia Exel MPooPEPEL Kai o peydiog ‘EAANvag Lwypdpog N. MuZng (1842-1901). Ano kel kai
nEpa 0 KAAMTEXVNG NANCIAeL TOV ECWTEPIKO KOTHO TOU avlpwmnou e eva EAEUBEPO XpwHa-
TIKO Kai OXedlaoTIKO peaAlopd, nou @épvel TOUC IO TOAUNPOUG KOVTA OTd Bripata Twv
eEMPECIOVIOTWY TIPOCWTOYPAPWY. ZTA HETEMELTA XPOVIa N TIPOCWTIOYPAaPia AKOAOUBNOE TiG
VEWDTEPEG TACEIG HE TOUG MEPLOPLIOUOUG MoU analtei 10 1dlaitepo auto eidog LwypaPLkng kai
Of OXEON ME TH METATOTION TWV EVALAPEPOVTWY OTN OUYXPOVN EMOXN.»




Ramsay, Allan

Son of the poet of the same name, Allan Ramsay was born in Edinburgh in 1713 and died
in London in 1784. He studied successively in Edinburgh, London, and Rome. During his stay
in Italy he became acquainted with the then fashionable baroque manner of painting, met
Pompeo Batoni (1708-1787), and worked with Francesco Solimena (1657-1747) in Naples.
Influenced perhaps by Benedetto Lutti (1666-1724), he used to paint his portraits in this
period against a red background.

In 1739 Ramsay returned to England and settled in London. There he devoted himself
almost exclusively to portrait painting, and founded a new style of English portraiture of mem-
bers of the aristocracy. Later he came under the influence of French painting, his portraits
acquiring a familiarity and warmth reminiscent of portraits by Jean-Baptiste Perronneau
(1715-1783). His portraits of women, for instance of Lady Hervey (1762) and Margaret
Lindsay, are among his finer works. His technique changed shortly after 1750. The flesh in
the pictures of this period acquired a greater brilliance, and for a bankground he used a soft
grey tone, perhaps suggested by Velasquez. His best work of these years is the portrait of his
second wife (1755), now in the National Gallery, Edinburgh. As a colourist he was particularly
noted for the delicacy and sensitivity of the harmonious combinations he achieved of soft
blue, pink, and grey tones. In 1761 he was appointed court painter to King George Ill, and
from that time on he consistently refused commissions outside court circles, with the excep-
tion of his famous portrait of Jean-Jacques Rousseau garbed in Armenian costume (1766)
that hangs in the National Gallery, Edinburgh. About 1769 he ceased painting in order to
devote himself to the writing of literary works.

His paintings are to be found in the national galleries of London, Edinburgh, and Ottawa; in
the Louvre, the Museum of Art, Copenhagen; and in museums in Dublin, Glasgow, West
Dulwich, Manchester, Birmingham, and Minneapolis (USA).

3. Lady in a blue dress

Qil on canvas, 0.755 X 0.63m

The characters portrayed in Ramsay’s paintings may not try to dazzle or charm us with
their radiance, but they possess a warmth and familiarity that sets them apart from the
general portraiture of the time. There is an air of serene nobility and dignity about the Lady in
a blue dress, and in her reflective and slightly melancholic glance there is a calm earn-
estness that nevertheless leaves room for human warmth, despite the rather conventional
pose which presents her as very much a woman of her time. But it is impossible to discern
any specific interest on the artist’s part in conveying any deeply spiritual qualities. The
delicate contrast struck between the dark background and the pale flesh tints is heightened
by the subtle use of blue and white in the dress and lace trimmings around the neck and
sleeves. The work must have been executed a little after 1750, a turning point in the artist’s
technique. In his introduction to the catalogue of the exhibition of «Polish female portraits»
at the National Gallery D. Papastamos writes that «the imposing vanity and pride of the
aristocrat and the social distance between the aristocrat and ordinary citizen are plain to see
in the baroque portraits of the seventeenth and eighteenth centuries, however much the lat-
ter may try to imitate the bearing and dress of the nobility in order to bridge that gap. In the
bearing and dress are clearly reflected exhibitionism and coquetry, self-satisfaction and am-
bition to win immortal fame. However, in some portraits of commoners the artists did not
follow the conventional rules and practices, and such works are notable for their naturalism
and freedom. Portrait artists of the Dutch school stand head and shoulders above their con-
temporaries. Portraits by Rembrandt (1606-1669) particularly deserve mention for their inner
qualities and vigour; so, too, the vivid portraits of arresting characters by Frans Hals (about
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1580-1666).

In the succeeding periods of Neo-Classical and Romantic art it was the sitter’'s bearing
that determined the portrait's character and in his bearing that social and cultural realities
were reflected. Thus, a certain bearing might have been imposing in one period, only to
become ineffectual in the next.

In early 19th-century portraiture a woman was usually presented as someone wrapped up
in rich garments with a wealth of trimmings, yet she possessed a certain charm that may be
traced to the spread of the bourgeois elegance of Austrian Biedermeier fashion. But the
reason for the absence of personality and the stiffness of pose lies deeper: in the relationship
of the artist to his sitter. This colourless bearing was done away with through the influence of
Goya's portraiture, that began to show itself in portraits painted at the end of the nineteenth
century. Nikolaos Gyzis (1842-1901), an outstanding Greek painter of modern times, greatly
contributed to this revival of ascribing individual characteristics and spiritual qualities to the
subjects of portrait art. Thenceforward artists came close to the innermost qualities of human
beings through unrestricted realism in their use of colour and delineation, the boldest among
them treading almost in the footsteps of Expressionist portrait painters. In later years port-
raiture followed the more recent trends and limitations this particular branch of painting is
subject to, especially in relation to the shifts of emphasis in contemporary life.

"AYVWOTOG, OAavdikn IxoAf, 180G aiwvag

4. OxupwueEVnN MOAN
Elaloypapia oé upouoaud, 0,415X0,66u

H Bahacooypagia autr anelkovilel iowg €va IOTOPLKO Yeyovog nmou diadpapatifetal oty
£10050 UIAG oxupwWHEVNG TIOANG. Alakpivetal TO ¢poUpLo THG MOANG, dlapopa KTiouara, Bap-
Keg Kal rmAoia oToAlopéva pé onpaieg kai AaBapa. 216 Badog upwvovtal cuvvepa kanvou. H
olvBeon akoAouBel TV napadoon TG Toroypagiag onwe dltapoppwdbnke anod Toug Kopu-
(paiouq EKMPooWNoUG TNG 0AAaVBLKNG {wypadikng Tou 17ou aliwva. Té BEua autd yvwploe
pueyaAn dnuotikdtnta oty OAavdpa, kai otriv OAavdia and 16 170 aiwva kai €€ng, xavov-
Tag oxedov TeAeiwg TO 5laKOOUNTIKO TOU Xapaktnea, tdlaitepa petrda 16 Pouunevg, yia va yi-
VEL TIPWTAPXIKA Eva HETO €KPPAONG ouvaloBnuatikwv katactacewv. O yeppavog ‘Avtap EA-
oxawep (1578-1610) énaike kaBoploTikO pOAo OTiG eEEAIEElq AUTEG, Kal BplokdTtav Of e-
nagn Ue 16 Polunevg kai Tov Mdaoul MnpiA. (1554-1626) O Pouunevg ennpéace TOAU v
téxvn TG ITtaAiag kai daitepa Mg Bevetiag, kabwg kai 10 €pyo TwV pAapavdwv Torioypad-
@wv. O1 OKNVEG TG HAXNG ATav emiong dnUOPIAEiG kaTd 1O dékato €BdONO alwva, Kai me-
pleixav avapplopiTnTa avagopeg o€ glyxpova neplotatika. X Balacooypagia emkpatn-
oav oi TAoEIC TO®V OANAVAWV EKTIPOCWNWV ToU eidoug, onwg eivat o MNav Bav MNkoylev (1596-
1656) Kai Ta HEAN TG olkoyEvelag Bav vie BéAvte (1706 aliwvag), oL omoiol avtAnoav OpwG
TAV EUMVEUOT) TOuG and T dpactnploTnTa TV PAapavdikwv noAewv. H mapadoon mg 6a-
Aacooypagiag apxioe oty OAdvdpa, aAAd teAelonondnke otnv OutpexT.

H oAAavdikn Cwypa@ikn Tou 180u aiwva akoAoUBnaoe T peyain napadoon tou 160u Kai
ToU 170U aiwva oTtr BPNOKEUTIKN, T HUBOAOYLKNY Kai TRV aAAnyopIkn wypaikr, kKaBwg Kai
oTa nopTpaita kai v Tonioypagia, Hé Karnola OpWG KoUpaon Kai povotovia. £Ta péoa Tou
al®va apxLloe va emikpatei n YaAALKn enidpaon, evw oTd TEAOG TOU alwva EMKPATNOE O KAQ-
OlKIOMOG M€ TNV MPOTIUNON Y14 TiG LOTOPLKEG Kai LUBOAOYLKEG Kai ALyOTEPO Y1A TiG BpnoKeU-
TIKEG OKNVEG. ZTRV OAAavdIKN {wypa®Lkn Tou 170u alwva to XaapAep unnp&e 10 Aikvo G
Toroypagiag, ué€ Kkopupaioug ekMPoowmnoug Toug MNakoun Bav PouiovtaA (1628-1682) Kai
Mav Bav vie Kanéle (1626-1679).

Kata 10 170 aiva n nPooeKTIKN napatipnaon Tou Quolkou neptBAAAOVTOG N omnoia ¢ai-
VETAl TIWG EVUTINPXE OV LBloouykpaoia Twv oAavdwv evBappuve v avefaptntn ava-




4. ‘Ayvwotoc, OMavdikn £xoAn, 180g aubvag, Oxupwpévn mOAn
4. Unknown artist, Dutch scool, 18th century A fortified city
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ntugn ™G toroypagpiag otiv onoia diakpivovtal MOAAG SlaPopeTika peupata. Té oAav-
S1kO ToTio anoTéAeoe MiAv aveEAvTIANTN nnyn €unveuong, evw o {wypdgog HpakAng Ze-
vykepg (1589-1638) ennpeaocuévog anod tov EAoxawuep eneEepyaoBnke Eava ta otolxeia Tou
QUOLKOU MEPIBAANOVTOG EVOWHATWVOVTAG POMAVTIKA Kai pavTaoTIKA OTOIXEId, ONwG eival Ta
gpeina otd ewg TG vuxTag, oTa €pya tou. AvtiBeta o Nav Bav Mkoylev NPOTIUNOE MIA MO
PEAALOTIKA QAAQ Kai KAMwg Auptkn anodoon TG npayuatikotntag. Mabntég tou unnpgav ot
Mav Ztéev (1626-1679) oty Xayn kai NMaouAoug MNottep (1625-1654) 016 XaapAeu nou u-
mnp&e eniong onuavtiko KEvipo avantugng tng Tomoypagiag. 10 NECo ToU 170u alwwva n
Toroypapia €ylve €va HECO £KPPAONG TWV ouVAIoBNUATWY TOU {wypA®ou. ZTr| METAYEVE-
OTEPN AUTI MOPYPN TOTIIOYPAPIAG KUPLAPXEL O MVNHUELAKOG EMIBANTIKOG XAPAKTINRPAG, Kai N
SNUOTIKOTNTA TWV £PYWV AUTWVY NTAV avaAoyn HE eKeivn TWV VEKPWY QUOEWV Kai TWV MPOo-
oWTIoYPAPL®V NG i5lag xXoANG. ZnUavTikoi EKMPOownol TNG Taong autg eivat ot MNdkoun
Bav PouiovtaA, ‘Ahumniept Togum (1620-1691), OiAing vie Kovivk (1619-1688), Mav pav vrte
KamnéMe, BiNen Bav vié BéAvte o Newtepog (1633-1707) kai Méwtept Xounépa (1638-
1709), mou ATav Kai 6 TeAeuTaiog HEYAAOG EKMPOOWMOG THG OAAAVAIKNG Toroypagiag Kai
OUVEXIOTAG TWV Tdoewv ToU Péunmpavt. Eival dkOpa XxapaktnpLloTiko TO OTL ) Tomioypagia
ToU PouiovtaA eykawvialel pia véa Bewpnon g eUoNG, nou npoavayyeAel TOv TPOTIO avTl-
HETWMONG TNG anod ToUG pouavTikoug Zwypdpoug Tol TEAoug ToU 180U Kai ToU MPWTOoU Hi-
oou ToU 190U alwva.

O aoaPng IOTOPLKOG XapakIneag Tou nivaka nou eEeTaloupne ekPPAlel iowG KANMwWG Kai
™ YevikOTEPN aBepaldotnta Twv {wypagwy yia ToV o kaTAAANAO TPOTO AneIkOVIONG LOTOPL
KOV OKNVQAV, TIoU xapaktnpifel v téxvn toU 180U alwva.

Unknown artist, Dutch school, 18th-century

4. A fortified city

Oil on canvas, 0.415X0.66m

This seascape records what may have been an historical event that occurred at the en-
trance to a fortified city. One can pick out the citadel and various buildings, and small boats
and sailing vessels with flags and pennants flying. Smoke rises in the background. The com-
position follows the tradition of landscape art established by the foremost Dutch painters of
the seventeenth century. Landscape painting was an extremely popular subject in Flanders
and Holland from the seventeenth century onwards; but, particularly after the death of
Rubens, it almost entirely lost its decorative character and became an original means of
expressing emotional conditions. A decisive role in these developments was played by the
German artist Adam Elsheimer (1578-1610) who was in touch with Rubens and Paul Brill
(1554-1626). Rubens greatly influenced ltalian art, especially Venetian, as well as the work of
Flemish landscape painters. Battle scenes were also popular in the seventeenth century and
undoubtedly contained references to contemporary incidents. Leading Dutch seascape art-
ists, such as Jan van Goyen (1596-1656) and members of the van de Velde family (17th c.),
found their inspiration in the daily activities of Flemish towns. The tradition of seascape art
began in Flanders but was perfected in Utrecht.

Dutch painting in the eighteenth tentury followed somewhat wearily and monotonously
the great traditions of the sixteenth and seventeenth centuries in religious, mythological, and
allegorical painting, as well as in portraiture and landscape art. In the middle of the century it
was French influence that began to prevail, while by its end Neo-Classicism, with its
preference for historical and mythological rather than religious scenes, had come into its
own. In 17th-century Holland Haarlem became the cradle of landscape painting, its leading
exponents being Jacob van Ruisdael (1628-1682) and Jan van de Capelle (1626-1679).




Throughout the seventeenth century detailed observation of the physical environment,
something that seems to have been inherent in the Dutch character, encouraged the in-
dependent development of landscape art, which then took several different directions. The
Dutch landscape was an inexhaustible source of inspiration. Influenced by Elsheimer, the art-
ist Hercules Seghers (1589-1638) reworked the features of landscape, incorporating roman-
tic and fanciful elements into his paintings such as ruins illuminated by moonlight. On the
other hand, Jan van Goyen preferred a more realistic but rather lyrical rendering of actuality.
His pupils included Jan Steen (1626-1679) at the Hague and Paulus Potter (1625-1654) in
Haarlem, which was also an important centre of the growth of landscape art. Around the mid-
dle of the seventeenth century landscape painting became a means for the artist to express
his own feelings. In this latter form landscape art acquired an imposing monumental charac-
ter and the popularity of such works equalled that of still life and portraiture. Important
representatives of this development were Jacob van Ruisdael, Aelbert Cuyp (1620-1691),
Philips de Koninck (1619-1688), Jan van de Capelle, Willem van de Velde the Younger (1633-
1707), and Meindert Hobbema (1638-1709), the last great Dutch landscapist and successor
of Rembrandt. It is a fact that Ruisdael’s landscapes inaugurated a novel view of nature which
foreshadowed the approach made to it by romantic painters at the end of the eighteenth and
during the first half of the nineteenth centuries.

The unclear historical content of the canvas under consideration may in some way reflect
the general uncertainty 18th-century artists felt about what was the most appropriate manner
of portraying historical events.

MouvTxaoul, TZwv Topag

FevvniBnke 10 1780 kai méBave o160 Kainunpurd 10 1840. Ynnp&e epacttéxvng {wypdpog n-
BoypaPIKWV OKNVWV Kai mpoowrioypaduwy. Eywve yvwotdg wg {wypAagpog xapn oTic npoow-
noypagieq TwV PiAwv Tou MoU PINOTEXVNOE OTav akoua ftav gottntig oté Kainunpitl. Ano
10 1801 WG 1O 1834 £E€Bece NEVTE MiVAKEG TOU UE NBoypapikd Beuata oty BaolAikn Aka-
dnuia Tou Aovdivou.

5. Pwuaika epeima, 1836
EAaloypapia o0& uouoaud, 0,81X0,66u

211} ouvBeon auTr anelkoviZetal €va ToTio mou anoteAeital and éva Kpdua oTolxeiwv rou
BEv avnikouv g€ KAToLa CUYKEKPLIKMEYN emoxn Kai nmeptoxn, aAAd eival dnuioupynua g pav-
taociag toU {wypdgou Kai pavepwvel TV Eviova popavtikn 3id6eony tou. Eva ktiopa a-
npoadlopLoTng enoxng ota dekla ki eva peyaiko devipo ot aplotepa divouv looppornia ot
guvBeoNn. ZT0 KEVIPO, OE MPWTO MAAVO, EAAPLA Tivouv VEPO, evw) OTO BaBog Eexwpilel uia
MOAN KTIoHévVNn dinAa oty 8dAacoa. H anoédoon 1ol oupavol pé Td oUvveda KaBwe Kai Twv
avtavakAaoewv ToU pwTOG HETA OTO VePO Kai OAWV TV AeTITOUEPEIWV TOU TOoTtiou deixvouv
gualoBnoia Kai apket deElotexvia 6T XPHon Tou XxpwHatog. MapoAo nol 16 €pyo autd xa-
paktnpiZetal and v NMPoonAwon oTiC SIakOOUNTIKEG Kai ypaplkég agieg kai Trv emipovn
OTiG AenTOUEPELEG Kal evTAooeTal OTrv napadoon TG ayyAlkng Tonoypagiag Tou 180u kai
ToU 190U alwva nou dév ennpedotTnke anod TiG aAvavewTIKEG MPoondadeleq Tou T{wv Kov-
otaumA (1776-1837) kai oAU neptoodtepo tou TL. M.I". TEpvep (1775-1851), evrouTolg opt-
OMEvVa oTolxela paivetal mweG odnyoUuv OE Uid KATwE dlaPopeTikn epunveia. MNpodkeltal icwg
yla éva 13aviké Torio ToU eidoug ekeivou TOU BPNKE THV TEAEIOTEPT EKPPAOCT TOU OTA ApKa-
Sdika tormia toU NikoAd Moucoév (1594-1665) kai otda ideaAlotika toUu KAwvt Aoppaiv
(1600-1682). H aneilkovion Twv pWUAK®V EPELMiwY EXEL EMIONG NMEPICCOTEPO PAVTIACTIKO
mapa apxaloAOYLKO XapaKTRpa, Kai S&v £xel OXEON HE TA EPYaA TWV MEPINYNTWV CUYYPAPEWY
Kai Zwypdgwy, Mol xapaktnpifovral ouvniwg ano apketn akpifela OTiG ApPXITEKTOVIKEG Ae-
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5. Tlouvixaou(, TCwv Topag (1780-1840), Pwuaika gpeima
5. Woodhouse, John Thomas (1780-1840) Roman ruins



TMITOPEPELEG, £0TW Kal HE KATIOIEG MPOCWTILKEG MPOOCOBNKEG Kal epunveieq. TETOLOL KAANITE-
XVEG QIAOTEXVOUOQV TIG MEPIOTOTEPEG POPEQG TIG EIKOVEG QUTEG KATA TN SlApKela Ta&dIOv
TOUG OTO HMECOYELAKO XWPO, MoU OTrV apxn wg eixav enikevrpo v ItaAia, evw ano 16 deu-
TEPO UIOO TOU SékaTtou oydoou aliwva n EANAda apxloe KL auTn VA CUYKEVTPWVEL TO evBLAPE-
POV TWV Bauuaotwyv NG KAQoLKNG apxatdtnrag. Ot «Andygelg g Poung» tou Italou TZo-
Bavvi Mniattiota Mipavedl (1720-1778) anotehoUv TRV KAQOLKN Ekppaacn ToU evdlaPpEpPov-
TOG YlQ Ta pwHaika epeimia, mou cuvdualZel TNV AKPIRT YVWON TOV AEMTOHEPEL®V TG ApPXITE-
KTOVIKNG ME TiG aioBNnTIKEG avTIAYELG TG enoXNG ToU kaAAtéxvn. Ot pavtaoTikég OpwG a-
TIELKOVIOEIG apXALOAOYLIKWV EPELTHIWV PIAITEXVTIONKAV YIA AAAOUG OKOTIOUG, Kai MOAAEG POPEG
Yyi@ V@ CUPTANPWOOoUV M’ €va MPWTOTUNMO Kai dlaKkoouNnTIkO TPOTIO KAmola SlaPopEeTIKn
oKNnvn. ZToUg nivakeg ToU YaAou {wypagou Yunép Pounép (1733-1808) nou nripe 10 na-
PATOOUKAL «O POUMEP TWV EPELMTIWY», TA APXITEKTOVIKA KATAAOIMA THG apxalotTnTac evowua-
TWVOVTAlL APHUOVIKA OTry ouvBeon npooBeTovtdg Tng WBiaitepn ypagilkotnta. H aneikovion
pwHAalK®WV EPEITiWV OTOUG Mivakeg Tou Pounép €ylve pé Baon éva ouvduaoud mpayuatikwy
OTOIXEIWV, TTOU MPOoEpPXOoVvTal ano Td noAudptBua oxedia nol eixe PINOTEXVIOEL KaTd Tr] diap-
Kela TG evOEKAXPOVNG Mapapovng Tou otV Italia, H€ aAa nou dnuioupynoe 1 pavrtacia
Tou. Z1d Pwuaikd gpelma tou MNouvtxaoul kuplapxoUv TA PpavTaoTika oTolxeiaq, kai eivat du-
OKOAO VA CuUTEPAVEL Kaveig av O {wypAaPog EiXE UMOYN KATIOIO CUYKEKPIMEVO TIPOTUTO.

Woodhouse, John Thomas

Born in Cambridge, England, in 1780, John Thomas Woodhouse died there in 1840. An
amateur painter of genre scenes and portraits, he became known as an artist through the por-
traits he drew of his friends while still an undergraduate at Cambridge university. Between
1801 and 1834 he exhibited five paintings depicting genre themes at the Royal Academy,
London.

5. Roman ruins, 1836

Oil on canvas, 0.81X0.66m

This is a landscape with a variety of features that do not belong to any one time or place;
they are the creation of the painter's fantasy and reflect his strongly romantic nature. A
building of indeterminate age to the right and a large tree to the left give the composition its
balance. In the centre foreground deer are watering, while in the background a city stands on
the seashore. The rendering of the sky and clouds, the reflections of light in the water, and all
the landscape details disclose a considerable skill and sensibility in the use of colour.
Although this work is notable for its devotion to decorative and picturesque values and for in-
sistence on detail, and lies in the mainstream of English 18th- and 19th-century landscape
art (a tradition that remained unaffected by the discoveries of John Constable (1776-1837)
and, to a greater degree, of J.M.W. Turner (1775-1851)) certain features nevertheless may
lead to a rather different interpretation. This may be an ideal landscape of the kind best
expressed in the Arcadian scenes painted by Nicolas Poussin (1594-1665) and Claude
Lorrain (1600-1682).

The depiction of the Roman ruins also has about it more of an imaginary than
archaeological character, and bears no similarity to the work of travel writers and artists,
which is usually fairly accurate in its architectural detail despite some personal and inter-
pretative additions. More often than not such artists painted these scenes in the course of
their journeys through Mediterranean lands. At first they centred on Italy, but in the second
half of the eighteenth century Greece too began to attract the interest of admirers of
classical antiquity. “Views of Rome” by the ltalian painter Giovanni Battista Piranesi (1720-
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1788) sums up the classic mode of expressing interest in Roman ruins; the views combine an
exact knowledge of architectural detail with an understanding of the aesthetic standards of
the artist’s own day. However, depictions of imaginary archaeological ruins were made for
other purposes, very often to supplement a quite different scene in an original and decorative
manner. The French artist Hubert Robert (1733-1808), nicknamed “Robert of the Ruins”,
would introduce ancient architectural remains into his paintings to lend them a particularly
picturesque but still harmonious note. The portrayal of Roman ruins in Robert’s pictures
rested on a combination of real elements, recorded in the numerous sketches he had made
during his ten-year sojourn in Italy, with others that sprang from his imagination. It is the ima-
ginary elements that predominate in Woodhouse’s Roman ruins, making it difficult to con-
clude that the painter had a particular scene in mind.

NTEVTPE n NTé N1pé, AAppé

FevvriBnke oto Mapiot 10 1810 kai méBave oty idla noAn 16 1860. Matépag Tou fjtav o
YVwoTog Kai BpaBeupévog apxitéktovag Migp-"Av Ntevtpé, kai 8eiog Tou o Zwypagog Migp-
Zolép Ntevtpé-NTtopaU (1789-1874), nou Epepe 0" Enagn 16 veapd ANPPE HE TO YVwOoTo {w-
ypagpo Teovtop Zepikw (1791-1824). ' autr miBavov 1 yvwpluia, kaBwg kai otriv ayann
MG ayyAlKnG Kolvwviag yid v nnaocia kai tolg nrnikoUg aywveg Mol guppepotav o
NTevTpé, opeileTal n aPlEpwan oXedOV OAOKANPOU TOU €PYOU TOU OE IMMIKEG MAPACTACELC.
Yrinp&e padnmg tou A. Kovié (1794-1880) nou tov mapakivnoe va apooiwBei ot {wypa-
PLKN 1OTOPIKWV OKNVOV. 'HON dpwg 16 1831 napouciace otd Zahdv tou Mapiool Tov -
vaka EowTteptkd ZtdBAou, ol yv@ploe MEYAAn emituxia, evid 10 1834 Bpaeltnke ME TO
TPITO HETAAALO OTO iB10 ZaAdv. T 1839, oxTw Xpovia HETA TAV MPWTN EUPAVION ToU OTO Za-
AOV EKQVE HIA OTPOPT TIPOG TRV LOTOPLKH Jwypaikn Hé ToV rivaka H Mdxn tri¢ Mnwlé, mou
EKTEBNKE KL AuTOG ekel. TO 1840 dapxioe va Lwypailel T peydAn gelpa Moptpaita aAdywy,
XPNOLLOMOLWVTAG WG HOoVTEAQ Ta wpaldtepa deiyparta Tou eidoug, 0Ta oToia CUYKATAAEYOV-
Tav kai Ta dAoya toU AoUka ™G OpAedvng. And 16 1848 kai népa TaidePe apKeTEG POPEQ
otiv AyyAia kai ennpedactnke and Vv ayyAikn {wypa@ikn {owv. TV AyyAia {wypapLoe Ki
gva and Td Mo yvwoTd noptpaita tou, mou aneikovidel Tov Koun twv Naploiwv kai 1o
AoUka TG Zaptp o€ nmaldikn nAikia. KooUIKOG, kal HE aplOTOKPATIKEG YVWPLIMIESG, dnuioup-
ynoe éva eidog npoownoypapiag nmou £ylve TG HOdag. Ta moptpaita Tou EIKOVILOUV OHWG
OXedOV QTOKAEIOTIKA EQINMEG MOPPEG, HE 1Blaitepn TPOcOXN OTiv anodoon TngG (mmo-
OKEUNG Kai TNG avatopiag Tou aAdyou, kabwg kai oTd evdUpaTa Kai Oxl 0TA XapaKInPLoTIKA
TOU MOVTEAOU, AKOAOUBWVTAG TILOTA TH «Hoda» 0TV onoia WPELAE TRV erTuxia Tou. Zwypa-
PLOe akOpa MoAAEG amelkovioelg okuAlwy patoac. ‘Otav enéotpePe ot MaAAia tou avaté-
Bnke n PIAOTEXVNON NG pocwnoypagiag Tou NamoAéovta toU M, moU €ylve yia kdmoto Oxt
oAU oagry Adyo n attia Tou Bavatou Tou g€ povouaxia. Poptwuévog do&a Kai dlakpioelg,
Kai TIUNUEVoG ME TOV TiTAo Tou Imndtn g Aeyewvag g Tung (1857), 6 Ntevtpé ¢aivetal
NG EEXACTNKE KATIWG KETA TO BAvaTo Tou yid va tov EavabupnBoulv Tov lkOOTO alwva, o-
Tav ol WPAieC AMEIKOVIOELG TWV aAOywV ol LwypAagLloe HepovwMEva 1} Hadi M€ AAAQ, OTO Ku-
ViYL, OTOV IMMOdpopo 1 01é oTtdBAo, yivav kai maAl dnuodiAeic. 'Epya tou Bpiokovtal otd
NoUBpo kai oto Mti Makai Tou Napiolov, kabwg kai o€ pouoeia ToU Mnopvtw, ToU ZavTiyy,
™G BpEotng, g NtiZov, Mg Xappng, g Napumov k.a.

6. ZKUAld mou &lekdlkouv Eva KOKaAo

EAaloypagia o€ pouvoaud, 0,65X0,812u

EKTOG and Trv MPOoTIiUNon Tou Yid Ta aAoya o {wypagog opeilel ota Tagidia tou otrv AyyAia
TAV aydnn Tou Yid Ta oKUAld pAtoag, Mou amnelkovioe o€ MoAUApIBUoUG iVaKes, ANAOTE Ka-




6. Nrtevrpé, AAppE (1810-1860) ZkuAia mou diekdikoUv éva KOKAAO.
6. Dedreux, Alfred (1810-1860) Dogs eyeing a bone
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Bwg tPEXav MAAL 6" Eva AAoyo, KL AAAOTE Hova Touq. TO Epyo nol eEeTdloupde avikeL o auTn
Vv opada, kai Ba npemnel iowg va xpovoAoynBei HeTd 1O TaEidL Tou oTrv AyyAia O 1848. To
KEVTPO TNG oUVOEONG KataAauBavouv dU0 OKUAOL W €va KOKKAAO TIETAMEVO HMPOOTA TOUG.
216 Babog évag Tpitog okUAOG NapakoAoubel aTapaxog T oknvi. Mpokeital BERata yia Ta i-
dla oKUNA patoag nou Bpiokouude Kail 0T AAAa épya Tou Zwypdpou, kai paivetal nweg n eu-
YEVIKN] KaTaywyr) Toug ennpeddet kai 11y CUPTEPLPOPA TOUG, Mol LOLAZEL VA THV XapaKTnpPilel
KATOL0 ayyAlko 8a €Aeye Kavei§ «pAEypa». Aév unNApxel KapLa eEMBETIKOTNTA Kai Kavévag du-
MOG ot Blekdiknon TG TPOVPNG TOUG, MoU YIVETAl LE MEPLOOT, Kal KANWE eEEwnpayuaTikn a-
Elonipénela. O Ntevtpe deixvel kai £3w TR ouvnOLOUEVN TOU MPOCOXN OTIC AVATOMIKEG AETTO-
MEPELEG TWV {MOWV auTwv, Kai n anetkovion Toug eival oMwodNMOoTE NMETUXNUEVN. Aginouv 6-
HWG KANwG n fwvtavia Kai n puoikotnTa.

O1 elkoveg Twv Zwwv eixav apxika deutepelouaa BEon 0TO BeRATOAIYIO TV HEYAAWV {w-
YPagwy, nou mnpotiovoav Ta rmd onuavtikd Béuara TG LOTOPIKAG, MUBOAOYIKAG Kal Bpn-
OKEUTIKNG {wypadPIkiG, i Ta eMIPBANTIKA MOPTPAiTa SLaKEKPIUEVWY TTpoowrwy. Ot EKMPOow-
ot OpwG TG PAapavdIKiAG Kai TG OANaVBIKG OXOANG {WYPAPIKAG PIAOTEXVNOAV Kai Té-
TOLlEG MAPACTACELG OTO TTAQIOL0 TOU YEVIKOTEPOU EVELAPEPOVTOG TOUG YIA TH pUOoN, TToU EiXE
HEPIKEG POPEG KAl ETILOTNHOVIKO XapAKTAPA. ZT1 CUVEXELQ Ol MAPACTACELS TWV {WWV OUVSE-
Onkav Kai ME TO eupUTEPO BEPA TOU KUVNYLOU, TOU AMOTEAOUCE OTIWOBNMOTE MIA APLOTOKPA-
TIKA anagxoAnon. Ta Kuvnyetika nepintepa nou aviikav o€ BaotAAdeq Kai euyeveiq dlako-
oundnkav guxva UE KUVNYETIKEG OUVOECDELG, I WE AMEIKOVIOEIG BNPaUATWY, N aKOpa Kai Yé
HeuOvwHEVEG amelkovioelg Zowv. EEAAou ot lMeppavia dnuioupynénke kai dlaitepn
oxoAn wypa®Ilkng {wwv, oU Ol EKMPOCWIOL TNG AoXOANBNKav armokAEIOTIKA Y auto To
Beua. Zv AyyAiq, T evdlapepov TV {wypAPwv yid TiG ELKOVEG TWV {OWV EXEL OTEVT OXEOT
HE TN Pavepn) MPOTIUNGN TOUG yid BEpata oxeTika ME TiG aoxoAieq TNG UYNANRG Kowwviag,
rnoU xapaktnpiget oAOKAN PN TV ayyAlkn {wypa@ikr) TOUAAXLIOTOV WG TRV ELPAvion Tou heya-
Aou ekmnpoowrnou g TL.M.I. Tépvep (1775-1851). Zmv Eupwnn yevika n eEapavion tou
OUYKEKPIMEVOU auTOU TPOTOU wnG ONMELMVEL Kai HId Heiwon ToU evdlapepovToq yid Té-
TOIEG OKNVEG. ME Triv €ugavion ToU LUMPECIOVIONOU Kal TWV VEWTEPWV Kivnuatwy ¢ Jw-
YPAPIKNG Kai 1dlaitepa ToU eEMPECIOVIOUOU 1) MPOCOXT TWV {wypapwyv OTpEPeTal MPOg Bé-
pata nou eite £xouv eupUTEPN AMNXNON, EITE OXETICOVTAL AUECTWTEPA UE TOV AVOP WO, KL OAO
TO pACHA TWV ACXOALWV Kai MPOBANUATWV TOU, MAPAHMEPILOVTAG OUCIAOTIKA TiC S1AKOOUNTI-
KEG €IKOVEG TV (wwv.

Dedreux or de Dreux, Alfred

Alfred Dedreux was born in 1810 in Paris, where he died in 1860. His father was the well-
known, prize-winning architect Pierre-Anne Dedreux and his uncle the painter Pierre-Joseph
Dedreux-Dorcy (1789-1874) who introduced the young Alfred to the distinguished artist
Jean-Louis André-Théodore Géricault (1791-1824). It was probably due to this acquaintance,
as well as to the love shown by English society for riding and horse-racing, which he shared;
that Dedreux dedicated almost his entire oeuvre to scenes with horses. He was a pupil of L.
Cogniet (1791-1880) who urged him to devote himself to the painting of historical scenes.
But even as early as 1831 Dedreux was showing at the Paris Salon a picture entitled Interior
of a stable which won him considerable acclaim; in 1834 he was awarded the third prize at
the same Salon. In 1839, eight years after his first appearance at the Salon, he switched his
painting to an historical subject, La Bataille de Baugé, which he exhibited in the same
gallery. The following year he began to paint a long series of horse portraits, taking as his
models some of the finest bloodstock alive, among them horses belonging to the Duke of
Orleans.




From 1848 onwards Dedreux made several visits to England, where he came under the in-
fluence of English animal painters. It was there that he painted one of his best known por-
traits, depicting the Count of Paris with the Duke of Chartres as a young boy. A sociable per-
son with aristocratic acquaintances, he created a style of portraiture that became very
fashionable. But his portraits are almost exclusively of figures on horseback, and lay par-
ticular emphasis on the saddlery and anatomy of the horse and on the costume rather than
the character of the sitter, thus closely following the convention to which he owed his
success. Dedreux also produced many paintings of pedigree dogs.

On his return to France he was commissioned to paint a portrait of Napoleon the Third, an
event that led for some obscure reason to his death in a duel. Though loaded with honour
and distinctions, and awarded in 1857 the title of Knight of the Legion of Honour, Dedreux
seems to have been rather forgotten after his death until in the twentieth century his fine
paintings of horses, depicted singly or in groups, out hunting, on the race course or in a loose
box, regained their former popularity.

His works are hanging in the Louvre and the Petit Palais in Paris, and also in museums in
Bordeaux, Chantilly, Brest, Dijon, Havre, Narbonne, and elsewhere.

6. Dogs eyeing a bone

Oil on canvas, 0,65X0.812m

The artist’s visits to England account for his love of pedigree dogs as well as his partiality
for horses. He painted numerous canvases of dogs, sometimes on their own, sometimes run-
ning beside a horse. This particular picture belongs to the former group and should probably
be dated after his first journey to England in 1848. The centre of the composition is occupied
by two dogs eyeing a bone lying on the ground between them. A third dog, in the
background, looks unconcernedly on the scene. They are dogs of the same pedigree breeds
as we find in other works by the artist, and it seems their good breeding has affected their
behaviour, which appears to be governed by what one might call an English air of detach-
ment. They display no sign of aggression or anger in disputing possession of the bone, but
rather a superfluous and somewhat misplaced dignity. Once again, in this undoubtedly con-
vincing portrayal of dogs, Dedreux pays his usual attention to anatomical detail, though
perhaps to some extent at the cost of liveliness and naturalness.

Initially, animals occupied a secondary position among the subject matter of great paint-
ers: they preferred the more important subjects of historical, mythological, and religious
painting or the imposing portraiture of distinguished persons. But representatives of the
Flemish and Dutch schools of painting portrayed animals as part of their general interest in
nature, which was not infrequently of a scientific character. Later on, animal studies were
related to the wider subject of hunting, itself an aristocratic pastime. Hunting lodges belong-
ing to the ruling families and the nobility were often decorated with scenes of the chase, or
with drawings of the objects of their pursuit or even of single animals. In Germany indeed
there developed a school of painting that specialized in animal studies, the artists who
belonged to it painting nothing else. In England the interest painters showed in animals was
closely connected with their clear preference for subjects related to the occupations of the
upper classes, a preference that persisted in English painting at least until the advent of one
of its greatest figures, JMW. Turner (1775-1851). The disappearance in Europe generally of
this particular way of life marks the falling off of interest in such scenes. With the advent of
Impressionism and more modern art movements, especially Expressionism, painters turned
their attention to subjects either of wider interest or more directly related to man and the
whole gamut of his activities and problems, pushing decorative animal pictures firmly to one
side.
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XeEpripep, Kaph

CevviiOnke ot NTivkeAounuA 10 1836 kai néBave otd Mdvayxo 16 1897. Apxioe va ekBETEL
16 1854, 6tav fjtav akdpua pMadntg tou A. ¢ov Paunepyk (1819-1875) otrjv Akadnuia tou
Movayxou. And 10 1868 wq 16 1888 eE€Beoe £pya Tou 016 Movayo, kai nripe eniong MEPOG
O€ ekBEoelg ot Aupnek, 0 BepoAivo kai ) Biévvn. Ta 8épata Twv NMivakwyv Tou gival Ku-
piwg nBoypaPIkEG OKNVEG uEoa oTO nvelpa TG YEPHAVLKIG OXOANRG TG enoxng tou. Epya
TOU TIOUANBNKav Katd kalpoug O MAELOTNPLACMOUG 01O Aovdivo kai ) Néa Yopkn.

7. Euxaptotec okéyelg
EAaioypapia o€ upouvoaud, 0,745X0,555u

MpokeLTal yia éva avilmpoowTEUTIKO EpYo ToU Zwypdpou, mou GIAOTEXVNOE KATA KUPLO
AOYO nBoypaPIKEG OKNVEG METa oTO mvelua THG YEPUAVIKNAG OXOANG Tou 190u aiwva. H a-
TELKOVLION NBOYPAPLK®Y OKNVAOV anod Thv kadnuepvn fwn kai Tig aoxoAieg g avwtepng a-
OTIKNG Kolwvwviag eivat ouxvn v enoxn authy ot Mepuavia. Triv kAnwg akpaia Opwg €k-
$paon pIag avaloyng tTaong anoteAolv Td Epya OPLOHEVWY EKMTPOOWNWV THG ayYAIKAG OX0-
ANG Kupiwg ToU 180U Kkai Tou 190u awwva, nou aplEpwaav OAn T §pacTnPLOTNTA TOUG OTAV
areilkovIon Tpocwroypaglwv kai oknvav and M {wn TG ayyAkng aplotokpatiag. Ot {w-
ypagol autol €ylvav ETOL Ol UMVNTEG Kal KUPLOL EKPPACTEG TWV (BAVIK®V KAl TWV EKSNAW®-
OEWV TNG, QMOMOVWVOVTAG ETOL TOV £QUTO TOUG amd THV KABNUEPIVA MPayuatikotnTa Kai
anod to¢ Aad, aAAa kai and Tiq eEeAiEelg ™G LwypaPIKNG OTOV EUPWNAIKO XWPO.

TO k€vTpo TG oUVOEONG AMOTEAEL 1) yuvalkeia popen nol S1aPalet euxaploTeg eldNOELg
HTIPOOTA OTO avapévo Takt kai Adumel oAOKANpn and xapa. Popdaetl éva HakpU KEVINHEVO
Popepa enoxng, EVA Td HaALd TG eival gToAlopéva [ éva Aouhoudt kai MEPAEG, kai XTevt-
Opéva W Eva XapakTNnPIoTIKO TPpOMO nou ouvnBifetal meploooTePO O€ Epya ToU 180U alwva.
Eva napaBdav pé mAoluola Silakdounon Kt évag nivakag Jé katagpoptn Paptd kopvila, éva
Tpanefakt emoxng W' éva Bafo hE AouAoudia, Eva poAdL KL Eva KnpoTiniylo, N EMEVEUON TWV
TOIXWV Kai N XapakTnpIoTIKN EMXPUCWON TOU XPNOLUOTIOLEITAL YIA OPLOKEVEG AETITOUEPEIEG
OAWV QUTMV TWV QVTIKEILEVWV TUUTANPWOVOUV TV ELKOVA TOU AVETOU ECWTEPLKOU. ZT1) OKNVH
Kuplapxei Evag NPeHOG YwTIOHOG Kai Td anaAd xpwHaTa TG Yuvalkeiag Hop@riG mou guvTe-
AoUv OTnVv dnuioupyia HIAG euxaplotng evrumwaong.

Ot yeppavoi Zwypapol Tou 190U alva aneikovioav apKETA ouXvA YUVALKEG O KAMOLOo €-
OWTEPLKO, ToU ditapalouv, kevtouv 1) naifouv rmavo. Té BEpa TG yuvaikeiag HopPrg rou
dlapalel ouvnBwg KAMoLo YpAuUa eixav anelkovioel O Jid oelpd and OKNVEG Kal apKeToi
YVWOTOI EKMPOCWITOL TNG OAAAVSLKNIG OXOANG ToU 170U alwva. Tiv kopuPaia OUwG EkPpaacn
G MapAoTaong TG Yuvalkeiag HopenG HECA OE KATIOIO ECWTEPLKO AMOTEAOUV OL MIVAKEG
ToU Mav Bepuéep (1632-1675), evog {wypagpou nmou anoTeAel Hovadikd palvouevo OThyV -
gtopia ™G eupwnaiknig {wypaPlkng g enoxng Tou, Kai molU o S1axpoVvIKOG Xapaktrnpag o-
PLOMEVWV OTOIXEIWV TWV EPYWV TOU TOV KAVEL vd EETEPVA TA OTEVA OPLA MIAG TOTILKIG OXO-
ARG H Bepatoloyia tou Beppéep eival yeviKa aviinpoowneuTikn yid TV oAAavSLkr oxoAn
T0U 170U awwva. O LwypAgog auTtdq anelkOVvIoE KUpiwG TiG ouvnBIONEVEG aOXOAIEG TG Ka-
Bnueptvig Lwng. Eved opwg aaot Zwypdagol Toug £€divav évav avekdoToAoyIKO Kai eUBupO
Xapakmnpa, ota £pya ToUu Bepuéep amoktolv €vav andkoouo, oxedOV TEAETOUPYLKO xapa-
Ktipa. Td eppe ToU PwTOG nou potalouv va divouv Badog otr oknvr T HETAaBETOUV O £vav
AAAO HAYEUTIKO KOOHO. O ZwypAPog XPNOLUONOoIiNoE TO XpWHA, Kai KUPiwg ToUG apHovikoUG
ouvduaoupoug Tou yaAdaliou Koi"roo KiTPIVOU W’ €vav EVIEAWG TIPOOWILKO TPOMO mou uno-
BaMAeL T Movadikn atuooPalpa Twv Epywv Tou. O Bepuéep avTineT@nioe YeViKA TN Jwypa-
PIKA M évav EVIEA®G HOVTEPVO TPOTIO, KAl €ival XapakTNPIOTIKO OTL TO EPYO TOU EYIVE AVTL-
Keipevo EexwplotoU Baupacpol kai and petrayevéorepouq wypagoug ol avikav oTAv
npwTtonopia Tg enoxng Toug. H gailvopevikry anAdtnta, noU KpuBel pia eEalpeTika AEMTH &-
neEepyaoia kai unepBoAikn ppovtida yid €va TEAEI0 anoTEAeoNa UE apavtaoTn evaiolnoia




7. Xépngep, KapA (1836-1897) Euxaploteq okEWELG
7. Herpfer, Karl (1836-1897) Pleasant thoughts
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Kai yvaon, 10 kabapo oxESLo, n TEKTOVIKN avTiAnyn otr) Soun TG oUvBeoNG, kKai n TOAuNPEY
XPNoN TOoU XPWHATOG YId VA EKPPACEL ME TO QWG THYV MOINTIKY UMOOTAON TWV OTOLXEIWV TNG
KaBnuepIvig mpayuatikdtTag, divouv o aut pia véa dlaortaon.

Herpfer, Carl

Born in Dinkelsbiihl, southern Germany, in 1836 Carl Herpfer died in Munich in 1897. He
started to paint in 1854 while still a pupil of A. von Ramberg (1819-1875) at Munich
Academy. From 1868 to 1888 he showed his works in Munich and in exhibitions held in
Lubeck, Berlin, and Vienna. He has painted mainly genre scenes of the type favoured by the
representetives of the German school of his time. His pictures were sometimes sold at auc-
tion in London and New York.

7. Pleasant thoughts

Oil on canvas 0.745 X 0.555m

This canvas is typical of the work of the artist: he painted mostly genre scenes in accor-
dance with the prevailing spirit of the 19th-century school of German art. Such scenes of
everyday life and of the occupations of upper-class society were frequently the subjects for
German painters of the time. But it was paintings by certain 18th- and 19th-century artists of
the English school, who devoted all their energies to portraying the English aristocracy and
scenes of their daily life, that were perhaps the ultimate expression of this kind of art. These
artists became the extollers and leading interpreters of the ideals and customs of the
aristocracy, thus isolating themselves from everyday reality and ordinary people, as well as
from developments in European painting.

The centre of this composition is occupied by a woman standing by a fireplace and
reading what is evidently good news, for she appears radiantly happy. She is wearing a long
embroidered dress of the period, her hair adorned with a flower and pearls and combed in a
manner more usually found in paintings of the eighteenth century. A comfortable interior is
suggested by the richly decorated screen and a picture in an excessively heavy frame, the
contemporary occasional table supporting a vase of flowers, the clock and candlestick, walls
hung with a patterned paper, and the gilding on certain details of all these objects.

The soft light and pale colours of the woman’s dress suffuse the entire scene, producing a
highly pleasing effect.

German painters of the nineteenth century frequently portrayed women in an interior
setting, either reading or sewing or playing a piano. Several of the better-known artists of the
Dutch school of the seventeenth century had depicted scenes of women reading, usually a
letter. The representation of a woman in an interior reached its highest form of expression in
the paintings of Vermeer (1632-1675), an artist of unique stature in the history of European
art of his period, the timeless character of certain features of his work placing him beyond
the narrow bounds of any local school. Vermeer’s subject matter is in general representative
of that of the Dutch school of the seventeenth century. Most of his paintings are about the
routine events of everyday life. But while other artists depicted them in an anecdotal and
cheerful way, in Vermeer’s works they acquire an unworldly, almost ritual character. The light
and atmosphere that appear to give depth to his scenes in fact transform them into a dif-
ferent, magical world. The painter used colour — particularly appealing combinations of blue
and yellow = in an entirely individualistic manner that accounts in part for the unique quality
of his work. Vermeer’'s general approach to painting was an absolutely modern one; that his
work attracted unusual admiration even from artists in the forefront of contemporary develop-
ments is a measure of his achievement. The apparent simplicity concealing an exceptionally




subtle and exaggeratedly painstaking process in order to arrive at a perfected work — a work
that displays incredible sensitivity and knowledge, pure line, awareness of the structure of a
composition, a bold use of colour to express light, a poetic treatment of commonplace in-
cidents — invests painting with a new significance.

NTEAOP, ZapA Evroudp f Evrpov

evvriBnke oty Nip 16 1841 kai néBave otriv AAyepia 10 1895. ‘Apx10€ TiG OnMoudEG Tou TN
IxoAnl KaAov Texvov toU Mapiool 10 1864, kai unnpEe padnic oV {wypapwv TApA
FkAEup (1806-1874) kai Zav-Aedv Zepou (1824-1904). Tov idlo xpovo eE€Beoe yia mpwn
popa ot1d ZaAov toU Mapioou. H napdAuon tou SeElol Tou XeploU OoTABNKE eunddio oTo
€pYO0 TOU, AAAG cuvéxioe va fwypagilel wg v kaBoAikn napaAiuon. Ynrip&e 1diaitepa napa-
YWYLKOG {wyPAPOG LIOTOPLIKWV Kai NBoYPaAPIK@V KUPIWG OKNVAV, EVKD N kadnuepivry Zwn g
AANyepiag otabnke aveEavtAntn nnyn EUmnveuong yi' autoy, Onwg Kai yida 10 peyaio Euyévio
Ntehakpouad (1798-1863). O nivakeg TOu MOUANBNKAV HEPLKEG POPEG APKETA akpLBd o€ dn-
ponpacieq ot Mapiol, 10 Aovdivo kai ) Néa Yopkn, aAAG orfjdepa B€v eival rmid oAU «tng
podagy.

8. KapdivdAiog, kAnptkog kai unnpéng
EAatoypagia 0é pouvoaud, 0,583X%0,765u

Z1ov nivaka autov elkoviletal u€ xtouuop kai kanotia dnkTikn d1abeon Evag kapdivaAilog
VTUHEVOG OTA KOKKIVa TIOU OKOUEL HE akaTtadexTo UPpog éva LepwHEVo ToU HE Soulomnpénela
npoomnadei va tpapnel v npoooxn tou. T oknvn, ol diadpauariletal péoa o° Eva Ecw-
TEPIKO ME eMIMAwWON €MOXNG, CUMTIANPWVEL N HOPPT) TOU payeipou moU oTékeTal 6pBlog
HIPOOTA TOUG.

O NT1eAop Lwypaploe QpPKETEG NBOYPAPLKEG OKNVEG, KAl ANMEIKOVIOE HEPIKEG POPEG KapSL-
vaAloug Kai kKAnptkoUg, aAAd Kai kupioug kail uninpéTeg, iowg UE kanola S1aBeon KOWWVIKAG
KPITIKNAG. ZTOUG Tivakeg autouq cuykataAéyovtal 1 A@iEn tou kapdivaAiou kai O PioeAlE
kai o marépag lworne. Aév yvwpiloule av eixe kKavéva OUYKEKPIHMEVO AOYO va TPEPEL alobn-
pata evavtiov Tou kAfjpou. ‘Oon ouwg 31a6e0M YIA KOWVWVLKT KPLTLKT KL AV UNAPXEL OTA £pya
Tou 8€v Bd umopolae WE kavéva TPOomo va ptacel ™ duvaun evog {wypdagou adav Tov ayyAo
MouiNAlap XoykapB (1697-1764), mou dnuloupynoe €va évrova NPoowriko kai kadapa ay-
YALIKO €100G {wyYPaPIKNG HE KOWVWVIKEG TPOEKTATELG. OL nivakég tou, ol €xouv Uidv évtovn
néwkonAaoTikn 31daBeon, diakpivovtal yla v ofegia maparnenTkoTNnTa, THV MAACTIKOTNTA
Kal TV npwTtoTumia Toug, kai mponyolvTtal kKata oAU TG EMOXNG TOug, MpoavayyéAlovtag Td
gpya {wypagpwyv onwg eivalr o OpavBioko MNkoyla (1746-1828) kai o Ovopé NTwuLe (1808-
1879). O XoykapB ermdiw&e kupiwg va oTNAITEUOEL TV EKAUON TWV NOBWV OTrRV EMOXN TOU, €
£€pya moU EXOUV QPKETEG POPECG AUEDOT OXEON WE avAAoYeG TATELG TG OUYXPOVNG Tou Aoyo-
texviag, kal anelkovilouv PE KANwg Beatpikd UPog Td Siagopa otadla uiag wortopiag. Ot 1a-
OELG QUTEG Bprikav TO anokopUPpwa Toug OTO aploTolpynua Tou Fduog g uodag (1745),
nouU eival Yid YEUATN KAQUOTLKN 0ATipa avanapaotacn TG UNoKpiloiag Kai Twv motanwv Ki-
vIATPpWV evog yapou. Aiyo mpiv and 10 8avato tou 10 1764 o Xoykapd {wypaploe évav oAU
napa&evo nivaka nou anoteAel €va €idog dlabnkng n emrtagiou e titAo To 1éAog Twv nav-
Twv. ZT0 €pPY0 QUTO amelkovioe Kai Tov id1o TV eautd TOU UE T} HOPPT EVOG YEVEIOPOPOU
YEpovTa UE WIa ortaouévn naAéta nou cupBoAilel T0 Bavatd Tou, 0a HEPOG TOU COUPEQALOTL-
KOU autoU opdpatoq mou onuadevel kai 10 TEAOG TG KaplEpag Tou.

Zavayupilovtag Ouwg oto Bépa Tou nivaka ToU Ntehop a&ilel va onUEIWOOUUE NWG O
Mkuotdp Koupuné (1819-1877) eixe anelkovioel Hepika xpovia vwpitepa o’ éva aplotoup-
ynua tou, Vv Taen, oAn v enayyeAuatikn avia kai adiagpopia ToU kAnpikoU Kai Twv nat-
SV TG xopwdiag katd tr) SLApKEla HIAG MOUMRG EVIAPLAOHOoU, MPOKAAWVTAG HE TRV OAn a-
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8. NrteAop, ZapA Evroudp 1 Evrpov (184 1-1895) KapdivaAiog, KAnpLkog Kat utnpeTng
Delort, Charles- Edouard or Edmond (1841-1895) A Cardinal, cleric, and servant



nelkovion Tou Bépatog éva Heyalo okavdalo, evw O €va METAYEVECTEPO Tivaka £Kave uid
IO TIPOKANTLKN EMIBEOT evavtiov TOU KANPou. I’ éva KATIwG avaAoyo peaAloTikd KAIPa potd-
Zel va kiveital kai o NTeAOp, alAa Bev pravel BéRala wg Ta akpa, apou MapaTnpPei MOVO Xw-
pig va otnAttelel avoltd TV KaAtaotaon Tou KANPOU Katd TRV £noxr Tou.

Delort, Charles-Edouard or Edmond

Born at Nimes in France in 1841, Delort died in Algeria in 1895. He began his studies at
the School of Fine Arts in Paris in 1864 as a pupil of the painters Charles Gleyre (1806-1874)
and Jean Léon Gérome (1824-1904), and exhibited for the first time at the Paris Salon in the
same year. Paralysis of his right arm hindered his work, but he continued to paint until he was
completely paralysed. He was an exceptionally productive painter of historical and genre
scenes. Everyday life in Algeria proved an inexhaustible source of inspiration for Delort, as it
did also for his great fellow-painter Eugéne Delacroix (1798-1863). His paintings once
fetched high prices at auction in Paris, London, and New York, but are now no longer
fashionable.

8. A Cardinal, cleric, and servant

Oil on canvas, 0.583 X 0.765m

With a touch of both humour and sarcasm, this painting depicts a Cardinal in red robes
listening with evident disdain to a toadying cleric trying to hold his attention. The interior
setting is a period one, and the scene is complemented by the figure of a cook standing
before the other two.

Delort painted a number of genre pictures, some of them with cardinals and clerics, others
with masters and servants, perhaps in a spirit of social criticism. Among these pictures are
The arrival of the Cardinal and Richelieu and Father Joseph. It is not known if he had any
strong anti-clerical feelings. However predisposed he may have been to social criticism in his
paintings, his powers as a painter fell far short of those of, say, the English artist William
Hogarth (1697-1764), who established an intensely personal and strictly English kind of
painting with social overtones. Hogarth's pictures, with their strong moralizing tone, are
notable for their sharp observation, plasticity, and originality. They are well in advance of their
time, forerunners of the works of artists such as Francisco Goya (1746-1828) and Honoré
Daumier (1808-1879). Hogarth’s main purpose was to stigmatize the moral laxity of his day in
works which often found their echo in similar works of contemporary literature, and which
depicted, rather dramatically, the successive episodes of a story. Hogarth’s powers reached
their height in his masterpiece Marriage a la mode (1754), which relates with biting satire the
hypocrisy and base motives of a marriage. A little before his death in 1764 Hogarth painted a
very curious picture, a kind of last testament or epitaph with the title The end of everything. In
this work he portrayed himself in the guise of a bearded old man holding a broken palette,
the symbol of his own death in this surrealistic vision signifying the end of his artistic career.

Returning to the subject of Delort's picture, it is to be noted that a few years earlier
Gustave Courbet (1819-1877) had illustrated in one of his masterpieces, Burial at Ornans,
the professional boredom and indifference shown by the clergy and choristers taking part in
a burial procession. His rendering of the subject caused a great scandal; but a later painting
of his amounted to an even more provocative assault upon the clergy. It seems Delort worked
in a somewhat comparable climate of realism though he was not carried to the same ex-
tremes, for he merely observed without openly castigating the condition of the clergy in his
own day.
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FKaAo@pp 1| FKINEVED (MnaAvropépo)

[evwnBnke ot Péouc, ™me Ionaviaq 16 1849 kai néBave ot BcpKevan 16 1902. Znoudaoce
ot BapkeAwvn kai ané 16 1870 wq 10 1873 £pydotnke oTN Madpitn wg Cwypu(poq yia 1o
neplodiko «IAouotpacidv Eomnavidda t Apepikavar. To 1874 roElbewe otV Itakia, kai n
Slapovn Tou o1 PN unriipEe KaBoPIOTIKA yid T Slapdéppwon NG EvTova MPOCWTIKAG Te-
xvotportiag tou. Enéotpeye otriv lomavia kai eMOKEPONKE TOAEG MOAELS, aqunrmvmq
KABe oTolxeio ue YPA®PIKO xapaktripaq, kai (pl)\orewivmq OX€dla Kai MEAETEG YIA éva Wvn-
HEWWBEG Epyo UE TiTAO «lomavia» ol okdMEeUE va EKBMOEL Zwypa(pl(,e ouvnewq néoypaet-
KEG OKNVEG EUMVEUOTUEVEG and TH {wypagLkn THG natpidag Tou, Kupiwg o udatoypagia kai
YKOUAg. Epya TOu ToUARBnkav o€ &nuompaocieg otod Mapiot, 16 Aovdivo, Tiv KoAwvia, T6 Mi-
Advo, kai T1& Mnouévog ‘Aupeq.

9. Ynodoxn neptodevovrog Bidoou
EAatoypagpia o€ pouvoaud, 0653X0,988u

2T oknvn autn ou Siadpapariletat pnpoom OTRV €i0080 HIAG EMAPXIAKNG LOTIQVIKAG
MoOANG onou deondlel Eva xapakTNPLOTIKO KTiopa pé eviapépovta QPXITEKTOVIKA OTOolXEIQ
Kai J1a TIUAN ué Kauapa 0 MANBUOHOG unodéxeTal Evav neplodevovra Biaoo. Emike@aAng ei-
vat o etuoapxnc; Kai niow akoAouBoUv PnaAAapives, MEPOTTOL, akpoPATeC, EPIMTIEG HOPPEG
Kai GAAEG o Kparouv €va €id0G AaBAapwv KA, eV TOAAEG POAKAOPIKEG AETITOUEPEIEG OUW-
nAnpwvouv Tov mnivaka. Ot pIKPEG Ypriyopeg TveAléq Kai n EAAEWN Blaitepng nPoooxng
OTiG AenTou€pELeg ToViouv T yevmn navnyupikn amooq)alpo Kai CUYKEVTPWVOUV TrV Mpo-
ooxn oTd (310 TO Yeyovog Kai OXt OTA HEMOVWUEVA OTOIXEIQ. Hpoxenm Yia €va avTinpoow-
MEUTIKO EPYO TOU Gwypapou mou £3elEe (BlaiTEPN MPOTIMNON YIA THV AMEIKOVION nupe)\a
OEWV, AQiKWV OUYKEVTPWOEWYV, YIOPTWV Kai AITavelwy, mou Td xapaktnpilouv éviovn kivnon,
Xapouuevn Blaeaon Kai wvravia.

H napadoon g nBoypagiag Bprike oTrv 1omavikr] oXoAr {wypapiknig THV KopuPpaia k-
$paor TNG OTA €pYa TV ONUAVTIKOV ekMpoownwy TG NTiEyko Behdoke® (1599-1660) kai
Eoreunov Moupiylo (1618-1682). Ta npwida épya Tou BeAaoked Seixvouv v embpaon
TMV eNavacTatik®v tTacewv tou KapaBatZo, ué v TPOTIMNOT TOU YIa TOV auotnpd peali-
oMo Kai O)(l yla mv 18avikri opopPid, mou Bprike HEYAAUTEPN amAxnon ot MaAAia, tiv OA-
Aavdia kai v lonavia, napd otv Itaiia. Ot puBoAoyikég Kai aMnyoleeq OKNVEG ToU PLAO-
TéXVNoe apyoTepaq, otav lopioTnke emionuoc Cmypa(poq NG LOMAavLKiG auAng, eivat eEmpe-
TikG 3UOKOAEG OTAV QMOKPUNTOYPAPNOT TOUG, MPoPavag Adyw TG adlagopiag Tou yid Tig
axabnuameq anartioelg Mg eEUYPwong TG LOTOPIKNAG {wypaPikng. Té peneptdplo Tol Be-
AdokeB nTav 1Blaitepa MAoUOLO, kai Beixvel TO evBilapEpov Tou yid TOUG MELPAMATIONOUG UE
Sdapopoug emppoormouq TPOMouG. Anod rr’]v upxr‘] EBELEE MOAU LEYAAUTEPO EVBLAPEPOV YIA
TiG oknNVEG NG kaBnueptviig wng napd yia 1 runonompevo BEATOAOYLO TG EMOXNC TOU.
2Ta MPWTAa €PYa TOU GUyKataA&yovTal kai oknveg mou nepthaufavouv TpoPLua, MoTa Kai ya-
YELPIKA oxeun Kai deixvouv v enidpaon g PAAMAVSIKNG Kai THG OANaVBIKAG LwyPaPLKNG,
aA\G Kkai Tou KapaBatZo. TG peyaAUTEPO OUWG MEPOG TV EPYWV TOU Eival noprpairq, Ku-
piwg TG BaoIAkiG OlkOYEVEIQG Kai MEADV TG KoVwViag THG QUARG, HE Badld avepwrioTIKG
Xapaktipa kai pué mpoondbela va anodoBei n aflonpéneila kai 1@ 760G Toug. AvtiBeta o
oUYXPOVOG, aAAG KAMWG VEWTEPSG Tou {wypAPog Moupiyio €5e1Ee pid MPOTIUNON Yid oKn-
VEG TOU 5pOHOU, TIOU AMELKOVIGOUV HIKPOUG INTIAVOUG Kai anoTeAoUV HEPIKEG POPEG éva
KPAHa BPNOKEUTIKGV Kai KOOHIK®V OTOIXEIWY, ONwG 0To £pyo Tou O Ayioc Owudc ¢ Bida-
vouéBa potpddet td evéuuatd tou otoug {nudvoug. Mevikd n onavikng Téxvn ToU 170u
awwva, 0TV ornoia avikouv kai Ta onoudaldTepa EMITEUYHATA TNG OTO XMPO TG wypapl-
KNG, EMMPEAOTNKE MOAU Kai and ) Beverolavikn napadoon G Avayévvnong, kai (diaitepa
TOV TITOLAvVO, KAl ano TV MPWTOTOPLAKN XPTioN TWV EPPE TOV PWTOOKIATEWY, OTIWC ERPAVi-




9. kaAopp L Mkipeved ("MnaAvtopépo”, 1849-1902) Ynodoxn meplodevovtoc Blaocou

9. Galofre y Gimenez (Baldomero) (1849-1902) Welcoming a travelling circus
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{ovtat 010 €pyo ToU KapaBatflo, kai TEAOG anod TiG KATAKTNOELS TWV KOPUPAiwWV EKMPOOW-
nwv ToUu GAapavdikou kai Tou oAavdikol Mnapok. O peaAlopog kai n puoTikonadela, mou
gival Td kUpla XapakInELoTIKA TAG LOTIAVIKAG TEXVNG cuvdudotnkav HE TN QWTELVH aTHo-
opailpa Twv {wypdaewv g Bevetiag kai Tou Polumnevg, moU dnuiolpynoav tov 1I510Tumo Xa-
PAKTAPA TWV Kopupaiwv eknpoownwyv ™G Ntieyko Behdoked (1599-1660) Ecteunadav Mou-
piylo, kai OpavBioko vié Qoupunapdv (1598-1664).

Galofre, y Gimenez (Baldomero)

Born at Reus in north-east Spain in 1849, Gimenez Galofre died in 1902 at Barcelona,
where he had studied. From 1870 to 1873 he worked in Madrid as a painter for the periodical
“Illustracion Espaniola y Americana”. In 1874 he visited Italy, his stay in Rome being decisive
for the development of his highly personal technique. On his return to Spain he travelled to
many of its cities and towns in search of anything picturesque, making drawings and studies
for a monumental work entitled “Spain” which he intended to publish. Most of his paintings
were of genre subjects inspired by earlier artists of his native country, and were executed in
watercolour or gouache. His works have appeared in salerooms in Paris, London, Cologne,
Milan, and Buenos Aires.

9. Welcoming a travelling circus

Oil on canvas, 0.653 X 0.988m

In this scene, which takes place at the entrance to a provincial Spanish town dominated by
a building of architectural interest with an arched gateway, the population greets the arrival of
a travelling circus. At its head is the ringmaster; behind him come the ballerinas, clowns,
acrobats, horseriders, and others carrying various kinds of banners. The picture is also a
record of many local folk traditions. The rapid brush-strokes and disregard of detail underline
the general festive atmosphere, focusing attention on the event itself rather than on isolated
themes. This painting is representative of the artist’s work, in which he displayed a particular
preference for portraying parades, popular gatherings, feastdays, and procession of the
litany, all marked by vigorous movement, merriment, and vitality.

The tradition of genre painting in Spanish art reached its height in works by major artists
such as Diego Velasquez (1599-1660) and Esteban Murillo (1618-1682). Velasquez's early
works show the influence of Caravaggio’s revolutionary traits, with his preference for strict
realism rather than ideal beauty, traits that met with greater acceptance in France, Holland,
and Spain than in Italy. The mythological and allegorical scenes he painted later on, after his
appointment as official painter at the Spanish court, are exceptionally difficult to decipher
precisely because of the indifference he felt for the academic requirement of exalting
historical painting. Velasquez’s repertory was a particularly rich one and reveals his interest in
experimenting with various techniques of expression. From the outset he showed more in-
terest in scenes of everyday life than in the conventional subject matter of his time. His
earliest compositions are still lifes of food and drink and kitchen utensils and reflect the in-
fluence of Flemish and Dutch art, as well as of Caravaggio. Most of his canvases, however,
are portraits, chiefly of the royal family and court society. Deepy human in character, they set
out to convey the dignity and high moral sense of the sitters. )

In contrast, Velasquez's somewhat younger contemporary Murillo had a preference for
street scenes of beggar boys, his paintings being on occasions a blend of religious and
genre elements, as in the case of his St. Thomas of Villanuova distributing his clothes
among beggars.




Generally speaking, Spanish art in the seventeenth century, to which there belong the
finest achievements of Spanish painting, was also strongly influenced by the Venetian
Renaissance tradition, in particular by Titian, and by the pioneering use of the effects of
chiaroscuro (light and shade) as exemplified in Caravaggio’s work, and lastly by the
overwhelming achievements of the foremost Flemish and Dutch Baroque painters. Realism
and mysticism, the two main characteristics of Spanish art, were combined in the luminous
atmosphere created by Venetian artists and by Rubens, in whose works lies the origin of the
unique quality of the supreme masters of Spanish painting, Diego Velasquez (1599-1660),
Esteban Murillo (1618-1682), and Francisco Zurbaran (1598-1664).

Polurme, oepvrivav

levviiOnke otriv Oulé 16 1840 kai néBave atd Mapiol 16 1920. Tig MpwTEG TOU OMOUBEG &-
Kave 0T ZX0AN XapakTikig TG Audv kai 16 1864 nrye ot MNapiol. Td 1865 eEEBeoe o1
ZaAov ta@v HAuciwv Mediwy, kai Tov idlo xpdvo Edwoe BUo oEuypaiec otiv Etaipeia Tdv
XAPAaKTQV nou eldikedovTtav atriv okuypagia (Z00IETE VIEL AxkouagoprTioT). T6 1866 0T0 Xa-
ASv Twv HAuoiwv Mediwv i nptykiniooa MatBiAdn aydpaoe Tév nivakd tou Evag TPEAOG T1i¢
enoxne ¢ Baotreiag tou Eppikou I, Kai 10 yeyovdg autd edpaiwae Tr priun Tou kai €ixe a-
MOPATIOTIKN onuacia yida ™ dlauépewan TG Texvotpomniag Tou Td 1871 emoKEPONKE Td
Houoeia g OMavdiag érou ueAétnoe Blaitepa Toug nivakes Tou Péunpavt kai Tou Opadvg
XaAg (nep. 1580-1666). O Baupnaouog Tou yid Toug ueyahoug OMNavdoug paitp ToU 170u
aiwva Tév 081ynoe otV amelkOvVIoN MPOCWNWV HE EVOUMATIES THG EMOXIC EKEIVNG kai pé
pavepn enidpacn anod ta Epya Toug. ZwypAaPLoe KUPIWG MPOCWNOYPAPIES Kai nBoypaPlkeg
OKNVEG. M4 apKeTa xpovia €naye va ekBETeL 0To ZaAdv, yid va Eavaeppaviotel 10 1892 ué
dUo npoownoypapies. To 1893 nripe v TiTAO TOU INMNOTN ™G Aeyewvog TG TIUNAG, KABwe
Kai 10 peTaMio TG Etalpeiag v FaAwV KaAMTeXvav. ITH OUVEXELQ TIRBNKE pé peTaANIa
Kal otig 31eBveiq ekBEoelg g AuBEpoag (1894) Tol BepoAivou kai tnhg Biévvng. Ot oEuypa-
Pieg Tou xapaktmpifovral and peyaAltepn npwtotunia. ‘Epya Tou Bpiokovrat oé pHouceia
T0U Mapioloy, ™G Aptéy, TG ABVIOY, TG MiavidA, Tou Mnopvt®, THS Auy, ToU MoumeAlg,
™G Nikalag, ™G PEUg, g Pouéy, g MkpevouTA, ol BoukoupeaTiou, ™G KoAwviag, g
Aouvképkng, Tou AouEepBolpyou, TG Mooxag, TG Néag Yopkng, Tou MovtpedA k.a.

10. Avaxwpnon yta 16 Kuvnyt
EAatoypapia o€ pouvoaud, 0,995X0,643u

216V mivaka autod etkovifovral &vag euyevig oU eTOINAZeTal Yid 0 KUVIYL, O UTtNPETNG
Tou roU oKUBeL Kai TOv BonBdel va BAAEL TiG UNOTEG TOU, Kai 0 OKUAOG, anapaitTog ouvo-
530G ToU Kuvnylou. Kai ol dud HOPPEG POPOUV XapPaKTNPLOTIKA pouxa Tou 170u aidva: o u-
MNPETNG HIA KOKKIVN {akéTa Kai o EUYEVIG HaUpo MAvTeAOVL, KAMEAO Kai HLa aompn Kevin-
HEVN uriAouga. To dwuatio péoa otod onoio diadpapartiferal n oknvry Exel MAOUCLA TaneToq-
pia oTouUq ToiXOUG, Kai 0Td BABdG diakpivetal pid okaAa nou odnyei otov ndavw dpoo. 10
ndtwua eivat MeETauévo Eva PaoTiylo.

Eival yvwotd nwg o PoUung yvipiloe peyaAn emtuyia xapn otd épya Tou £keiva nou a-
TEIKOVIZAV APXOVTEG, EUYEVEIG, OWHATOPUAAKEG, Kai EUBUMOUG XWPIKOUG oY BEIXVOUV Ka-
ola enidpaan tou Opdvg XaAg, uE evdupacieg Tou 170u atwva. ‘Eviova ennpeacpévog and
TOUG HeydAoug OMav3oUg paitp Tol 170u aldva, Mou GIAOTEXVHoav APLOTOTEXVIKEG TPO-
OWTOYPAPIEG KAl EVYEVWY KAl aplOTOKPAT®V aAAd Kai AOTWV Kal XWPIK®Y, KaBAG Kai OKNVEQ
ano ) {wr) Toug YepdTes fwvtdvia kai peaMopo, PIAoS0EoUoE i0wg va ouvexioel T MEYAAN
napadoon ekeivwy, XwPIG va KAvEL avapopEG O& KATAOTACELG Kai MPOTwNa THES EMOXAC Tou
otd £pya Tou, Kai XwpPig va émeupei va akohouBrioel Tiq eEeAiEelg TG TEXVNS ToU 190U
aiova 1 va deiel kamoleg TA0ELG avavEwaong, MElPauatiopol f oUuyxpovou TpoBAnuartt-
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10. Poipng, @epvtvav (1840 -1920) Avaxdpnon yLa To KUVAyL
10. Roybet, Ferdinand (1840-1920) Setting out for a day’s hunting



opou. Ta €pya Tou xapakmpifovral and PeyAAn MPoooXH OTIG AEMTOMEPELIEG, KATOla EA-
Aelpn MpwTOTUMIAG, APTIa TEXVIKN Kal HeydAn deElotexvia ot xpnon tou Xpwuatog, mou
deixvel v agloonueiwtn kavotnta Tou Lwypdgou WG koAopiota. To Epyo nou eEetaloupe
MPETIEL VA PIAOTEXVNONKE HeTa T6 Ta&idtL Tou otrv OMavdia 10 1871, moU ONHEIOVEL KAl TAV
apxn ™G MEYAANG eMidpaong TV KOPUPAiwv EKMPOCWNWY TNG OAAAVIIKAG {wypa@PIKnG
OTOoUG TIiVAKEG TOU.

H «Avax®pnon yla 16 Kuvriym Exel Evav euxaploTo SLaKOOUNTIKO XapaKTAPQ, Mou TRV Ka-
Vel TEAEIWG KATAANAN yid T dlakdounon ToU eoWTEPIKOU TOU OmITIoU KATIOIoU EUYEVOUG iy
MEAOUG TNG KAANG Kolvwviag. Aev undapxet kavévag BabuTtepog NPOoBANHATIONOG YUPw amnd
TA ouvalgdnuata Kai TRV KardoTaon TV NPOoCWwnwyY nou aneikovifovral Kai kavéva evdia-
PEPOV YIA PUXOYPAPIKEG AEMTOMEPEIEG. TO KaBéva kavel akpiBwg autd rou apudlel ot
B€on kai v Ta&n Tou, XwPIG va £xel kaBoAou ennpeacTei anod (5e0A0YIKOUG ayWVEC Kai &-
navacTtatika Kivhiuara.

H nepintwon tou Qepvtivav PoUune, nmou o Bauuaoudg Tou yid v oANavdikn {wypadLkn
TOU 170U alwva TovV €Kave va adlapopnoel yid TiG Tuxov avakatatagelg kai eEeAifelq otd
XWPO TG {wypaPLknig TRG ENOXNG Tou, eival iowg Té avtioTolxo ekeivng Tou EAAnva Lwypd-
pou Avdpéa Mewpyladn tou Kpnta (1892-1981), mou dpxioe TV KaplEpa Tou adlapopuwv-
Tag TEAEIWG y1d TA MPWTONMOPIAKA Kivijpata ol enkpatoloav oToV EUPWTIAIKO XWPO TNV e-
noxn ekeivn, dnAadn 16 1924. O MNewpylddng, nou dév nioTeue OTRV avaykn TG NPWTOTU-
niag kai kawvotopiag HE kabe TpoMo, aAAa otnyv agia ™G kabapng wypaPikng MEAETNOE Kai
HMETOUCIWOE OTA £Pya TOU TNV TEXVN Kai Td 31daypata TV HEYAAwV KAQOIK®WV ZwypdpwV Tou
170u aiwva, aA\a Kupiwg Tou peyailou Aounvikou OeotokdmouAou (1541-1614). Zwypdgpol
onwg o PoUute kai o Newpyladng, mol éxouv va emideifouv Eva apketd aEloAoyo €pyo, aAla
BpeBnkav EEw and TO nveUHa Kai TO KaAAITEXVIKO KAILa TG enmoxnG Toug pénel BERala va
agloAoynbouv PE yvwpova TRV mioTn Toug otd KAaolkd mpétuna TG wypapikng kai 1o
Babuod TG emituxiag Toug OtV MPoonadbeld Toug va Ta MANCIAoouV.

Roybet, Ferdinand

Born at Uzés (Gard) in France in 1840, Ferdinand Roybet died in Paris in 1920. He studied
first at the School of Engraving at Lyons, moving to Paris in 1864. In the following year he ex-
“hibited at the Salon des Champs Elysées and presented two etchings to the Société des A-
quafortistes (Society of Engravers) which specialized in this art. In 1866 Princess Matthilde
purchased at the Salon des Champs Elysées his painting A madman in the time of King
Henry Ill. Her action both enhanced his reputation and decisively affected the development
of his technique. In 1871 Roybet visited museums in Holland, where he made a particular
study of the paintings of Rembrandt and Frans Hals (about 1580-1666). His admiration for
the great Dutch masters of the seventeenth century led him to portray people in the costume
of that period, his paintings of this kind being clearly influenced by their works. Most of his
canvases are portraits or genre. He ceased exhibiting at the Salon for a number of years, until
1892 when he entered two portraits. In 1893 he was made Knight of the Legion of Honour
and awarded the medal of the Society of French Artists. Later he received awards at inter-
national exhibitions held at Antwerp (1894), Berlin, and Vienna. His etchings display more
originality than his other work.

Examples of Roybet's work are to be found in the museums of Paris, Amiens, Avignon,
Bagnols, Bordeaux, Lyons, Montpellier, Nice, Rheims, Rouen, Grenoble, Bucharest, Cologne,
Dunkerque, Luxembourg, Moscow, New York, Montreal, and elsewhere.
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10. Setting out for a day’s hunting

Oil on canvas, 0.995X0.643m

This picture portrays a nobleman detting ready for a day's hunting, his servant, who is
stooping to help him on with his boots, and his dog, the hunter’s indispensable companion.
The two figures are wearing clothes that belong to the seventeenth century — the manservant
a red jacket and his master black trousers, a hat, and an embroidered white shirt. The room
that provides the setting for this scene is decorated with rich wall-hangings; in the
background a staircase leads to an upper storey. A riding crop lies on the floor.

It is a fact that Roybet enjoyed great success with his paintings portraying rulers and
noblemen, bodyguards, and jolly villagers in 17th-century costume executed in a manner that
owed much to Frans Hals. Strongly influenced by the great Dutch masters of the seventeenth
century — all skilful portraitists of nobles and aristocrats as well as of common citizens and
peasants, and painters of animated, realistic scenes of their everyday lives — Roybet may
have been ambitious to carry on their great tradition without having to turn in his works to the
people and occasions of his own day, for he showed no inclination to adopt any of the
developments that occurred in painting in his lifetime or to any of the trends towards reform,
experimentation, or confrontation with contemporary problems. His paintings are dis-
tinguished by their attention to detail, a certain lack of originality, a perfected technique, and
a mastery of the use of colour, for Roybet was a remarkable colourist.

The work shown here must have been painted after the painter’s visit to Holland in 1871,
the starting point of the great influence exerted on his work by the foremost representatives
of Dutch painting.

Setting out for a day’s hunting is pleasantly decorative, making it ideally suited to hang in
the house of a nobleman or member of high society. There is no sense of investigation into
the feelings and situation of the people portrayed in the picture, no interest shown in reveal-
ing aspects of their character. Each figure is concerned precisely with what fits his position
and class, entirely unaffected by ideological struggles and revolutionary movements.

The case of Ferdinand Roybet, whose admiration of 17th-century Dutch painting made
him quite apathetic towards whatever readjustments and developments were going on in the
world of contemporary painting, is perhaps comparable with that of the Greek painter An-
dreas Georgiadis ‘the Cretan’ (1892-1981). Georgiadis set out on his career utterly indifferent
to the pioneer movements sweeping Europe at the time, that is, in 1924. Not believing in the
need of originality or innovation, he studied — and transformed in his own painting — the art
of the great classical painters of the seventeenth century and the lessons to be learned from
them, and particularly from Domenikos Theotokopoulos (El Greco) (1541-1614). Painters like
Roybet and Georgiadis, who both left a considerable body of work but remained unaffected
by the spirit and artistic climate of their day, must be judged by the criteria of their
faithfulness to the classical originals of painting and of the degree of success they met with
in their endeavour to approximate to them.

AucayvwoTn uroypa®n, Meppaviki oxoAll, 190G aiwvag

11. MNaixvidt u€ UnMdAAeg otriv auAn &vog navdoxeiou

EAatoypapia oé povoaud, 0692X0,83u

STOV nivaka auTo elkovifeTal N eoWTEPIKT AUAR evOg navdoxeiou, kaBwg kai kAanotot EVolKoi
Tou. Mepikoi ar’ autoUg naifouv éva naxvidt Y& XAAKIVEG UTTAAAEG, TTOU ¢paiveTal Mwe HTav
BNUOPIAEG TRV enoXR ekeivn. Ot naikteg kataAapBavouv 6 KEVIPO KaBwg Kai 16 Se&i nEpog
NG oUVBEDONG, EVW OT aploTEPA UTIAPXEL Eva OTPWHEVO TPaméldl, kai ol guvdaltnuoveg Tou
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11. Teppavikn ZxoAn, 190¢ awbvag Maxvidt pe praAAec otnv auAn evog avdoyeiou
11. German School, 19th-century A game of bowls in an inn courtyard
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napakoAouBouv pé fwnpod evdiapépov TO naixvidl. Mpokeital yid éva Xapitwueévo evotav-
Tavé yeuarto kivnon kai wvtaviq, kai o KaANTEXVNG EBwOE MPOCOXN OTIG AETITOMEPELEG TIG
QPXITEKTOVIKNG TOU KTNpPiou, KaBwa Kai Tdv EMIMAwY, T@V poUXwV KA. Ta evduuaTa Twv ElKO-
vIZOHEVWY TIPOCWNWV JEIXVOUV MWG MPOKEITAL {(OWG YIA MEAN TG QVWTEPNG AOTIKNG TAENG,
mou ot yepuavoi wypdpol Tou 190u alwva aneikovigav guxva TiG agxoAieg Toug.

TO evdla@Epov yia Tig ElKOVEG anod Triv kadnuepivn Jwn ekdNAWBNKE yIA MPWTN POopPdA OTH
SUTIKN TEXVN KATA TO Heoaiwva, ME TRV aneikovion NOoYPAPIKWV OKNVAV Kai O0TO ETWTEPIKO
Kai 010 eEWTEPIKO EKKANCLWYV, OF BLTPW, EAEPAVTOBOVTQ, EIKOVOYPAPNHEVA XElPpOYypapa Kai
KauLd popad kai o€ ZwypaPIopévoug Toixoug KAoTpwy, Of Tarioepi KAM. TETOLEG OKNVEG E1KO-
vidovtav €ite HOVEG TOUG £iTe pali pé BpnokeuTikA BEpata. TO mpayuatikd Kai o 15aviko
gaiveral MOG ouvunnipxav otriv Téxvn TOV Bopeinv Xwpwv Katd 1é pecaiwva. AvtiBeta pé
TOUG 1TaAoUG KAAMTEXVEG TOU i) mapadoon TG KAQOLIKAG TOUG TEXVNG TOUG SnuloUpynoe pia
TPOTIKNON Y1A TiG HEYAAOU HEYEBOUG EEIDAVIKEUHEVEG HOPYPEG, Ol BOPELOL KAANMTEXVEG EDEL-
Eav WIA TPOTIKUNGON YLA TIG HIKPEG, AEMTOUEPELAKES EIKOVEG.

Katd 10 140 auwva undpxouv Kamnoleg evdeiEelg evalapEpPovTog Yid nboypagpikd BEuata ot
OPIOUEVA EpYA ITAAWV KAAAITEXVWY, KAl OL VaTOUPAAIOTIKEG QUTEG OKNVEG mponyoluvtal katd
eKato Mepinou xpovia Twv avtiotolxwv Mg pAapavdIknig {wypagikng. Mia taon opwg yid a-
MEIKOVION KOOMIKAV Kai vaToUPaALOTIKOV OKNVAV Eixe EMIPBLWOEL KATA TO pHeoaiwva kai o’
AAAQ KaAALTEXVIKA KEVTPA. £ OAa Td WéEpn TG Eupwnng diapopol KaAMTEXVEG PIAOTEXVNOAV
katd 10 130 kai 10 140 awwva KOOUIKEG OKNVEG Mou deixvouv TV enidpaon Tav (TaAwy {w-
yPApwv T0o0 TG ZiEvvag, 600 Kai g PAwpevtiag . O napaoTdoelq OUWG AUTEG Eival TIOAU
SLaPOPETIKEG AMO TIG vaTOUPAMOTIKEG NOOYPAPIKEG OKNVEG TIOU Xapakinpifouv v TExvn
aMwv Zwypagwy TG idlag enoxng, onwg eival ot adeAgoi Bav ‘Aik (150G aiwvag) kai 0 Pop-
nép Kaunév i «Maitp g QAenai» (n. 1375-1444). O nivakeg Twv {wypapwy autwy eivat ot
MPOSPOMOL TWV EUPUXWPWY ECWTEPIKWV Kal TWV YERATWY {e0TAOCLA KAl OIKELOTNTA OKNVW®WV
ToU S3pOpou, oU ATav TO00 XAPAKTINPLIOTIKEG YA THV TéXVN TV Katw Xwpwv Yid rmoAAoUq
alwVveg, HE anokopUpwpa v Téxvn Tou Mdv Bepuéep (1632-1675), Kai TwV EKMPOCWNWY
NG oANav8IkiG oxoAnGg toUu 170u awwva. To 150 aiwva dnuioupynBnke kai oTiG BOPELEG
aAAd Kai oTig VOTIEG XWPEG Eva evdlapépov yid v eEétaon kai avanapdoracn Tou KOGUOU
TAG PUONG, KaBwG Kai Wid emBupia yia andAauon eniyelwv ayabwv Onwg eival o €pwtag,
rnou Bpnkav Thv ékepaacn Toug otV Téxvn. Ot tTaAoi KAATEXVEG, apoU METUXAV VA PEPOUV
TRV TEXVN TOUG KANwG rid Kovtd ot puon €xacav 16 evdlapeépov Toug yid THvV kadnuepivn
npayuaTikotnTa, nou eEakoAoudnaoe Opwg va évdiapépel Tolg BOPELOUG TUVADEAPOUG TOUG.
EvrtoUtolg eEakoAouBnoav va unapxouv Aiyol {wypdgol nloypapikwy oknvwv oty ItaAia
¢ 10 180 awwva.

To 160 aiwva ot ZwypaPol NBoYPAPIKWY TKNVWV KATEXOVTAV MOAMEG POPEG anod kdmola neét-
KOMAAOTIKN S1a0eon, Kai Hovo 10 170 alwva glihotexvidnkav kabapd nboypapikEG OKNVEG,
BAOIOMEVEG OTNV QAVTIKEIMEVIKT Kai XWPIG MpokatdAnyn mapatnipnon TG kabnuepivng
Zwng. Trv idia enoxn, o enavaotatikog pealopog tou Kapapatiio (1573-1610), pé v a-
MOMAKPUVON anod TO 13avikd Kai TRV MPOoTIiHNoN yid T uUOLKd, BPTKE TMEPLOCOTEPOUG OoTa-
500G oTig BOpelEG XwPEG Mapd oTrv ItaAia, kai i Téxvn Tou emnpéace oAU kai TouG oAAav-
500¢ kai To0g YaAoug Zwypdgoug Kabweg Kkai ToUG KOPUPpAIous EKMPOCWTIOUG TG LOTIavL-
KAG OXOARG Jwypa®lkAg Tou 17ou aiwva NTiEyko BeAdaoked (1599-1660) kai Eotepnav
Moupiylo (1618-1682).

Stic Katw Xwpeg o Mntep Mnpéyked o MpeoPfitepog (n. 1525-1569), €dwoe uld véa
nvon oTrv nBoypagia, K TiG PEAAIOTIKEG EIKOVEG TWV XAPAKINPIOTIKOV TUMWV TAV XWPIKWVY,
HE TiC aoXOAieg, Tig yI0PTEG, TA Mavnyupla kai Ta naixvidia Toug. Triv TGon autr akoAoudn-
oav HOvo pepikoi Aapavdoi kai yalhol Lwypagol, mou anelkovigav TETola BEuata M anio-
mnTa Kai YaAnvn kai xwpic néikonAaotikr diabean. TO napddelydd Toug EUEANE VA AKOAOU-
erioouv apyotepa wypagol onwg ot Zdv Mnatiot Zupewv Zapvtev (1699-1779), Teovtop
Zeplk® (1791-1824), Kauiy Kopd (1796-1875), Ovopé Ntwuie (1808-1879), Qykiot Pe-
voudp (1841-1919), MwA Zefav (1839-1906) k.a.




Ot neploodtepol Opwg Lwypdpot nol giAotéxvnoav nBoypa@ikeg oknveg anod 16 160 i¢
TOV 200 alwva Toug £5woav Evav MepLypagike i QVeKSOTOAOYIKO XapakTrpa, M 1Biaitepn
EMPACN OTAV EUXAPLOTN AMOB00N TOV AETITOUEPEIDV HLAG OPIOKEVNG EMOXNG Kai MEPIOXNG.
H noinon g kaBnuepvdtntag dév kivnoe 10 EVOLAPEPOV TWV KUPLWV EKTTPOCHONWY THC TE-
XvVng oute otv ItaAia oUte aTr MaAAia, 6mou emkpdtnoav KUPIwG KAAOIKIOTIKEG Kai IBEAAI-
OTIKEG TAOELG.

O1nBoypagikég oknVvEG ayvoriBnkav o& XWPEeS OTig omoieg enikpdTnoav SoyuaTikES aka-
dnuaikég Taoelg, 6nwg yia napadetypa ot MaAia and 1d péoa Tou 170U atdva Kai népa.
2tv OMavdia opwG, 6mou S&v UMHPXav KPATIKEG akadnies yid va S@oouv TiG KATEUBUV-
O€lG, Kai ol tapayyeAieg dév divovrav and Tiq ekKANOIES, N TEXVN EEEAIXBNKE B1APOPETIKA.
T6 Auotepvtap €ylve éva onuavTikd Alpavi 51eBvoug eunopiou, kai ot oAAavdoi wypdpol
apxloav va QIAoTexvoUv MoAAoUG Mivakeg HIKPOU HeyEBoug ME OKOMO va ToUG BIOXETEUTOUV
OT6 eunopto. Ot nivakeg autoi kaBPEPTIZaV T6 XapakTApa TG Kadnuepivig Lwng otic Katw
Xwpeg.

T6 180 aiwva Eexwpilouv oL dnuioupyieg 5ud YaAwV {wypagpwv TOoU Zav Mnartiot Zu-
HEWV ZapvTév Kai Tou Avroudv Battm (1684-1721) otov Topéa auto. Kai ol dud eixav urno-
otel évtovn enidpaon and v oAAavSIkn wypapLkn Cavtag KaTtw ano T okid Tol Soyuari-
OMOU TG YaAAIKG akadnuiag. EEGAAOU TV idla enoxn (raloi yaAhol kai dyyAot {wypdgot a-
nelkévioav nBoypaIkeG okNVEG kal 08 PEYAAEG TOIXOYPAPIEG Kai 0& HIKpOUG popnToUC Ti-
vakec. Katd 16 190 awbva Zwypdgot 6nwg o Ovopé Ntwpié (1808-1 879) kai 0 ®pavBioko
Ikoyla (1746-1828) aviywaoav v nBoypagia moAl navw and 1o 515aKTIKO, T6 nBilkomnAQG-
OTIKO Kal TO avekBOTOAOYLKO eNinedo, Wé TRV avalitnon TG aAfiBelag otV Ekppaacn, evd oL
nBoypagikég oknvég Tou MkuotaB Kouppneé (1819-1877) eixav guxva giav évrovn 51d6eon
KOWVWVIKNG KPLTIKAG. AVTIBETa, OTIG NBOYPAPIKEG OKNVEC TOU Evtoudp Mavé (1832-1883)
Kai Tou Evrykap Nteyka (1834-1917) dév Slakpiveral Kauia 51a8eon va anodelxBei i va
SlopBwBel kaT. EEAMOU KaTA Triv EMOXT| TWV HETAIUMPETIOVIOTIKOV KIVAHATWY, Cwypagol o-
nwg o Pevoudp kai o Zeldv, nol eixav nepdoel ano tov IMTIPECLOVIONO, XpNoihonoinoay td
515aypatd Tou yid va mpoxwprioouv népa and Tn Peuyaiéa EVTUNWON Kai va Swoouv piav
aiolnan Sidpkelag kai maykooutdtnTag oTiq nBoypa@pikEg oknvEg ou pAotéxvnoav. TEAOG
OTiG nBoypapikéG OKNVEG TOU ueydAou Zwypagou Tou awwva pag Naumio Mikdooo (1881-
1973) ot avBpwriol anekoviZovTtal wg avandonacTto péPog Tou GAou nepBAarAovTog Toug,
evw ot Lwypagpol Tol mepacuévou atava eixav Seifel HeyaAUTEPO evlageEpov yid v avBp®-
VN HOPYPTN O€ avAAOYEG OKNVEG.

Signature illegible, German school, 19th-century

11. A game of bowls in an inn courtyard

Oil on canvas, 0.692X0.83m

This picture depicts the courtyard of an inn and some of the inn’s customers. A few of them
are playing a game with bowls made of brass, a popular game at the time. The players occupy
the centre and righthand side of the composition, while the left-hand side is taken up by a
well-laid table, the dinner companions paying close attention to the game. The picture is an
example of a charming instantané with a great deal of movement and action. The artist has
taken pains over the details of the architecture, the furniture, and clothing, the latter
suggesting that the figures illustrated are townsmen of good social standing, the kind of peo-
ple whom 19th-century German painters often portrayed at their various occupations.

The earliest instances of scenes of everyday life portrayed in western art occur in the mid-
dle ages: in the illustration of genre scenes on the interior and exterior walls of churches, in
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stained glass, ivories, illuminated manuscripts, and tapestries, and occasionally in murals in
castles and important buildings. Such scenes were portrayed in isolation or in association
with religious subjects. It would seem that in medieval times real life and the ideal co-existed
in north European art. While ltalian artists with their tradition of classical art showed a
preference for idealised large-scale figures, northern artists preferred small pictures crowded
with detail.

There are some signs of an interest in genre subjects in certain 14th-century works by
Italian artists, such naturalistic scenes being about a 100 years earlier than Flemish paintings
of the same kind. However, a tendency to illustrate secular and naturalistic incidents had per-
sisted in other cultural centres in the middle ages. Throughout Europe in the thirteenth and
fourteenth centuries there were artists painting secular scenes influenced by the ltalian
schools of Sienna and Florence. But their compositions were very different to the naturalistic
genre paintings typical of the art of other painters of the same period, such as the van Eyck
brothers (15th-century) and Robert Campin, the Master of Flémalle (c.1375-1444). The pic-
tures they painted were forerunners of those spacious interiors and street scenes abounding
with warmth and familiarity that for many centuries remained characteristic of the art of the
Low Countries, an art which reached its peak in the paintings of Jan Vermeer (1632-1675)
and other 17th-century artists of the Dutch school. In the fifteenth century in both northern
and southern Europe there had arisen an interest in investigating and illustrating the world of
nature, and similarly a desire for mundane pleasures, such as love, which found its expres-
sion in art. Once ltalian painters had succeeded in bridging the gap between their art and
nature most of them lost their interest in everyday realities, which however maintained a hold
on their fellow-artists in the north. A few genre painters continued to work in Italy till the
eighteenth century.

Genre painters of the sixteenth century quite often assumed the role of moralists, and it
was only in the next century that they painted purely genre scenes based on an objective and
unprejudiced view of everyday life. The revolutionary realism of Caravaggio (1573-1610), who
abandoned the ideal in favour of the natural, found more followers in northern countries than
in Italy, his art exercising a strong influence over Dutch and French painters and over the
foremost representatives of the Spanish school of painting in the seventeenth century, Diego
Velasquez (1599-1660) and Esteban Murillo (1618-1682).

In the Low Countries Pieter Brueghel the Elder (1525-1569) breathed new life into genre
with his realistic paintings of peasants and their occupations, feastdays, festivities, and
pastimes. Only a few Flemish and French artists followed this trend, painting such subjects
with a simplicity and serenity devoid of all moralising. Their example was to be followed later
by painters such as Jean-Baptiste Siméon Chardin (1699-1779), Théodore Géricault (1791-
1824), Camille Corot (1796-1875), Honoré Daumier (1808-1879), Auguste Renoir (1841-
1919), Paul Cézanne (1839-1906), and others.

However, most artists who painted genre scenes between the sixteenth and twentieth cen-
turies gave their work a descriptive or narrative character, laying particular emphasis on the
attractive rendering of details of life in a particular period and place. The recording of every-
day life did not interest leading craftsmen in either Italy or France, where largely classical
and idealistic movements prevailed. Genre painting was ignored altogether in those countries
where dogmatic academic notions predominated, as for instance in France from the middle
of the seventeenth century onwards. But in Holland, where there were no state academies to
establish conventions and commissions were not given by the Church, art developed in a dif-
ferent manner. Amsterdam became an important international trading port and Dutch artists
began to produce a lot of small pictures with the idea of selling them commercially. These
paintings were scenes of ordinary life in the Low Countries.

Two 18th-century French artists, Jean-Baptiste Siméon Chardin and Antoine Watteau
(1689-1721), produced exceptional paintings of this kind. Both had been exposed to the
powerful influence of Dutch painting while they lived in the shadow of the French Academy’s




dogmatism. Furthermore at that time Italian, French, and English artists were depicting genre
scenes in both large murals and small portable paintings. During the nineteenth century
painters such as Honoré Daumier (1808-1879) and Francisco Goya (1746-1828) raised
genre painting to a much higher level than the didactic, moralizing, and narrative level
through their search for truth in expression, while Gustave Courbet’s genre scenes were of-
ten sharply critical observations of society. In contrast with Edouard Manet (1832-1883) and
Edgar Degas (1834-1917), in his genre scenes Courbet gives no indication of wanting to
make a point or put something right. Besides, at the time of the Post-Impressionist move-
ments artists like Renoir (1841-1919) and Cézanne (1839-1906), who had progressed
beyond Impressionism, made use of its lessons in the genre scenes they painted to sub-
stitute the momentary impression with a sense of permanence and universality. Finally, in his
genre scenes the great painter of our century, Pablo Picasso (1881-1973), portrayed human
beings as an inseparable part of their environment, while painters of such scenes in the
previous century had placed greater emphasis on the human figure.

AuocavayvwoTtn urnoypagn, Falkikq ZxoAl, 190g aiwvag

12. Nekpn @uon ué AouAoudta kai ppouta
EAatoypapia o€ pouvoaud, 0,652X0,81u

2710 k&vipo TG napaoctaong Eexwpilel €va Balo ué Siapopa AouAoldia ot avicouyn dia-
KoouNTIKN diatagn. Aegla elkoviletal pia @pouTiEpa HE oTaguAla kai Eva Aedovi, kai ot apt-
OTEPA UIA Kapdaga. IT0 Tpamnédl undpxouv akopa dtdgpopa gpouta: poddakiva, otapUAla Kt
éva KoMuEvo podl, KaBwg kal Ywudakia.

Z1olxeia anod myv npaypatikni Zwn kai T uon apxioav va eugavifovral yia npwn opa
ot {wypagikn Katd 16 SEkATO TETAPTO AlWVQ, Kai TO evBIAPEPOV YLA TiG MEPLYPAPLIKEG Ae-
MTOHEPELIEG TG PUONG dlagaiveTal O€ UIVIATOUPEG TOU TEAOUG TOU BEKATOU TETAPTOU Kai
TWV apXWV ToU BEKATOU MEUMTOU alwva, Ka8weg Kkai otic 8aupacieg dnuioupyieg T pAauav-
OIknG Lwypa@ikng ToU SEKATOU MEUTTOU alwva. TNV ITAALKR {wypagLkn Ol MPWTESG VEKPEG
PUOELG xapaktnpifovralr and v npoondbela v' avranokptBolv kai otig anartoeig g
PEANCTIKAG AMEIKOVIONG, AAAA Kai O° eKEIVEG TG INOULLOVIOTIKAG MTPOONTIKAG. Mevika Tta (-
TAALKA KEvTpa nol €del§av evdiapeépov yid Td aTolxeia TG VEKPNG puong eixav kamola -
nagn HE TV neploxn g PAavdpag. Ta kabapa vatoupaMoaTiKa OToLXEla EMtkpATROAY OTAV
ItaAia petd Tig dud npwteq Sekaetieq Tou 160u aliwva pali Pé TiG vEeg TAoEIG TOU paviept-
opou. H mpaypatiki OpwG apxn Tou BEPATOG TG VEKPNG pUONG TomoBeTeital oté 150 aiwva
Kai oxetifetal kai Jé TRV apKeTA Kovr) ouvnBela va 51akoououv TO Tiow HEPOG MoPTPaiTWY
ME VEKPEG PUOEILG, ouvnBwG HE epaAdiko 1 cuUBOAIKO xapaktripa. ‘'O oUUBOALIKOG XapPaKTH-
pag MG VEKPNG UONG KUPLApXNOE Kai katd T0 160 kai 16 170 aiwva, kai ot GAavdpa ep-
paviotnkav ota géoa tou 160U aiwva mivakes nou elkovifouv €va BpnokeuTikd BEpa oTo
Babog, evw g€ mpwTo MAAvo npoPfdAAovTal KArola oTolxeia VEkpNG UONG, kKai g€ aAoug rti-
VOKEG TETOlA OTolXEla meplAapBavovral o€ Toria.

H apxn g napadoong §ou BEpatog TG VEKPTG pUONG NMoU KaBIEPwWOE 0 KUKAOG ToU Ka-
papatiio xpovoAoyeital otr deltepn Sekaetia ToUu 170u aiwva. TH xapaktnpifouv n npoon-
Awon otiq a&ieg g kaBapng (wypaPIkAG kKai N MPOCEKTLKN aglonoinon TWV EQPPE TOV Pw-
Tooklacewv. H analayn g VEKPRG pUONG and kABe aANYOPLKO Kai EMIOTNHOVIKO TEPLE-
XOUEVO PaiveTal nwg £ytve atn Pun, KL €101 n vekpn @UoN andktnoe autovouia. O aptBuog
TOV VEKPWV QUOEWV TIOU PIAoTEXVIONKAV LETA TIG Bud MPpWTEG SeKaeTieg ToU 180U alwva
au&nénke onuavrikd o oAokAnpn tv Eupwnn, and m Pwun kai i NearnoAn omv lonavia
kai ™ Bopela Eupwnn. £ pAauavdikn {wypagpikn eEakoAolunoe n napadoon Kai Twv oUup-
BoAlkwV Kai T@V KaBapda SLAKOOUNTIKWY CUVBETEWY, HE AMOKOPUPWHA TIG BUVAUIKEG VEKPEG
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12. FaAAikn ExoAn, 190¢ atbvag Nekpr pUaon pe AouAoUdia kat (ppouta

12. French school, 19th-century Still life with flowers and fruit



QUOoELG TOU EKPPAOTN TWV TACEWV ™G TEXVNG ToU Mnapdk Mrtep MaouA Pouurnevg (1577-
1640).

Ot du0 autoi EexwploTtoi TPoMoL anddoong NG VEKPNG eUONG, ToU eixav WG EMIKEVTPO
tov Kapapatiio kai 16 Pouunevg, xapa&av kata kUplo Adyo TiG ypauuég TRG eEEAIENG TOU
6epatog wg 6 190 alwva. Triv napadoon TG pAApavSIKNG OXOANG CUVEXLOQV Ol EKMPOCW-
ol ekeivol TG OAAaVOLKNG LwypaPLlkiG Tou 170u alwva nou eldlkeUTnkayv OTiG VEKPEG QU-
O€1G, HE 1BlaiTePN IPOCOXN OTA EPPE TOU PWTOG Kai TOU XpWHATOG Kai 0T matxvidt Tov av-
TavakAdoewy, 1ol dlakpivovtal yid v KopyotnTa Kai TV AEMTOHEPELAKT amnelkdvion Toug,
aAAa kai yta v eruBAnTikn diata&n toug. Ano TiG apxEG Tou 170u alwva ot pAapavdoi {w-
ypagol epyaovrav o€ 0Aa oxedov Td peydAa eupwnaikd KEvIpa, kai n enidpaocr Toug otV
eEEANEN ™G TEXVNG unip&e KaBoploTikn Kai ot Mepuavia kai otiv lomavia kai oth FaAAia.
Ano ta péoa Tou 170U aiwva n nepaltépw eEEAIEN Twv TACEwWV ToU MNapok odnyei o€ Ka-
rola peyaAooTopia KL Evav MePITEXVO Kai KAMWG TEXVNTO XapakTtrpea kai otriv andédoon tou
BEparoq TG VEKPNG pUONG, mou odnyouv otn Baduiaia mapakun Tou Kai TOV MePLOPIoo
Tou 0€ KaBapa S1aKOOUNTIKO MAQiOLO0, WG TNV EMOXN MoU eugavifovral ol avavewTikEG TA-
O€IG OpPLOpHEVWY JwypapwVv ToU TEAOUG TOU 180u Kai ToU 190u aiwva.

H vekpn ¢uon nou eEetaloupe akoAouBei Tig Taoelqg TG akadnuaiknig YaAALlknig Lwypapt-
KNG, kai o Lwypdgoq a§lomnoinoe tkavormolnTikd 10 81aKOOUNTIKO XapPaKtnpa TG ouveeonc.
H empeAnpévn anodoon kai n nMpoooxn oTiG AeMTopEPEIEG papTUpOoUV (Owg KAmola erti-
dpaon TG oAAavILKAG LwypadLkng Tou 17ou alnva. OL pavepeg dlapopEg TG anod T Vekpn
@UOoN TV apxwv Tou aiwva pag otnyv onoia 6d avagepBoUUE OTH CUVEXELa oPeilovTal Kai
01O Bl1aPOpPETIKO (500G TWV AVTIKEIMEVWY TIOU anoTteAoUv Tr) oUvBeon kai oTr S1aPOoPETIKN
aioBnon G nMPoonTIKAG Kai dlatagn Toug, aAAd Kai otV enoxn Kai otig d1aPopETIKEG TA-
o€lG TV dUo Jwypdpwy. ZTN VEKPN auTtr eUOTN KupLapxel 0 EuxaploTog, kaBapd SlakoounTIL-
KOG XaPaKTNPAg Xwpeiq LEYAAUTEPEG AMALTHOELG, EVW TO EMOUEVO £PYO (ap. kat. 13) pavepw-
VEL KATOLOUG APKETA B1aPOopPETIKOUG OTOXOUG ToU dnuioupyou Tnge.

Signed, but illegibly, French School, 19th-century
12. Still life with flowers and fruit

Oil on canvas, 0.652X0.81m

The centre of the composition is occupied by a vase of mixed flowers of different lengths
artistically arranged. To the right is a fruit bowl filled with grapes and a lemon, and to the left
a jug. A variety of fruits — peaches, grapes, and a sliced pomegranate — are strewn over the
table, together with some small bread loaves.

Real life objects and elements of nature made their first appearance in painting in the four-
teenth century; an interest in the descriptive details of nature is evident in miniatures dating
to the end of the same century and the opening of the fifteenth, as well as in some mar-
vellous works by Flemish artists of the latter century. The first still lifes in Italian painting are
notable for the painters’ attempts to make them measure up to the demands of realistic por-
trayal, as well as to those of illusionism. In general, centres of Italian art that showed any con-
cern with the rudiments of still life had some contact with Flanders. Purely naturalistic ele-
ments persisted in Italy from the third decade of the sixteenth century alongide the new
trends of Mannerism. But the true origin of still life as a subject matter is to be sought in the
fifteenth century and is related to the fairly common practice of decorating the reverse of a
portrait with a still life theme, usually a heraldic or symbolic device. The symbolic character of
a still life was dominant throughout the sixteenth and seventeen centuries, though in the mid-
dle of the sixteenth century Flemish artists produced paintings with a religious subject in the
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background and, in the foreground, some sort of a still life, and paintings in which a still life
was set in a landscape composition.

The tradition of still lifes of the kind established by Caravaggio’s circle dates to the second
decade of the seventeenth century. It is marked by a devotion to the virtues of pure painting
and the careful exploitation of the effects of chiaroscuro. The exemption of still life from any
allegorical and scientific content, which led to its acquiring an existence of its own, appears
to have originated in Rome. The number of still lifes painted throughout Europe after the first
two decades of the eighteenth century grew considerably, so far as Rome and Naples, Spain,
and northern Europe were concerned. But the tradition both of symbolic and of purely
decorative compositions continued in Flemish painting, culminating in the powerful still lifes
of the supreme Baroque master Peter Paul Rubens (1577-1640).

These two distinct approaches to still life painting, exemplified by Caravaggio and Rubens,
largely determined the direction in which the subject was to develop until the nineteenth cen-
tury. The Flemish school tradition was carried on by 17th-century Dutch painters who
specialized in still life, paying particular attention to light and colour effects and the impact of
reflections; their paintings are noted for their elegance and concern with detail as well as for
the striking quality of their compositions. Flemish painters were at work in almost every im-
portant European centre from the opening of the seventeenth century onwards; they exer-
cised a decisive influence on the development of art in Germany, Spain, and France. The new
directions taken by Baroque art after the middle of the seventeenth century led to a degree
of overstatement, excessive technicality, and artificiality in the depiction of still life. This in
turn brought about its rapid decline and its limitation to a strictly decorative function, until the
art was revived by certain painters in the late eighteenth and during the nineteenth century.

The still life in this collection is in the tradition of academic French painting. The artist
made the most of the decorative nature of the composition. The well executed brushwork and
attention to detail suggest he was to some extent influenced by 17th-century Dutch painting.
The obvious contrast it offers to early 20th-century still lifes, of which mention is made below
(Cat. no 13), is due to the different objects depicted and to the difference in both their
arrangement and the sense of perspective, as well as to the difference in the conventions
current in the distinct periods in which the two artists were at work. Here, the still life is above
all a pleasurable and unmistakably decorative painting; it makes no great demands upon the
viewer, whereas the next work reveals the artist as having rather different aims in mind.

Xipg, M.

13. Nekpnp ouon ué avorxto BiBAio, epnuepideg, moupa kai uid rira, 1900
EAatoypagia o€ pouoaud, 0,72X0,61u

H 1otopia ToU Béuatog TG VEKPNG GUONG cuvdEetal oTeva W ekeivn TG nBoypagiag, kai n
eEEMEN TOUG OTOUG VEWTEPOUG XPOvoug umfpEe mapAAAnAn, akohouBwvtag TiG TAoElG kai
ToU KapaBatfio (1573-1610) kai TG oxoAng Tou, aAAa kai NG ¢AapavSIkng Kai TG oAAav-
S1kNG oXOANG ToU 160u kai ToUu 170u awwva. Ot Zwypagol ol PIAoTEXVNOAV VEKPEG PUTELG
akoAouBnoav Tig ueydAeg autég rmapadooelg, kataAriyovrag olyd-olya ot dnuioupyia €p-
YWV M€ KaBapd dl1aKoouNTIKO Xapaktnpea. H tdon autn kopupwenke oto SeUTEPO MICO TOU
18ou at@va. Mepikoi Lwypagol, énwg ot Zav Mnartiot Ouvtpl (1686-1755) kai Opavroe-
oko Mkoudpvtt (1712-1793) avakdaAuyav §avd ord €pya Toug TOV INOULIOVIOTIKG xapa-
KTfpa rou eixe n vekpr} ¢UON TO000 OTHV apxaldra, 6co kai oV TeXvn Tou 150U Kkai Tou
160u aiwva. Aiyo apyotepa, o YaAAog {wypdgpog Zav Mnatiot Zupewv Zapvtév (1699-1779)
uriPEE O EKMPOOWTIOG TWV AVAVEWTIKWY TATEWV Kai OTdV TopEa auTtd, Onwg Kai otrv ndo-
ypagia, Kai ot VEKPEG PUOELG TOU XapakTtnpifovral and v npoonadela va KkaTtavonoet Kai




13. Xipg, M. Nekpr) gpuon pe avolXto BiAio, epnuepideg, moupa kat pia mira, 1900

13. Hirsch, M. Still life with an open book, newspapers, a cigar and a pipe 1900
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va gppunveloel Td payuata, o€ cuvBETelq Mou Slakpivovtal yid Triv appovikn didtagn twv
EMPAVEIDV Kal Twv HopPwy. ZTNHV nMpoonabela avavéwong tou napadoaiakoU xapaktnpa
™G VEKPTG PUONG KaTd TO dékato €varto aiwva Eexwpifouv Td ovopaTa TV YVWOTWV YAA-
Awv Lwypaewyv Euyéviou Ntehakpoua (1798-1863), Mlkuotap Koupurné (1819-1877), kai Ka-
piy Kopd (1796-1875), aAAd kai ToU Itahol ASOAPou MovTitoéAL (1824-1886), mouU ta Aiya
£pya Tou npoavayyEAOUV TOUG HMETAYEVECTEPOUG TOAMNPOUG NMEIPANATIONOUG ToU MwA Ze-
gav.

O vekpég puoelg Tou Ppavbioko MNkoyla (1746-1828) kai Aiyo apyotepa tou Evroudp
Mave (1832-1883) dnuioupyolv HIAv ano@acioTikn pign pé v napadoon. O npwrtog dn-
HloUpynoe oxedov eEavOpWMMIOUEVEG VEKPEG QUOELG, YEHMATEG EKPPACTIKR SUvaun, evw O
SeUtepog £dwoe pIa Suvaulkn apecotnTa oty napadooiakn HopPn Tou BEuaTtog autou.

ZTAV TEXVN TWV IHMPECIOVIOTMY TO BEUA TG VEKPNG PUONG AMOTEAECE HIAV AKOMA EK-
@paon 10U YEVIKOTEPOU EVBIAPEPOVTOG TOUG YIa THV enidpaon Tou GwTOG NAvw oTa XPm-
HaTa. T CUVEXELQ Ol EKMANKTIKA EKPPACTIKEG Kal TOAUNPEG VEKPEG PUOEIG TOU Bav Mkoyk
(1853-1890) kai o1 auéTpnTeg mapaiiayég Toug nou PIAoTéxvnoe o 2egav (1839-1906) a-
noteAoUv onuavtikoUug otaduoug otriv 1oTopia toud. ISlaitepa n auepLopriton Kai n ava-
Tpomr TG napadooiaknig npoontikig and 1é Zeldv npoetoipacav 16 dpOuo yia v opt-
otikn PNEN Kai tiv TéAela avapoppwon Tou £idoug and Toug EKMPOCWTIOUG TOU KUBLGHOU,
kai 1dlaitepa and toug Zwpl Mnipdk (1882-1963) kai MaunAo Mikdooo (1881-1973), kai a-
noteAouv TV nepattépw eEEAIEN TWV MEIPAHATIONWY TOU ZelAv. ITiG VEKPEG PUOELG TWV KU-
BLOT®V TO TPAMETL AVTIMETWITZETAL CUYXPOVWG ard unpdg, and 1o nAdl, kai anod navw npog
TA KATW, EVW EMIKPATEL MIA pavepr) akataoTtacia otr S1atagn Twv avTIKELHEVWY, TA XpwHaTa
eival apketTd mMeploplopéva, Kai 1a neplypdupara tovifovral pé pid palpn ypapun.

H vekpn @uon tou Xipg nou £Eetaloupe TOTIOBETEITAL TEXVOTPOTIKA avaueoca otd Zelav
Kai ToUug KUBLOTEG, XwpiG OpwG 15laitepn TOAUN. H cavida nol uywvetal iow ano To Tpa-
nMEQL ME TA avTIKEIMEVA QMOTEAET KATL AVAAOYO ME TO KAAUUHQ TOU KIBwTiou ndvw oTo onoio o
elav TonoBeToUOE TA AVTIKEIUEVA, ETOL WOTE va divouv Triv eviunwon nwg dév Bpiokovral
0 éva niow and 16 dAAo, aAa 1O €va navw and 1O aAlo.

Hirsch, M.

13. Still life with an open book, newspapers, a cigar and a pipe, 1900

Oil on canvas, 0.72X0.61m

The history of the subject of still life painting is closely connected with that of genre
painting. In recent times they have developed in parallel, along the lines laid down by
Caravaggio (1573-1610) and his school, and by the Flemish and Dutch schools of the six-
teenth and seventeenth centuries. Artists painting still lifes followed these great traditions,
leading eventually to works of a purely decorative character. This trend reached its highest
point in the second half of the eighteenth century. Some artists such as Jean-Baptiste Oudry
(1686-1755) and Francesco Guardi (1712-1793) rediscovered in their paintings the illusory
character of the still lifes of antiquity and of the fifteenth and sixteenth centuries of our era.
The French artist Jean-Baptiste Siméon Chardin (1699-1779) contributed most perhaps to
the revival of both still life and genre painting. His still lifes demonstrate his endeavour to
comprehend and interpret objects in compositions that are remarkable for the balanced
arrangement of surfaces and forms. Well-known painters concerned with the nineteenth cen-
tury who attempted to invigorate the traditional style of still life include Eugéne Delacroix
(1798-1863), Gustave Courbet (1819-1877), and Camille Corot (1796-1875), as well as the




Italian Adolphe Monticelli (1824-1886), whose few works are the precursors of Paul
Cézanne’s bold experiments.

The still lifes painted by Francisco Goya (1746-1828) and the later paintings of Edouard
Manet (1832-1883) caused a decisive break with tradition. The former bestowed an almost
human character on his highly expressive still lifes, while the latter instilled a telling
directness into the traditional form of this art.

With the Impressionists still life became yet another way of stating their general interest in
the effect of light on colour. The astonishingly expressive and daring still lifes by Van Gogh
(1853-1890) and the innumerable variations on them painted by Cézanne (1839-1906) are
important milestones in the history of the art of still life. It was the doubt cast upon traditional
perspective and its overthrow by Cézanne that prepared the way for the final rupture and for
the complete reform of still life by the representatives of Cubism, in particular by Georges
Braque (1882-1963) and Pablo Picasso (1881-1973): their painting marked a further stage in
the development of Cézanne’s experiments. In still lifes painted by Cubists a table is viewed
simultaneously from in front, from the side, and from on top down to the floor; an evident dis-
order pervades the arrangement of objects; colours are of a restricted range; and outlines are
heightened by a black line.

So far as its technique is concerned, this still life by Hirsch belongs somewhere between
Cézanne and the Cubists, but possesses none of their boldness. The upright plank of wood
behind the table with the objects on it is comparable with the lid of the crate on which
Cézanne placed his objects, in such a manner that they give the impression of being not one
behind the other but one above the other.
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ENOXEZ ZTHN IZTOPIA THZ TEXNHZ
KAAAITEXNIKA KINHMATA

PERIODS IN THE HISTORY OF ART
MOVEMENTS IN ART






Avaygvvnon

2106 Quattrocento (150¢ awwvag) kai oto npwto Té€tapto Tou Cinquecento (160¢ aiwvag)
dnuioupyeital ot OAwpevTia kai MPwTa OTHV APXITEKTOVIKN N Avayévvnon nol xapaktnpi-
Cetal amod uia npoanadbela avaBiwong TwvV HopPwy Kai Twv L8avikwv TG dpxaldomTag Kai
OTN YAUTTTIKT Kai ot {wypaLikr, evw n €MIBOAN TOU apxaiou eEAANVIKOU KAQOOIKOU MPOTU-
TOoU MOoU EXel WG apxn Tou TO 1I5ewdeq Tou NOoUG «kaAdg kayabog» anodelkvUueTal anod TovV o-
plopd «Belezza e virtu», moU eriBAAAEL TNV TEXVOTPOTILKT HOopPomoinon kai e§idavikeuon n
omnoia anoteAei v untodoun TG SUTIKOEUPWMAIKAG TEXVNG.

MUpw 01O 1415 aQvaKAAUMTETAL N «ETLOTNHOVIKN TPOOTTIKR». Ol HOPPEG TG MPWIUNG
PAwpevTIVAG avayévvnong diadidovral and v Tookdvn ¢ 60An v Italia Kai otig Bopela
TOV ‘AATIEWV TMEPLOXEG Kai EMNPEAlOUV OAOKANPWTIKA THV UCTEPOYOTOIKN TEXVN. ZTr] DAw-
pevtia MAaAL Kai apydtepa ot Pwun dnuloupyeital kata 16 TEAoG ToU aliwva n «Akun g A-
vaygvvnonecy, ol OAOKANPWVEL Kai TV EMIKPATNON TG apxaiag EAANVIKNAG Kai pwHAaiknig Té-
XvnG. Ao toUg nid anuavTikoUug {wypdpous THG MPWIKNG avayévvnong eival ot OAwpevtia
ot Opa AvtZeAiko (1387-1455), NMaoAo OutoéAlo (1397-1475), MiEppo viEAa Opavtogoka
(1410/20-1482), ®pa OiAntrto Ainrit (nep. 1406-1469), Zavtpo MnoTITOEAAL (1445-1510),
Migppo vti Kolipo (mep. 1462-1521) k.4, kai ot Bopela Itaiia oi Avtpéa Mavtévia (1431-
1506) kai T¢opavvi MmeAAivi (nep. 1430-1516).

H @don g wpung avayévvnong avtinpoowrieteral oty Poun and kopupaioug EKMPo-
ownoug TG TEXvNG, onwg eival ol Aeovapvto vra Bivtol (1452-1519), MixanA ‘Ayyelog
(1475-1564), kai PapanA (1483-1520), evw otn Bevetia Eexwpilouv 1d ovopara twv {wypa-
pwv TToptlove (1475-1510) kai Tiolavou (rmep. 1488-1576).

H Avayévvnon otig Kdtw Xwpeg avtinpoowneleTal andé onuavtikous {wypdpoug onwg
ot MNav Bav ‘A (nep. 1390-1441), Poykep Bav viép Béuvtev (nep. 1400-1464), lepwvupog
Mnog (nep. 1450-1516) kai MNritep MnpéykeA (nep. 1525-1569), evw ot} MaAAia agilel V' a-
VAQEPOUME TO Ovopa Tou Zav Qouke (mep. 1420-1481). TEAOG OTN yepuavikn Avayévvnon
ToroBeTEITAl TO EPYO BIAKEKPIMEVWV KAAALITEXVWY, OTIWG ot ‘AAunpext NtUpep (1471-1528),
Xavg XoAunaiv (1497-1543), Aoukag Kpavay (1472-1553), kai ‘ANunpeXT AATVTOPYPEpP (TEP.
1485-1538).

Maviepiopog

O MaviepLlopog, Mou N ovoHasia Tou MPOEPXETAL ETUHOAOYIKA amd TNV (TAAKN AEEn ma-
niera, Onwg kai n Aé§n Avayévvnon npoépxetal and Trv avtioTtolxn LTaAIkn rinascita, eivain
HOpP®N TNG duTIKoEUpwNAIKAG TEXVNG TOU KaAUnTeL TV nepiodo and 10 TEAOG TG Avayév-
vnong wg ™mv apxn tol Mnapok (1530-1560/80). Xapaktnpiletal and TV anoudakpuvaon
anod 10 KAAOIKO 13ewdeq MIAG andAuTa LOOPPOMNMEVNG appoviag Kai T oTpoPn nNpog Eva
TeXVIKO oUOTNUA, OMoU Ol BACIKOl VOUOL OpYaVIK®WV AEITOUPYLOV EXOUV XAOEL T onuaagia
TOUG. MUBOAOYIKEG KAl BPNOKEUTIKEG OKNVEG Kuplapxouv otn LwypagLkn, eve MapdAAnAa
auEdvovtal ol TapacTAoElG HE KOOWIKA BEpaTa. Trv idla enoxn oty PAavdpa akualel n na-
paywyn TWV TolxoTamitwy KME oKNVEG and TV «lAlada» v «Oduooela» Kai TRV «Alveladay.
Avtinpoowneutikoi {wypdeol TG enoxng Tou Maviepiopou eival otiv Italia ot Napuitda-
vivo (1503-1540), Movtopuo (1494-1557), ‘Aviodo MnpovtZivo (1503-1572), kai TIVTOPETTO
(1518-1594), evw otijv lonavia kuptapxei n Hop®ry Tou Aourvikou Ocotokdmnoulou («EA
Mkpékon, 1541-1614).

Mnapok

H téxvn ToU Mrapok xapaktnpiet mv nepiodo nou apxilel and Tig TeAeutaieg SekAETieq
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TOU JEKATOU EKTOU alva Kai KaAumTel kai 10 dEkato ERSONO Kal Eva HEYAAO HEPOG TOU BE-
Katou oydoou aiwva (1580-1760). H AéEn Mnapok npogpxetal anod Trv MoPTOYaAALkry ba-
rocco, Mou xpnolyonoleital oTd epyaotrpla g Xpuooxolag yid va xapaktnpioel éva €idog
«népAagn. v apxItektovikn, T Lwypadikni Kai T YAUNTIKR 10 Mntapok eppaviletat omyv |-
TaAia KL ano Kei diadidetal g€ OAeg TiG Xwpeq TNG Eupwnng. It MaAAia and 1d uéoa Tou Bé-
katou ERdopou alwva (1640/50) naipvel pia dikn Tou HOPPN TIOU Kuplapxei o€ OAn v Eu-
parn. H xaAkoypapia otrv OMavdia yvwpilel uia Eexwplotn akun, eved n EuAoypagia oxe-
Bov eEapavifetal. H MaMAia €xel Tv npwtn B€on otd erutoixla xaAld, evw yevika ot Lwypa-
(PIKR] EMIKPATOUV Ol KOOMIKEG Kai HUBOoAoYIKEG oknvég. Emiong napatnpeitat avlnon g
npocwroypaPiag Kkai emMBoAn ToU MOPTPAITOU MOAITIKWY avdpwy Kai EMPAV®Y IPOTWITIKO-
MTWV.

To Mnapok eival éva kivnua nou Bprike TV KAAUTEPN EKPPAOT) TOU 0'Eva Suvauiko, Bea-
TPIKO OTUA, M€ TH) Xpnotpormoinon ToU peaAlopoU, aAAd kai Tou INouZioviopou, (5nA. Tou Xel-
PLOUOU TG MPOOTITIKNG £TOL WOTE VA dnuioupyeital opBaAuanarn) kabwe kai Twv nepite-
XVWV SIAKOOUNTIKWY oTolXeiwv. MNvwatol {wypdgol TG enoxng Tou Mnapok eival oty Ita-
Aia ol KapapatZio (1573-1610) kai AvviprtaAle Kappartol (1560-1609), oty ®Aavdpa oi M-
tep MAouA Pouumnevg (1577-1640) kai ‘Avrov Bav Ntdik (1599-1641), omyv ONavdia ol
Peéunpavr (1606-1669), ®Dpavg XAAg (nep. 1580-1666), MNdav Bepuéep (1632-1675), kai MNa-
Koum Bav PouiovtaA (mep. 1628-1682), otrv lonavia o NTiéyko BeAdokeB (1599-1660), kai
oty MaAAia ot NikoAd NMoucoév (1594-1665) kai KAwvt Aoppaiv (1600-1682).

Pokoko

Kata 16 &eékato oydoo awwva dnuioupyeital ot MaAAia 10 Pokokd, éva kivnua rnou eri-
KPATNOE TOOO TNV TEXVN, 000 Kai 0TV ECWTEPLKN Slakoaunon v enoxn tou AoudoBikou
IE". H ovopaoia Tou npo€pxetal ano T YaAALKn AEEn rocaille, mou onuaivel KoxUAL Kai arno-
TeAel 16 IO ayannTd HOTIRO TOu. XapakTNPLOTIKA TOU OToIXEla eival n AemtoTnTa Kai n Xa-
poupevn d1aBean, kKABWG KAl N XAPAKTNPLOTIKT EKAEMTUVON TOV MEPITEXVWV KAUMUAOYPaAU-
HwV HopewV TOoU UoTtepou Mnapok oty Italia. Avtimpoownelel Hid avtidpaon evavtia otd
Bapu kai mapagopTwHeEVo OTUA TIOU emikpdTnoe TOV Kaipod tou AoudoBikou IA” T {wypa-
PLKN TOU POKOKO Kuplapxei T0 ¢wag Kai anetkovifovral oknveg ano T Alyotepo coBapr oyn
™G Cwng TG AQUANG, YEHATEG XApn kai EAAeLYN PUOIKOTNTAG, MoU diadpapartifovral KAnoTe
0" €va TMolheviko nAaiolo. Kuplot eknpoowrnoi tou eival ot yaAhotl Zwypagpol Zav Avroudv
Battw (1684-1721), ®pavooud Mmnoucé (1703-1770), kai Zav Ovopé Ppaykovap (1732-
1806), evwy oV ITaAia Bpiokel TV TEAEIOTEPN EKPPAOT) TOU 0TO Epyo Tou TZoBavvi Mnatti-
ota TiEnoAo (1696-1770).

KAAoIKIOHOG

H avtiBetn kivnon mou 84 kataAuoel 16 Mnapok kai v TeAeuTtaia Tou paon 16 Pokokod
(1720-1760), eivat o KAQoIKIONOG 11 NEOKAQOIKOG puBuOG rmou dnuioupyndnke ot MaAAia.
‘Av kal o KAaoLklopog eival 10 yvnototepo naldi g Avayevvnaong, evtouTolg HE TRV Kivnon
autn kabwg kai ué ekeivn ToU LOTOPIOMOU ap)iZel kai n dldAuon TG elkdvag TG TEXVNG nou
dnuiolpynoe n Avaygvvnon.

O KAaoKIonOG anoTeAel TH ouveldnTh npoondbela avaBiwong ™G apxaiag t€xvng e KAa-
OlKAG enoXng. 'Hdn and v enoxn Tou pwiaiou autokparopa Adpiavou, dnAadn ano 16 20
u.X. aiova, mapatnpeniénkav KAQCLKIOTIKEG TACELG, ToU Hop@omnoliénkav yid npwtn ¢opd
otiv Avayévvnon pé Tt Bonbela Twv GIAOAOYIKWV TINYWV. And TOTE 0 KAAOIKIONOG epgpavi-
OTNKE TEPLODIKA, KABE popd UE Blaitepa yvwpiopata, odv Jid avridpaon npog ev3IANETEQ
AVTIKAAOLKEG EMOXEG. Q¢ EeXWPLOTO Kivnua TAG oUyxpovng TExVNG edgavifetal oty MaAAiq,




™ Mepupavia kai v AyyAia 01d Seltepo Hiod ToU dékatou Oydoou albva Kai EMIKPatei opl-
OTIKA TO 5ékato évato alwva. O apxaiog KGoHoG Eavalwvtavelel ué aPeTnpia Tda eupHHaTa
™G Moumniag kai 16 €pyo ToU BewpnTiKOU excppaom TOU KAQOIKIOMOU l‘toxav Moakiu Biv-
KeApav (1717-1768) yia v apxaia eAAnVIKn Texvn, aAAa 16 nvelpa TG ABrivag Tou 50u
n.X. aiwva Ptavel otougq éurmoeupwnalouq 514 MEOOU TG PpWHAIKAG TEXVNG Mol Toug eival
MEPIOOOTEPO OLKEiQ, apoU n EANada dév eixe WG TOTE avaokaei ouoTnuaTikd. TO KAAOIKS
nveuua ennpealel 6Aoug Toug ropeu; ™G KQM(TEXVlan bnuloupvtuq anod M {wypaikn, M
YAUNTIKN Kai TV apxneKrovmn HEXPL TV eninAwon kai T Heda g enoxng. Znuavtikoi fw-

ypagot g enoxrg Tou KAaoikiopoU eivat ot FaAAot Zak Aoui NTaBivT (1748-1825) kai Zav
Qykuot NTouwvik 'Evykp (1780-1867) kai 0 yeppavog "Avrov Pagaeh Mévyke (1728- -1779).

Popavriopog

O Popavtiopdg npogpxetal wg Kivnua and )\oyorexvm Kai dlapoppwvetatl oThRv cpxn
ToU 190U alwva otV AyyAia. Aév unopei va ovopaoTei Taon, alAa 51a6eon, kai xapaknpi-
Cetal and pa emppaon ouvmoenpurmwv eunelpiv. Kade euneipia aknBivy 1 @avraoTikn
yivetal 6eKrn, apkei va eival évrovn. KUplog 0TOX0G TMV POUAVTIK@Y Eival n EMOTPOPH OTAV
adéopeutn guon. Zuykivoluvral and tiv eAeuBepia, v aydnn, T Bia, kai yevika o,1dnmnote
MrTOPEi va pokaAéoel ouvaioBnua. Quoikr ouvénela TG réonq auTnG eival Yia évrovn avri-
dpaon evavtiov T@V oUVINENTIKAV PEUHATWV Kai 18iwg Tou KAaoikiopou. Etol yivetat 16
METO EKPPAONG TWV EMAVACTATIK®V KIVNUATWY ToU 190U aidva. And Touc KUPLWTEPOUG
EKTIPOOWTOUG TOU popavTiopoUu otiv {wypagikn eival ot ydAiot Teovtop Zeplkw (1791-
1824) kai ECév Ntehakpouad (1798-1863) kai o dyyhog TLM.I. Tépvep (1775-1851).

Ma v anodoon g Peuyaréag EUMEIPIAG OL POMAVTIKOL KAAAITEXVEG XPNOILONOIOUV
HOPPEG TOU MAPEABOVTOG SlaAeyMEVEG NAVTA cuvaloBnuatikd. ‘ETot euvoolvtal maMoTepeS
TEXVOTPOTIEG AKOMA Kai MEPIPPOVNHEVEG, oan n l‘o‘reu(n TEXVN Kai N raxvn ™G AvatoAngc.
Z1iq apxéq Tou Pouavtiopou Bacifovtal 1@ kiviipata tov NaZapnvav otriv Mepuavia kai Tev
MNpopapanAttwv otriv AyyAia.

PeaAiopog

O PeaMopog epgaviderat wg kivnua otr Falia petd 10 1848 ki Epxetal o€ avTtiBeon ué
TOV 15eaMOHO ToU KAaoIKiopoU kai ToU PopavTiopou. H kaBnuepivi) mpaypatikdmra Exel
ard povn g agia, xwpiq kauld enéupaon tol KaAATEXvN. Ta BEpata avrAouvral and T
ouyxpovn KaBnuepwi fwn, 16 UnailBpo kai v MoAn, HE HOPPEG and TiG O TAMEIVEG KOLVW-
VIKEG TAEELG, XwPiG npoBeon wpatonoinong fi avekdotoAoyiag. Kade kaAMTEXVNG ekppale-
Tat € TO MPOCWTIKO TOU 6POG XWPIG va SECUEUETAL Ard KAMOLO I1BIAITEPO TPOMO AMEIKOVI-
ong, apou o PeaAlopég eivat «otaon» anévavt otiv kaBnuepwvotta. KupldTtepol eknpdow-
notL Tou Kivipatog eival ot Zav ®pavooud Miye (1814-1875) kai Mkuotap Koupuné (1819-
1877).

ZUMBOAICHOG

O ZupBoAopoG wG KaAALTEXVIKG Kivnpa ekQPAZel THY Aueon aviidpaon npdg 10 peall-
OO, EVW OTOIXEIQ CUMBOALOTIKA HMOPOUV VA EVTOTIIOTOUV Kai 0€ Epya {wypagiknig nol aviy-
KOuv 0€ Slagpopa Kiviiuata kai 1dlaitepa oTd popavtiopd, kabwg kai o& S1apopeTika BERaATa.
Mia np@ ¢daon tou ZupBoAiopol xpovoAoyeitat ota 1860/1870 kai evromiletal oTd Epya
oplopévwv MaAwv Joypdaewv. H 5eltepn ¢aon toU ZuPBOAIOMOU EiXE Kai MAAL WC EMIKEV-
TPO T MaAAia, evd OTr ouvExela o ZUMBOAIOUAG Eixe nAaTId B1adoon kai £Ew and ™ MaAlia,
Kai idlaitepa otv Augtpiq, ™ Mepuavia kai 16 BéAyio.
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2TV npwTn Kai ot deutepn ¢paon Tou ZupPBOALCHOU TOTIOBETEITAL TO EPYO TWV YAAAWV
Cwypapwyv MNkuotdp Mopw (1826-1898), OvTIAdv Pevidv (1840-1916), MiEp MupBi vié Zapav
(1824-1898), MwA Zepulle (1864-1927), Epih Mnepvap (1868-1941), kai MwA Mkwykév
(1848-1903). OL onoudalotepol eknpoéowToi Tou otnv Auatpia kai ™ Mepuavia givat ot
MkovuotaB KAiuT (1862-1918), ODpavtg ¢pov ZTouk (1863-1928) kai ApvoAvt MrtaikAty (1827-
1901) k.a.

Iunpecioviopog

Mpodg 16 TéAoG ToU 190U awwva kai cuykekpiuéva T0 1874 yevviétal ot MNapiol 10 kivnua
TOU LUTPECIOVIOKOU HE apxn HIA vEéa OMTIKN QvTILETWTIION nou dév npoepxetal and kauld
Bewpia, ala and v adiaonaotn épaon. Eival kivnpa nmapatmpnong, nou Baoiletal oto
MPpWTapXIKO evdlagépov yld TO oTiyulaio gaiwvopuevo, v eviunwon (impression) mou dn-
Hloupyeital ano Tig adiakomneg aAAayEG 1oU MPOKAAEL TO PUOLIKO WG MAVW OTIC EMIPAVELEG
dlaonwvTag ToV TOVo Kai TRV uPn TWV XpwHATwy. OL avepwTIVEG HOPPEG AaneEAEUBEpWVOVTAL
ano 1 SECHEUON TWV MEPIYPAMMATWY Kai TAG KaBapng YPauung Kai anoTeAouyv Hid evotnta
UE 1O @WG. TA xpwpaTta eivalt kaBapa kai KaAUTITOUV TV EMIPAVELQ HE VEUPLKEG TIIVEAIEG. Ta
BEpata dlaAgyovral yid TV NPOoCcapuoyn TOUG OTIG OTTIKEG EVIUTIWOELG Kal OXL Yld TO pvn-
HELaKO Toug Xapaktnpa. ‘Etol 10 avrikeiuevo-8&ua kataAnyel o' éva HoTifo kai anoteAel mia
Bdeutepelov OTOIXEIO. H evotnTa TWV IUNPECIOVIOTWV Eival PEPLKT, XWPiG OEOUEUTELG, KL
auTo nou oiyoupa ToUg ouVvBEEL Eival | AUEON OXEOT TOUG KE TR PUON Kai THV OMTIKNA TNG ev-
tonwon. O IMNPECIOVIONOG WG KivNUa OTr YVNOIWTEPN HOPPT) TOU EXEL HIKPT) HOVO dlApKELd
(1874-1886), yiati apyOoTteEPQ Ol KUPLWTEPOL EKMTPOOWTIOL TOU dlaoractnkav kai dnuioupyn-
oav 1| akoAoUBnoav AAAa VEWTEPA Kiviiuata 1ou ekppalouv TiG YEVIKOTEPEG TATELG TOU He-
TaiunpeotoviopoU. H peyaAn onuacia tou IUNpecioviopou Bpioketal o1do OTL N anoppiyn
oupBatikwv aglwv kai kavovwy NG TEXVNG anod ToUG EKMPOOW®TIOUG ToU EdWOE PEYAAUTEPN
eAeuBepia OTAV KAAAITEXVIKN EKPPAON, KL EYIVE N APETNPIA OAWV TWV KIVAHATWY THAG VEWTE-
png 1téxvng. MNvwotol umpeciovioTeég eival ot KAwvt Move (1840-1926), Qykuat Pevoudp
(1841-1919), Kauiy Mioocappod (1830-1903), Eviouap Mave (1832-1883), Evtykap Nteykad
(1834-1917), Zav Opevrepik Mnaliy (1841-1870), Mnépt MopiZd (1841-1895), aAAd Kkai ol
MwA Mkwykév (1848-1903), NwA Zedav (1839-1906) kai Zwpl Zepa (1859-1891) g€ kamnolo
otadlo otV apxn ™G KaplEpag Touc.

MeTaipmPECIOVIOTIKA KIVApATa

Ta diapopa kiviipata nou ekepalouv TiG YEVIKEG TACELG TOU METAIMTIPETIOVIOUOU MEPL-
AQUBAVOUV HIG OMAdA KAAATEXVWY TOU MEPAcAV and MIA LUMPECLOVIOTIKA ¢pAaon dnuioup-
yiag, aA\" anoyonteupévol anod Tolg MEPLOPIOUOUG TOU TIpoxwpenaoav npog S1aPpopeg Kateu-
BUVOELG, KL ETOL B€v uropouv vad NePIANgBoUV OE OUYKEKPIHEVN opada. H atdaon toug Sev n-
TAV AVTL-IUTTPECIOVIOTIKN, AAA EMLOTNHMOVLKY, Kai Xapaktnpifetat and t BewpPnTIKA HEAETN
ToU XpWHATOG Kai TH¢g didonaong Tou and v enidpacn ToU pwTOG Kai anod T CuaTnUatikn
avaiuon twv Tovwv. ZTiG TAoEIG TOU UETAIMMPECIOVIONOU TEPIAaUBAvVOVTaL Ol KIVIOELG TWV
Naumni, Tou NTiBiloviopou, Tou QwRLoOMoU KA

Metaiunpeotoviotég urmpEav ot Zwpl Zepa (1859-1891), MwA Zividk (1863-1935), MwA
Sefav (1839-1906), Bevodv Bav Nkoyk (1853-1890), MwA Mkwykev (1848-1903), Avpi vie
TouAoUZ-AwTpék (1864-1901), TZénug Evoop (1860-1949), kai 'Evipapvt Mouvky (1863-
1944).

'H ovouaoia Nauri 508nke o€ Hid onada YaAwv KaAAITEXVWYV TIOU ipav 16 Ovoua Toug
ano v eBpaikn AeEn Nabi nmoU onpaivel npo®RTNG. Ot KAAAITEXVEG QUTOI eppavioTnkav otd
teheutaia xpovia Tou 19o0u awwva (1899), kai ftav eNnpeaguévol ano TRV Texvotponia Tou




NoA Mkwykév kai Toug ZuppoAloteg. H olvBeon Eavayivetal digdlaotatn HE T XPNOLMOo-
ToiNoM QUIY®V XPWHATWY & HEMOVWHEVEG ETIPAVELEG TTOU NEpPLKAeiovTal and évrova paupad
neptypappara. To €pyo eival £T0l TpwTap)ikd Hid cUVOEON XPWHATWY KAl META MIA BEUATIKA
ouvBeon, OTrv oroia emnikpatel €vag EVviovog avtivatoupallopdgs. 2toug Nauri nephappa-
vovtal ot Zwypagol Migp Mnovvap (1867-1947), Evroudp Buiylap (1868-1940), kai Mwpig
Ntevi (1870-1943). O NtiBiliovionog 13 Mouavtiylopdg exkppalel ™ 6€on tol Zwpl Zepad
(1859-1891) nmou umnootnpile Ot and TV dla ™) PUON UTIAPXOUV HOVO KaBapd XpwHata
mou avakatevuovTal gtd HaTL ToU mapatnenTn kai mpokaAouv TO onTikd anoteAeoua. Mikpeg
KNAISEG 1) TEAEIEG PWTEIVOU XPWHATOG GUVBETOUV TO EPYO, YIA vd MPOoENBOUV TOVOL EVBLAuE-
ool O PWTELVOIL amo TA UALIKA TG MaAétaq. To anotéAeopa Opwg 3év ermPepatwvel ) Bew-
pia. H avauelEn tTwv XpwuaTtwv ot JMATL napauével ateAng Kai ot knAideg Eexwpilouv kai di-
VOUV TNV evilnwon Hwoaikov.

TéAog 0 DwPRIoNOG eival TO MPWTO KAATEXVIKO Kivnua ToU 200U alwva Kai emdLwKeL va
AUoel ta npoPfAnuata didonaong g empdvelag nou BETel TO €pyo Tou 2elav, Hé HETO TO
XpwHa. Ztiv ondda twv OwP (n AENn onuaivel dypla Bnpia) unapxel Mid didxutn taon arne-
AeuBépwong kai nelpapatiopol’. O povog Kowvog oToxog eival n anaAiayn ToUu XpWUATOG
ano ™™ d€opeuon ™G Quong. ‘Etol otd €pya Toug cuvdudalovtal ot o Biatot TOvVoL Kai N
XPNOLHOTOINON TOU KaBapoU XpWHATOG PTAVEL HEXPL TA AKpa SnUIOUPYWVTAG HId SlaKooHN-
TIKN evtunwon. To kivnua diaAuBnke ypriyopa eneldn SEv €ixe onuavtikoug deapoud. 'Hon
OuWG eixav ouotaBei Tpeiq KAAAITEXVIKEG onadeg nmou ouvtovifovrav and Tov Avpi Martig
(1869-1954). Z100Gg PpWRIOTEG avriikouv Lwypadgol onwg ot Avtpe Ntepaiv (1880-1954), Mw-
pic vie BAauévk (1876-1958), ANunep Mapké (1875-1947), PaoUAN Ntupu (1877-1953),
Zwpl Pouw (1871-1958), k.a.

EEnpecioviopog

H apxn 100 KiviuaTtog Tou eEnpeaioviodoU tonoBeteital otd xpodvia 1880-1890, ava-
nTuxBnke OpwG TRV MpwTN dekaetia Tou 200U alwva, HECA O Eva YEVIKOTEPO KAipa aAaynqg
Kai enavekTipnong d3lapopwv TopEwY, ONWE eival i YUXOAoYia, N KOWWVIK) GUUNEPLPOPA
kai n 8pnokeia. Ennpedotnke anod 1ov Bav Mkoyk, 16 MKwyKEV Kai TiG appLKAVIKEG HAoKeg. H
anodoon 1OV EEWTEPIKWV PALVOUEVWY UNOTACOETAL OTA ECWTEPLKA CUVAICONUATA Kai OTig
TAOELC V1A avalnTAon TAG YELATNG NABOG EKPPAONG TOUG. H UMOKELUEVIKN MPAYNATIKOTNTA
TV eEnpeoiovioT®v ekppdletal ué Eviova Eeonaouaraq, EMeAeuBEpwWON NG POPUAG, Kkai a-
MopPIWYN TWV CUMBATIKWY EMITAY®V OTH CUVOEON. ZTNV NPpWiun ¢Aon Tou eEnpeaioviouou a-
VIKeL TO €pyo Twv wypdewv 'EviBapvt Mouvky (1863-1944), Ma§ Mnékuav (1884-1950),
TZénug 'Evoop (1886-1980), EuIA NOAvte (1867-19586), Zwpl Pouw (1871-1958) kai Xaiu
ZouTiv (1894-1943).

TO XxpwHa Kai ol OTUAIOTIKEG MAPAHOPPWOELG ME TNV EVTAON TOug NMPOoBAAOUY TiG ECwTE-
PIKEG EMMEIPIEG TAG Xapdg Kal TG aywviag. O eEnpeocioviopog evionifetal o Meppavia kai
avTinpoownevetal and dU0 KAAATEXVIKEG opadeg, ™ MEgupa nou 13puenke oty ApEadn 1O
1905, kai 16 MaAdlto KaBaAAdpn, mou 1dpubnke otd Movaxo 16 1912. Z1riv mpwTn avikouv
ot Lwypagol Epix XékeA (1883-1970), Epvot AolUviBix Kipxvep (1880-1938), KapA Zpit Po-
TAoU® (1884-), AEeA Mkahév (1865-1931), ElIA NoAvte (1867-1956), Mag MNexotaiv (1881-
1955), kai OtTo MUMEep (1873-1930). 11} deltepn avrikouv ol {wypdagol Baaikt Kavtivaku
(1866-1944), Opavtg Mdpk (1880-1916) kai MwA KAée (1879-1940). O1 KaAAITEXVEG TNG [E-
Qupag anelkovioav PE Bilalo TPOTo HOPPEG O €pya yeRdATa SlapapTupia yid TV KOLVWVIKT
aviooTnTa, evw ol KaAMTEXVEG ToU MaAdfiou KaBaAAdpn exkppalovral HE aPnPnUEVEG HOpP-
Q&G Kai armaAAayuévol anod KABe OxEOon WE TNV AVTIKELUEVIKT MPAYMATIKOTNTA PYAXVOUV Yld
véoug tpomoug Ekppaong. O MNwpyog MrouZiavng (1885-1959) eival o povog 'EAAnvag {w-
YPAPOG avdpeoa oToug NPpwTonépous Tou KIVAHATOG Tou eEnMpeaioviopou oth Mepuavia kat
0 KUPLWTEPOG eKMPOoWNOCG Tou otriv EAAGda.
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KupBiouog

O NwA Zelav kai o Zwpl Zepa dnuiolpynoav Tig npolnobecelg yia T yévvnaon tou KuBi-
ouoU Pé tv avaAuan ¢ ¢oppag o€ HIKpOTePEG evoTnTeg TO 1907. H mpwtapxikn cUMNYN
TtoU Kiviipatog anod toug Zwpl Mmnipdk (1882-1963) kai Maumnio MNikdooo (1881-1973) Baoi-
Zetal 0T HOPPOAOYLKY] TelBapxia nou epapuooTNKe 0€ Mapodoalakd Béuata onwg n vekpn
@uon, n npoownoypagia, kai 10 yuuvo. Triv mpwtn nepiodo emkpatnoav oL Becelg tou Ze-
Cav. AkoAouBnoav dUo akdpa QAcelg, N avaAutikn (1910-1912) kai n ouvBetikn (1913-
1914).

ME 1O amnokKAELOTIKO EVOIAPEPOV TWV KUBLOTWV YIA TH OTEPEOUETPIKN andodoon ¢ doung
TWV QUOLKWOV OXNHUATWY Kai TV apxITEKTOVIKN THG EIKOVAG, TO XPWHA NMEPLOPIOTNKE CE HEPL-
KoUG TOvoug Onwg To YKPILo, N wxpea kai T MpAacivo. ZAv EKPPACTIKO HETO XPNOLUOMOLR-
Onke kal TO KOANAT HE UALKA SLaPOPETIKNG UPNG Kai Tuxaiwv oxnUAtwy, 18iwg Ot VEKPEG PpU-
oelc. 21 ouveeTikr) nmepiodo tol KuBlopoU gylvav CwypapLlkeG anouIUROEeLG Tou KOAAL. E-
KTOG ano ToUg npwrtondpoug Tol KuBlopou ol avapepaue, OTo Kivnua autd avikouv Kai
ol Lwypdgol Xouadv lNkpig (1887-1927), Oepvav Aeleé (1881-1955), Zwpl MNkpog (1893-
1959), k.a.

Renaissance

The first signs of the Renaissance, as it came to be known, are apparent in Florentine
architecture of the Quattrocento (15th c.) and of the first quarter of the Cinquecento (16th c.).
Affecting also both sculpture and painting, the movement drew its inspiration from antiquity,
while the adoption of the ancient Greek classical model, whose ideal is embodied in the
maxim kaAd¢ k' dyafdqg (beautiful and virtuous) that finds its echo in the phrase belezza e
virtu, imposed on the artist the stylistic conventions and idealization that underlie all western
European art.

The discovery of ‘scientific perspective’ was made about 1415. Florentine Renaissance art
spread from Tuscany to all parts of Italy and to regions lying north of the Alps, completely
revolutionizing late Gothic art. The High Renaissance, reached in Florence at the end of the
fifteenth century and in Rome a little later, confirmed the ascendancy of ancient Greek and
Roman art.

Among the most important of the early Renaissance painters in Florence were Fra
Angelico (1387-1455), Paolo Uccello (1397-1475), Piero della Francesca (1410/20-1482),
Fra Filippo Lippi (about 1406-1469), Sandro Botticelli (1445-1510), and Pierro di Cosimo
(about 1462-1521); leading figures in northern ltaly were Andrea Mantegna (1431-1506) and
Giovanni Bellini (about 1430-1516).

The High Renaissance period in Rome was distinguished by artists such as Leonardo da
Vinci (1452-1519), Michelangelo Buonarroti (1475-1564), and Raphael (1483-1520); and in
Venice by the painters Giorgione (1475-1510) and Titian (Tiziano Vecelli, about 1488-1576).

In the Low Countries the Renaissance was marked by painters such as Jan van Eyck
(about 1390-1441), Rogier van der Weyden (about 1400-1464), Hieronymus Bosch (about
1450-1516), and Pieter Bruegel (about 1525-1569); and in France by Jean Fouquet (about
1420-1481). Finally, the German Renaissance is remarkable for works by outstanding artists
such as Albrecht Diirer (1471-1528), Lucas Cranach (1472-1553), and Albrecht Altforfer
(about 1485-1538), Hans Holbein (1497-1543).




Mannerism

Mannerism, a name derived from the Italian word maniera in the same way that Renaissance
comes from the ltalian rinascita, is the style of west European painting that bridges the short
period between the end of the Renaissance and the beginning of Baroque art (1530-
1560/80).

It is marked by the abandonment of the classical ideal of a perfectly balanced harmony
and the turning towards a technical convention in which the fundamental laws of organic
functions have lost their significance. Mythological and religious subjects predominate in
painting, though secular scenes are becoming more frequent. In this same period the produc-
tion of tapestries illustrating scenes from Homer's lliad, and Odyssey and from Virgil's
Aeneiad reaches its peak in Flanders. The painters Parmigianino (1503-1540), Pontormo
(1494-1557), Agnolo Bronzino (1503-1572), and Tintoretto (1518-1594) in Italy, and
Domenikos Theotokopoulos (El Greco) (1541-1614) in Spain are representative of the artists
of the Mannerist period.

Baroque

Baroque art spans the period that begins in the last decades of the sixteenth century and
embraces the whole of the seventeenth and a large part of the eighteenth century (1580-
1760). The word Baroque comes from the Portuguese barocco, used by goldsmiths to
describe an irregular pearl. The Baroque style evolved in Italian architecture, painting, and
sculpture, and from Italy it spread to all other European countries. From the mid seventeenth
century (1640/50) it acquired in France a particular character which soon prevailed
throughout Europe. In Holland engraving on copper reached new heights, while woodcuts all
but went out of use. France excelled in mural tapestries and generally dominated the scene
in genre and mythological painting. The Baroque period was one in which portraiture
flourished, especially of political and other personages.

The Baroque movement found its finest expression in a vigorous, theatrical style that made
use both of realism and illusionism (that is, the handling of perspective to create an optical il-
lusion) and of elaborate decorative elements. Leading artists of the Baroque period were, in
Italy, Caravaggio (1573-1610) and Annibale Carracci (1560-1609); in Flanders, Peter Paul
Rubens (1577-1640) and Anthony van Dyck (1599-1641); in Holland, Rembrandt van Rijn
(1606-1669), Frans Hals (about 1580-1666), Jan Vermeer (1632-1675), and Jacob van
Ruisdael (about 1628-1682); in Spain, Diego Velasquez (1599-1660); and in France, Nicolas
Poussin (1599-1665) and Claude Lorrain (1600-1682).

Rococo

During the eighteenth century there developed in France a stylistic movement that per-
vaded both art and interior design throughout the reign of Louis XV. It was distinguished by
delicacy and a spirit of gaiety, as well as by the extreme refinement of the intricate curvatures
of late Baroque art in Italy. Known as Rococo (after the French word rocaille meaning a shell,
the favourite motif of the movement) this style came as a reaction to the heavy, over-ornate
style that had dominated the preceding age of Louis XIV. Rococo painting, in which light
plays a major role, portrayed scenes from the less serious side of court life, merry scenes that
lacked truth to nature and were often set in pastoral landscapes. Its chief followers were the
French artists Jean Antoine Watteau (1684-1721), Frangois Boucher (1703-1770), and Jean
Honoré Fragonard (1732-1806), while in Italy the style found its finest expression in the work
of Giovanni Battista Tiepolo (1696-1770).
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Neo-Classicism

The counter-movement that was to overthrow Baroque art in its final Rococo phase (1720-
1760) was the Neo-Classical school that had its origins in France. Notwithstanding that Neo-
Classicism was the purest offspring of the Renaissance, the onset of the neo-Classical and
historical styles signalled the end of the concept of art introduced by the Renaissance.

Neo-Classicism was a conscious attempt to revive the ancient art of the Classical age.
Classicizing trends may be observed from the time of the Roman emperor Hadrian (that is,
from the second century AD), but it was not till the Renaissance, when ancient literary
sources could be studied, that these trends were first given a definite form. From then on
classicizing art manifested itself from time to time, assuming a different form on each occa-
sion and invariably reacting to an intervening anti-Classical movement. It appeared in the se-
cond half of the eighteenth century in France, Germany, and England as an isolated move-
ment within contemporary art, and became firmly established in the nineteenth century. The
ancient world was brought to life again as a result of the finds made at Pompeii and of the
writings of the Classical theoreticist Johann Joachim Winckelmann (1717-1768) on ancient
Greek art. But the spirit of Athens in the fifth century before Christ was conveyed to western
Europeans through Roman art with which they were more familiar since the systematic ex-
cavation of Greece had not yet begun. The Classical spirit affected every sphere of creative
art from painting, sculpture, and architecture to the furnishings and fashions of the age.
Among the important painters of the Neo-Classical movement were the Frenchmen Jacques
Louis David (1748-1825) and Jean-Auguste-Dominique Ingres (1780-1867), and the German
Anton Raphael Mengs (1728-1779).

Romanticism

Romanticism started as a literary movement in England in the early nineteenth century. It
was not so much a trend as a disposition identifiable by the expression of emotional ex-
periences. Any real or imagined experience was an acceptable subject, provided it was of an
intense character. The true aim of the Romantics was to return to unbridled nature. Stirred by
freedom, love, violence, and generally by whatever acted directly upon the emotions, it was
obvious their sensitivity should lead the Romantics to react forcefully against conservative
currents and neo-Classicism in particular. For this reason Romanticism became the medium
of revolutionary movements in the nineteenth century. Among the foremost Romantic paint-
ers were the Frenchmen Eugéne Delacroix (1798-1863) and Théodore Géricault (1791-
1824), and the Englishman J.M.W. Turner (1775-1851).

Romantic artists turned to outmoded forms to portray experiences of a passing kind,
selecting their forms on emotional grounds. In this way they came to favour older, even
despised styles such as were to be found in Gothic and oriental art. In its early years the
Romantic movement gave rise to the Nazarenes in Germany and the Pre-Raphaelite
Brotherhood in England.

Realism

Realism took shape as a movement in France after 1848, in opposition to the idealism of
Neo-Classical and Romantic art. The reality of everyday life possessed a value of its own
without the artist having to interpose himself. Subjects for paintings were taken from contem-
porary scenes, from town and country alike, and the figures portrayed in them were drawn
from the humblest classes, there being no intention either to beautify or embroider. Each art-
ist expressed himself in his own way, not being bound to any particular manner of representa-




tion since Realism set out to capture the instant in the daily round. Leading artists of the
Realist school were Jean-Frangois Millet (1814-1875) and Gustave Courbet (1819-1877).

Symbolism

As an art movement Symbolism expressed an immediate reaction to Realism, though sym-
bolic elements may be found introduced into paintings of various schools, especially the
Romantic, and into a variety of subjects. The first wave of Symbolism dates to around
1860/70 and is recognizable in the works of certain French artists. France was the focal
point also of the second wave, but Symbolism subsequently spread widely outside France,
especially to Austria, Germany, and Belgium.

Works by the French painters Gustave Moreau (1826-1898), Odilon Redon (1840-1916),
Pierre Puvis de Chavannes (1824-1898), Paul Sérusier (1864-1927), Emile Bernard (1868-
1941), and Paul Gauguin (1848-1903) belong to the first and second wave of Symbolism.
Among the most important Symbolist painters outside France were the Austrian Gustav Klimt
(1862-1918) and the Germans Franz von Stick (1863-1928) and Arnoldt Boecklin (1827-
1901).

Impressionism

Towards the end of the nineteenth century — in fact, in 1874 — Impressionism was born in
Paris. Based on an entirely new optical concept, Impressionism had its origin not in any
theory but in unimpeded vision. It was a movement concerned with observation and founded
on a primary interest in momentary phenomena. Visual impressions arise from the unceasing
changes caused by natural light falling on a surface and fragmenting the tone and texture of
its colours. Even the human form is liberated from the bonds of its outlines and of delineation
itself; it becomes one with the light. The colours are pure and cover the surface in agitated
brush-strokes. Subjects are chosen for their adaptability to visual impressions and not for
their monumental quality. In this way the subject ends by becoming a mere motif, a feature of
secondary importance.

Impressionists are a loosely united group, without common ties; their strongest link is their
direct relationship with nature and the visual impressions it produces. As a movement, in its
purest form Impressionism lasted only a short while (1874-1886), after which each of its
leading representatives went his own way, initiating or following other more modern move-
ments that gave expression to the general trends of Post-Impressionism. The greatest
significance of Impressionism lies in the fact that rejection by its exponents of the conven-
tional values and rules of art bestowed greater freedom on artistic expression and provided a
starting-point for all modern art movements.

The best known of the Impressionists were Claude Monet (1840-1926), Auguste Renoir
(1841-1919), Camille Pissarro (1830-1903), Edouart Manet (1832-1883), Edgar Degas (1843-
1917), Jean-Fréderique Basille (1841-1870), Berthe Morisot (1841-1895), and, for a time,
Paul Gauguin (1848-1903), Paul Cézanne (1839-1906), and Georges Seurat (1859-1891).

Post-Impressionist movements

Among the diverse movements that embodied the general trends of Post-Impressionist art
was one formed by a group of painters who went through a creative phase of Impressionism
only to scatter, in their disappointment with its limitations, in a variety of directions and who
cannot therefore be said to represent a specific movement. Their revolt was not anti-
Impressionist, but scientific; it is marked by the theoretical study of colour and of the
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fragmentation of colour under the impact of light, and by the systematic analysis of tones.
Post-lmpressionist movements include the Nabis, Divisionism, and Fauvism.

Georges Seurat, Paul Signac (1863-1935), Paul Cézanne, Henri de Toulouse-Lautrec
(1864-1901), Vincent van Gogh (1853-1890), Paul Gauguin, James Ensor (1860-1949), and
Edvard Munch (1863-1944) were all Post-Impressionist artists.

The name Nabis was assumed by a group of French painters who called themselves after
the hebrew word nabi, meaning prophet. Active in the last years of the nineteenth century,
these painters were influenced by the technique employed by Paul Gauguin and the Sym-
bolists. In their works composition regains its two-dimensional nature through the use of pure
colour in areas of the canvas defined by heavy black lines. A Nabis painting is thus first and
foremost a colour composition in which an intense anti-naturalism predominates. The Nabis
included the painters Pierre Bonnard (1867-1947), Edouard Vuillard (1868-1940), and
Maurice Denis (1870-1943).

Georges Seurat's position, which he expressed in Divisionism, or Pointillism, was that in
nature there exist only pure colours which combine together in the human eye to produce a
visual effect. His work is comprised of small dots or points of brilliant colour forming inter-
mediate tones more brilliant than anything that lay on his palette. The result, however, did not
prove the theory. The colours only partially blend in the eye, the dots remaining distinct and
giving the impression of a mosaic.

Finally, Fauvism: the first of the art movements of the twentieth century, it set out to
resolve the problems posed by Cézanne’s work in which colour is used to break up the sur-
face. Fauvist painters were generally concerned to emancipate their art and to experiment
within it (the word fauve means wild animal). Their one common aim was to free colour from
the fetters of nature. Not surprisingly, their colours clash in violent combinations and pure
colour is used to excess to create a highly decorative effect. The movement soon petered
out, for it lacked any considerable link. Nevertheless three groups of Fauvists, coordinated by
Henri Matisse (1869-1954), came into being. To these groups there belonged André Derain
(1880-1954), Maurice de Vlaminck (1876-1958), Albert Marquet (1875-1947), Raoul Dufy
(1877-1953), Georges Rouault (1871-1958), and others.

Expressionism

The origins of the Expressionist movement can be traced to the years 1880-1890, but its
growth occurred during the first decade of the twentieth century which generated a mood for
change and for the reassessment of certain values: psychology, social behaviour, and
religion. It was influenced by van Gogh and Gauguin and African tribal masks. The depiction
of external phenomena was subordinated to internal feelings and to the search for a way to
express them with passion. The subjective reality of the Expressionists was stated in violent
outbursts, the liberation of form, and the rejection of conventional rules of composition.
Works by Edvard Munch, Max Beckmann (1884-1950), James Ensor, Emil Nolde (1867-
1956), Georges Rouault, and Chaim Soutine (1894-1943) belong to the early years of Ex-
pressionism. Through their use of colour and stylistic distortions full of intense emotion they
depict inner experiences of joy and pain.

Expressionism found a home in Germany where it was represented by two groups of art-
ists: die Briicke (the Bridge) founded in Dresden in 1905, and der Blaue Reiter (the Blue
Rider) founded in Munich in 1912. To the first of these groups there belonged the painters
Erich Heckel (1883-1970), Ernst Ludwig Kirchner (1880-1938), Karl Schmidt-Rottluf (1884),
Axel Gallén (1865-1931), Emil Nolde (1867-1956), Max Pechstein (1881-1955), and Otto
Mueller (1873-1930); and to the second Wassily Kandinsky (1866-1944), Franz Marc (1880-
1916), and Paul Klee (1879-1940). Die Briicke artists painted forms in a vehement manner in
works loud with protest against social inequality, while der Blaue Reiter artists expressed




themselves in abstract figures and, free of any relationship with objective reality, sought fresh
means of expression. Yiorgos Bousianis (1885-1959) was the only Greek painter among the
pioneers of the Expressionist movement in Germany, and its chief exponent in Greece.

Cubism

Paul Cézanne and Georges Seurat together laid the foundations of Cubism with their
breaking down of form into smaller unities in 1907. The initial conception of the movement by
Georges Braque (1882-1963) and Pablo Picasso (1881-1973) rested on a figurative dis-
cipline applied to traditional subjects such as still life, portraiture, and nudes. Cézanne’s
theories dominated the earliest phase which was followed by two others: the analytic (1910-
1912) and the synthetic (1913-1914).

With the Cubists exclusively concerned with representing the solid structure of natural ob-
jects and in the architectural form of the picture, colour was reduced to just a few tones such
as grey, ochre, and green. Collage, in which materials of different textures and random
shapes were stuck onto a canvas, was used as a medium of expression, particularly in still life
paintings. The synthetic phase of Cubism produced painted imitations of collage. Besides the
pioneers of Cubism already named, the movement attracted among others the painters Juan
Gris (1887-1927), Fernand Léger (1881-1955), and George Grosz (1893-1959).
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